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From the Editors

The Department of Russian and Comparative Literature humbly presents before you
the 24" issue of our departmental research journal Assonance — A Journal of
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various issues of Russian studies, comparative literature, comparative study, genre
study, thematic study of different authors and their texts, translation studies,
linguistics, culture studies, travelogue, folklore, et al.
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Peanucruueckuid u Catupuveckui

IMoaxoasl Hukouaas I'oroas

Kpuwnaxymap. P.C
Ipemonasatens u 3aBeayrouiuii, Kadeapoii pycckoro si3pika, Yausecurera Kepansr, Uanus

REALISTIC AND SATIRICAL APPROACHES OF NIKOLAI GOGOL
Krishnakumar. R.S
Professor and Head, Department of Russian Language, University of Kerala, India

Annomayusn: Kasxcowiii evidaiowuiics nucamens, 3a60e€6a8uiUli NPU3HaAHue
3a npedenamu cgoell CMpaHvl, packpvigaem 6 cede Hosvle, Nopol
Heodcudannvlie kavecmea. M amo ecmecmeento, 6edb 8 KAX*COOU cmpane
00U YUMAIOm Npou3eedenUs: 00H020 U MO20 Jice NUCAmens no-ceoemy, 8
ceeme cneyupuyeckux KyibmypHulX mpaouyutl, UCHMOpU4ecKko2o onvima u
HPABCMBEeHHbIX udeanos smou cmpawnsvl. Hukonaii I'oconv - 00un u3 Hux.
Taraum [0zona 3axknouaemcs 8 YHUKATbHOM CMiule NOBeCMBOBAHUS U
eonoce, chopmupo8aHuvIX €20 21YOOKUM RHOZpYdHCeHueM 68 bozamuvle
mpaouyuy pyccKoeo u YKpauHcKo2o (oavKiopa, a makice 8 e20 0Cmpom
HAbII0O0eHUU 34 NOBCEOHEBHOLL JHCU3HBIO. Yepnas 600XHOBeHUe 6 HAPOOHBIX
cKaskax, JneceHoax u cyegepusx ceoeii poonol Yxpaumvl, [oeonv
NPUBHOCUT 8 C8OU NPO3auUecKie NPou3eedenUs NpUdyOIU8oCcms, 10Mop U
Mazudeckuti peanusm, KOmMopvle OMAUYANU UX Om JUMEepaAmypHbIX
ycnosHocmetl e20 8pemeHu. B Hacmoswein cmamve npeonpumnama
nonvimKa — NPOAHATUZUPOBAMb  PEANUCMUYECKUll U  CAmupuyecKull
nooxoovt Huxonas I'oeons, komopvle 6 Oonvuieli cmenenu NOGIUALU HA
€20 OYeHKY pYCCKUX JUMepamypHuiX U HNOAUMUYECKUX NOMPACEHUl],
NpoU30WeOUIUX 8 e20 Cmpame U Hapooe.

Knrouegvie cnoea: omuysicoenue, Koppynyus, oibKiop, peaiusm, omop,
auyemepue, UpoHUs U CAMUPUK

Abstract: Every outstanding writer who has won recognition beyond the
borders of his own country reveals new and sometimes unexpected
qualities. And this is natural, for in every country people read the works
of the same writer in their own way in the light of that country's specific
cultural traditions, historical experience, and moral ideals. Nikolai Gogol
is one among them. The talent of Gogol is the unique narrative style and
voice shaped by his deep immersion in the rich traditions of Russian and
Ukrainian folklore, as well as his keen observation of everyday life.
Drawing inspiration from the folk tales, legends, and superstitions of his
native Ukraine, Gogol infused his prose works with a sense of whimsy,
humour, and magic realism that set them apart from the literary
conventions of his time. The present article tries to analyse the Realistic
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and Satirical Approaches of Nikolai Gogol which influenced him more to
evaluate the Russian literary any political upheaval of his country and the
people.

Key-words: Alienation, corruption, folklore, realism, humour, hypocrisy,

irony and satirism
Hukomait T'orons, Belmaromasics ¢urypa B mamreparype XIX Beka, okazai
3HAYUTENFHOE BIUSHHUE HA PYCCKOE MOBECTBOBAaHHE, OOBEAMHNUB CBOM YKPAHMHCKIE
KOpHM CcO CBOMMH pacckazamu. [orons pommica B 1809 rogy B IlonrtaBckoit
obnactTi YKpawHBl, U €ro TBOPYECTBO Pa3BUBAIOCH B TO BpeMs, KOTAa pycckas
TuTepaTypa MpeTepreBalia cepbe3Hble u3MeHeHus. Ero ocoboe coueTanne catupel,
IOMOpa M TpOTECKA OTPAXKAET CIOKHOCTU YEIOBEYECKOM HATypbl, a €ro
MPOU3BEIICHUS OTJINYAOTCS TIIyOOKUM pa3BUTHEM XapaKTepa U MPOHMIIATEIbHBIMH

conuajJIbHbBIMHU KOMMCHTApHUAMMU.

l'oronas BeIAENSAETCS MAacTEpCKHM HCHONb30BaHHEM peannsma. OH MOBIMAIT Ha
CTWJIb M HaIpaBJICHHUE PYCCKOH JHTepaTyphl Hapsiiay CO CBOMM OoJiee CTapIiuM
coBpeMeHHUKOM  IlymkuupiM. CeromgHs TOTOJIEBCKHMH  3JEMEHT  SBISIETCA
HEOTHEMJIEMOM YacThIO PYyCCKOHM KyNbTypbl M nuTeparypbl. Y ['orosns Obuia o4eHb
CIIOXHAasl TBOpYECKas XU3Hb. Helnerko NpoHUKHYTH B MHp €ro WIeH, Lenel u
JOCTWKEeHHU. JIutepaTypHeli cTwiab ['oross XapakTepu3yeTcsi YHHKAJIbHBIM
COYETAaHHEM pealnu3Ma, CaTUpbl M (OJBKIOPHBIX 3JEMEHTOB, YTO [ENaeT €ro
[POU3BEAEHUS 3HAKOBBIM BKIIAJIOM B PYCCKYIO JIUTEPATYPY.

In Gogol: A Life by David Magarshack, the author highlights Gogol's pioneering
role in shaping the genre of Russian realism, emphasizing his meticulous attention
to detail and ability to capture everyday life's nuances (Magarshack 78).

TBopuecTBo ['Oromnst oXBaThIBaeT pa3iINYHbIE KaHPBI, BKIIOYast KOPOTKHE PACCKa3bl,
OoyplIMe POMaHbl, MECHl U 3cce. B CBOMX MEpPBBIX MPOW3BEACHUSX OH IOKa3all
BIUSHUE YKpPauHCKUH (ONBKIOP U KYyJIbTypa, YTO HAIOXKHIO YHUKAIBHBIA
OTIIEYaTOK Ha €ro CTHJIb MOBECTBOBaHMs. IMEHHO C MOMOIIBIO 3TOT0 rojoca OH
oOparajcs K yHUBEpCAIbHBIM TeMaM, 4T0 00eCTIeYIo 3HAaYUMOCTh €r0 TBOpYECTBA
B PYCCKOH NUTepaType W €ro BIHMSHME Ha pa3indHble KyJIbTypHBbIE TpaHuibl.Ero
3HaMeHuTas pabora "MepTBble AymH" UccielyeT HPPAHOHAILHOCTD POCCUHCKON
COIIMAJIbHON CTPYKTYpHI, a €ro M3BECTHas Mbeca "PeBu30op" BHICMEUBAET IIUPOKO
pacnpoCTpaHEHHYIO KOPPYIILIUIO B IAPCKOW pOCCUUCKON aMUHUCTPALIH.

Crpeminenne [oromss n300pasuTh CIIOKHOCTH M MPOTHBOPEUUS POCCHUICKOrO
o0IIecTBa MOJYEPKUBAET €ro 3HAYMMOCTh KaK JIMTEPaTypHOIO MAEATeNs, YbH
MIPOM3BE/ICHUS TOJIB3YIOTCS MOMYJSIPHOCTBIO BO BceM Mupe. Ero ctunp nucsma
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JEeMOHCTPHPYET TIIyOOKOe YBa)KEHHE K YKPaWHCKUM TPagulusAM H OObIYasM, a
TaKkKe HcciaeqyeT Oonee MHMPOKHE TMPOOJIeMbl PYCCKOH HWAGHTHYHOCTH H
MHKITIO3UBHOCTU. ['OrojeBCKUi CTHIb MHCHbMa BKIIIOYAET B ce0s pa3sHOOOpa3HbIe
METOZBI [I0OBECTBOBAHMS, M3BECTHBIE CBOMM BHMMAHHMEM K AETaJsAM, HHTEPECOM K
¢donbKIOpy W MHUQOIOTHH, a TaKkKe TIyOOKHUM HCCIeJOBaHUEM HalMOHAIBHON
CaMOOBITHOCTH U KyJIbTYPHOTO HacICIUsL.

I'oronst gacTo xBanAT 3a TIyOOKMIl pealu3M B €ro NPOU3BEICHUSX, 332 TO, YTO OH
COCPEIOTAauMBAETCs HA IOBCEJHEBHOM JKM3HU OOBIYHBIX JIIOJEH M HCCIeLyeT
HEJNENOCTH W XWUTPOCIUIETEHUs] YeIOBEYECKOro CYIIECTBOBaHUA. bmaromaps
HOI[pO6HI)IM OOBSICHEHHUSIM W JKUBBIM I/1306pa)KeHI/ISIM T'orons oxuBIsgeT yiIunnbl
Poccun 19-ro Beka, maBas 4yuTaTeNsIM BO3MOXHOCTh OKYHYTHCSI B COLMAIBHYIO U
KylnbTypHYIO artMmochepy Toi »osnoxu. OOpamenme [orons x peamusmy
Hpe/CTaBIsIeT co00il cepbe3HOe N3MEHEHHE B PYCCKOM JHUTEepaType, OTKphIBAIOLIee
nepes OyIOyIMMH aBTOpaMHU-peaTcTaMi BO3MOXKHOCTh HCCIIEZIOBAaTh TaKUE TEMBI,
KaK COLMajbHasl CIPaBEAIMBOCTb M uellioBeueckue crpafanus. Peamusm 'oromns B
€ro MpPOM3BENCHUAX ONpElNeNseTCs ero MNPUBEPKEHHOCTBIO K TOHKOCTSIM
HOBCC[IHGBHOﬁ JKHM3HH, aHaJIHU30M COHI/IaJII)HOI‘/'I HECIIPaBCJIMBOCTU U FJIy6OKI/IM
[MOHMMaHHWEM  YEeJOBEYECKOro  OMbITa, YTO JeJaeT €ero  IpOU3BEICHUS
HENPEXOISAIIMMHI LIeIeBPaMH PYCCKOHN JINTEPaTypHl.

TBopuectBo I'oroms meMOHCTpUpPYET CIOXKHBIN OanaHc MeXAy peaausMoOM u
POMAHTH3MOM, JIEMOHCTPHPYS €r0 TalaHT NPUBHOCUTH (haHTACTUIECKUE DIIEMEHTHI
B TMOBCEIHEBHYIO OOCTaHOBKY, NMPHUAaBasl CBOMM HCTOPUSM HUIPHUBOCTH U WHTPUTY.
IIponsBenenus ['orons xapakTepu3yroTCs YMENBIM HCIOIB30BaHUEM Peaan3Ma Ui
KPUTHKHU COLIMAIBHBIX HEJIENIOCTEN U MOPaJbHBIX MPOTUBOPEUHNIl CBOEH 3MOXH, MIPH
3TOM OH JIEMOHCTPHPYET CBOW OCTPBI YM M HAOIIOAaTEIEHOCTD.

In Nikolai Gogol: The Making of a Classic by Janko Lavrin, the author argues that
Gogol's realism is grounded in his meticulous observations of society and ability to

capture human behaviour's nuances (Lavrin 72).

Torois ucnoNb3yeT peanu3M M aJIETOPHIO, YTOOBI OTPA3UTh CBOE HENOKOJIEONMMOe
CTpEeMJICHHE K BBICILICH MCTHHE, KOT/Ia OH OOPETCS ¢ HEOMUCYEMbIMH CIIOKHOCTSIMU
JKU3HU ¥ HEYJIOBUMOW CYThIO HUCTHHBIL. YMeHue [orons coderats peanu3Mm H
QJUIETOPUIO TIPOSBIISETCS B TOM, KaK OH IIPUJAeT CBOMM paccKa3aM MHOT'OTPaHHBIN
CMBICJI, BBIXOMSAIIMI 32 PaMKH BPEMEHH, IPOCTPAHCTBA U KYJbTYPBI, IMOrpPYKas
yuTarene B riryookue ¢uiocodckue pasmbiiuieHuss o Obitud. Hukomaii ['oronb
OKa3aj 3HAYWTEIbHOE BIUSHUE HA PYCCKYI JHUTEpaTypy U IJIUTepaTypHBIC
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JBUKEHUS, TIOBIIUAB HA TPACKTOPHUIO Pa3BUTHS PYCCKOM JINTEPATypHOU HCTOPUH U
npoOyInB TBOpPYECKHUI MOTEHUIUA OyIyIINX MUcaTeIeld 1 HHTEJUIEKTYaloB.

Brustaue ['oromns BerxoauT ganeko 3a paMku "MepTBbix aym'. OH 320K OCHOBY
IUTS TPATUINHM COLMATBHON CaTHUPbl B PYCCKOW JHTEpaType, MOOYAMB MHOTHX
aBTOPOB PAacKphIBaTh COLMANbHBIE MPOOJIEMBI C TIOMOLIBIO FOMOpa M TpOTECKa.
(Huxonaesa cmp.192) Takue aBTopbl, Kak JloctoeBckuii, CantbikoB-lllenpun un
BynrakoB, BocnpuHSIM W MOAW(DHUIMPOBAIM CcaTHpUYECKHe MeToabl [ oross,
pacmmpuB pa3HOoOpa3ue KpUTH4YecKod nureparypbl B Poccun. Bamstame ['oroms
pacmpoCcTpaHUIOCh HE TONBKO Ha JIMTEpaTypy, HO M Ha OOIIECTBEHHbIE H
MOJIUTHYECKHEe AUCKyccuu. Ero caTmpuueckue Mpou3BeACHUS TONOXKWIH Ha4aio
TUCKYCCHSM ¥ Pa3MBIIUICHUSM O COIIMAIbHOM HEPAaBEHCTBE €ro J3IOXH, YTO
MPUBENI0 K BO3HUKHOBEHUIO JIBIDKEHHH 3a TIEPEeMEHBl W  TOBBIIICHUIO
OCBEJIOMJICHHOCTH O HeoOxoaumocTu pedopMm. Bimsuue ['orosns Ha poccuiickoe
OOILIECTBO TPOSIBIISIETCS. HE TOJIBKO B €r0 JIMTEPaTYpHOM TallaHTe, HO M B €ro
HEMpexXosIleM Haciequu. Ero xapakTepHoe co4YeTaHHWe CaTHphl W TpOTecKa
MPOJIOIDKAET OCTaBaThCs d(D(PEKTHBHBIM OpYKHEM B BBIABICHHH OOIIECTBEHHOTO
JUIIEMEpHsl, PACKPBITUN HEMIPUATHON MPaBbl U IPOIAraHae CONUAIbLHBIX MEePeMeH.
Ero mpousBenenus, ocooenHo "MepTBble Aymm", 10 CHX MOpP HAXOAST OTKIUK Y
yuTaTeNe, mpejyiaras BeYHbIe B3TJISABI HAa MPHUPOMY YENOBEKa W TOTYepPKUBAs
CIIOCOOHOCTP JTUTEPATYPHI IPOBOIIUPOBATH IIEPEMEHBI.

Carupudeckue MeToApl ['0oroyiss TECHO CBSI3aHBI C MCTOPHYECKUM U KYJIBTYPHBIM
okpyxxenueM Poccun XIX Beka, BpeMEHU CUIIBHBIX COLMATIbHBIX, OJTUTUYECKUX U
SKOHOMHUYECKUX M3MEHEHUH. B To BpeMs kak Poccus nepexuBana CTpeMHUTEIbHYIO
MOJIEpHH3AINI0 W ypOaHM3aluio, ['Oroib CcTpeMuics 3aredyariieTh MOpalIbHBIE
MOTPSACEHUs] W OK3UCTCHLIHMAIbHYKO  TPEBOTY,  CONPOBOXAABIIME  OTH
npeoOpazoBanusi. B cBOMX CaTUPUYECKMX MPOM3BEACHUAX [ Orojib KPUTHUKOBAI
meperuObl  pycckoro  ¢eofanu3Ma, HECTIPABEMIUBOCTh KPEMOCTHUYECTBA H
pa3pyluTenbHOe BO3ICHCTBIE OFOpOKpaTHyecKoi koppynimn. bonee Toro, catupa
Torouist Ob1Ta HE IPOCTO CPEJICTBOM FOMOpA M Pa3BIICUEHUS; 3TO ObLIa TaKkke Gopma
COIMAJIbHON KPWTHKH, HANIPABJICHHAS] HA pa300JiadeHue MOPATLHOTO OaHKPOTCTBA
POCCHICKOTO OOIIECTBa M ATHYECKUX KOMIIPOMHUCCOB. [ 'Oroiib MpU3bIBAI JIFOJCH
B3TJISHYTh B JIMIIO HEMPHUSTHOW IMpaBjie 0 ce0e M CBOeM MHpE, ITOKa3bIBas 3epKajio
CBOMM COBpPEMEHHHKaM. TeM caMbIM OH MPOJIOXKHI IMyTh OYAYIIUM ITOKOJICHHUSIM
PYCCKMX THMcarelied K MCIOJIb30BaHUIO JIUTEPaTypbl B KAa4ECTBE WHCTPYMEHTA
COLIMATBHBIX W MONUTHYECKUX pedopM. Cartupuyeckue npueMbl Hukomas ["oroms
MPOJIOJDKAIOT OYAPOBBIBATh KaK 4YMTATeNIeH, TaK M YYCHBIX, Mpenjaras riryookoe
MMOHUMAaHNE YEIOBEUYECKOTO TIOJOKEHHS U CIIOKHOCTEe! poccuiickoro odmecta. C
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MIOMOIIbIO IOMOPA, UPOHUHU, KAPUKATYPHl U COLMANBLHON KpUTHKU ['oroms cozman
MHOECTBO MPOU3BEJICHUN, KOTOPHIE CETOIHS OCTAIOTCS TAaKUMHU K€ aKTyalbHBIMU
W PEe30HAaHCHBIMH, KaK W TpHd ero >ku3HW. Korjma uymrarenn 3HAKOMSTCA C
CaTHUPUYECKUMHA IeieBpaMu [ '0ToNd, OHM BCIOMHHAIOT O HETNPEXOMSIIei cuie
JIUTEPATYPhl OCBEIIATh YCIIOBEUYCCKHUN ONBIT U MOOYXKIATh K Pa3MBIIUICHUIM 00
oOmiecTBe, B KOTOpoM MbI skuBeM.Kputuky ['oronem pycckoro o0IiecTBa MOXKHO
CPaBHHTH C KPUTUKOH IPYTUX PYyCCKUX U 3apyOeKHBIX CATUPUKOB.

His sharp wit and biting humour invite comparison with the likes of Swift, Voltaire,
and Twain, who similarly used satire to expose the shortcomings of their respective
societies (Black 87).

Gogol's satirical works have left a lasting impact on Russian literature and culture.
His critiques of Russian society continue to resonate with readers, offering a
timeless commentary on human nature and social institutions. The impact of Gogol
can be observed in the writings of later Russian authors such as Dostoevsky,
Tolstoy, and Chekhov, who also dealt with the ethical challenges present in Russian
society. Who similarly grappled with the moral complexities of Russian society
(Gray 104).

Kpurnka I'oronem pycckoro o01ecTBa 0TpaxaeT ero OCTpyo HaOJIIoAaTeIbHOCTD U
riyOOKOe TIOHMMAaHHE YEJIOBEYECKOro IOoBeAeHUs. B cBOMX MpOM3BENEHUSX OH
pPacKpbIBaeT MPOTHBOPEUYMS M HECIPABEUIMBOCTh, CYIIECTBYIOIIUE B POCCHHCKOM
o01IecTBe, oABepras )KEeCTKOW KPUTHKE er0 STHIECKHUE M CONMANBHBIE HETOCTATKH.
Henpexonsmee BnusHUe 1'0romns Kak nucaTeis-CaTUPUKA CIIYKUT HAIOMUHAHUEM O
Henpexoasiiell ClIOCOOHOCTH JIUTEPaTyphl IPOJIUBATH CBET HA YEIOBEUECKUH OMBIT.
Catupnueckuii crtunp [oronss chopmupoBancs MOJ BIMSHHUEM Pa3IdYHBIX
JINTEPATYPHBIX TPAIULMHI, BKIIOYAsl KaK PYCCKYHO, TaK M €BPOINEHUCKYr0. BaxkHbIM
(akTOpoM, TOBIMSBIIMM Ha TBOPYECTBO [Oross, crajo BIMSHUE PYCCKOTO
HapOJHOIO IOMOpa U YCTHOTO MOBECTBOBAHMS, KOTOPBIE OH YMENIO HCIOJIb30BAl B
CBOEH JIUTEpaType.

l'orons crpemmiics moOyAnWTh CBOMX YHTATeNed K CO3EPIAHWI0O W CaMOaHan3y,
MOJTYEPKUBAsi HECOBEPIIEHCTBA U HEMOCIEN0BATENILHOCTh PYCCKOTO OOIIECTBA.
Carupuueckue Npou3BeAeHUs 1'0ros okaszanyu HEU3IIIAJUMOE BIMSHHAE Ha PYyCCKYIO
JUTEpPaATypy U 3a ee npeaenaMu. Ero TBopueckoe BOIUIOIIEHUE CATUPBI TPOAOIIKAET
OKa3bIBaTh BJIMSAHHUE Ha COBPEMCHHBIX HﬂcaTeHefI, YUYCHBIX U XYIOOKHHKOB. Ha
catupmueckuii moaxon Hwukomas T'oronst okasanw BIHSHHE pPa3HOOOpa3HEIE
JUTEPATypHBIE, HCTOPUYECKHE W KYJIbTYpHbIE HCTOYHMKH. OCTphIi IOMOp U
MIPOHUIATENLHOCTE ['Orosis BBIABWIIM HEJNOTMYHOCTb M HEMOCIIEA0BATEIBHOCTD
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PYCCKOTr0O 00IIeCTBa, CO37aB MPOYHOE HACICIUE CATUPHUYCCKOTO TeHUS B MHPOBOM
mutepatype. Cartupa Oblla MOIIHBIM JIUTEPATYPHBIM IPHEMOM, KOTOPBIH
HCIONb30BAIM MHOTME MHCATEIM B PA3HBIX KYJIbTypax M IEpPUOABl BPEMEHU.
Huxonait I'oronap - BbIOAIOLIUICS IUCATENb-CATUPUK B PYCCKOW JHUTEpaType,
W3BECTHBI CBOCH OCTPOH KPUTHKOW OOIIECTBEHHBIX HOPM M 4YEJIOBEUSCKOM
[JIYTIOCTH, KOTOpas 10 CUX MOp O4apOBBIBAET UUTATEIEH.

B coBpeMeHHBIX IHTEPAaTYpHBIX IOUCKYCCHSX HCCIEIOBAHUE CATUPUYECKUX TEM
Hukxonmaem  T'oromem  ocraercs  IiyOOKO — aKkTyalbHBIM,  IIPEIOCTaBIISA
NpOHHULIATENbHBIE HAONIOJCHUSI 3a COLMANBHOW TUHAMUKOW M YeOBEYECKHM
noBefenreM. Cartupuyeckue MeTOAbl [Orois, KOTOpble BKJIIOUYAIOT B cebs
OCTPOYMHE, KOMEIUIMHOCTh W MPOHULATEIBHOCTh BOCIIPUSATHS, BBIXOIAT 32 PAMKHU
BpEMEHH, NOOY)XIas 4YWTaTeled 3alyMaTbCsl O HENPEXOASIIEM 3HAUYEHHH €ro
npousBenenuil. Kpome toro, nccienosanue ['oronem HenemnocTeil MmoBceIHEBHOM
KHU3HH OCTaeTCsl aKTyallbHBIM B COBpeMeHHOM oOmiecTBe. Ero octpoe Bocnpusitue
0CcOOEHHOCTEHI ¥ HECOBEPLICHCTBA 4YEJIOBEYECKOTO MOBEICHUS CIYXHUT IS
yuTaTeNeH 3epKaJIoM, B KOTOPOM OHHM MOTYT OTPa3HUTh CBOIO COOCTBEHHYIO XKHU3Hb U
okpykeHue. CaTUpUUECKHUE CIOXKETBI ['0TOs HE TONBKO OKa3bIBAJK BIMSHHE Ha
nucartejei u XYAOXXKHHUKOB Ha MPOTAKECHUN MHOTHUX HOKOJ’ICHI/II\/'I, HO U BJOXHOBJIAIN
UX AaHAJM3UpPOBAaTh U  IOABEPraTb COMHEHHIO TOHKOCTH  4YEJIOBEYECKOTO
CyIIEeCTBOBaHUs B cBOMX pabortax. Ero BiusHue coxpaHsercs B IuTeparype u 6onee

IMHAPOKUX KYJIbTYPHBIX U HHTCIINICKTYAJIbHBIX JUCKYCCUAX.

CaTI/IpI/I‘IeCKI/Ie )501(S)51 FOFOJIH OCTAKTCA aKTyaJ]LHI)IMI/I 1 OKa3bIBAKOT BJIUAHHUEC Ha
pa3BuTHE co3epliaHus U pedIeKCUH B COBpeMeHHOM oOrmiecTBe. B To BpeMs kak
YUTATENH Pa3MBIIUIIOT O MOPANH, TMOIJIWHHOCTH W OOIIECTBEHHBIX HOpPMaX,
sureparypa Hukomnas I'orosns ciyKUT BHEBPEMEHHBIM OTPAXKEHUEM HETPEXOIAIIUX
CJIOJKHOCTEHN Y€JIOBEUECKOTO OBITHS.

Carupnueckuil ananu3 Hukonas ['oromnst mpogoimkaeT ocTaBaThCsl aKTyalbHBIM B
COBPEMEHHBIX JIUTEPATYypPHBIX TUCKYCCHSIX, TNpemiaras IiIyOOKoe ITOHUMaHHe
COLIMAJIBHBIX B3aUMOJEHCTBHA M IOBeleHUs Jroned. bnaromaps cBoemy ywmy,
IOMOpY ¥ IPOHMLATEIBHOCTH catupa ['orosis ocraercs BHE BPEMEHH, 3aCTaBIssA
yUTaTeNed 3amymMarbcd O HENpeXoAslled 3HAaYMMOCTH €ro npowusBeneHuil. bonee
TOr0, TOTOJIEBCKOE HCCIEIOBAaHUE HECOOOPa3HOCTEH IMOBCEIHEBHON >KU3HH
IIPOJIOJKAET OCTaBAThCS aKTyalbHbIM B COBPEMEHHOM KyibType. Ero ocrtpoe
[IOHUMAHUE INPUYyJ M HEIOCTATKOB YEJOBEYECKOIO IIOBEIECHHUS IIOMOraer
YUTATENSIM 3ayMaThCsl O CBOEH COOCTBEHHOHM >KM3HM W OKPY’XKAalOIIEM MHpeE.
CaTtupuueckue croeTbl 1 orosist He ToJIbKO (HOPMHUPOBATIM TBOPUYECTBO MUCATEICH U
XYAO)KHUKOB Ha IPOTSDKEHMM MHOTMX IIOKOJIEHHM, HO M MNoOyXaanu ux
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HCCJIICA0BATH CJIOKHOCTU YCIIOBCYECKOI'O CYHICCTBOBAHUA U 6p0caTL UM BBI3OB B
CBOUX TIPOM3BCACHHUAX. Bmusaue I'orons Oo-npeKHEMYy INPUCYTCTBYCT B
AUCKYCCHUAX O JIUTEPATYypE U boee HIIUPOKUX KYJIBTYPHBIX U MHTCIUICKTYaJIbHBIX
TEMax.

[letpoBHa yTBEepKmaeT, YTO YHUKAJIbHBIC IPHUEMBI MOBECTBOBaHUS [orons
pa3pyliarT TPaAUIMOHHBIE ()OPMbI TIOBECTBOBAHHS M MOOYXIAIOT YUTATEICH 1O-
pasHOMY B3aMMOJICHCTBOBaTh C TEKCTOM, B KOHEYHOM CYETE CTUpas TPaHHIIbI
MEX/Ty PEaTbHOCTHIO U (haHTa3uei.

Gogol is known for using innovative narrative techniques and structural
experiments that revolutionized the literary landscape of his time, setting new
standards for storytelling and inspiring generations of writers to come. In Gogol's
Narrative Innovations by Anna Petrovna, the author explores Gogol's pioneering
narrative techniques, including his use of unreliable narrators, nonlinear
storytelling, and metafictional elements (Petrovna 56).

Hukonaii T'oromp oka3zan 3HAUWTEIBHOE BIUSHUE Ha PYCCKYIO JUTEpaTypy H
JUTEpaTypHbIC IBI)KEHUS, TIOBIMSB Ha HAPaBJIEHHE UCTOPUH PYCCKON JINTEPaTyphI
W BJOXHOBHB OYyIylIMX IHcaTeleld M HMHTEJUIEKTyaloB. HoBaTopckue MeTonbl
MmoBeCcTBOBaHUs ['Orojis W JeTaibHOE M300paKEHHE PYCCKOro OO0INEeCTBA BOCCTAIIM
NPOTUB CYLIECTBYIOIIMX JIMTEPATYpPHBIX HOPM M 3aJOXHIM OCHOBY JJISt
JaNbHEHIINX JIMTepaTypHbIX HccienoBaHuid. [loHMMaHNe U OLleHKa JITepaTypHOU
TexHuku Huxonas I'orojst MEHsJIMCh ¢ TeUEHUEM BpPEMCHU, OTpaKasd USMCHCHUS B
HHTepaTypHOﬁ MOJA€C, KPUTUUCCKHUX B3TJIAaX U KYJIbTYPHBIX YCTaHOBKax. KpI/ITI/IKI/I
W YUTATEJH M0-Pa3sHOMY OT3BIBAINCH O MPOU3BEAEHUSIX 1 0rosi, X HHTEpIpeTanys
3aBHCeNIa OT KYJIbTYpPHOI'O M HCTOPUYECKOrO KOHTEKCTa, B KOTOPBI OHHM ObUIN
TMOMEIIECHBI.

CpaBuenne npousBeneHnii Huxomas ['orons ¢ mpousBeAeHHSAMH COBPEMEHHBIX
nycareneil 1aeT BaXHYIO HH(POPMAIIUIO O TOM, KaK MEHSUTUCH JIUTEPaTypHbIE CTHIIH,
TEMbl U IIPUEMBI IIOBECTBOBAHMS B Pa3HbIE UCTOPUYECKUE NEPUOABI U B Pa3HBIX
KyJBTYPHBIX YCIOBUSX. AHANMU3 pou3BeneHuit [ oromist Hapaay ¢ IpOu3BEICHUSIMH
€ro KOJUIET ITO3BOJISET UCCIIEIOBATENSM JIYUIle IMOHATh OTACJIBHBIE JOCTUXEHUS U
JIUTEpATYpHBIE IPOPBIBBI, COBEPIIEHHBIE Kak ['oroyiem, Tak 1 €ro COBpeMEHHUKaMH,
a Take oOIMe JUTepaTypHble Te4eHUs uX snoxu. PaszButne crtunsa Hukonas
l'oronsa Ha NpPOTSHKEHMM MHOTHX JIET JIE€MOHCTPHUPYET CIOXKHYK B3aHMOCBS3b
MEXJy €ro JINYHOW »XU3HBIO, JUTEPATypPHbIM BJIOXHOBEHHEM MW MEHSIOLIUMUCS

KYJbTYPHBIMU U UHTCJUICKTYAJIbHBIMHU TCHACHIUAMU. TBOp‘{CCKI/Iﬁ pocT Toroms u
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CTAaHOBJICHHUEC €I'0 KaK IIHUCAaTCIIA OYCBUIHBI Onar oaapsd 3HAYUTCIIbHBIM N3MCHCHUAM
B €r0 CTWJIC OT PAHHUX HpOI/I3B6,I[6HI/II>'I K IO3JHUM HICACBPaM.

3axnrouenue: Pe3kne pazmuumsi B CEIBCKOH W TOPOJCKOHN JKM3HU TOTOJIEBCKOM
Poccun okazanu riyOokoe BIMSHUE Ha COLUATBHO-TIONMTHYECKHNA JaHAmadT,
MOTYEPKHYB HEPABEHCTBO, KOTOPOE XapaKTEPHU30BAJIO pOCCHiickoe obmiecTBo B 19
Beke. bonbminHCcTBO KUTened Poccum xuno B aepeBHe. JloXOIbl KpecThsH
3aBHICENTM OT BEIEHUS CEIIbCKOTO XO3sIMCTBAa, OHHM TEPIENr TKEIyr padory,
HU3KYIO 3apa0oTHYIO IUIaTy W TO, YTO MMH MOJb30BaJIMCh 3EMIICBIANCIbIBI U
NpaBUTENLCTBO. KpecThiHCKHE JIepeBHH B CEIbCKOM MecTHOCTH Poccuu
CTAIKMBAJIUCh C PAa3MUYHBIMH BHJAMH JKECTOKOTO OOpalieHusi, TaKUMH Kak
MpPaKTHKa KPEMOCTHUYECTBA, KOTOpas MpOJoJhKajach BO MHOTUX PETHOHAX CTPaHBI
MpUMEpHO N0 cepeauHsl 19-ro Beka. ['opoga pociy Kak LEHTPHl TOPTOBIIH,
MIPOM3BOCTBA M KyIbTYPHOTO B3aUMOJICHCTBHS, TIPUBIICKAS] CENIECKAX MUTPAHTOB B
nouckax paboThl U yiydiieHus nepcnektus. C qpyroil CTOPOHBI, TOPOJICKas! )KU3Hb
6I>IJ'Ia OTMCUYCHA MEPEHACCICHHOCTEIO, I'psA3HBIMHA YCIOBHUAMHA KU3HU u
COLMATHHBIMHU BOJIHEHHUSIMH, TIOCKOJIBKY pabouie CTAKUBAINCH C IIPOOIeMaMu 13-
3a MU3EPHOH 3apabOTHOW TUIATHI, IIUTEIHHBIX CMEH U HeOIarompusTHBIX yCIOBHMA
Tpyaa. Pacimmpenune ropoJckux pailoHOB PUBENIO K KOHPIUKTAM MEXKAY pabounMu
u BiaxenblamMd (aOpWK, 4YTO TMPHUBENO K 3a0acTOBKaM, JAEMOHCTpAINSIM U
CHIOPaIMYECKUM BCTIBIIIIKAM HACHIIHS.

PazButue ctmnsa I'oromus CBUACTCIBLCTBYET O €ro IMOCTOAHHBIX XYHOKCCTBECHHBIX
9KCIIEPUMEHTaX W HEYCTaHHOM CTPEMJIEHMH K JIUTEpaTypHOMY COBEpIICHCTBY.
N3ydas sBomonuio CTWISA NMHMcbMa ['oroid, MccienoBaTed MOTYT JIydllle MOHATH
mIyOWHY ¥ CIOXXHOCTh €ro TBOPYECTBA M HEMPEXOAsIee 3HAa4YeHHE €ro
[IPOU3BEJEHUN B MUPOBOM JIUTEPATYPE.
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AcnekTbl cyacThaB pacckasax UBana bynuna

«Couaneuynbint ynap» u «B Ilapuaxe»

Abxunas Kymap Cunex
Acnupanm, Kagheopa pycckux uccredosanuti
Yuusepcumem anenuticko2o u uHocmpanuwix s361k08, Xatioapabao.

ASPECTS OF HAPPINESS IN IVAN BUNIN'S STORIES "SUNSTROKE"
AND "IN PARIS"

Abhinav Kumar Singh

PhD scholar, Faculty of Russian Studies

University of English and Foreign Languages, Hyderabad.

BBenenue : Hean Anexceesuu ByHun aensiemcs 0OHUM U3 8EIUKUX
nucameinel pycckou aumepamypsl 08aoyamozo eeka. OH Obln
nepeviM pycckum nucamenem, xomopuii noaydun Hobenesckyro
npemuio. O nonyuun omy npemuro 3a e20 poman «Kusnb
Apcenvesay 6 1933 200y. Ocobenno 6 ceoux npouzgedenusnx bynun
uzoopasican OelcmeumenrbHOCMb  JCU3HU, CB0I0 POOUHY, Memy
mobeu, neyarvHocmov u m. 0. Koeda emy 6vl10 monvko eocemv nem
OH HANUCAl nepeoe CMUXomeopenue. B eumnasuu on nucan cmuxu,
noopadicas eenuxux nucamenei xax Jlepmonmos, IIywxun. Ou ne
OKOHYUTL 2UMHA3UIO, U OdbHelluee 00pa3o8anue noayuul OH 0oMa
noo pykogoocmeom ceoezo cmapuieeo opama FOnuii. On nanucan
bonvue O08ecmu pacckazo8 u cmuxomeopeuutl. Eeo uzsecmmuovie
cOopHuKU pacckaszos creoyrowue: « Témuvie Anneuy, «I pammamuxa
Jlooeuy u «Tenv [Imuywry. Ilpoussedenus Bynuna ompasicaiom
110608b, Hadexcdy u acnekmul cuacmus. OH npeocmasisiem 2epoes
pacckasa cuacmaugvimu. B Ilemepoypee eviuien eco pacckas «Ha
Kpaui ceemay, a 6 Mockee 1898 eoda cmuxu «llo0 omxpvimuim
Hebom». Boepems o 3uakomuacs ¢ aumepamypuvim kpyzom —JI. H.
Toncmoii, A. Il. Yexos, A. U. Kynpun, Maxcum [opvxuti u B.A.
bprocos. B 1900 200y mna ceem nossuici e20 pacckas
«Anmonosckue Abnoxuy. Ho, Hekomopvie Kpumuku RUWYmM, 4mo
Bynun nucan o cuacmve 6 yuxne « Témnvle anneuy.

Mbui evibpanu 06a pacckaza «Conneunvlii yoapy u «B Iapuoicey,
umobwvl usyyams acnekmoul cuacmvs. C nOMOWbI0 Meopuu cuacmvs
Mbl Oy0eM aHanuzuposamsv 08a NPOU3EEOCHUs U 6bIABUMb, KAK
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u306paofca70m0}l PAd3Hble  «acneKkmsl CcH4acmsviy) 6 IMmux 66yx
pacckasax.

O cuacTbe

BaacoBa A.A. B cBocli kaure «Cogpemenible meopuu COYuaIbHo20 O1a20noLy ULy
MUIIET O [BYX HAampaBJCHUSX cyacThsl B aHTUYHOW ¢uiocoduu. 3TO
reIOHNCTUYECKOE HalpaBIE€HUE U 3BAEMOHHUCTHYECKOE HarpasieHue. OHa MHUIIET,
«l'edonucmuueckoe HanpasieHue (Apucmunn) paccmMampusano cuacmve Kax
CUIOMUHYMHbLE HACTANCOEHUS, YYBCMBEHHYIO PAOOCb, YO0BOIbCINEUE KAK MOMUS U
yenwb 6ce20 nogedenus yenoseKka. Ie0eMoHucuyeckoe Hanpasienue (Apucmomens)
Xapaxkmepuzoeaio cuacmve KAk ~CmpemieHue K NOAHOMY,  YCHOUYUBOMY,
yenocmHomy 01azy, Kak Momue u yeisb gcex cmpemienuti». (Baacona,28).

I'emonmam — 310 (MIOCOPCKOe HamMpaBIeHUE, KOTOPOE VYTBEPKIAET, UYTO
HACJIQKJCHUE WU YJOBOJBLCTBUE SIBIISICTCS BBICIIMM OJIarOM M OCHOBHOW IEINBIO
4eIoBedeCKOl KU3HU. «C060 «2e00HUIM» NPOUCXOOUM OM OpesHezPeyecKo2o
cnosa  «noovyy (hedoné)» umo osnauaem «y0o8oILCMBUE, YOOBIEMEOPEHUE,
padocmvy (X2HOpPOH, 5).

MBI aHanM3MpyeM BbIIIEyKa3aHHbIE JIBa PaccKas3a ¢ TOUKH 3pPEHUS T€JOHUCTHYECKON
TEOPHUHU CYACTBSI.

O030p uTEpaTypHI

HUccnenosarenbckue paboThl IO MPOW3BEACHUSIM byHUHa 3HAKOMUT HAC C Pa3HBIMH
TEMaMH{, OTPaXKaloT B €ro Npou3BeAeHUsX. Mbl OyneM aHaIM3MpOBaTh paccKas
«Conueunsiii ynap» u «B Ilapmxke». «ConHeuHbIld yaap» — 3TO yacTb cOOpPHHKA
«['pammaruka m060Bb». B caiite «Salvicumpress» Mbl YMTanM aHaJIUM3 pacckasa
«Conueunsii ynap». Aprop [layna ApakeisiH NMUIIET aHANW3 pacckasza Ha IyiaBe
«Conueunsii ynap» (00 ogHom pacckaze MBana BynuHa)». ABTOp 3TOH padOTHI
nuIeT nogpoOHo o pacckase «ComHeyHbl yaap». ABTOp Hamucal JII00OBb OIHON
U3 BaXXHBIX TeM B TBopuecTBax byHmHa. OH M300pakaeT pa3Hble BUIBI CUACTHS B
ananmu3e. Kak cuactbe OTHOCHTBCS K KM3HM. OH Tarkke NHIIET O JIIOIAX,
CTpeMALINXCS K KpaTKOBpeMEHHOMY cdacTblo. «Oua yexana. On ocmanca. Bce
NOKA3an0Ch eMy CHAuana 1e2ko, NoKa OH CHO8A He GOUieNl 8 MY KOMHAMY, 20€e Npoeel
CUACMAUBYIO0 HOUbY. ABTODP BBIPa)KaeT MHEHHE O CJIOBE CONHEYHBIH ynap, KOTOpPBIH
0003HauaeT 4yBCTBO IyIIM U AAa€T MUT cuacThsi «Conneunwvili yoap» — ooHa u3
MHO2UX OEeCKOHeuHbIX ucmopuii ard6u». AHATU3APYysS O3TOT pacckas, aBTOp
n300pakan OyHMHCKHE TEPOU B UX IOHOCTb.
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Pacckas «B Ilapuxe» u3 nuxina «Témusle Annen». B cratee «06 0onoii demanu ¢
pacckaze H. A. Bynuna «B Ilapusice»aBTopbl MUIIYT O Ieposix pacckasa M Kakue
TeMbl ByHuH BhIpaxan B pacckaze. «Pacckas «B Ilapuosice» — smo ne npocmo
ucmopus 08yx cyded. Imo ucmopus eceti Poccuu. Ha npumepe o8yx modeii, bynun
nokasan my mpazeouro, KOMopyio nepexicusano ece obujecmsoy. Jlanplie aBTOpPbI
BBIpQKAIOT MHEHHMA O Hacrosmelcutyanquu Poccun. OH mumer, droau B
COPOKOBOMI'OZly CHJIBHO CTpajajd OT BOWMHBIL, Oosbiie mnaTbrecsaT jer Poccus
CTpajaja OT BOMHBI, HAIPUMED - FpakJaHCKas BOilHa U Apyrue. B xone BOMHBI OHU
MOTEPsUIM CEMBHM U TIOCJIE€ BOMHBI BCE CHUIBHO M3MEHWIOCh. « ComHnu u mulcayu
cemell pacnaoanuce. [legywiky, 0adce camviX 3HAMHBLIX ceMel, Npo3a6anu noo
msdcecmulo epA3Hol padomuly. KOHOIMN TSHKENO MEPeXUBAIM BO BPEMS BOHHBI, U
OHHU OCTaHOBWJIM 0Opa3oBaHHE. DTO BOMHA MeLIald UX MEUTHI, yuéda, MOIOZOCTH.
Ho camoe mmaBHOe OHM HE TOTEPsUIM HAAEXKIY >KU3HH, OHU HCKAJIU JHOOOBB,
cuactbe. «Monoovie 0OHOWIU, KOMOpble MONLKO HAYANU CE0I0 JHCU3Hb, VUUTUCH,
noayyanu obpazoearue, OONHCHbL ObLIU OPOCUMb 8Ce U HCUMb MaM, 20e He ObLLo
Mecma Hu mMeumam, Hu uwnosuam. Eouncmeennoe, umo mo2no Kaxk-mo yKpacumo
9MOmM MyCKAbl U Mpaunbli neuzadxc — ni06oeby. ByHUH Hamucan paccka3 «B
[Mapmxe» B 1920 romy, oH n30o0pa)kaeT Kakue MPOOIEMBbI HMCTOJNKOBAJIH IIOCIIE
rpaXJaHCKON BOMHBI. MoJoJible JIIOIH ye3Kaly 3arpaHulLy.

B caiire aBrop HbloTOH nuiier o pacckaze «B Ilapuke», 1 OH MPOJIUBAET CBET Ha
KaKHX pa3HbIX TeMax €CTh B pacckaze. Mbl LIUTHPYEM HEKOTOpbIE MPEIIOKEHHS U3
aToro caiira «Cuacmaueas #cusHb napvl 3akanyueaemcs enezantoy (Hpioron). 13
3TOTO NPEIUIOKEHWE HaM SICHO YTO B PACCKa3e €CTh TeMa CYACThs, HO KaKue Ham
Ha/J0 HCCIeNoBaTh MOAPOOHO. «Tlembl OVHUHCKO20 pacckaza — O0OUHOHYECmeo,
06066 ¢ nepeoco 6321104 u Hedorzoseunocmv cuacmosy (HbroTon). Tak MOXHO
cuuTarh, yTo ByHHH M300paxan pa3Hele TeMbl B CBOEM pacckaze «B Ilapmxe». C
MOMOIIIBIO ATOTO IPEIJIOKEHUS aBTOp OTOOpakaeT YTO IOHITHE CYACThi €CTh B
pacckaze «B Ilapmxke». «Cyovba oxasanace scecmoka. Muozo nem 2epou smcoanu
cuacmos, a e06a HAWIU €20, KaK mym dce nomepsauy. ABTop NaéT HaM SICHOCTb,
YTO COOBITHE Tpareiuu TOXKE B ITOM pacckase. «Kax u @ Opyzux pacckasax yuxkia
«Témnvle anneu», Bynun noxasvieaem HepaspulEHYIO C6A3b MeNCOy cuacmvem u
mpazedueti 11006u». DTOT PacCKa3 yUUT HAM KaKHe CBA3M MEXAY Pa3HBIMU TEMaMH.
Hanpumep - 11t060Bb, Tparenust 4 c4acTbe. «/l100u 6C€ pagro npooondlcaiom iHoams
068U u Haoeamuvca Ha cuacmvey (HbOTOH). bonbiras yacTe paccka3a 3aHUMaeTCs
M000BBIO, Tparenel M c4acTbeM, HO MBI OyleM HCCIIeOBaTh Ha 3TOM IyXe H
KOMMEHTHPYEM aKTYaJbHOCTh 3TH TEMHU U UX BHJBI B IaHHOM pacckasze. DIEeMEHTHI
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CHaCTbA NPUCYTCTBYCT B 3TOM pPaACCKa3€, HO U MOXHO HOI[p06HO Ha3bIBa€CT KaKHC
BUJBI CHACTHA €CTh B paCCKa3¢c, Mbl UCCIIEAYEM B 3TOM AYyXE.

Kparkoe cogep:xaHue paccka3os.
«CoJHe4uHblil ynap»

B 1925 rogy bynun nammcan paccka3 «ComHeuHbldt yaap». B 1926 rony pacckas
«ConHeuHbld ymap» ObLI OnmyONMkoBaH B kypHaie «COBpEMEHHBIC 3aIlTUCKW.
I'maBHBIE mepcoHaXkW pacckasa NOPYYMK M OfHA JKEHIIWHA. [MaBHBIA repoi
MOPYYHK Ha KOpadlie BCTpedaeT He3HAKOMKY JKEHIIUHY, UM KOTOPOH HEM3BECTHBIM.
JKenmuna myTeriecTBoBaIa OJHA U €eT U3 AHAIIBI, TJIe OHA OTAbIXana. Y He€ ecTh
MYX UTPEXJIETHISI I0Yb,0Ha BO3BpaIaeTcs JoMoi. Ha kopabne oHa monpysKunach ¢
nopydukoM. [IoTom oHM TIepeHOYeBaT B TOCTHHUIIE Ha Kopabie. Creayrommii 1eHb
B JIECATh YacOB yTpa OHa yexaja JoMoH K cembe. [lopyduk ObLT 04eHb TPYCTHBIM U
TOJBKO CKy4yasll mo Heil. OH BO3BpaTHWICS B TOCTHHHUIYY, HO HOMep 0e3 Heé
n3MeHwach. [lopyduk dYyBCTBOBall ceOsi CTpalllHBIM, Y)KACHBIM, OIMHOKHAM H
[TyOOKO HECYAaCTHBIM. DTO OYE€Hb MYYHTEIHHO, M OH HANPSHKCHHO TyMall Tenepb
KaK M30aBUTHCS OT ATOM BHE3AITHOM, HEOXKUIAaHHOM ar00Bu. Ho, n30aBUTHCS OBLIO
HEBO3MOYKHO U MO3TOMY OH OBICTpO Oekaj K mouTe u Hamucan tenerpammy. OH He
3HaJ (haMUIIHIO, @ HU UMeHa e€. 3/1ech OH Kak OyaTo OeclienbHbIM. Bo KOHIIE KOHIIOB
MTOPYYUK TYBCTBOBAI ce0s IOCTAPEBIINM Ha JIECATH JIET.

«B IMapu:ke»

Pacckaz «B Tlapmwxe» w3 mnukna «T€muble Amten» Obul Hanmcan 1940 romy.
JelicTBusl paccka3a HauuMHAETCsT B pPECTOpaHe, I[e TIeHepal BCTpedaercs
o(umaHTKON, KOTOPOH paboTaeT B TOT K€ PycckoM pectopane. [T1aBHast repouHs
30BYT Onbra AnexkcanapoBHa, U M reHepana Hukomnai [Inaronosnd. Crnenyronmi
JIeHb ell¢ pa3 TeHepai Npuexail B TAKOH PecTOpaH M kKAajl 3Ty OQHUIMAaHTKY, YTOOBI
3akazath. OHM 000 ObUIM dMHTpanuu W3 Poccuu, MyX OQUIMAHTKa CIy)KUT B
Oenyro apmuto. On xuBET 3arpanuusl B FOrocnasuu. ['enepan ciyxun B IlepBoit
MUpOBOM M Ipakganckod BoiHax. JKena renepana Opocwia ero, U oHa OblLia
3aMy’KeM Ha IIKOJIbHUKE, KOTO OHA 3HAaeT M3 JeTCTBAa. leHepan ObUT HA MEHCUH U
xuBET Bo Opanrmu. Tpetnii pa3 Bo BcTpeue Ha pecTopaHe reHepail u oQuInaHTKa
npyxunuch. [eHepan npuriaman oQUIUAHTKYy B KHHOTEAaTpe M IMOTOM Ha €ro
KBapTHpe. I'eHepan pacckaszan ero nedagbHYH0 HCTOPHIO, YTO €r0 MOJOAAs JKEHa
yoia OT Hero uepe3 rofa cBagpObl. M Tex mop oH xkuBET BOo DpaHIUU
OJMHOKHI. YHETO He OBIJIO Jpy3eil JaXke MaJio POICTBEHHUKOBKHUBYT B OTOW CTpaHe.
[Tocne Toro reHepas u OpUIHAHTKA KHUIU BMECTe Kak napbl. OHU OBbUIM CYACTIIMBBL,
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HO BIpYT TpeTuil neHs Ilacxu reHepan ymupaeT Bo BaroHe MeTpo. OHa BepHynach U
B3s1J1a BULIMYHJIMP T€HEpaJl Kak-TO €ro 3HaK.

AHaJHM3 PacCKa30B HA OCHOBE TEOPHUM CYACThSI.
«CoJHe4uHblil ynap»

U3 mepBoro aOzamapacckasa Mbl y3HaJIHM, YTO TOPYYHMK M IJIaBHAs TEPOHHS
BCTPETHJIM Ha MPHUCTAHUTAM CHJEIH BMECTe, IOTOM OHHM MepeHoueBan. «l/lopyuuk
MAaK NOpwIBUCMO KUHYACA K Hell U 00a max UcCmynieHHo 3a00XHYIUCL 8 noyenye,
YUMo MHO2O Jlem 8CROMUHANU NOMOM DNy MUHYMY: HUKO20d HU4Ye20 NOOOOHO20 He
UCHBIMBIBATL 3A 6CIO JCUZHB HUL MOm, HU Opyeou». Takke OHH MPOAOIDKAIH BCTPEUY
Ha Toil mpuctaHu. OHH JAPYXHINCH Kak-TO CTapble 3HAKOMBI, HCIBITAIH
YIOBOJIIBCTBHE ¥ MUMOJIETHOE BpeMs. MBI 3HaeM Y 3TOH >KEHIIMHBI OBUIO MYX H
TpéxueTHsass noub. OHa yke OBIO Ha OTABIXE W TIPOBOAMIIA BECENOe BpeMsl.
Crnenyrommii JeHb yTPO TJIaBHAs TEPOMHS yexXaia W CKazala TOpYy4YuKy, «Ecau
noedem emecme, eéce byoem ucnopuero. Mue smo 6yoem ouenv nenpusmuoy». U3
3TOTO MPEATIOKEHUS HaM SICHO YTO, OHa TpeOoBaia reJJOHMYECKUI acTIeKT CYacThs,
KOTOpBI 0003HaYaeT CHIOMHUHYTHOE cuacThe. OHa Iymamna TONBKO o cebe. «Hu,
6epHee, Mbl 004 NOIYYULU YMO-MO 6POOE CONHEYHO20 YOapa». 3AeCh Mbl 3aMedaeM,
yro ByHWH Hammcan o CONMHEYHOM yaape, HO Mbl o0paliaeM BHUMaHWE Ha SBJICHUS
COJIHEYHBIH y#ap — JTOKAaK-TO MOMEHTHBIE M TaK CYacThe B JKH3HU INEPCOHAXEH
pacckasa To)ke MOMeHTHBIe. Takoll y Hac ByHuH, a He TpsIMO OH BBIpa)kaeT CYaCThe
B JKM3HM TEPCOHAXHM dYepe3 IMOMOINb HACTOSIIETro SBICHUs (COJHEYHBIN yaap)
MOKa3bIBaeT BUJ c4yacThs. [lopydnky OBUIO TPYCTHO, HO OH HE TOHSII TaKOW BHI
cyacThsl (KpaTkoe BPEMEHHOE CUacThe).«M nopyuux Kak-mo J1e2Ko CO2NACUNCH C
Herw. B neckom u cuacmausom dyxe oH 008e3 ee 00 NPUCAHU, — KAK pd3 K OmMX00y
po3zosozo «Camonemay, — npu écex noyeno8an Ha nayoe u eosa ycnei 6CKOYUMs HA
CXOOHU, Komopbvie Yoce 08uHyau Hazao...». [lopydnk ObLI cUacT/IMB, a B TIIyOUHE
JYIIH €ro MPOTEeKaeT ASHCTBUTEIBEHOE YyBCTBO ATO PAZOCTh U MEYaIbHOCTb.

«Beposmno, monvko s 00uH MaxK cMpawHO HeCYacmeHr 80 8CeM SMOM 20Po0ey, —
nooyMas OH, Hanpassisice Kk 6asapyy. Jlaneiie ByHUH nucain 0 CUTyalluu MOpyYHKa,
B KOTOPOM OH JXWJI C BOCIIOMHWHAHWEM Takoi >xeHmmHBI. OH Oexan u3 0azapa u
3amén B cobop. Bo3BpaTich B TOCTUHUILY, OH JyMall Bce ObUIIO O€3MEPHOE CHACThE,
BeJIMKasl PaJioCTh, HO OH U3 Cep/Ila MPOCTO Pa3phIBAIIOCH HA YacTu. JJis mopydnka
[JIaBHOE OBbLIO CTOMYECKas KOHIICMIMS CYacCThs, IJC YCJIOBHS JIIOOOBH BaKHOE.
31ech XOTs MOJy4alOT BPEMEHHOE CYacThe, HO IMOCJIC TOM HOYM I'epol CTpajacT W
umier cede cuactes. «llocmens ewe ne yopana. M on nouyscmeosai, wmo npocmo

Hem Ccun cMmompemsv menepb Ha 2my nocmenvy llopydMK HIIET cuyacTbe B
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SMOLIMOHAJILHOM COCTOSIHUMKU3HHM, TZ€ MECTO OTOXKIECTBIECHUS CUacTbhsl H
MIPUATHBIX NEPEKUBAHUN OTOXKAECTBISAET CUYACTHE C AMOLMOHAIBHBIM COCTOSHUEM
areHta B 1ienoM. Tak B pacckaze byHuH nzo0pakan TeMy c4acThbs.

«B Ilapu:ke»

CoObITHsI paccka3a HAYMHAKOTCS B pecTopaHe. [JlaBHBIC MEPCOHAXU pacckasza -
reHepal U OQUIIMAaHTKa BCTPEUAIOTCS B pecropaHe. [eHepan mpuexan Tpu pasza B
TaKo# ke pecropaH, rae padorana Ompra m oH xpam e€. Onpra AJekcaHApOBHA
OKa3bIBAETCS MPUBJICKATEILHON U YXOKEHHOH JKEHIIMHOW, KOTOPasl YK€ COCTOUT B
Opake, HO SIBJIACTCS OUHOKOU. «Bonsoir... Ho évl 6edb pycckas? — Pycckas. Pyku y
Hee ObLIu OueHb benvle U O1azopooHOl POpMbL, NIAMbE NOHOUWEHHOE, HO, BUOHO, U3
xopouwezo domay. I'eHepan MOHUMAET, YTO OHA HE SBISAETCS MPOCTON OGHUIIMAHTKON
Y HauWHAeT Y He€ OTKPHITO BBIpaxxaTh CBOM 4yBCTBa.l eHepan npuHuman OIbery Kak
ero xeHa, u OH yroBapuBaeT OJbry AJIEKCaHAPOBHY XPaHUTh €ro COEPEIKEHUS B
Oanke. «He 3uaio... Dmo cmpanuno, HO 5 yoc Kak-mo npuebikia K eam. OH
Ona200apHo 8321AHYN HA Hee U NokpacHen: — M a k eam. 3Haeme, Ha ceeme mak
MaAno cuacmausvlx ecmped... M nocnewun nepemenums paseosopy. lenepan u
Osnbra npoBOAMIIN CYACTIUBBIC MOMEHTBI, 3TH MOMEHTHI OYCHb Majl0 B MX JKH3HHU.
Ho camoe miaBHOE€ OHM OBUIM CYACTIMBBI TOT BeYep. ODTO KPATKOBPEMEHHOE
cdactbe. Tak MokHO ToBOpUTH OIbra MmoMorajna reHepaiy JOOUTh CBOIO JKU3Hb.
[Ipupona Bokpyr Hero ObUTa MpavYHas U HUKTO HE OBLIO OJVDKE K HUIM.

Korna ona Bo3Bparmaetr 7oMoi mociie TOXOPOH M HadMHAET yOupaTh KBapTHDPY, THe
Hallla cTapoe MajbTo TeHepaja, 4YTo BbI3Baso ciE3bl. HaBepHOe, OHa oco3Hana
omKOKy KpaTKOCPOYHOTO YIOBOJIBCTBHSA, IZI€ HE OMNpPAaBAAJIMCh €€ HaIeXAbl O
YyBCTBE YJOBJIETBOPEHHOCTH U YIOBJIETBOPEHHOCTH CBOEH >KU3HBIO KaK JKCHILMHBI.
Pacckas 3akaHumBaeTcsl OnMMcaHHMEM €€ SMOLMOHAIBHOTO COCTOSHHS, KOTJa OHa
yrctuia momany. M3 9Toro BhIpakeHHWE HaM sCHO OQUIMaHTKa TpeboBaia
TEJOHMYECKUH AacleKThl CYacThs, W OHa TOXE YYBCTBOBAJa SMOLMOHAIBHOE
COCTOSIHHE B JKM3HH, KOTOPBIA NpUHEC BEJIMKOE cyacThe. Takum oOpasom ByHuH
ONMCBIBAET TEMBI CYACThS B €ro pacckasze. B pacckase ecTb reJIOHHYECKU acleKkT
CHaCThs U OMOIITMOHAJIbHBIEC MOMCHTHI. BYHI/IH H306pa>Kan CBOU IVIaBHBIC IIEPCOHAXKU
pacckaza MyYHMTEIbHBIE, HO KOHIIE KOHIIOB OHM INPHUHUMAIN KpaTKOBPEMEHHOE
CYacThsl. OJTO MOXKHO Has3blBaTh CHIOMHUHYTHOE CYACTh€, KOTOPBIM MOAXOHA K

TCOIOHNYCCKUM acneKTy CHaCThA.
3akioueHue

Ilo HU3YUYCHUIO TCOPCTHYCCKHUC BOIIPOCHI CBA3AHBI C NOHATHUEM «CUACTBA» Y HaAC
BBIABJIICHO I‘J'IY6OKOC IMOHMMAHHUEC CYACTbd PA3HBIC (I)I/IJ'IOCO(I)BI KakK ApI/ICTOTeJ'IB,
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Kant, 1. C. KoH cranu onpenenuts 1 00bsICHUTE cyacThe. OcOOEHHO MBI 00paTiIn
BHUMAaHHUs Ha TEOPUM, KOTOpPBIE CBSI3HO C Halledl TeMmbl cuacThs. Hekoropsble
paccka3bl byHWHA 3aKkaHYMBAIOTCS HEOXHAaHHEH r000BbI0. Mbl 00Cyxmamu
pacckasbl «CoJTHEUHBIH ynap» u «B Ilapmxe», TaM ecTh «TeMa cuacTbe) Kak BUJ
reIOHNYECKHX aCIEKTOB CYACTBhS.

[Tocne mpouTeHus pacckasa W €ro aHaJu3a MbI 3aMETHIIM, YTO JCHCTBYIONIUE JIUIIA
3THX PaccKa3oB BCerla HCKanu cdactbe. CuacThs H300paxaeTcsl B 3TUX paccKa3ax B
pa3HBIX Qopmax, ¢ pasHBIM CIOCOOOM ero ooOpereHms. B pacckazax ecTh pa3HbIe
MOMEHTBI, KOTOPBIC BBIPAXKAIOT JIFOOOBH, CTPaIaHUE, OMUHOYECCTBO, JEMEHT CYaCThS
U CMBICI c4acThs. HeKoTopble CTPOKH M3 pacckasa, BeAylIde HEMOCPEACTBEHHO K
CUYACTBIO, OTHOCATCS K KATETOPUH DJIEMEHTA CYACThS.

ABTOpPHI ganu GUI0co(CKyo UACKO CYACThs B KaX/I0H MaJeHbKOH (paze U TaM ecTh
CKpBITOE MOHATHE cuacThs. B pacckaze «ConHeuHbId ygap» Uil MOpYYHKa BaXKHO
SMOLIMOHAIBHOE CYacThe, HO JUISI TEpPOMHHU YAOBIETBOPEHHOCTH IIEPBBIM.
Crnenyromuii paccka3 ToxKe 3aHUMAETCsl TAKUM 00pa3oM CHacTbs, IJie TeHepall UCKal
M000Bb, KOTOpasi NpUCIIATaeMy CUACThsl, U OQHULIMAHTKA TOXKE KUJIa OJHA, HO y Heé
€CTh MYX,0Ha TpeboBalla MOMEHTHI CYacThs. MOXXHO CUMTaTh OHA TPUHHUMAJIA BH/]
CYaCThsl Kak repoHuyeckui. I[lo MoeMy MHEHMIO My)KCKHE INEpPCOHaXxu byHHHa
HUCKaJIM CYACThd B O3MOLMOHAIBHOE COCTOSIHME, M €ro >KCHCKHE MEePCOHAXHU
NPUHUMAIM TEIOHWYECKMH aCHeKT c4acThs. ByHMH B CBOMXNIPOW3BEACHUSIX
n300pakall TeMy CuyacThsi M OINKUCHIBAJ, YTO 3HAYUT HacTosmiee cuyacthe. OH
BbIpa)kaJl SMOLMOHAIBLHOE COCTOSIHUE YeJIOBEKa MOoMoraeT ObITh cHacTIuBBIM. Bo
KOHIIE KOHIIOB MBI H3ydYalH TepoM B OOOMX paccka3ax ObUIM TeIOHUCTBI W
TpeOoBaM TeIOHNYECKOro acmekra c4acTbi. C MOMOINBI0 JOKJIaga Mbl y3HAIH
Kakoe 3HaYCHUE HMEET CUacThe B OYHMHCKOM MHpE.
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HapnuaTe.m,Hble CYHIECTBUTCIbHBIC B PYCCKOM
SI3bIKEC U B A3BIKC TCJIYI'Y

H-p xarory Hapemn,

JIoLieHT Ha [T0YacoBOU OCHOBE,

VYuusepcutet Kanekyra, Kepana, Maaus.
COMMON NOUNS IN RUSSIAN AND TELUGU

Jatothu Naresh
Assistant Professor, University of Calicut, Kerala

AnHoTamms: /lawnas paboma noceauleHa  COnOCMABLEHUI0
HApUYAmMenbHbIX CYUWeCm8UMeNbHbIX 8 PDYCCKOM A3blKe U 8 A3bIKe
menyey. B cmamve paccmompenvl paziuunvie 1no0xoovl K
ONpedeeHUI0 HapUYAMeNbHbIX CYULeCBUMENbHBIX 8 UCCIe0yeMblX
Azvikax. Pycckutl A3bIK  omHOCUMCA K 80CIMOYHO-CIABAHCKOU
noOcpynne CRAaBAHCKOU epYRNbl A3bIK08 UHO0E8PONELCKOl ceMbl,
menyey OmMHOCUMCA K Opasuouiickol cemve. Pycckuti  a3vik
ucnoavzyemcs 6 nepsyio ouepedsv 8 Poccuu, benopyccuu, Yxpaune,
Kaszaxcmane, Kwoipeviscmane a makdce 6 cmpanHax 60CMOYHOU
Eeponvl. Azbix menyey ooun uz npedcmasumenei OpasuoOUiCKux
azvikos. OH 8 OCHOBHOM pacnpocmpanéd 6 wmame Anoxpa
Ilpaoew, Tenameana, oguyuanvHeiM A3bIKOM KOMOPO20 OH
A6AEMCAL.

KuaroueBble ciioBa: mapuyamenvHvle cyujecmseumeinvbhsle, pyccKutl
A3ZbIK, MENYE).

Abstract: This work is devoted to the comparison of common
nouns in the Russian language and in the Telugu language. The
article discusses various approaches to defining common nouns in
the languages under study. Russian belongs to the East Slavic
subgroup of the Slavic group of languages of the Indo-European
family, and Telugu belongs to the Dravidian family. The Russian
language is used primarily in Russia, Belarus, Ukraine,
Kazakhstan, Kyrgyzstan and also in Eastern European countries.
The Telugu language is one of the representatives of the Dravidian
languages. It is mainly spoken in the state of Andhra Pradesh,
Telangana, of which it is the official language.

Key words: common nouns, Russian language, Telugu.
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HapnuaTeanble CYHIeCTBUTEC/IbHBIC B PYCCKOM #A3bIKE

B.B. KmnobyxoB B xuure JI.JI. Kacarkmma Pycckuii sA3biK XapaKTEpPHU3YeT
HapuLaTeJIbHbIE CYILECTBUTEIIBHBIE TAK:

«Hmena HapuyameuabHble Clyacam 0606u4éHHblMu HAUMEHOBAHUAMU 0()H0p00Hblx
1
npedMemoe: copa, peka, 4eloeekx, nianemad, zopod, ecasema.»

PJI. Axomma B yueOHOM wMarepuane Mopgonozus OOBICHIET KaTETOPHIO
HAPHIIATENILHBIX CYIIECTBUTEIILHBIX TaK:

«Hapuyamenvuvie cywecmseumenvhble HA3bI6AI0M OOHOPOOHBIE NPEOMEMbl, HANP.

ums, hamunus, 03epo, peka, 20poo, 2azemd, JCYPHANL, NMUYd, Cmyoemwm, mamd,
. 2

opén (nmuya), 0om, docka, bubruomexa.»

P33HOBI/II(HOCTI/I HApUHUATECJIbHBIX CYIICCTBUTEIbHBIX

Hanee JIMHTBUCTBI KJIacCu(UIUPYIOT 3TU HapuLaTeJIbHbIE
CYIIECTBUTEIbHBIE 110 3HAYEHHUIO, BBIPAKAEMOMY HMH: HAa3bIBaC€T JIM JaHHOE
CYIIECTBUTEIbHOE KOHKPETHBI NpeAMEeT WM aOCTpaKTHOE IOHATHE, WM JKE
COBOKYITHOCTh HECKOJIBKHX MpeaIMeTOB. B 3aBHCHMOCTH OT 3TOro BBIAENAIOTCA
YeThlpe OOIIMX THUIIA HAPULATENbHBIX CYIIECTBUTEIbHBIX:

1) BelleCTBEHHBIE CYIIIECTBUTEIBHBIC

2) OTBIICUEHHBIE CYIIECTBUTEIbHbBIE

3) cobuparenbHbIE CyIIECTBUTENBHBIE

4) KOHKpETHBIE CYLIECTBUTENbHBIE

BeniecTBeHHbIe cyliecTBHTEIbHbBIE

E.B. Kno6yxos B kuaure JI.JI. Kacarkuna Pycckutl s3vix 0OBSICHSET TakK:

«Bewecmeennvie cywecmeumenvHble 0003HAUAIOM  «Bewpecmea (6  UWUPOKOM
cMblciie) —  XUMUYECKUe JeMeHmMbl U COCOUHEHUs, Nuujegvle NpPoOYKmbl,
cmpotmMamepuarsl U MmM.u. . 8000p00, 600d, €0, HCene30, ACNUPUH, OeH3UH,
nueHuya, CueKu, mec, conoma.»’

PI. Axamna B yueOHOM wMarepuane Mopghonocus TPEACTaBISET TaKoe
OIIpeIeICHUE:!

«BewjecmeenHule cywjecmsaumenvhvle HA3bIBAIOM XUMUYECKUE 8euecmad, nuujesvle
NpOOYKMbl, CIMPOUMAMEPUANbL U M.N., HaANp. KUCIOPOO, KUCIOmA, 8004, €0, nap,

Kacarkun JLJI. Pycckuii A3vik. Yuebnux 01 cmyoenmos evicut. neo. yued. 3a6edenuil.
M3IATeNbCKUN EeHTp «Akagemusi»: Mocksa, 2001. Ctp. 512.

Axamna P.JI. Mopgonocus (Heony0. pa3aTOUHbIN MaTepra JIjsl CTYISHTOB OakajiaBpa
IO pyC. 513.), YH-T aHIJIMICKOTO M HHOCTPAHHBIX SI3BIKOB, Xaiaepadan, 2010.ctp. 4.
Kacarkun JI.JI. Pycckuti A3vik. Yuebnuk 0ns cmyoenmos svicut. neod. yued. 3a6edeHuil.
Wznarensckuii neHTp «Akagemusi»: Mocksa, 2001. Ctp. 514.
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OeH3UH, ACNUPUH, COMb, UAl, caxap, MOJOKO, NUEHUYd, Xieb, CIUBKU, YeMeHm,
conoma u m.o.»"*

N3 »TOr0 MOXHO cHaenmarb BBIBOL O TOM, 4TO TIPEIMETHI, Ha3bIBa€MbIe
BEIICCTBCHHBIMU  CYIICCTBUTEIBHBIMU, SIBISIOTCS OJHOPOIHOW MacCoH: 3TO
HEUCUHUCIISICMBIC BEIECTBA, XUMHUYECKHE OJIIEMEHTHI W COCIAWHCHUS, NHIICBBIC
MPOAYKTHI, CTpoHMarepuansl U T.I0. [Ipu 3TOM BaXHO MOMYEPKHYTH, YTO JaHHAS
KaTeropus NoAnaéTcsl EICHUI0, HO HE CUETY.

OT1BJIe4€HHBIE CYyIeCTBUTENbHbIE
E.B. Kino6yxos B kuure JI.JI. Kacatkuna Pycckuii 361k OOBSICHSIET TaK:

«Omeneuénnvie cyuecmsumenvhvie 0003Ha4aOm Oelcmeue Ul NPUSHAK 8
omeneueHuy om oesimesia UlIU HOCUMeNs npusnaka: dez, yuéoa, kpacoma, 2nyouHa.
Cnosa 5mozo 1eKCUKO—epamMmamuyeckozo paspsaoa o0pa30eanvl Om 21da20l08
(npO603UMb — NPOEO3) UL OM NPUTALAMENLHBIX (XUMPbLE — XUMPOCIIb).»

P.JI. Axanna B yueOHOM Matepuane Mopgonocus 0ObSICHSET Tak:

«Omeneuénuvie cywecmeumenvhvie 0003HaUaIOM Oelcmeue Uil NPUSHAK 8
omenedeHuy Om Npou3BoOUmeNs Ul HOCUMeNs: uzyueHue, 0ObiACHeHUe, yuéoa,
omovlx, pazeumue, niaeamue, Oee, uepa; Kpacoma, evicomd, enyouHa, ym,
SHMY3UA3M, XUMPOCHb, CA1AO0Cb U m.n.»°

PestoMupys BbIlIECKa3aHHOE, KOHCTAaTUPYEM, YTO B PYCCKOM SI3BIKE OTBJIICUEHHBIC
CYIIECTBUTEIbHbIE 0003HAYAIOT ACHCTBHE WIM MPU3HAK B OTBJICYCHUH OT JAEATENS
WJIM HOCHUTENS IPU3HAaKa.

CoOuparenbHble CylleCTBUTEIbHbIE
E.B. Kio6yxos B xuure JI.JI. Kacatkuna Pycckuii s3vik OTIpEAeTsSeT Tak:

«Cobupamenvhvle cyujecmsumensvivie 0003HAUAIOM COBOKYNHOCMb OOHOPOOHBIX
npeomemog uau Uy KAk OOHO Hedenumoe yenoe;, Oia COOUPAMENbHBIX
CYUecCmeuUmenbHblX Xapakmephsl C108000pasosamenvHuvle cypurcol —cme(o), -
8(a), -j(o), -yp(a), -am u Op.: KpecmbaHCmME0, AUCMBA, MpAnvE, npodeccypa,
nponemapuam.»’

PJI. Axonma B yueOHOM wMmarepuane Mopgonoeus TPEACTaBIsIET TaKoe
OIIpeJEIICHHE:!

Axamna P.JI. Mopgonocus (Heony0. pa3aTOdHbIN MaTepra JIjsl CTYISHTOB OakajiaBpa
IO pyC. 513.), YH-T aHIJIMICKOTO M HHOCTPAHHBIX SI3BIKOB, Xaiaepadan, 2010.ctp. 4.
Kacarkun JLJI. Pycckuii A3vik. Yuebnux 0 cmydenmos gvicui. neo. yued. 3a8e0eHui.
Wznarensckmii ieHTp «Axagemusi»: Mocksa, 2001. Ctp. 513-514.

Axamna P.JI. Mopgonocus (Heony0. pa3aTOdHbIN MaTepra JIjsl CTYISHTOB OakajiaBpa
IO pyC. 513.), YH-T aHIJIMICKOTO M HHOCTPAHHBIX SI3BIKOB, Xaiaepadan, 2010.ctp. 4.
Kacarkun JI.JI. Pycckuti A3vik. Yuebnuk 0na cmyoenmos svicui. neo. yued. 3a6edeHuil.
Wznarensckuii ueHTp «Akagemusi»: Mocksa, 2001. Ctp. 514.
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«CobupamenvHble cyujecmeumenbHole 0003HAYAIOM COBOKYHHOCMb OOHOPOOHBIX
npeomemog Uiy Uy Kak OOHO HeOelumoe yeioe, Hanp. CHYOeHyecmeo,
npogheccypa, yuumenbcmeo, npoiemapuam, KpecmviHCmeEo, pPOOHs, 0emeopd,
36epbé, TUcmed, oenvé, mpanvé u Op.»8

Wrak, pycckue coOMparelbHbIC CYIICCTBUTEIbHBIC 0003HAYAIOT COBOKYIMHOCTBH
OJTHOPOZIHBIX MPEAMETOB WM JIMI[ KaK OIHO HexenuMoe renoe. Mopdomornuecku
pacro3HaTh noo0HbIC CYILIECTBUTEIIbHBIC MOXKHO o HAJTMYHIO
CII0BOOOpa3oBaTeNbHbIX cypdurcoB —cTB(0), -B(a), -j(0), -yp(a), -at u ap.

KoHkpeTHble cyniecTBUTeIbHbIE
E.B. Kio6yxos B xuure JI.JI. Kacatkuna Pycckuii 361k yTBEPKIALET, 4TO

«Komnxpemmnvie cyujecmeumenvhvie (Kapawoaw,, yHusepcumem, cmyoemwm) —

9MONEKCUKO—2PAMMAMUYECKULl pa3ps0 Cyuecmeumenvholx, Haubdoree u4émkKo u
. . 9

NOTHO PACKPLIBAIOWUX SPAMMAMUYECKUE CEOUCMBA OAHHOU YACMU PEYlUL.

P.JI. Axanna B yueOHOM Matepuane Mopgonocus 0ObSICHSET Tak:

«Konkpemmvie cywecmeumenvhvlie HA3LIBAIOM HE MONLKO JHCUBBIX CYUECmE
(cmyoenm, 8pay, noopyea, 0505, K03d, KOHb, 80pobell, KYKYUIKA) U KOHKpemHble
npeomemol (KHU2a, Kupnuy, 0om, obwedcumue, nucbmo, OpPIOKuU, pyoawKa, Kiuod,
bepéza, 0yd, noesod), HO U NPUPOOHBLE 6NeHUs U cobbImUs (002COb, 2po3a, eeuep,
JIEMO, CeMUHap, CReKMAaK/ib, MypHUp) U HAyuHble NOHAMUS (C1060, NPEONONCEHUe,
¢onema, 3axon, nouamue) u op. »!?

Hrak, KOHKpETHbIE CYIIECTBUTEIbHbIC HA3bIBAIOT KOHKPETHBIE IPEIMEThI KUBON
WJIM HEKUBOW MPUPOJIBL.

HapuuarenbHble cyliecTBUTeIbHbIE B SI3bIKE TEJIYTY

Hapunarenbubie  CylnIECTBUTENbHBIE  SI3bIKA  TENYry, KakKk M B  PYCCKOM
SI3bIKE,0003HAYAIOT OJHOPOJIHBIE MPEIMETHI, Hamp.Dos®o (simham) “ieB", &

(nadi) “peka”, OO0 (parwatam) “ropa”, e3e0C (baaluDu) “manpunk”, 2%
(baalika) “meBouka”, &8¢t (gooDa) “cTeHa”,&drdedE (maanawuDu) “yenosex”,
DO (puli) “turp”, e (aawu) “xoposa”, S8, (nakka) “mmca”, StiGo (nagaram)

“ropoxn”, orox (raayi) “KameHs”, SO (wastuwu) “Bemp”,d (peeru)“ums’”,

Axamna P.JI. Mopgonocus (Heony0. pa3aTOUHbIN MaTepra JIjsl CTYISHTOB OakaiaBpa
IO pyC. 513.), YH-T aHIJIMICKOTO M HHOCTPAHHBIX SI3BIKOB, Xaiaepadan, 2010.ctp. 4.
Kacarkun JLJI. Pycckuii A3zvik. Yuebnux 01 cmydenmos gvicui. neo. yued. 3a6e0eHui.
Wznarenscknit neHTp «Axagemusi»: Mocksa, 2001. Ctp. 513.

Axomna P.JI. Mopgonoeus (Heony0. pa3naToyHbIi MaTepral JJisl CTY/ICHTOB OakaiaBpa
TI0 pyC. 513.), YH-T aHIJIMACKOTO M HHOCTPAHHBIX sI3bIKOB, Xaiaepaban, 2010.ctp. 4.
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Sewowo  (kuTumbam) — “cembs”, DGOy (sarassu)“osepo”,  SPTRES

=

(waartaapatrika)“razera”, DS (patrika)“>xypHan”, SO S (tummeda) “mmens”.

Cpeny HapWIATeNbHBIX CYIIECTBHTEIBHBIX TEIYTY MOXKHO BBIIETHTH, KaK W B
PYCCKOM SI3BIKE, YETBIPE pa3psAa: BEIIECTBEHHBIE, OTBICUEHHBIE, COOMpPATENbHBIC H
KOHKPETHBIC.

BemecTBeHHbIE CylIeCTBUTEC/IbHbIC

BemecTBeHHbIE CyIeCTBUTENBHBIE 0003HAYAIOT XUMHYECKHAE U IPYTHE BEIIECTBa,
MULIEBBIE TPOAYKTHI, CTPOMMATEpHaNbl, OAHOPOAHYIO MO COCTaBy Maccy U T.IL.,

Hamp.@AVAD (inumu) “xene3o”, ™® (gaali) “Berep; Bo3myx”, 0o (mandu)
“nexapcTBo”’, DG (patti) “xsmonok”,*® (duudi) “ouHIEHHBIH XJIOHOK”, €30
(aawiri)*“nmap”, €y (uppu)“conp”, %58 (cakkera)“caxap”, ayen(paalu) “Monoko”,
o0 (goodhuma)“mmennna”, oo (bangaaram) “3omoto”, Dod (weNDi)
“cepebpo”, Traw (raayi) “kameHp”, o°A (raagi) “memp”,Q0S (isuka) “mecok”,& (a¥
(boggu) “yromp”,(0g> (guDDu) “siiio”,&o,0d0  (maamsam) “msco”, oSO
(kankara) “rampka”.

OTBJIeYUEHHBIE CYIIECTBUTC/IBHBIC

OTBIIeUEHHBIE CYIIECTBUTENbHBIE O0OO3HAYAIOT JEWCTBHE WM TPU3HAK B
OTBJICUYEHUH OT JesTelh W HOcHUTeNs &b (iita) ‘maBanme”, es6d (aaTa)“urpa”,

QZeod  (wisraanti)“oTapIx”, 9550300 (adhyayanam)“usyuenue”, D5
(wiwaraNa)“o0bsicHenne”, @oSo (ankitam) “HOCBﬂmeHI/Ie”,.‘OgodJo (nirNayam)
“perenne”, es3\Gfo (aascharyam) “ynuBnenne”,§0o (koopam) “THeB”,e08087°50

(anumaanam) “comHeHHEe”, e8docdo (aanandam) “pagocTs”, N (utsaaham)
“aHTYy3HMa3M”.
CoOuparenbHble CyllleCTBUTEIbHbIE

CoOuparenbHble CYIICCTBUTEIbHBIE 0003HAYAIOT COBOKYITHOCTH OJHOPOIHBIX
MPEIMETOB MJIM JIMII KaK OJHO HEISIMMOE Iielioe, Hamp.soodd (manda) “cBopa”,

Lo (gumpu) “Tomma”,docE  (muuka) ‘“macca  (romeit)”, 2280 (jaTTu)
“KOMaHIIa”,:Qééo (saynyam) “apmmsn”, DS (seena) “Boiicko”,0d  (gutti)
“3anscThe”,SE0 (kaTTu) “coenuHeHue”, [SFebb ool (samuuham)

“COBOKYMHOCTB”,0°3 (raashi) “kyua”, Q220 (samaajam) “00Im1ecTBO”,X000
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(sangham) “rpymnma”,cSocdd (daNDu) “Boiicko”,c5%0 (daLam) “apmusa”, Dosedo
(santaanam) “TIOTOMCTBO”.
KonkperHsbie cymecTBuTe/ILHbIE

Bce HapulaTeJIbHbIC CYHIECTBUTCIIbHBIC, KOTOPBIC HEC OTHOCATCS K BCIICCTBCHHBIM,
OTBJICYEHHBIM nin CO6I/IpaTeJ'H>HBIM, MOXHO OTHCCTH K KOHKPETHBIM
CYHIECTBUTCIIbHBIM: OHH HA3bIBAOT HC TOJIBKO JKHBBIX CYHICCTB W KOHKPCTHBIC
npeaMEThl, HO U IMPUPOAHBIC ABJICHUA U COOBITHUS U HAYYHBIC MMOHATHUA U ApP., HAIP.

35"58 (widyaarthi) “ctyment”, DEYED (waydyuDu) “Bpaq”,?oli:"éomw

(sneehituraalu)“noxpyra”,ao8 (meeka) “ko3a”,(go (gurram) “KoHb”,dE (picika)

vz

“popobeii”, §8o (kookila) “kykymka’ pQSo (pustakam) “knmura”, Qg0 (illu)

“nomM”,08yro (wasatigrham) “obmexkurue”,&Go (uttaram) “HI/ICLMO”,tSoS"b
(cokkaa) “pybamka’,ord (waana) “moxap’,e@d0 (urumu) “rposa’”,rodogo
(saayantram)  “Beuep”, D0  (weesawi)  “nmero”, QBG¥D0 (pradarsanam)
“BbICTaBKa”,2¢%0  (padam) “cioBo”,orS(o  (wWaakyam) “HpeoxeHue”,cs€o

(caTTam) “3akon” 2350 (bhaawam) “3HaueHme”.
B 00oux s3bIKax HapHLATEIbHBIC CYHICCTBUTEIbHBIE MOKHO IOAPA3ICIUTh Ha
BCIICCTBCHHEBIC, OTBHe‘IéHHBIe, COGI/IpaTeJ'II)HI)Ie 1 KOHKPCTHBIC.

BCIIICCTBGHHBIG, OTBHG‘IéHHBIe, CO6I/IpaTeJ'IbHI)Ie 1 KOHKPCTHBIC CyHICCTBUTCIILHLIC B
000HMX S3BIKAX BO MHOIOM ITOXOXKH: BEAb MPEAMCTHI, 0003HaYaeMbIe MU,
YHUBCPCAJIbHBI.

[lo namemy HaOmromeHUIo, B A3bIKE TEIYTy HAMHOTO MEHbBINE COOMpaTeIbHBIX
CYILLIECTBUTEJIBHBIX, YEM B PYCCKOM, 3aTO B TEIYry HMEETCS psi TaKUX CJIOB,

KaksGo (vargam)“kiacc, rpymma”, ¢eao (gaNam)“miems, BOiiCKo”, KOTOPbIC MOXHO

MPUCOCVHUTL B KadecTBe Ccy(h(uKcoB, 4TOOBl 00pa3oBaTh coOUpaTeIbHbIC
CYLIECTBUTEIbHBIE, HAIIP. 5‘@5&590 (paalakavargam)“npassiuuii k1acc”, g&od8o

(raituvargam)“KpecTbsHCTBO”, FraoSdFo  (shraamikavargam)“pabounit  kiacce,

Mooy TpyHa’, e9odeieso  (asuragaNam)“Boicko aeMoHOB”, (mantrigaNam)
“KOJJIEKTUB MUHHMCTPOB” U JIp.
bubanorpadpus

1. Axomna PJI. Mopgonocus (HeomyONMKOBAaHHBIN pa3laTOYHBIA MaTepua IS
CTYICHTOB OakajaBpa 1o PyCCKOMY SI3BIKY), YH-T aHTJIMHCKOTO W WHOCTPaHHBIX
sI3BIKOB, Xaiaepaban, 2010.
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Ilecuu mo3ta byaara Okya:xaBbl Kak

ayTeHTUYHbIN MaTepuaJ 1ja ooyuyenus PKU

Hynxa Cunxa
Ientp Pycckux Mccnenoanuii, Yausepcuretr uMenu [Jxasaxapiana Hepy, Hero

Hemm

SONGS OF THE POET BULAT OKUDZHAVA AS AUTHENTIC
MATERIAL FOR TEACHING RUSSIAN AS A FOREIGN
LANGUAGE (RFL)

Pooja Sinha
Centre of Russian Studies, Jawaharlal Nehru University, New Delhi.

Annomauyusa: B Oannou  cmamve  paccMampuearomcs
803MOdMCHOCIU npumeHeHust necer bynama Okyodcasvl 6 06yuenuu
pycckomy A3bIKy Kak unocmpannomy (PKH). Ilecnu sasensiomcs
MOWHBIM UHCMPYMEHMOM ONlsL  U3VHEHUs PA3NUYHbIX ACHEKMO8
A3bIKA, BKIIOUAS JIEKCUKY, 2PAMMAMUKY, ayOUupo8anue, YCHHYIO
peub, npousHouleHue, umeHue U nucbmo. OHu  maxoice
cnocobcmeylom 2yooKkomy NOHUMAHUIO KYIbMYPHbIX U COYUANbHO-
NOAUMUYECKUX ACNEeKMO8 PyccKoeo azvika. bynam Oxyodocaea, 00un
U3 OCHOBONONOJNCHUKOS JICAHPA ABMOPCKOU NeCHU, uepe3 C8ou
npouszeedenuss npeoiazaem 6o2amvlil mamepuan OJisi U3YYEHUs,
0X8aMbIBAIOWULl MeMbl OM  BOUHLL 00 QUIOCOPCKUX BONPOCOB
ocusHu. B cmamve ananusupyemcs enusnue necen OKyOdimcagvl Ha
pazsumue KOMMYHUKAMUBHBIX, KOSHUMUBHBIX U IMOYUOHATbHBIX
Hasvikog y yuawuxci. Ocoboe 6HUMAHUe YOensiemcsi momy, Kax
nodmudecKue U MY3bIKANbHbIE NEeMEHMbl NeceH Moeym 0Oblmb
UCNONB308aHbL OISl CO30AHUA IPPEKMUBHBIX YUeOHBIX MAMEPUAILO8,
CnOCODCMBYIOWUX YIYHUIEHUIO A3bIKOBbIX HABLIKOS U NOHUMAHUIO
KYIbIMYPHO20 KOHMEKCMA.

Kuwouegvle cnosa- Bynam  Okyooicaéa, a8mopckas NecHs,
npenooasanue PKU, nossus

Abstract: This article examines the possibilities of using Bulat
Okudzhava's songs in teaching Russian as a foreign language
(RFL). Songs are a powerful tool for learning various aspects of the
language, including vocabulary, grammar, listening, speaking,
pronunciation, reading, and writing. They also contribute to a
deeper understanding of the cultural and socio-political aspects of
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the Russian language. Bulat Okudzhava, one of the founders of the
bard song genre, offers a rich material for study through his works,
covering topics from war to philosophical questions of life. The
article analyzes the impact of Okudzhava's songs on the
development of communicative, cognitive, and emotional skills in
students. Special attention is given to how the poetic and musical
elements of the songs can be used to create effective educational
materials that enhance language skills and understanding of the
cultural context.

Keywords: Bulat Okudzhava, author s song, teaching RFL, poetry

Ucnonp3oBaHue TmeceH Ha 3aHATUAX IO HMHOCTPAHHOMY SI3bIKY — JaBHSIA
nefaroruueckasl NpakTuka. B Hame Bpemss oHa oOperaer eme OonbLIyio
aKTyaJIbHOCTb, YYUTHIBAasl CKJIOHHOCTh COBPEMEHHOIO IOKOJIEHHS K MOTPEOICHUIO
ayauo W BUJEOKOHTEHTa B MHTepHeTe, B OTIMYME OT TPaJUIMOHHBIX METOAOB
yreHud. CerogHsIIHAs 3I0Xa XapaKTepusyeTcs IMIUPOKUM paclpoCTpaHEeHHUEM
OHJIaiH-O0y4YeHHUs, OCHOBAaHHOTO HAa WHHOBAIlMOHHBIX TeXHoNorwmsax. s
MOAJIEPXKAHUS aKTyaJbHOCTH B YCIOBHAX LU(POBH3ALMHU AyTUTOPUIl HEoOXomuma
MHTErpalysl TEXHOJIOTHH ¢ METoAaMu OOydeHUs], U UCIIOJIb30BAHNE ayAHMOKOHTEHTA,
TaKoro Kak MEeCHH, UTpaeT B 3TOM Ipoliecce BaXKHYIO poiib. [lecHu mpeacTaBisioT
co00i MOIIHBIE HHCTPYMEHTHI JUIs OOy4YeHHs pa3iNU4YHBIM acleKTaM S3bIKa,
BKJIIOUasi JICKCHKY, TI'pPaMMAaTHKy, ayAMpPOBaHHE, YCTHYIO peub, NPOM3HOLICHHE,
yreHue ¥ nucbMo. OHH TaKke CHOCOOCTBYIOT IIyOOKOMY MOHMMAHHUIO KYJIBTYPHBIX

1 COUUAJIBHO-TIOJIMTHYCCKUX aCIICKTOB U3Yy4a€MOTI'0 A3bIKa.

B cBs3M ¢ 3TUM, B CTaTbU pacCMaTpUBAOTCS BO3MOKHOCTH HCIIOJIB30BAHMSI IIECEH
nosta bymara OxymkaBbl B KauecTBe yueOHOrO Marepuana sk H3y4eHHUsI PyCCKOro
Kak uHocTpanHoro s3bika (PKW). JluteparypHble npou3BeneHUs] TAKUX W3BECTHBIX
nucarenert, kak Anexcanap [lymkun, Jles Toncroi, Muxawmn JlepMOoHTOB, AHTOH
UYexos, Hukonait ['orons u Apyrux, JaBHO BKJIIOYECHBI B yUeOHbIC MPOTPAMMBI IS
MHOCTPAHHBIX CTYACHTOB, M3y4YalOIUX PYCCKHU s3bIK. braromaps mX TBOPYECTBY
CTYACHTHI HE TOJBKO YIITYOJISIOT CBOE 3HAHHE PYCCKOTO SI3bIKa, HO M [TOTPYXKAK0TCS B
JTUTEpaTypy W COIHMAIBHYIO JKU3Hb TOW J3MOXH, KOTJa 3TH MPOU3BEACHHUA OBLIH
Hanucadbl. [loaToMy BBIOOp TECEHHO-TIOATHYECKOTO kaHpa bymara OKxymkaBsl
00OCHOBAH T€M, YTO 3TH NECHU 3aHMMAIOT 0CO00E MECTO B PYCCKOM JIUTEparype u
nctopuu. bynmar OkxymkaBa cunmTaeTcsi OAHMM U3 OCHOBOIIOJIOXHHMKOB >KaHpa
ABTOPCKOM IECHU BO BTOPOM MOJIOBUHE X X-TO BEKA.

,ZIJBI JaHHOI'O JXKaHpa XapaKTCPHbI IO3ThI, U3BECTHLIC KaK 6ap1151, HCITIOJITHAOIITNEC
CBOU CTUXH 1IO[ AKKOMIIAHEMCHT TI'MTapbl. Ounu CaMOI/I,ZleHTI/I(i)I/IHI/IPOBaJ'II/ICL KakK
MO3ThI, MOAYCPKHBAA BAXHOCTb TCKCTAa WU CTUXOTBOPCHHA II0 CPABHCHHIO C
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MY3BIKAJIbHBIM COTPOBOXKJICHUEM. 3HAYUTEIBHYI0 POJb B TOIMYJISIPU3AIMU ITOTO
xaHpa B CoBerckom Coro3e ChIrpaj BBIJAIOIIMECS MPEACTaBUTEIHN, TaKHe Kak
Bynar Okymxkasa, Bnagumup Breiconxuii, FOmuit Kum, FOpuit Buzbop, Anexcanap
lanuy u npyrue.

OTOT *aHpP MOXXHO pPacCMaTpPHUBaTh KaK METa-KYJAbTypHBIH M CHHKPETHYCCKUN
(heHOMEH, CTPYKTYpPUPOBAaHHBIN 10 YHUKAIbHBIM JIMHTBUCTHUECKUM MPUHIMIIAM U
oOmamarommii HpaBCcTBEHHO-pMIocockoi crnenndpukoin. [Marpycosa, 59] Yto
JieNlacT aBTOPCKYIO MecHIo enié Ooliee MHTEPECHOW — 3TO BKJIIOUCHHE B Heé
(hONTBKIIOPHBIX 3JIEMEHTOB, KOTOPBIC YEPIIAIOT BJIOXHOBCHUE U3 TPaIUIIMOHHBIX
HapOI[HI)IX IICCCH. HGCHI/I HCpeZ[aBaHHCL YCTHO 1 3arurcCbIBaJIMCh Ha KaCCECTHI,
MOPOAMB SIBIICHWE, HM3BECTHOE KaK «MarHuUTu3aaty — ¢GopMma camuziara ¢
WCTIONB30BaHWEM MarHuTooHOB. OHH OBUIM  TOCBSIIEHH  OOIIECTBEHHO-
noautudeckuM TeMaMm CoBerckoro Coroza 1950-80-x rogos.

ABTOpCKHE TI€CHH, MPEACTaBIAIONINEe COOOH TO033HMI0, COYETAIOIIYIOCS ¢
MY3BIKAJIEHOW (DOPMOIA, OTIHYAIOTCS PUTMOM, TIIYOMHON CofepKaHHs, KPaTKOCTHIO
U TEMaTukoW, KOTOpas pE30HHPYET C YHUBEPCAJIbHBIMU YEIOBEYECKUMHU
MepeKMBaHUSIMU, TAKUMH KaK JIO0OBb, HaJekKIa, BOWHA, MEIAHXONUS, MPUPOAA,
pOIMHA W JPYrHMH. OTH OOIIME COLMAJIbHBIE TEMbI MPEOMOJCBAIOT S3BIKOBBIC
Oapbepsl, MO3BOJISSI CTYyAEHTAM MIHOBEHHO YCTAHOBHUTH CBSI3b C SI3BIKOM 3a CYET
OTKJIMKA Ha TEKCTHI MEeCEH. JTO OLIYIIEHHE B3aMMOCBS3H MPEOJOIEBACT SA3bIKOBBIC
pasnuyus ¥ TOAYEPKHUBACT OOIIHOCTh YEIOBEUECKUX TMEPEKUBAHUUA W IMPOOIIEM.
[TosToMy pacmonaraercs 4TO, MO33UsI U MECHU crocoOHBI 3(D(EKTHBHO BBI3BIBATH
SMOLMOHAJBHBIE PEAKIHMU y YYaIIUXCSl W 3TO OY€Hb BAXHO IS 3¢ (HEKTHBHOTO
oOyuenus. Korna yuamuecs: SMOIMOHAIBHO TPHUBSA3aHBI K CBOEMY HPEAMETY, OHU
YCBaMBAaIOT €ro ObIcTpee.

B sTom miane necuu nosta Bynara OkymkaBbl NPUXOAST B oMoIib. [103T u 6apa
Bynar OxymkaBa Havan MCIONHATH CBOM CTHUXM IOJ] aKKOMIIAHEMEHT TUTaphbl B
1950-x romax XX-ro Beka. Ero TBopuecTBO OXBaThlBaeT pa3zHOOOpPA3HBIE TEMBI,
BKJIIOYast TEMHBIE AaCHEeKThl BOWHBI, OTEYECTBO, POAHMHY, TNPHUPOLY, a TaKXKe
¢mrocopckue BONPOCHl JKM3HW M MHOTHE JIpyrHe. BakHO OTMETHTB, YTO
CTHXOTBOPEHHS 03Ta MTYOOKO NPOHUKHYTHI UCTOPUYECKHM KOHTEKCTOM, OTpaskasi
coObITHs1, porcxoauBire B CoBerckom Coroze B 20-0M Beke, KOTOPBIE CaM IMOST
nepexxuwin. Ero cTuxu M mecHH MIHOBEHHO HAXOAWJIM OTKIWK B CepAllaX >KUTENen
TOTO BPEMEHH OJjaromaps TOMY, YTO OH IMHCAJI OT TEPBOTO JIMIA. DTO CO3/1aBaJIO
Takoe BJIMSHUE, YTO JIOAW YYyBCTBOB&JIH, OyITO OH MOET O HHUX, MX Oemax, W
MEpEKNBAHUIX.
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B kadectBe mpuMepa MOXHO TMPHUBECTH TaKHe TECHU 1M03Ta, Kak «lleceHka 00
Apbate», noceamEénHas Teme Apbarta, «Jlo cBumanus, manpuuku!y, «bepu muHeENb,
MONILTM JIOMO¥», HamMCcaHHble Ha TeMmy BOWHBL, «Bepa, Hanexma, Jlro60BbY,
«IlomHounbit TpoIIENOyCc», «CTapbelii MHIKak», oTpaxammue (rrocodckre
BONPOCHI, M MHOTHE JPYTHE, KOTOpbIE CTaJId OYCHb TMOMYJISPHBI, MOYTH
MPEBPATUBIINCh, B THUMH. DTH IECHU JIO CHX TOpP IOJB3YIOTCS TMOMYJISPHOCTHIO
Cpeay POCCHSH.

CounanbHO-IONUTUYECKOE  OTPaXEHHE  COBETCKOro  oOmiecTBa  OKasailo
3HAYUTENBbHOE BIHAHUE, KOTOpoe jaenaeT necHu bymara OxymxkaBel U aBTOPCKYIO
MIECHIO B IIEJIOM HEOTHEMJIEMOW YacThIO COBETCKOM MCTOPUU. DTH IMECHU CITyKaT
JBOWHOM 11er — 00y4YeHHIO He TOJIBKO PYCCKOM ITUTeparype, HO U pyCCKOMY SI3BIKY.
Ilecun nanucanel B CoBerckom Coro3e M IOCIE €ro pacnaja, MpeloCTaBISIOT
LEHHYI0 HMHQPOpPMAalMI0 O COBpEeMEeHHOW Poccum W ocBemawT OCOOCHHOCTH
Pa3rOBOPHOTO SI3bIKa COBPEMEHHBIX POCCHUSH C JIMHTBUCTHUYECKOH TOUYKH 3peHust. 00
stoM Tak orMmeudaeT H. J[. CrpenpHukoBa: «IlecHu, HamucaHHble B KOHLE XX —
Hadane XXI Beka, TMPENCTAaBIAIOT, TyMaeTcs, HaWOOJBIINN WHTEPEC: OHH
MO3BOJISIIOT JIydlle IOHATh COBPEMEHHYI0 Poccuio M JaroT mnpeicraBieHUE O
cenn(pUIecKuXx OCOOCHHOCTSAX Pa3TOBOPHON pEYH COBPEMEHHBIX poccusiH. B
PYCCKO# Tpaauuuu B JIFOOOM NECEHHOM >KaHpe — OT HAPOAHOW MECHU 0 pdama —
0c00yI0 3HAUMMOCTb UMEJI U UMEET TEKCT, cofepkanue.» (CTpenbHUKOBa)

MHuorue coBpeMmeHHbIe uccnenoBatenu B obmactu PKU (ApytionoB, Mnpucosa,
KioOykoBa) mojiep>KMBaroT HJIEH KCIOJIb30BaHus neceH B oOydyennu PKU. Ilo ux
MHEHHIO, A1 AOCTHXEHUS 3(P(EeKTUBHOCTH B OOyYCHMH WHOCTPAHHOMY SI3BIKY
HEOOXOOMMO YYHUTHIBaTh KOMMYHHUKATHBHBIM, KOTHMTHBHBIA M 3MOLMOHAJIbHBIN
MOAXOMABI, TOCKOJILKY OHHM TMpeUlaraloT pemieHdst Ui Pa3sHOOOpa3HbBIX
nenaroruueckux 3agad. (Posoa, 224)

Hanpumep, KOMMYHUKAaTHBHBIM IIOJXOA HANpaBI€H Ha pPa3BUTHE Y Y4YalIUXCS
CIOCOOHOCTH OOIIATbC Ha HMHOCTPAHHOM SI3bIKE B pEaNbHBIX JKU3HEHHBIX
CUTyallMsIX, BMECTO INPOCTOTO OBJAJACHHUSA TPAMMATHKON W CJIOBapHBIM 3aracoM
M3y4aeMoro s3bIka. JlJi MOCTIKEHHSI 3TOH e MOKHO BOCTIONB30BATHCS TIECHIMH
Bymara OkymkaBbl, KOTOpBIE 3aTpardBalOT Pa3HOOOpA3HbIE COLMAIBHBIE TEMBI,
Takue Kak pOAMHA, BOWHA, JIIOOOBb, pasiyka, Haaexna M apyrue. llostuyeckue
TEKCTBI JTHUX TIECEH, OXBaThIBAOIIUEe Ooliee IMUPOKHE TEMBI, MOTYT OBITh
mpeoOpazoBaHbl B OTAEIBHBIE TEMBI JJISI OOCYXKICHHSA, KOTOpPbIE CIOCOOCTBYIOT
pacIIMpPEHHIO CIIOBApHOTO 3amaca W pa3BUTHIO YCTHOW peud ydamuxcs. Kpome
TOTO, 3allOMUHAHUE TECEH CIIOCOOCTBYET aBTOMAaTHYECKOMY YCBOCHHUIO OOJIBIIOTO
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KOJIMYECTBA CJIOB M (hpa3, KOTOPHIC yYalIHecsi MOTYT UCIIOJIb30BaTh B MOBCETHEBHON
pedn.

KorHUTUBHBIM MOIX0J] OPHEHTHPOBAH Ha OOy4YCHHE MyTeM MPAKTUKH, aKICHTUPYS
BHUMAaHHWE Ha TPATUIIMOHHOM METOJIe OOyYCHHH Yepe3 KOHKPETHbBIC YIPAKHEHUS U
3aJlaHusl, KOTOPBIC NPEAJIAraloT WHHOBAIMOHHBIC METONBI I M3YYCHHS TaKUX
ACTIEKTOB, KaK TpaMMaTHKa, CHHTaKCHC, (DOHETHKA M JAPYTHe acCHeKThI s3bIKa. DTH
VIpaXHEHWsT HAMpPaBICHbI HAa pPa3BUTUE Y VYYAIIUXCS HABBIKOB MBIIUICHHS |
CIOCOOHOCTH K pemieHnto npobnem. Hampumep, aHamusupyst OapAoBCKHE ITECHU
Bynara OkymkaBbl, MOXHO HW3ydYaTh KCIIOJIb30BAHUE IJIArOJIOB B MO3THYCCKUX
TEKCTaX, HMX BpeMecHHbIE (OPMBI, Pa3HOOOpPA3HBIC YAaCTH pPEUYH, TaKue Kak
CYIICCTBUTEIbHBIC, HAPSUHS M MPHUJIAraTelIbHbIC, U CTPYKTYPY NPEATIOKESHUA U T.]I.
Taxke BO3MOXHO MPOBEJCHUE aHAllM3a TOHA IMO3THYECKUX TEKCTOB, Oylb TO
Pa3rOBOPHBIM WM JIUTEPATYPHBIA U HU3Y4YUTh CTHIIMCTHUYECKUE OKPACKU TEKCTOB.
OTH aHamu3bl CHOCOOCTBYIOT 0ojiee IIyOOKOMY JMHTBUCTHYECCKOMY ITOHHMAHUIO
MOJTHYECKOTO SI3bIKA, MTOBBIIIAS HABBIKK YUAIMXCS B UCTIOJIb30BAHUU ¥ TIOHUMAHUU
IrpaMMAaTHKH KaK B YCTHOM, TaK U B MUCbMCHHOW PEYH.

OMOLMOHAIbHBIH TOIXO0/ cnoco6CTByeT MOJIy4YEHHIO y4aryMucs
HHTEJJIEKTYaJIbHOTO U 3CTETUYECKOTO YJIOBIETBOPEHUs OT M3y4aeMOro marepuana,
CIOCOOCTBYS MX 3MOIIMOHAIHHOMY BOBJICUCHHUIO B IIeNIeBOM si3bIK. Korma ydeOHbIH
MPOIIECC BOCHPHHUMAETCS YYallUMHUCS KaK TPUATHBIA, OHH BEpOsATHEE OymyT
HakallIMBaTb PE€CYPChI JJId YCIICIIHOIO0 U3YUCHHA A3bIKa U aKTUBHO Y4aCTBOBAaThH B
yueOHOM mporiecce. Takoil Moaxo/ MOXKET BKJIHOUATh UTPOBBIC 3aja4M, HAIIpUMED,
WCTIOJTHEHHE TIECEH 1T03Ta BO BPEMsI 3aHATUH B COUETAHHUH C MX MPOCIYIINBAHUEM.
3anoOMHHAaHHE TEKCTOB IIECEH HAWU3yCTh MOXET MPUHOCUTh  yYalIUMUCS
3HAYUTENIPHOE YAOBJICTBOPCHUE W UYBCTBO JOCTIDKEHHS, KOTOPOE TOBBIMIACT HX
MOTHUBAIIUKO K Jlaanef/'nneMy N3Yy4YCHUIO. Yacto ydamuecsa TEpArT MOTHBAIUIO,
CTaJIKMBASICh C TPYTHOCTSMH B OBIIAJCHUN CBOOOTHOW peublo, TpeOyIomield BpeMeH!
1 ycunud. B Takux ciydasx YT€HHE M HUCIOIHEHHE CTUXOB Ha 3aHATUAX
obecrieunBacT BPEMEHHYI0 MOTHBAIMIO, HEOOXOAMUMYIO IS  MPOJOJIKCHUS
00pa30BaTeNbHOTO MPOIIECCa.

Takum o00pa3oM, 3TH TpU 3aJladd — KOMMYHUKATHBHBIE, KOTHHTHUBHBIC H
SMOILMOHAIILHBIE — MOTYT OBITh YCIIEIIHO JAOCTUTHYTHI MIPHU CO3JaHUU yUEOHBIX
MaTepHuaJioB Ha OCHOBE MeceH bymara OKymKaBsbI.

Pacun/lp;m KOHICIIITUIO HUCIIOJIb30BaHUA IICCCH JIsA 06yqu1/1;1 HHOCTPAaHHOMY A3BIKY,
E.A. PoBba B cBoeM HUCCICAOBAHUHU TMOIYIAPHBIX MHECEH KaK HWHCTPYMCHTOB
06y‘leHI/I$I PYCCKOMY 3bIKY KaK HHOCTPAHHOMY MNPHU3HACT MHIHMPOKO HpHHﬂTBIﬁ
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00pa30BaTeNIbHbIA MPHUHIUI: YPOBEHb YCBOCHUS WHGOpPMAIMM COOTHOCUTCS C
BOBJICUCHHOCTBIO CTYJCHTa B Y4eOHBIH mpouecc. «CIylaHue JICKIUN TMO3BOJSCT
OCBOUTH JIUIIH 5% MH(POPMAIINHU, B TO BpeMs KaK HETOCPEICTBEHHOE IPUMEHEHHE
cnoco6cTByeT ycBoeHuto A0 80% uubopmanmm» otmedaet M. J[. 3abupor B cBoeM
WCCJICIOBAHUU O COBPEMEHHBIX M WHHOBAIMOHHBIX (hopmax oOydyenuu. IlecHu, B
YaCTHOCTH, OOJNaJal0T YHUKAIBHON CIIOCOOHOCTBIO OBITH JIETKO 3alIOMUHACMBIMHU.
OTo pemaer mporecc OOyYeHHS NPUATHBIM K HMHTEPECHBIM. OJTO SBJICHHE
HEYJMBHUTEIILHO, YUUTHIBAS, YTO PUTMHYHBIN SI3BIK SBISETCS HEOTHEMIIEMOM YacThIO
YEJIOBEUSCKOW KYJIBTYPHI, BIUICTCHHOUN B TKaHb HAPOJHBIX MECECH, YCTHBIX TPAIUIHMA

N ACTCKHUX CTHUIIIKOB.

Uro kacaetcs mpobiaeMsl paboThI C TOATUYECKUMHU TEKCTAMH, TO MOKHO YIIOMSHYTh
nccnenosareneit A.M. Unpucosy u A.P. ApyTIOHOBY KOTOpBIE OTMEUAIOT, YTO TIECHH
Ha 3aHATUSAX IEPBOHAYAIBHO BOCIHPUHUMAIOTCS KaK OpPUTHHAIBHBIA yueOHBIH
Marepuai, MPeACTABISIONMNA cOOOH BIEMEHT KYIBTYphl WHOCTPAHHOTO S3bIKa,
MPUTOIHBIN Ul MEeJarorudeckoro NpuMeHeHHus. B 3ToM KoHTekcTe OaproBcKue
necHu bymara OkymkaBbl HaUMHAIOT CBOE CYILECTBOBaHME B (OpME MO33UM NpU
BBeICHMH UX B yueOHbIN mponecc. (Psaxuna) [osTuueckne TEKCTHI MPeaoCTaBIIsIOT
npenogaBatessiM  PKM  ompeneneHHble  mpeumyiiectBa — Onarogapst — cBoei
JJAKOHWYHOCTH ¥ YacThIM MOBTOPEHHMSM BHYTPH IO3THYECKOIO TEKCTa. TeM He
MeHee, paboTa ¢ 1mo33uei TpedyeT OONbLIMX YMCTBEHHBIX YCHIIMHN MO0 CPABHEHUIO C
MPO30H, TOCKOJBKY MMO3TUYECKUH TEKCT SBISETCS KpaTKUM M CEMaHTHYECKH
HACBHIIIEHHBIM O0Opa3amu, MmertadopaMu W JpYyrUMH (QUTYpaMH pedd, KOTOPBIH
JenaeT ero MeHee AocTynHbIM. (MarpycoBa, 82) DTa CII0OKHOCTH MHOTJA MOXKET
3aTPyIHATh HOHUMaHHE CTyAeHTaMU. VIMEHHO MOATOMY JaHHBIH KaHp MOXKET OBITh
3 QEeKTUBHO HCIOIB30BAH JJIsI OOyUEHHs CTYINEHTOB Ha OoJiee BBICOKHX YPOBHSIX,
MIPEeINOYTUTENHHO OT ypoBHS B1 1 BhIlIe, TIe yKa3aHHBIE TPYAHOCTH, CBSI3aHHBIE C
MMO3TUYECKUM TEKCTOM, MOTYT CTaTb YacTbI0 METOAWKH PACKPBITUS DPA3IAIHBIX
KOHHOTallMi Tekcta. B 3TOM cBeTe CHHKpeTHYecKuil XaHp OapaOBCKON NECHH
TapMOHMYHO COYETaeT B ceO€ MOI3MI0 M MY3BIKY, 1 MOXET PacCMaTpuBaThCAd Kak
YHUBepCcaJabHBI MHCTpyMeHT. Kak marepuainsl nmecHU (My3bIKa, TEKCT U JIETCH[IBI),
TaKk M TMOSTHYECKHE TEKCThl (MHOTO3HAYHOCTh, (PUTYpPaTUBHOCTH $3bIKA) MOTYT
CIIy’KUTb BaXKHBIMHU pecypcaMu i o0pazoBaTesbHOro npomnecca. (CTpeabHUKOBA)

B 3akmioueHnn MOXXHO TIOMYEPKHYTh, 4TO TecHHM bymara OKymkaBbel HecyT
3HAUUTEJbHYIO [IEHHOCTh B KauecTBEe Y4eOHOrO Marepuana JUisi U3y4eHHUs] PycCKOro
s1361Ka. OHM BBI3BIBAIOT HHTEPEC Y YUAIMXCS, MOTUBHUPYS UX IIIyOXKe MOTPy>KaThCs B
9TOT XaHp dYepe3 H3ydeHue sA3blka. ClefoBaTelnbHO, ATO MO3BOISET HE TOJIBKO

yiydmiaTb SA3bIKOBBIC HABBIKM, HO W IMO3HAKOMUTLCA C HCTOpHefI, Ky.]]LTypOﬁ n
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COLIMATLHO-TIOJINTUYCCKUMH  aClIEeKTaMH  POCCHMCKOro  OOIIECTBA, KOTOPBIC
OTPaXXEHBI B €r0 OOTaThIX JIMTEPATYPHBIX Tpaaunusx. Takum oOpa3oMm, OapioBCKue
necHu bymara OkymKkaBel 0067a1al0T TOTEHITHAIOM IS ITOJTHOIIEHHOTO S3BIKOBOTO H
KyJIBTYPHOTO 00pa30BaHUSA M MOTYT CTaTh ayTeHTUYHBIM MaTE€PHAIIOM I O0yUIeHHS
PYCCKOMY KaK HHOCTPAHHOMY SI3BIKY.
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Yro Takoe apTUKIb?

ApPTUKITb  SIBTISIETCS  CaAMOCTOSITEIIFHOM YacThIOpEYH. APTHKIB
paccMaTpuBaeTCsi KaK Pa3sHOBHIHOCTh mpuiaratrensHoro. OH
UCTONB3YyeTCs € CYIIECTBUTENBbHBIM 71  OOO3HAYEHUs
ONpefeNnéHoro WM  HEONpeAeNnéHoro  mpeaMera.  ApPTUKIb
paccMaTpuBaeTcsl Kak ciyxeOHas dacTh peud. B pycckom s3bike
rpaMMaTH4ecKasi KaTeropusi apTHKIS OTCYTCTBYEeT, HO OHH
00s13aTeNbHO JIOJDKHBI OBITH MEepeaHbl pU NEepeBOJIe Ha PYCCKHMA
SA3BIK.

[loueMy apTUKIb HyXEH IS HAC, W KaKWe TPYIHOCTH OBIBAIOT B
YIOTPEOJICHUH apTUKIIEH B XYA0XKECTBEHHOU nuteparype.Kak Mbl
3HaeM, Ha XWHIA HET apTUKIA, WU WHIAKWCKHE HOCHUTETU
AHTIUICKOTO SI3bIKa YacCTO HE WMEIOT YETKOe MPEICTaBIIEHHUE O
3HAYEHUSIX W YIOTPEOJISHUH apTHUKIICH, MPEXK/IE BCETO MMOTOMY, UTO
ATUX TPAMMATHIECKUX KAaTeTOPHU HET B MHIUNCKUX SI3bIKAX.

Mexay Tem, 3Ta KaTreropusi O4eHb pPa3HOOOpa3Ha M BbIpaXkaeT
pa3Hble 3HA4YEHHS Ha S3bIKAX, B KOTOPBIX HET 3TOH Kareropuu.(u
BBIPA)KAETCSI Pa3HBIMU JIEKCUKO-TPAMMATUYECKUMU CPEICTBAMU
MpH TeX f3BIKax, I/Ie OTCYTCTBYyeT 3Ta Kareropusi) Hampumep,
PYCCKMM S3bIK TOXE NPHHAICKHUT K YHUCITY TaKMX  S3BIKOB.
[TosTOMy BBIOOp 3TOM TEMBI TO3BOJISIET IPOAHAIN3UPOBATH Pa3HbIC
3HAYEHUS U yIIOTpeOIeHHE apTHKIIEH Ha aHTJIMHCKOM S3BIKE.

HpI/I BBIIIOJIHEHHH IIOCTaBJICHHOM [EJIM MBI IIpeArojaracmM peuinuTb
CJICAYIOIINE 3a1a4u:
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1) BBIABUTH SKBUBAJICHTHI aHITIMHACKUX apTHKIICH HAa PYCCKOM SI3BIKE.
2) TOHATH KaKWe CPEACTBA MCIOIB3YIOTCS IS Iepeladr STHX 3HAYCHUH.

3) ewiAsneHue cpedcms, CO30AIOUUX DIKBUBANECHMHbIE 3HAYEHUs HA
DPYCCKOM.

Hanpemep-

I do not care about a mystery. ( O.Henry)O Henry: The Four Million: Man
About Town - Free Online Library (thefreelibrary.com)

Kaxk BuIHO U3 prMepa, 3HAUYCHUE MTPEATI0KEHHS TIPUPABHUBACTCS BHIPAKEHHIO.
1 do not like mysteries.

OTO O0OCTOATENBLCTBO TOXKE JIETKO BhIpaKaTh (Bblpakaercs?) Oxaromaps
CONOCTABIICHUIO c pyCcCKUM MEPEBOAOM. C Jpyroi CTOPOHBI,
BBILICYTTOMSHYTHIMIIPUMEp MTOKA3bIBAET, YTO MEPEBO BEIPAKCHUS amystery MOKeT
MEPEBOIUTHCS C TIOMOIIBI0 MHOXKECTBEHHOTO YHCIIa BMECTO SAMHCTBEHHOTO YHCTIA.
CormocTaBieHue MO3BOJSET BBISIBUTH OOracTBO 3HAYEHWH, KOTOPOE TPYAHO IMOHATH
U OTICHUTH 0€3 COMIOCTABIICHUSI.

H03TOMy HCCJIICAOBAHUEC HC TOJIBKO ITO3BOJISACT BBIABUTH 3HAYCHHUC U yrIOTpe6J'IeHI/IC
Ha aHTJIUMCKOM HO U OMpPEACIUTb CPEACTBA BBIPAKCHHUS 3TUX 3HAYCHUI Ha PYCCKOM
sS3bIKe. B 3TOM cMEBICIE TeMa SBISICTCS OYCHB Hy)KHOﬁ T CIICHHUAJINCTOB,

paboTarmux HaI STUMHU ABYMS S3BIKAMHU.

DTO CHHXPOHEE COIMOCTaBUTEIBHOE HUHIYKTUBHOE HcciaeAoBanue./[ns 3Toil cratbu
MBI BBIOPAK HAIpPaBJICHUE UCCIEIOBAHNS C aHTJIMHCKOTO Ha PYCCKUI. DTO 3HAYUT,
YTO MbI OepéM aHTJIMHCKUH TEKCT, WMECIOIIMICS €ro IepeBOi Ha PYCCKOM,
BBIOMpaeM ciydaw yHoTpeOJieHHsl apTHKIEH M COIMOCTaBJIsiEeM 3TH OTPE3KH C
PYCCKUUM MEPEBOIOM.

[MonydyeHHble Mapbl MPEIOKEHUH HE aHTIHHCKAM W PYCCKHM COMOCTABIISIFOTCSA U
AHAIM3UPYIOTCS WX CXOJCTBA M pPa3IMuYCHMs, aJeKBATHOCTh/HEAJICKBATHOCTD
nepeiayd COJCpKaHUs W Ha OCHOBAaHUHM aHajM3a IMPOU3BOJISTCS COOTBETCTBHE
BEIOODEI.

ApPTUKIL JaeT BO3MOXHOCTb COOTHECEHHsI MPEJAMETHOTO MOHSATHA C PEYEBOH
CUTyallueil, B TEKCTEe HEONpEJCIeHHBI apTHKIb BBOJAMT HOBOE, paHee He
3aKII0YaeTCsl, OMNpPENENICHHBI apTUKIb HICHTUQHUIMPYET, TO 4YTO paHee
3aKIII0YaeTcsl. YNoTpeOleHne apTUKIEH, TakuM o0pa3oM, MOKHO NpEICTaBHTh
HaOOpOM MPaBUIL
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VY apTUKIs €CTh TpaMMaTUYeCKOe 3HAYCHHE, HAXOJSIT Y HErO0 COOTBETCTBYIOIIHEC
MpU3HAKU: MOP(HOIOTUYESCKUI - (POPMANTbHBIN TTOKa3aTeNlb CYIICCTBUTEIBHOTO KaK
YacTU pEYd; CHHTAKCHYCCKUH - (DYHKIMS apTUKIS Kak MapKepa JICBOW TPaHHUIbI
TPYIIBI CYIIECTBUTEIBHOTO, OCYIIECTBICHUE UM aHA(OPHUECKON M KOPPETISTHBHON
CBSI3M; CEMAaHTUYCCKHI - QYHKIIUS COOOIIEHUS JOMOJHUTEIbHOW HH(pOpManuu 00
HEOMNPEACAEHHOM, OMPEACIEHHOM ISl TOBOPSIIEro CIYIIAIONIEro (WM MUIIYIIEeTo
YHTAIONIEr0) MPeMeTa, 0003HAYEHHOTO CYIIECTBUTEIBHEIM .

OnywmeHue:- DTOT IpreM IIE€PEBOJA MCIOJIb3YeTCS B Cilydyae H30BITOYHOCTH
nHPOpPMALIMK, KOTOpas MPeICTaBiseT co0oil HapylleHHEe HOPM PYCCKOTO S3bIKa.
Wnorga omymieHus npy nepeBojie BbI3BaHb! Pa3iudusAMHU B CTPYKTYpe aHTIHICKOro
U PYCCKOIO IpeuIokeHHHd. B pycckoM s3bIke HET HEOOXOAMMOCTH B IIOJHOM
Habope BceX WICHOB MpeasokeHus. Mcmonb3ys mpueM OmylieHHs, HeoOXOIUMO
MIOMHHTB, YTO 3TO He JIa3elKa JJIs MPOITycKa TPYAHBIX MeCT MpH nepeBojae. CMbICH
TIPEUIOKEHHUS HE JOJKEH OBbITh HCKaXeH.'

Onpenesienue:-

Ompenenenus, BEIpaKEHHBIE HEONPEACICHHBIMH MECTOMMCHUSIMH, YKa3bIBAIOT Ha
HEOTIPEAETICHHOCTh MIPEeMeTa B OTHOIICHWH KaueCTBa, CBOWCTBA, TPUHAAIICKHOCTH
" T.I.

HpI/IJ]O)KeHI/Ie- OTO OIpPEACICHUEC, TPHUIIOXKCHUEC TacT Apyroc€ Ha3BaHHUC U
YTBEPKAACT HAJIUYUC Kakoro-imbo JONOJHUTCIIBHOI'O IIPpHU3HAKa. HpI/IJ'IO)I(eHI/ISI
MOTYT OTHOCHUTBCA K J'IIO60My WICHY HNPCAJIOXKCHHA, BBIPAXXCHHOMY HWMCHEM
CyHI€CTBUTCIbHBIM, MCCTOUMCHUCM, IPHUJIAraTCIIbHBIM, a4 TAKXKE III/IC.]'II/ITCJ'II)HBIM.13

ApTI/lKJ'II) JCJIUTCH HA IBEC YaCTH:

A. HeomnpenejieHHBI apTHKJbL - Y HEONPEAEICHHOIO apTUKIS OTMEYaroTCA
CIIelyIOIIMe 3HAUeHMs: KIacCUPUIUpYIOIIee, KOJIMYECTBEHHOE, 3HAYCHUE
0000IIIeHNsI, OTCYTCTBHS TIOJHOHW WACHTH(UKAIUKM, €IMHUYHOCTH H Jp.
Heonpenenéunplii apTUKIb MOXKET YIMOTPEONATHCS TOJNBKO C MCUUCISIEMBIMU
CYLIECTBUTEIbHBIMU B €IUHCTBEHHOM uucie. OH HE MOXKET coueTaTbcsd C
CYLIECTBUTEIHHBIMH BO MHOKECTBEHHOM YHCJE WM C HEUCUHCISIEMBIMHU
CYLIECTBUTEIbHBIMU.  HeompeneiaeHHbI  apTUKIL  MOXXHO  3aMEHUTh

MECTOMMEHUEM OJINH, TaKOW, KaKOW-TO, BCSIKWHU, 000, HeompeneneHHbIH

http://mixxreferat.ru/pecdepar-
ckauat/40904/0COBEHHOCTU_MEPEBOJIA_ AHIVIMICKOT'O APTUKJISI HA
PYCCKUM_SI3bIK
http://lingua-source.com/2011/11/19/leksicheskie-transformatsii-pri-perevode/
Phttp://www.hi-edu.ru/e-books/xbook089/01/part-017.htm
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APTUKJIb HCOAHO3HAYCH.

Hanpuwmep: -

1. HeonpeneneHHbl apTUKIL BBOJUT HOBOE B MPEHJIOAKEHUE, MOJICKA3bIBAST TEM

caMBbIM IIEPEBOTIUKY, KAKOH TIOPSIOK CIIOB HA/IO BHIOPATH B IEPEBO/IE.

A boy entered the room

B KOMHATy BOUICII MaJIbYHK.

The boy entered the room.

Maiiburk Bolea B KOMHATY.

2. HeompeneneHHBIA apTUKIb B AHTJIMMCKOM SI3BIKE HHOTAA HMEET 3HAuYCHHE

HEOIMPEACICHHOI0O MCCTOMMCHHA OJHH.

I know an old woman who can be a baby-
sitter for you.

Sl 3Haw oAHY CTapyulKy, KOTOpas
MOJKET MOCHUJICTh C BAIllUM PEOCHKOM.

He decided to solve this problem at a
blow.

OH peuri HIOKOHYUTH C 3TOH
po0IeMoil OTHUM yIapOM.

He didn't have a friend in the whole
gigantic city.

Bo BceM OrpoMHOM TOpO/Ie Y HETO He
OBLJIO HU OJIHOT'O JIpyTa.

A stitch in time saves nine.

- OIMH CTEXKOK, ClIeJTaHHBIA BOBpEMS,
cTouT neBstH (ppaseonornyeckas
KaJIbKa).

Mulvaney, Ortheris and Learoyd are
Privates in B Company of a Line
Regiment, and personal friends of mine.

( Rudyard Kipling )

Mansenun, Optepuc u JIupoiy -
psnoBsie pothl "b" omHOTO
AHTJIMICKOTO IIOJIKA 1 MOH
3aKaJBIYHBIC TIPUSATEIH.

Denis said that to a man they hated their
exploiters.Kak Bbl amymaere? Ilpumep
rogutcs? Pa3pBe 310 (pazeosnorunyeckoe
BBIpaKCHHE 10 a man.

Jlenurc ckazaj, 4To OHU BCE KaK OJIMH
HEHABUJIAT HKCILTYyaTaTOPOB.

Thefourcenterslicinaplane.

Bce yeThipe 1ieHTpa JaexaT B OJHON
TJTIOCKOCTH.

Although South Dakota has now hireda

Opnnaxko ceriuac FOxxnas JlakoTta B3sma
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forest health specialist.

Ha pa60Ty OIHOI'0 CIieualaIrucTa Imo
03J0POBJICHUIO JICCOB.

"You keep that," he said. "And now we
are going to play a little game in here.

-- Bo3pMure

3TO0,- CKa3asl OH.- MBI TyT coOupaemcs
MOWTPaTh B OAHY HMIPY. (Poand [an.
Yenosex ¢ roea)Poann Jlan. UenoBek ¢
tora (lib.ru)

Then they imported some pewter mugs
and a chafing dish or two from Sixth

Avenue, and became a "colony."”

3amem onu nepeseziu myoa c
Llecmoii asenio HeckonbKO 0N06IHHBIX
KpYotceK U 00HY-08e HCAPOBHU U
ocrosanu "kononuo”.

(O.I'enpu. Iocneonuit aucm)O. I'enpu,
[locnenHuii TUCT HA aHIIHMICKOM
SI3BIKE C MApaICIbHBIM IIEPEBOIOM -
englishfromhome.ru

One morning the busy doctor invited Sue
into the hallway with a shaggy, gray

eyebrow.

OnHaXaBl yTPOM 03a004YeHHEII
JOKTOP OJHHMM [IBHM:KEHHEM
KOCMATBIX CEIBIX

opogeii Bei3Basl Chi0 B KOPUIIOP.

(O.I'enpu. [locneonuii
qucm)llocneHui TUCT YNTATh paccKas
O T'enpw (o-henry.ru)

3. HeompeneneHnuslii apTukiib B 3TOW (YHKIMH, B OCHOBHOM, MepeIacTCs

MECTOMMEHHUEM '"Takoil", KakoW-TO, BCSAKWH, JH000H. B »THX ciyuasx oH

JIOJDKEH OBITH TIEPE/IaH Ha PYCCKUU S3BIK C IIOMOIIBIO OHOTO U3 3THUX CJIOB.

The only sensible solution is a
peace which envisages the
withdrawal of all foreign troops.

EnuHCTBEHHBIM pazyMHBIM pelieHnemM
SIBIISIETCSI TAKOE MUPHOE COTJIAIIEHNE, KOTOPOe
MpelyCMaTPUBAET BBIBOJ BCEX WHOCTPAHHBIX
Boiick.IlpumeprimepeBona x  Omery 7 -
nepexagaapTUiII. (narod.ru)

A woman was loudly
complaining of a pain in her
back.

Kaxkas-To >KeHIIMHA TPOMKO JKaJI0Balach Ha
6oub B ciiuHe.[lepenauaapTukisnpunepeBoie ¢
aHTJIMKCKOTOHApycckuil - magdinat —
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LiveJournal

The oldest girls are eagerly
perusing the financial reports for
a certain young man remarked
last Sunday night.

Crapinye AeBOYKH YKaJIHO H3YIaroT
(hmHAHCOBEIC COOOIIECHHS, TAK KaK KAKOKH-TO
MOJIOIOM YEJIOBEK CKa3al, YTO B MPOILIOE
BOCKPECEHbE OH COBEPIIIHI
YMOTIOMPAYHTENbHYI0 OUPIKEBYIO
agepy.IlpoxurarenmxusHuuuTarbpacckas O
I'enpu (o-henry.ru)

Why a mattress is made in two
pieces.

[Touemy KaKOM-TO MATpaLl COCTOUT U3 IBYX
gacteid. ( O. I'eapu)lIpoxkurarens xu3Hu
gyutath pacckas O ['enpu (o-henry.ru)

A Smith asked for you.

Kaxoti-mo Cvum cripamiBai Te0s.

When there was nothing to do at
work, John read a book.

Koeoa na pabome dvino Hewezo denams, Jocou
YUMan Kakyo-HuOyob KHUZY.

John switched to reading to a
blog.

ﬂJfCOH nepeméﬂ Ha ymeHue Kako2o-mo onoza.

The doctor came in the afternoon,
and Sue had an excuse to go into
the hallway as he left.

Luem npuwen ooxmop, u Cvio n00 KaKum-mo
npeosiocomM 6bIUIA 3 HUM 8 NPUXOICYIO.

(O.I'enpu. Iocneonuii rucm)llocnenuuii TUCT
ynrtath pacckas O I'enpu (o-henry.ru)

4. HeompeneneHHpIi apTUKIb JaET

MECTOUMEHHEM ‘“3TO” .

YKa3aTCJIbHOC 3HAYCHUC, BBIPAKAECMOC

He made a good job of it and when
he'd finished there wasn't any question
about the boy being able to draw his

hand away.

OH OTVINYHO CHpaBUIICS ¢ ITOH

padoToii, 1, Korma 3aKOHYWI €€, HU y

KOT0O HE MOIJIO BO3HHUKHYTH COMHCHUA

Hacye€T TOro, CMOXKET JIM  IOHOIIa

BBITAIIUTH CBOIO PYKY.

(Poano /lan. Yenosex c wea) Poann Jlamn.
Yenogek ¢ rora (lib.ru)
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Y omnpeneneHHOro apTUKIS OTMEUYaKOTCS
uAeHTU(GUIMPYIOIee, UHIANBUIYATU3UPYIOIIEe, YKa3aTeIbHOS 3HAYCHUS U JIP.
YIOTPEONATbCA € CaMbIMH  Pa3HBIMHU
CYIIECTBUTEIHHBIMI 0€3 orpaHmueHHs. MOXXHO CKa3aTh, YTO OMNpPEAeIIEHHBIN

APTUKIIBMOKET yr[OTpC6J'I$ITI)CH C HCUCYUCIIICMBIMU CYHICCTBUTCIBHBIMU U

b. OmnpeneneHHblli apTHKIBL -
«OmnpenenéHubplii  apTUKIBMOXKET
MICUHCITACMBIMH CYIIECTBUTCIBHBIMILY

4.

B ¢dyHKIIMM yka3aTenbHOr0 MECTOMMEHHS OTIPEJICIICHHBIA aPTHKIIb BCTPEYACTCS
3HAYMUTEIHHO Yalle U TepeacTcs, Kak IMpaBuiIo, MecTouMeHusMu "tot", "stot"

n T.II.

Miss Prism, more is restored to
you than the handbag. I was the
baby you placed in it.

51 - TOoT peGEHOK, KOTOPOTO BHI IOJIOKUIIU B
HETO.

The question calls for systematic
work.

DTOT Bompoc TpedyeT CHcTeMaTuIecKon
pa3paboTKH.

It was not long before the
deductions were shown to be
correct.

Bckope ObLIO MOKa3aHO, YTO 3TH BBIBOJIBI
npaBUJIbHBIC.

The proportion in which the four
possible products are formed
presents a very complicated
problem.

Coommuoutenue, 8 KOMopom 0OpazyIomcs ece
yemoipe 803MONHCHBIX NPOOYKMA,
npeocmasisien 04eHb CLONCHYIO NPoOIeMy.

The novel was so interesting that
John spend a lot of time on it.

Omom poman okazancs maxkeim
unmepecHvim, 4umo [ocon nposooun Ha Hém
bobule 8peMeHU.

Now, when the income was shrunk
to $20, the letters of "Dillingham”
looked blurred, as though they
were thinking seriously of
contracting to a modest and
unassuming D.

Tenepw, nocne

mMo20 Kax 3mom 00X00 NOHUZULCSL 00
dsaoyamu 001apos, 6YKEbl 6 CloGe
"funnunexem" nomycknenu, cloéHo He Ha
WymKy 3a0yMasuiucy: a He COKpamumscs iu
UM 8 CKpomHoe u Henpumszamenvroe "/]"?

O. I'enpu. Jlapsl BOJIXBOB (Ha pyCCKOM U
aHrIUACKOM s3bikax) (englishstory.ru)

Della, being slender, had

lenne, komopas 6vina

" http://longos.ru/artikli
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mastered the art.

XPYNKO2O CNONCEHUAL, y()a]lOCb os1a0ems IMum
UCKYyCcCmeom.

( O.I'enpu. apol 601x608 )

O. I'enpu. Jlapsl BOIXBOB (Ha pyCCKOM U
aHTIUHCKOM s3bIKax) (englishstory.ru)

Had King Solomon been the
Janitor, with all his treasures piled
up in the basement, Jim would
have pulled out his watch every
time he passed, just to see him
pluck at his beard from envy

Ecnu 6v1 yaps Conomon cuyscun 8 mom ssce
ooMme weeliyapom u XpaHu

6 noosane sce ceou boeamemea, Jocum,
NPOX0OsSi MUMO, BCAKUL PA3

00Ccmasan Ovl YaCyl U3 KAPMAHA - CREYUATLHO
0J151 M020, Ymoobl

Veuoemn, Kaxk OH peem Ha cebe 60pody om
3agucmu.J{appIBOJIXBOBUHTAaTbpaccka3 O
I'enpu (o-henry.ru)

1t is the Smith who phoned
yesterday.

Omo mom Cmum, Komopblii 360HUN 8Yepda.

The co-worker again got
interested in John'’s activities.

Tom oice compy()HuK CHO8A nouHmepecoeailc:,
uem ,ZZ?*COH menepsv 3aHAN.

For there lay The Combs--the set
of combs, side and back, that
Della had worshipped for long in
a Broadway window.

Ub60 na cmone nexcanu epebru, mom camolii
Habop epebHuell -

00UH 3a0HULL U 08A DOKOBbIX, - KOMOPbIM
lenna oasno yce

bnazo206etino 1100606a1ACL 8 OOHOU BUNPUHE
bpooses.

( O.Ienpu. Japwvl 601x6086 )

Haps1 BonxBoB untaTh pacckas O I'enpu (o-
henry.ru)

If you will get her to ask one
question about the new winter
styles in cloak sleeves I will
promise you a one-in-five chance
for her, instead of one in ten.

Ecnu et cymeeme 0obumucs, umobwr ona
XOmb pa3 CAPOCUNLA, KAK020 (hacona pykasa
0yOoym Hocumv IMOU 3UMOU, 51 8aAM
pyuaiocs, umo y Hee 6yoem 00uH WaHc u3
nAmU, 6MEeCmo 00HO20 U3 OeCsmiu.

(O.I'enpu. Iocneonuii aucm)llocnenHuii TUCT
yurath pacckas O ['enpu (o-henry.ru)
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Ah, darling, it's Behrman's
masterpiece - he painted it there
the night that the last leaf fell.”

Jla, munas, smo u ecmo

weodesp bepmana - on Hanucan e2o 6 my HOUb,
Koeoa crnemen nocireonutl aucm. (0.1 enpu.
Iocneonuti nrucm)IlocneqHuM INCT YUTATh
paccka3 O ['enpu (o-henry.ru)

What I should do I should tie one
of your hands to the table before
we started and I should stand there
with a knife ready to go chop the
moment your lighter missed."

K Tomy xe BbI, MOXKET OBITB,

noxenaere yopath pyky. IIpexne dem
MBI HAYHEM, SI TIPUBSKY BaIlly PYKY K CTONY U
Oyay cTOATH C HOKOM, TOTOBBIM OTPYOHTH
BaM Majell B TY MUHYTY, KOT/a 3a)KUTaJKa He
cpaboraer.

(Poano Han. Yenosex ¢ rwea)Poann Jan.
UYenosek ¢ rora (lib.ru)

"There she is. The green one. You
like?"

-- Bot ona. Ta, koTopas 3enenasi. Hpasutcs?

(Poano Han. Yenosex ¢ rwea)Poann Jlan.
Yenogek c rora (lib.ru)

5. Onpedenenunviii apmukiv 8 5mou QYHKYUl, 8 OCHOBHOM, NePeOaemcs

Mmecmoumernuem "marxou”.

They'd reached the stage where they

were diving under the water and
tipping them up by their legs.

OHu yoce docmuenu maxot cmaouu,
K020a MOJCHO ObLIO HBIPSIMb NOO 6800) U
WUNam ux 3a HO2U.

(Poano Jan. Yenosex c ioea)Poann Jlamn.
UYenorek c rora (lib.ru)

and at the same time [ had the feeling
he was relishing a private little secret

all his own.

U 6 mo dce epemsi y MeHs Obllo maxoe
yyecmeo, 0yO0mo OH 8bIHAUUBAET KAKOT-
mo Mmaunwslll 3aMblcell.

(Poano Jan. Yenogex c 1oea)Poann Jlam.
Yenogek ¢ rora (lib.ru)

But he also remembered how it was to

be young in the spring.

Ho u on 6cnomnun, umo smo 3uauum -
ObIMb MOOOBIM 8 MAKOU 80N 8ECEHHULL
seuep.

Crusen Kunr. UenoBek, KOTOPBIN JIIOOHI
uBetsl (lib.ru)
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[Ipu paboTe Ham apTHKIEM CTalo SICHO, YTO WX Iepefada Ha PYCCKOM S3BIKE
MMOMOTAeT BBISBJISITh Pa3HOOOpa3ue 3HAYCHHUN HEOIPEEICHHOTO U OMPEISIICHHOTO
aptukiel. B xome wuccrmemoBaHUSt  yOalnoCh  ONPEACIUTb  CEMaHTUYECKUE
SKBHBAJICHTHI APTHUKIISI B PYCCKOM SI3BIKE.

B OoJjpIIMHCTBE Ciydae apTUKIb OMYCKAeTCs IPU MEPEeBOJe C aHIJIUICKOro Ha
pycckuii. Ilpy momcke NPUMEPOB MBI OOHAPYKWIM, YTO APTUKIb HHUKAK HE
nepenaeTcsi B aOCOJIOTHOM OOJIBIIMHCTBE MPUMEPOB MepeBoja. Ho B Hamem
MCCIICIOBAaHUM BHUMAaHHE YJICJICHO TOJBKO CIydasM, KOr[a Pa3nyHbIC 3HAYCHUS
apTUKIICH TepeqalTcs MpU TOMOLIM JIGKCHYECKHX CpeAcTB. JlaHHbIC HIDKE
pe3yabTaThl IOJY4YeHBl IOcie pa3bopa OONBLIIOrO KOJNWYECTBA IIPUMEPOB
yMoTpeOIeHUs] apTUKIICH.

Mgl 0GHAPYKUIIH CIEAYIOIINE SKBUBAJICHTH! U 3HAUCHUS apTUKJIICH:
HeonpeneneHHblil apTUKIIb BBIpa)KaeT 3HAYEHUS
a) KOJIMYECTBA OJIHH,

0) pomoBoe 3HaueHHWE, OXBaThIBAIOLIEE BCEX NpPEACTABUTENCH  SIBICHHSA,
0003HaYaeMOro CylecTBUTENbHBIM (amystery = mysteries, T.e. Jitobasi TaiiHa, Bce
TalHEbI),

B) 3HAYCHUE, EPEeIaBaeMOE MECTOUMEHHUSIMU TaKOH, BCIKHUH, KAKOW-TO, JIFOOOIH,
I') 3HaYCHHE, BHIPAKAEMOE YKA3aTEIIbHBIM MECTOMMEHUEM 310, H
1) 3HaUeHHUE OJIMH U3..(ameeting = 0/1Ha U3 KOH(PEPEHIHIA).

B MOCJICAHCM 3HAUYCHUHN U 3HAYCHUU, NIEPCAaBACMOM MECTOMMCHUAMHU KaKOﬁ-TO, nu
YKa3aTCjIibHbIM MECTOMMECHUEM  9mo, HeOHpe)Z[eJIeHHHﬁ APTUKIIb  BbIPAXXacT

3HAa4YCHUEC OMPECACIICHHOCTH.
OHpC}.‘LeJ’IeHHBIf/i APTUKIIb 3HAYUTCIIbHO OoJlblire BbIpaXXacT

a) YKa3aTCJIbHOC 3HAUCHHUC OIPCACICHHOCTH U MICPEAACTCA C TIOMOIIBIO CJIIOB 9miom,

mom,.2mom cambviil, Mom CAMblil,
0) ¢ TOMOIIEI0 MECTOUMEHUS MAKOl,

B) B COITPOBOXK/ICHINH WHTOHAIIMOHHOTO yIapeHHEe — 3HAYCHHE Yero-T0 0COOCHHOTO,
riaBHOTO (theaimoflife = camas rmaBHasi, OCHOBHAS 1IENTB).

HaueeMcsI, YTO IMOJIYYEHHBIC PE3YJIbTAaThbl O 3HAUYCHHUAX apTUKIIA AHTJIIMMCKOTO SI3hIKa

n €ro mnepeaadu Ha PYCCKOM A3BIKE BHOCAT 60JII)IH}/IO SICHOCTh B IIOHHUMAaHHC
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CEMaHTHKM apTUKiIed. B mpukiIagHOM OTHOIIEHUWH OSTH CBEIEHUS MOTYT
MPEACTaBIIATh MOJB3Y AJS MHIUMIEB HE TOJNBKO NPU MPaBUIBHOM YHOTpeOJIeHUN
apTUKIIEN Ha aHTJIUMHUCKOM fA3BbIKE, HO W IPHU IEPEBOJI€ C AHIIMHCKOrO fA3bIKa Ha
PYCCKHUH, a TAKXXE C PyCCKOTO HA aHIJIMMCKUI.

bubanorpadus

CchUIKY U3 UHTEpHETA

http://lib.ru/KIPLING/

http://www.silveraspen.net/1408.html
http:/1ib.ru/KING/r_king-33.txt
http://www.classicshorts.com/stories/south.html
http://www.lib.ru/INPROZ/DAL/r man.txt

http://www kulichki.com/moshkow/INPROZ/OGENRI/ogenry20.txt
http://www .hi-edu.ru/e-books/xbook089/01/part-017.htm
http://lingua-source.com/2011/11/19/leksicheskie-transformatsii-pri-perevode/
http://www.lib.rw/INPROZ/DAL/
http://www.classicshorts.com/stories/lastleaf.html

http://www kulichki.com/moshkow/INPROZ/OGENRI/lastleaf.txt
http://longos.ru/artikli
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IlepeBoa 4yBCTB: CJI0KHOCTH MepPeaavu KyJbTyPHBIX

HIOQHCOB B KHUHO

ITapumxar bxarragapmxu

TRANSLATING FEELINGS: THE DIFFICULTY OF CAPTURING
CULTURAL NUANCES IN CINEMA

Parijat Bhattacherjee

Assistant Professor, Amity School of Languages
Amity University, Haryana

AHHoTauus: Kuno, Kax yHugepcanvbHoe UCKYCCMBO, 60 MHO2O0M
OCHOBAHO HA IMOYUAX, PACCKA3LIBAIOWUX UCTOPUU, KOMOpble
HAxX00sM OMKAUK 8 PASHBIX KYIbMypax. IMOYUU — YHUBEPCATbHbLIL
A3bIK, HO eCcmb  HIOAHCHl,  Onpeoensioujue  IMOYUOHATbHbLE
Hacmpoenus, cneyuguunvle Ol Kadcoou Kyibmypsl. B npoyecce
nepesooa PuibMos 0053amenbHO YUUMbIBAIOMCSA MU MOHKOCMU,
noomexcmul U mouxocmu spumenei 6o ecem mupe. OOHaxo
nepesoo omMoyull U3 CyeHvl QuILMA HA  pasHble  A3bIKU
npedcmasnsem coOOl CILONCHYIO 3a0ayy, 0COOEHHO Ko20d O0elo
Kacaemcsi nepedaqu noOmeKcma u moHkocmu. B cmamve O0anHOU
CIIOJCHOCMU ~ UCCNIEOYIOMC  MHO20YUCIEHHble — pocculickue U
UHOULICKUE YUIbMbL, pACKpLIBalowue KylbmypHbvle, A3bIKOGble U
KOHMEKCMYanbhble (Qakmopul, eausiowue HaA IMOYUOHATbHOE
6030eticmeue 8 pe3ynomame nepeoayu.

Ananuz uccredosanusi Oyoem oxeamvleamv 0OIACMU Nepesood
PuUILMO8,  IMOYUOHATLHOU — Meopuu U MENCKYIbMYPHOLUL
KOMMYHUKAYUU. Onu 6ydem uccnedosams KOHYenyuro
IMOYUOHALHBIX NOOMEKCMO8 U NpPOONeMbl, CBA3AHHbIE C UX
nepeoauetl yepes A3bIKOsble U KyIbmypHvle epanuybsl. Takoce 6yoym
PACCMOMPEnbl YHUKAIbHbIE CHOCOObL BbIPAJICEHUS. U NOHUMAHUS
omMoyull 6 KYIbMypPHOM KOHMEKCHme pPOCCUUCKUX U UHOUNUCKUX
Gunomos.

B smoii cmamve ocnosHoe euuMmanue Oyoem yOeneHo YHUKATbHbIM
KVAbMYPHbIM U S3bIKOGLIM  SIEMEHMAM PYCCKUX U UHOUUCKUX
unomos, komopule cnocodbcmeyiom amMoyUorHaIbHou arnyoune. Ona
OeMOHCmpupyem, KAk OSmu  IeMeHmbl  CILONCHbIM — 00pa3om
dopmupyrom 3MOYUOHATIbHbIE OMMEHKU U YCILONCHAIOM 3a0ayy
nepegoda. B cmamve makoce 6yoym paccmompenvl cmpamezuu

A Journal of Russian & Comparative Literary Studies, ISSN 2394-7853 41



Assonance, No.25, January 2025

nepesood, Komopwvie NOMO2am npeoooiiems NpooieMvl nepeoayu
IMOYUOHATILHO2O0 NOOMEKCMA, U 0OCYIHCOeHbl MaKue Memoobl, KAK
meopueckuti  nepesoo,  adanmayus U - KOHMEKCHyaiu3ayus,
UCnonb3yemvle NepesoouUKamu O NPeoOONeHUs. KYIbMYPHbIX U
A3ZBIKOGLIX OAPLEPOS NPU COXPAHEHUU IMOYUOHATLHO20 PE3OHAHCA.

KioueBble cioBa: xunonepesod, SMOYUOHATbHOE BO30elicmaue,
noomexcm, — KYIbMYPHblll  KOHMEKCM, —cmpamezuy  nepesood,
3pumenbcKoe  BOCHpusimue, PpoCcutickue  QuibMul, UHOULICKUE
unvmol.

Abstract: As a universal art, film is largely based on emotions that
tell stories that resonate across cultures. Emotions are a universal
language, but some nuances define emotional moods that are
specific to each culture. The process of translating films necessarily
considers these subtleties, subtexts, and intricacies of viewers
worldwide. However, translating emotions from a film scene into
different languages is a complex task, especially when it comes to
conveying subtext and subtlety. This paper will examine Russian
and Indian films to uncover the cultural, linguistic, and contextual
factors that influence the emotional impact of the translation.

This article will focus on the unique cultural and linguistic elements
of Russian and Indian films that contribute to emotional depth. It
will demonstrate how these elements intricately shape emotional
nuances and complicate the task of translation. The article will also
examine translation strategies that can help to overcome the
challenges of conveying emotional subtext and discuss methods
such as creative translation, adaptation, and contextualization used
by translators to overcome cultural and linguistic barriers while
maintaining emotional resonance.

Keywords: film translation, emotional impact, subtext, cultural

context, translation strategies, audience perception, Russian films,

Indian films.
SI3BIK CIYKUT CpPEINCTBOM BBIPAXKEHHS SMOLMM. Bynp TO snmreparypa, KMHO WIH
MOBCEIHEBHOE OOIIEHUE, CJI0Ba IO3BOJISIOT HaM I€pelaBaTh caMble IIyOOKHE
gyBcTBa. OTHAKO 3MOIMH — 3TO HE TOJBKO JIMHTBUCTHUYECKOE siBIeHHE. KynbTypa,
collMajabHble HOPMBI M HMCTOPHUYECKHI KOHTEKCT Tarke (opmupytor mx. Cosa,
HCIIOJIb3yEeMbI€ JIJISl BBIPAKEHUS JTIFOOBH, I1€4ajId, paJOCTH WM THEBA, HECYT pa3HbIe
3HAYEHHUS U KOHHOTAI[MK B Pa3IMUHBIX sI3bIKax. [lepeBoa SMOLIMi ¢ OHOTO s3bIKa Ha
Ipyroii TpeOyeT NTyO0OKOro MOHUMAaHHS HE TOIBKO CaMOTO SI3bIKa, HO M KYIIETYPHOTO
KOHTEKCTA, B KOTOPOM 3TH SMOLIUH TIEPEKUBAIOTCA.

B ocHOBE KMHO JIEKUT €r0 CIOCOOHOCTH BBI3BIBATH SMOIIMH C IOMOIIBI0 COYSTAHMS
JUAJIOTOB, BU3yaJbHOTO TMOBECTBOBAHMS, MY3BIKA M aKTEPCKOW WIPbl. OMOLWHU B

42 A Journal of Russian & Comparative Literary Studies, ISSN 2394-7853




Assonance, No.25, January 2025

¢uIpMax 3a4acTyl0 YHHBEpCAaJIbHBI — JIIOOOBb, CYacThe, THEB, Meyalb — HO
CHOCOOBl WX BBHIPAKEHHS W TIOHUMAaHUs MOTYT CYIIECTBEHHO 3aBHCETh OT
KyJAbTYpHOTO KOHTeKcTa. OmnpenenéHHbI kecT, (pa3a WIM BbIpRXEHHE JHLA B
OZIHOM KyJBTYpe MOTYT BBI3bIBATH CUJIbHBIE YyBCTBA, TOTA KaK B APYTOW OHU MOTYT
OBITh HEBEPHO MHTEPIIPETUPOBAHBI MIIK BOBCE OCTATHCS HE3aMEUCHHBIMHU.

XOTs BHU3yaJdbHOE IIOBECTBOBAaHME MOMKET YHUBEPCAJIBHO BBI3BIBATH HOMOLUH,
[IEPEeBO, IHAJOrOB M CYOTUTPOB 4YacTo HE B IOJIHOM Mepe mepenaér ux
SMOLMOHAJIBHYIO TIIyOHHY, 3aAyMaHHYIO CO3AATENIIMU (DHIbMA.

W wsgwiickue, ¥ poccHiickHe (QUIBMBI OXBaThIBAIOT INUPOKUH  CHEKTP
YeIIOBEUYECKUX SMOLMUH, HO CHNOCOOBI WX BBIPAKECHUS MOTYT 3HAYUTEIHHO
paznuuarsest. Hanmpumep, 1oMOp B MHANNHCKOM KMHO 9acTO OCHOBaH Ha WUIpe CIOB U
KYJBTYPHBIX OTCBIJIKaX, NyOOKO YKOPEHEHHBIX B MECTHBIX SI3bIKAaX M Tpaauuusix. B
poccuiCKUX (uIbMax 3MOLMOHAJbHAS IIyOMHA 3a4acTylo Iepenaércs depes
naysbl, THUIMHY WM MHHMMAJIM3M B JUalorax — TOHKUE BBIPAXKEHHUs, KOTOPbBIE
MOTYT IOTEPSATH CBOIO CHIIy B IepeBoie. Korma 3Tu 3I€MeHTHI NEepEBOAATCS Ul
WHOCTPAaHHOW ayIUTOpUH, 3MOLMOHAJBHBIM OTKIMK MOXET O0cCnaders, ecnu
MEPEeBOAYUK HE YIOBIJI WM HE Mepeall TOKHBIM 00pa3oM KYJIbTYpHBIN MOATEKCT.

[TepeBoa B IIMPOKOM CMBICIIE — 3TO HE MPOCTO NMPeoOpa30BaHUE CIIOB M3 OTHOTO
s3plka B Japyroil. OH 3akirodaeTcss B IMepefade CYIHOCTH, HAMEPEHHs H, 4YTO
0COOEHHO Ba)XKHO, SMOLMOHAIBHON IIIyOMHBI OPUTMHAJIBHOTO TEKCTa WK peud. B
KOHTCKCTC KHHO, JUTEpATypbl M APYTHX BHUIOB HMCKYCCTBa pOJIb IIEPCBOAa B
nepeaade SMOIUN CTaHOBHUTCS enlé Ooiee 3HAUUMON. IMOIIMHU COCTABIIAIOT OCHOBY
YeJIOBEUECKOr0 OIBITA, M TOYHAs MX Iepenada MEeKAY S3bIKaMd U KyJIbTYypaMu —
OZIHA M3 CAMBIX CJIOKHBIX, HO HEOOXOAMMBIX 3a]1a4 MepeBoa.

ITepeBonm B KMHO — 3TO HE TOJBKO JIMHTBUCTUYECKAs, HO W KyJAbTypHas 3ajaua.
ITepeBomunKky AOKHBI YUUTHIBATH CIOKHOCTH SI3bIKA, HO TIPH STOM IE€penaBaTh
SMOILMOHAILHYIO CYIIHOCTh CIIEHBL. DTO 0COOEHHO TPYIHO B (QUIbMAX, T SMOIUH
CBSI3aHBI C KYIBTYPHBIMU UJIMOMAMHU, COIMATLHBIMA HOPMaMH HIIM UCTOPHUYECKUAM
KOHTEKCTOM. Hampumep, TEpMHH «HOCTAJIBTUS» B PYCCKOM KYyIbType dYacTo
nojipa3yMeBaeT TIIyOOKYH) TOCKY IO TIPOIUIONW 3IO0Xe, 0OCOOEHHO IO COBETCKHM
BpemeHam. [lepeBox Takoro TepMHHAa Ha JAPYrod S3bIK MOXET JHIIUTH €ro
HCTOPUYECKON U SMOIIMOHATILHOM 3HAUMMOCTH.

B wHamiickoM KWHO TepMHHBI Bpone «jugaad» (M3oOperaTeibHbIC pEIICHHS IMPH
OTpaHWYEHHBIX pecypcax) wWiH «sanskar (KyIbTypHbIE IICHHOCTH) HECYT
SMOLMOHAJIBHBIE OTTEHKH, OTpakKalollue OOIIECTBEHHBIC HJealbl. JTH CIIOBA HE
HMMEIOT TOYHBIX KBHBAJIEHTOB B JPYTHX fA3bIKAaX, YTO 3aTPYJHSACT COXPAHEHHUE HX
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MEPBOHAYAIBHOTO CMbICTa. BBIOOp mepeBoqurKa — HCIIONB30BaTh niepudpas wiu
VIPOIIEHUE — MOXKET OCIa0UTh 3MOIMOHAIBHYIO HACHIIIEHHOCTh TEKCTa JIS
MEXTyHApOTHOU ayAUTOPHH.

Poccwuiickoe kuHO, M3BecTHOE CBOEH (hHMI0CcOPCKON TITyOWHOW W SMOIMOHAIBHOM
CIIOKHOCTBIO, HYacTO OTpa)kaeT OypHYIO HCTOPHIO CTpaHbl M OOILECTBEHHBIE
nepeMeHbl. DUIBMBI PEXUCCEPOB, TakMX Kak Anzapedl TapkoBckuil u AHzpeit
KonuanoBckuii, 3arparuBaioT IIIyOOKHME 3MOIMOHAJbHBIE M 3K3UCTEHIMAJIbHBIC
TeMbl. McCHonb30BaHME MOATEKCTa, BU3yalbHOW CHMBOJHMKH H CHEPIKaHHBIX
IMaJoroB  co34aéT Oorarble AMOLMOHAJbHBIE JIAHAMA(THL, KOTOPBIE TPYIHO
[IepeNaTh B IEPEBOJIE.

Pycckuii s3pIk 00a7aeT yHUKANbHBIMU BBIPAXECHUSIMH, HEPENAIOIIUMH CIOKHBIC
YyBCTBa, HAIPUMEP, «TOCKa» — TIIyOOKas 3MOLMOHAIbHAS MyKa HJIM TOMJICHHE,
KOTOpO€ CJIOXKHO KpaTko IepeBecTH. OTa KynbTypHas crenuduka co3maér
TPYOHOCTH Uil TIEPEBOAYMKOB, KOTOPBHIM HEOOXOMUMO Tepefarh HE TOJIBKO
OyKBaJIbHBII CMBICII, HO ¥ SMOLIMOHAJIBHYIO [NIyOMHY MCXOIHOTO SI3BIKA.

SpxuM puMepoM yTpaThl KyJAbTYPHOTO M SMOLMOHAJIHHOTO MOATEKCTa B IIEPEBOAE
sBisieTcst poccuiickuil puneM «JleBuadan» (2014) Angpes 3BsiruHneBa. Tembl
KOPPYIIIMH, OTYAHUS M SK3UCTEHIIMAIFHOW TOCKM TepelaHbl depe3 CAep)KaHHbIe
JUAJIOTH W MpadHble nei3axku. OJHAKO MHOTHE HIMOMATUYECKUE BBIPAKECHUS H
KYJBTYPHbIE OTCBUIKH, BaXKHbIC JUII MOHUMAHUS 3MOLMH HepcoHaXkel, ObuM 1100
YIPOIIEHBI, JIMOO HEBEPHO HMHTEPIPETHPOBAaHBl B aHIIMHWCKUX CyOTUTpax. B
pesysbTaTe SMOIMOHAIBHOE BO3AEHCTBUE HA 3apyOeKHBIX 3pUTeNIeil OTINYaIoCch OT
BOCHPUATHS (UITBMa POCCUICKON aylmUTOPUEH.

[TpoGneMbl TIepeBOAa SMOIMI 3aKIFOYAIOTCS B CIOXKHOCTH Tepeayd KyJIbTYPHBIX
HIOQHCOB, YHHKaJIbHBIX CJIOB, HUIAMOMATHYCCKHX BBIpa)KeHI/Iﬁ u HeBep6aJH)HI)IX
3JIEMEHTOB. OMOIUU (HOPMHUPYIOTCS KYJIBTYPHBIM KOHTEKCTOM, W CJIOBA, HECYIIHE
OMOLIMOHANIBHBIA 3apsiZi B OJHOM S3bIKE, MOTYT HE HMETh aHaJOroB B JIPYTOM.
Hexoropble ciioBa IepelaroT yHUKAJIbHBIC KYJIBTYPHBIE KOHLENIUH (Harpumep,
nopryranbckoe «saudade» wimm Hemenkoe «schadenfreude»), KoTopbie CIOXHO
nepenath 0e3 mortepu cmeicia. [lepeBox mawom m Mmetadop TpeOyeT alamnTaiiid,
MOCKOJIBKY OYKBQJIBHBIH TIEPEBOJ MOKET MCKa3uTh CMBICI. Kpome TOro, MUMHKa,
KECThl ¥ MHTOHALMSI MIPAIOT BAXHYIO POJIb B Iepeaade SMOLMI, HO HEe BCeraa
YUHUTBIBAIOTCS TIPH TIEPEBOJIC THATIOTOB.

OnHa W3 KIIOYEBBIX CTpaTerwii — KylnbTypHas aganrtanus. llepeBogunkn
BBICTYNIAIOT B POJHM IOCPEAHUKOB MEXIy KyIbTypaMH, agantupys ¢passl,
MeTadopbl U Jaxe Leble CLHEeHbl TaKUM 00pa3oM, YTOObI OHU BBI3BIBAIN CXOXKHE
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SMOLIMH Y 3pUTENEN APYrod KyIbTypbl. DTO MO3BOJSET COXPAHUTh 3MOLIMOHAIBEHOE
MoCJaHue OpUTHHANA 0e3 MOTePH ero 3HAYUMOCTH.

Emé ogHolt BaxkHOUM cTpareruen sIBISETCS COXpaHEHUE KIFOYEBBIX 3MOIMOHAIBHO
HACBIIIEHHBIX TEPMUHOB. B HEKOTOPBIX CITydasX IMEPeBOAYUKH OCTABISIOT CIIOBA B
OpUTHHAJNE, CONMPOBOXJAs HX CHOCKAMHU WM pa3bsICHEHUSIMU. Takod moaxon
MIOMOTAaeT COXPAHUTh KYJABTYPHYH CHCHH(HKY U SMOIMOHAIBHYIO TIIyOHWHY, HE
TEpsIs CBSI3U C UCXOTHBIM KOHTEKCTOM.

KonnaGoparuBHBI mepeBo] TakkKe HUrpaeT 3HAUYMTEIbHYIO POlb IpU Iepenade
sMmouui. B pabore Haj mepeBOOM 3MOIMOHAIBHO HACHIIMICHHBIX MPOU3BEICHHIMA
MOT'YT Y4aCTBOBATb HC TOJIBKO JIMHI'BHUCTEI, HO U KYJIBTYPOJIOTH, CHCHAPUCTLI U JaKE
caMU aBTOpHI opurHHamNa. Takoit MeTon ocobeHHO AP PEeKTUBEH B KHHO U TeaTpe, Tie
SMOLMOHAIbHASI BEIPA3UTEIbHOCTD SIBIISETCS KIIFOUEBBIM aCIIEKTOM BOCIIPHSTHS.

Kpome Toro, mcronb3oBaHHE KOHTEKCTYaJIbHBIX IOJCKA30K IMOMOTAET 3PUTEIISIM
Jy4dIlie TOHSATH SMOIMOHAIBHBIN MMOATEKCT MEePEeBEAEHHBIX MPOU3BEACHUMN. ITO
MOXKET BKIIFOYAaTh WM3MEHEHHE COCENHUX PEIUTHK, JOOAaBICHHE OIMUCATEIbHBIX
AIIEMEHTOB WJIHM JakKe aJIalTallii0 BU3YaJIBHOTO psfa B CIy4ae CyOTHTPHUPOBAHHBIX
¢unpMoB. TakuMm 00pa3oM, MEPEBOAYMKH MOTYT TIepeAaTh SMOIMOHAILHYIO
OKpacKy MPOU3BEICHUS Hanboee TOUHO.

3akaroueHue

[lepeBon sMomnumii B KHHO — 3TO MCKYCCTBO, TpeOyIoIllee He TOJIBKO 3HAHUS S3BIKOB,
HO W TIyOOKOTO IMOHWMAaHUS KYJIBTYphl M 3MOIMOHAIHHOTO KOHTEeKcTa. Korma
MIePEBOJl BBITIOJIHACTCS HEKAYeCTBEHHO, OH MOXKET WCKa3uTh WU OCJIa0UTh
AMOILIMOHANIFHOE Bo3nelcTBre (uiabMma. OIHAKO YCHEIIHBIA NEPEeBOJ] CTaHOBHUTCS
MOCTOM MEXIY KyJIbTypaMH, TIO3BOJISISI 3pUTENSIM [TPOYYBCTBOBATH SMOIIMH BO BCEi
ux niyouHe. IlepeBomYMKH JODKHBI HE MPOCTO IIPeoOpa3oBBIBATH CIIOBa, a
nepeaBarh CyTh YSJIOBSUECKUX MEPEKUBAHUM, YTOOBI COXPAHUTH SMOIMOHAIILHYIO
YHUBEPCAIbHOCTh MPOU3BEIACHUI UCKYCCTBA.
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Abstract: The popularity of comics studies can be traced back to
the development of underground comix, followed by the rise of the
graphic novel in the 1970s. The rebellious nature it had in the
beginning to portray the then stereotypically viewed concerns of
mental health, gender roles, alternative sexuality, etc., seems to
appear in the graphic novels and comix. The autobiographic nature
is one of the main reasons of the reception of the genre. The
subgenres of graphic memoirs are now expanded to the thematic
concerns of conflicts, historical phenomena, national history,
personal suffering, trauma and many more. The potentiality of the
graphic medium is employed to subvert the taboos surrounding the
political and social causes which were not or subtly represented in
the mainstream literature. Ranging from Art Spiegelmans Maus to
Satrapi'’s Persepolis and David Small’s Stitches, graphic memoir as
a medium and genre has been successfully narrating the
experiences of and not limited to trauma, existence, history,
collective memory and illness. This paper looks for a
comprehensive study of the graphic memoirs as a platform,
discussing the alternative domains of life and how it can act as a
counternarrative in producing meaning, being a part of popular
culture.

Keywords: comics studies, autographics, popular culture, life

writing
The expressive potential of the graphic narrative, with its verbal and visual
storytelling capability, is bringing the genre to the mainstream, adhering to pop
culture. The reception of comic and graphic novels has doubled with its inclusion of
thematic concerns revolving around serious matters, whether it be gender, race,
ethnicity, political conflicts etc. Manga have been a huge market of mass production
of texts, adding its popularity with translations to multiple languages and ensuring
readership in western world parallel to the Asian readership. The term Autographics
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is the new trend in the market of comics and it is an amalgamation of autobiography
and graphic medium. The term was created by Gillian Whitlock and Anna Poletti
and in "Self-Regarding Art" they put it as “a neologism that demands to be
represented phonetically in this introductory discussion, indicating from the first its
attention to the multiple modes and media of autobiographical texts, and to the
tensions between “auto” and “graph” (Poletti and Whitlock v).

The graphic memoir genre brings together two prominent and popular genres of
autobiography and comics transcending the boundary between the two. The market
of comics and graphic novels in the twenty first century is in optimum height with
its mass readership across the globe. It is the popularity of the comics that led to the
success of graphic novels which deals with more sophisticated and complicated
plotlines and themes rather than limiting itself to superhuman themes and
characters. French bandes dessinées or the Japanese manga were popular in their
cultures but it took time for comic studies to delve into academic environment.
When it comes to academic, comics were always seen as a low art or either
categorised into children’s literature. The comic scholarship saw a rise in the genre
with the recent adoption of graphic novel and its subversive potential. The addition
of autobiographical element gives the genre more credibility followed by genuine
reception. Graphic novelists nowadays use this potential to incorporate the nuances
of anecdotes, travelogues, personal memoirs in the graphic texts. Thus, a lot of
topics which were unfamiliar to the comic readers comes in the comic or graphic
texts like mental health, gender, political issues, alternative sexuality etc. It is not
wrong to say that graphic novels in the contemporary period is one of the biggest
sellers in the market. The unusual topics entering into the graphic novels make it
more appealing and brings it to the forefront of mainstream literature.

It was between 1968 and 1975 underground comix emerged and it stood as a
counternarrative against the dominant comics back then and explored varied topics
like gender, sexuality and it did not employ any censoring in their portrayal. This
underground comix can be called as the forerunner of the current day graphic
novels. Art Spiegelman’s Maus: A Survivor's Tale which was serialised in the years
from 1980 to 1991 narrates the instances of history of Jews in Poland and the
genocide of European Jews-the Holocaust. The narration takes the form of an
interview where Spiegelman interviews his father, a holocaust survivor. The
troubled traumatic past and its after effects lingers throughout the narration.
Spiegelman’s Maus: A Survivor's Tale brought a shift in handling political turmoil
and human predicaments in graphic novels. Another graphic novel which handles
political discourse was Marjane Satrapi’s Persepolis 1: The Story of a Childhood
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and Persepolis 2: The Story of a Return narrating Satrapi’s growing up in Iran
during the Islamic Revolution. The traumatic experience of Marjane seeing the dead
body of her friend and criticism of the Iran’s political system also plays central role
in the text. The second volume follows her visit to Austria and her comparing how
different her childhood was at Iran. The text deals with sensitive topics of
belongingness, political ideology and growing amidst the chaos.

The therapeutic potential of the graphic memoirs is also worth mentioning. Hillary
Chute and Marianne DeKoven in "Introduction: Graphic Narrative" Talks about this
point as, “Graphic narratives, on the whole, have the potential to be powerful
precisely because they intervene against a culture of invisibility by taking the risk of
representation” (772). Handling a topic like eating disorder and depression as in
Kabi Nagata’s My Lesbian Experience with Loneliness published in 2016 is a novel
reading experience. The misconceptions on mental health especially the stereotyped
view of depression as laziness are tackled in the text with the raw experiences of the
writer. The depiction of sex work and sex workers a sensitive topic and Kabi Nagata
portrays it in very detailed manner since it is a lived body experience. The
vulnerable reality which has been never or subtly mentioned in the mainstream
media gets a full-length narration in these texts. It describes in detail the life of a
person going through depression, their state of mind and how difficult it is to live up
to the societal expectations. Even though the writings on sexuality been very visible
in the twenty first century, there has been a tendency to popularise gay narrations
(men to men homosexual relations) whereas lesbian experiences were minimal in
published texts. Thus, Kabi Nagata’s My Lesbian Experience with Loneliness is a
remarkable text which details the life of a lesbian individual’s day to day struggles
and efforts in coping with the family and surroundings. The queer life depicted in,
Maia Kobabe’s Gender Queer: A Memoir (2019), talks about issues including
asexuality and gender roles. It narrates their life from childhood to the present,
highlighting a number of significant events such as their first period, discovering
their gender identity etc. Coming to terms with one’s own identity and discovering
one’s self are core to the text. The introspective thoughts of a person paralleled with
an ongoing conversation within oneself adds volume to the narration. The constant
thought process of a queer person is sketched in depth in Maia Kobabe’s Gender
Queer: A Memoir. Kimiko Tobimatsu’s Kimiko Does Cancer looks at how chronic
illness like cancer can alter a person’s life and how they can lead a life with strong
willpower. It revolves around the life of Kimiko who is a mixed raced queer person
tackling the stereotypes and taboos surrounding breast cancer. The illness narratives
have a pattern of a patient’s successful journey of survival but Kimiko doesn’t
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follow this tradition and in fact looks at how a community is built up among the
patients and the relationship between healthcare professionals and patients. Kimiko
addresses the impact this chronic illness has on the patient and how their perception
of the society changes throughout the process of treatment. The hormonal changes
accompanied with menopause and the physical struggles that a person endures are
well expressed in the text.

Dr lan Williams, comics artist and physician have created Graphic Medicine
International Collective, which urges to brings graphic memoirs on illness narrative
to the literary arena. The experiences of illness, its treatment and the personal
narrative of people going through the circumstances act as the counter narrative to
the stereotypical view of illness. It ensures that people suffering with diseases also
have a role in the society and they should not be treated as outcasts. The graphic
memoirs on illness gives emotional assistance to those who are going through
similar conditions while evoking willpower and strength. David Small’s Stitches
(2009) tells the story of Small who is a cancer patient and dreams to become an
artist and finds solace in drawings and sketches. In A¢ 30, I realised I had no Gender
Shou Arai, being an intersex transgender manga creator explores the vulnerabilities
of gender and bodies of genders through aging. The process of aging is explored in
the text where Shou Arai writes about their fiftieth birthday and how they locate
themselves in their identity discovered two decades ago. Ellen Forney’s, Marbles:
Mania, Depression, Michelangelo and Me published in 2013 explores in detail the
bipolar disorder, its treatment, and her visits to therapist and psychiatrist. The
aspects of hypomania and depression are depicted in the text with at most care and
detailing. The concerns of mental health were no longer conceived as a thematic
concern in literature even if it made into the narrative, it was portrayed in as
madness and characters were sketched either aloof or outcasts. Bipolar disorder was
often misrepresented in narration and there has often been an effort to alienate the
seriousness of the disease.

The experiences of illness, trauma, identity etc. are very personal and subjective
experiences and it doesn’t require any validation. The graphic medium heightens the
impact of the content of these texts. The dual reading of both verbal graphical give
emphasis to the lived reality. Each sequence in the graphic novel stands out as
independent art forms and it along with verbal narration add volume to the
narration. The reader is at the same time experiencing both verbal and sensual
narrative and this is one of the reasons graphic novels receiving more popularity. It
also has the capability to educate young minds on varied topics as well and many
theorists call out the importance of comics in education. Graphic memoir is not
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structurally limited as it sometimes takes the form of a diary, conversation, letter or
interview.

Conclusion

The above-mentioned texts do not follow a single pattern or narrative style; each
text carries its own unique stylistic choices in panels, colour grading and font styles.
Moreover, the pattern of the text also varies from conversations, letters, anecdotes
and photographic journalism. Even though memoirs always claim for authenticity
many scholars have raised the questions of the degree of authenticity in memoirs
questioning the essence of the autobiography genre itself. Existing these scholastic
discussions, one cannot completely deny the lived reality in their graphic memoirs.
It is the subjective lived experiences that brings these texts closer to the readers
even after there is a rising claim of fictionality on memoirs. The literary genres have
always received criticism and the aspects of fictionality that autobiography face in
the contemporary period is a serious matter of discussion. These questions raised
against the genre does not affect the impacts caused by the autobiography. The
graphic memoir’s popularity ensures this validation where people tend to follow the
lived experiences of people. The engaging element of the text is the graphic
medium. The medium’s accessibility enhances the reception of readers. The graphic
novels unlike traditional comics does not have a targeted readership and moreover it
is appealing to younger and adult readers both alike signifies the popularity of
graphic novels especially graphic memoirs in the market.
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Abstract: In 2017 the Indian author of international acclaim,
Arundhati Roy, came up with her second novel, The Ministry of
Utmost Happiness dedicated to ‘the Unconsoled’, representing the
unprivileged sections of the Indian society, of which the Kashmiri
people too found a substantial space. In the same year, Freny
Manecksha, an Indian journalist, published her non-fictional work,
Behold, I Shine. Narratives of Kashmir’s Women and Children, a
collection of journalistic writings based on her experience of
visiting Kashmir and her interactions with the people there. Both
texts seem to present the unrepresented voice of the people of
Kashmir, which often gets muffled in the mainstream narratives of
nationalism and issues of national security. The present paper is an
attempt to explore how the two women writers depict the
monumental space of terror and violence in Kashmir through the
lens of fiction and facts to uncover a history of violence hitherto
buried in a fiction of nationalism. As Henry Lefebvre points out in
his Production of Space, ‘Monumental Space’ presents an image of
an individual’s social membership where the past is a construct.
The paper attempts to study how these writers reveal the present as
embedded in a past steeped in injustice and violence meted out
against a community through edifices and archives operating to
gloss over the memories of terror.

Keywords: Kashmir, Arundhati Roy, The Ministry of Utmost

Happiness, FrenyManecksha, Behold 1 Shine: Narratives of

Kashmir’s Women and Children, Monumental Space.
Arundhati Roy in her latest novel published in 2017, titled The Ministry of Utmost
Happiness and Freny Manecksha in her nonfictional work, Behold [ Shine:
Narratives of Kashmir’'s Women and Children that too published in 2017 evidently
present counter narratives to the Kashmir issue which stand in contrast to the
official grand narratives of their nation on the same. Hence the narratives, one
fictional and the other one journalistic, by two women writers who have already
established their views in support with the people of Kashmir through their earlier
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writings and activism, seem significant subjects of study to analyze the present
predicament of the people of Kashmir and their love hate relationship with India
and the Indian army. With the militarization of Kashmir and the presence of army as
part of their everyday reality, the people of Kashmir are presented as encountering a
strange way of life which may be described as monumental in nature. The present
paper is an attempt to look into those aspects in the lives of Kashmiri people as
presented in the above said texts to surface the monumental space in Kashmir and
how monumentality has got a decisive role in the current cultural realm of Kashmir.

Monumental space as envisaged by Henri Lefebvre in his work, The Production of
Space is indicative of the individuals’ relationship with their society and hence is
regarded as part of social space. It includes those edifices and buildings constructed
to eternalize the memory of power and to represent history through selective
memory. Hence memory, permanence and power are related concepts to the notion
of monumental space. “Monumental space offered each member of society an
image of that membership, on image of his or her social usage. It thus, constituted a
collective mirror more faithful than any personal one” (Lefebvre 8). As it includes
all the structures that preserve the past like libraries, museums, archives and
palaces, the past itself gets constructed through the monumental space.

Monumental space is perhaps spread not only in the everyday life experiences of
any ordinary Kashmiri but in the narratives on Kashmir and Kashmiris as well
where reality is glossed over to present Kashmir as a beautiful tourist destination
with local people keen on seeking the protection enforced upon them by the Indian
government in the form of militarization of the valley. Those who resist such
measures of the government are regarded a minority and labeled as militants with
Pakistan support. Hence a survey of such texts which present a version of Kashmir
to suit the dominant interest of India and Pakistan reveals the impact that these texts
have created in Kashmir and its people and how such popular narratives turn
decisive in the political and cultural mappings of the valley. Articles like “The
Kashmir conflict isn’t about independence and democracy. It’s about expanding theocracy in South
Asia” by Mat Mc Dermott posted in June 2019, “I Love Kashmir,” Understanding A Rising India’s
Most Intractable Conflict by Clifford Smith posted in 24" June 2024 Building Indian
Narratives and Battling New Militancy in Kashmir by Aditya
Gowdara Shivamurthy and similar ones posted in various online platforms like Hindu American
Foundation, Observer Research Foundation are a few instances to mention. Popular movies like
Kashmir Files are also not exceptions in this regard.

Freny Manecksha, the author of the non fictional text on Kashmir, Behold I Shine:
Narratives of Kashmir’s Women and Children, is an independent journalist, who
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has worked for such prestigious newspapers like, The Times of India and the Indian
Express, is the author of books like Flaming Forest, Wounded Valley:Stories from
Baster and Kashmir (2022) currently lives in Mumbai, India. In Behold I Shine:
Narratives of Kashmir’s Women and Children, she has included the women’s voices
from Kashmir, the doubly marginalized ones who found little space in any
narratives. She visited Kashmir many times, interviewed women who were victims
of various types oppressions and those who lost their husbands, fathers, brothers and
sons either killed in encounters or are missing for long years after being taken by
the Indian army personals to interrogate. She testifies to the fact that many such
encounters later turn out to be fake encounters, and the army has set fire on innocent
people or individuals from close distance not likely to be an encounter. Unarmed
individuals get killed and lay buried in some unknown graves and the women are
left to set on an unending search after their loved ones at the doors of army offices
and Interrogation centres. As a result a new type of womanhood too emerges,
namely, ‘half widows’ whose husbands are missing for long years which has turned
their lives into a limbo of uncertainty. In order to recount the experiences of these
women, she visits many monumental sites of the valley many of which are
reminiscent of the history of the land as well as edifices of a long forgotten cultural
legacy of the past. Such places form monumental in the narrative space, revealing
untold sagas of torture and terror. These retellings by visiting the real place and
talking to the real victims and witnesses in the realistic narrative however, may be
studied in parallel with the fictional narrative, The Ministry of Utmost Happiness, by
the internationally acclaimed Booker Prize winner from India, Arundhati Roy, to
find interestingly correlated incidents and places. Irrespective of such common
elements like both texts are by Indian women,published in the same year(2017) a
critical reading of both the texts reveals unprecedented findings so as to blur the
boundaries of fact and fiction.

When it comes to narratives on Kashmir, one is likely to come across fictionalised
versions of some vital aspects of Kashmiri people’s existence which includes,
history, identity, and cultural legacy and of course land or territory. ‘Authentic’
texts on Kashmir as claimed by both the contesting countries are more likely to
present data biased and conducive to the nationalistic spirits of the respective
nations. Hence narratives by the natives of Kashmir reveal the historical
duplications, misrepresentations and ideological appropriations of the earlier
established texts on Kashmir from the two countries. Here the texts under study
gather their significance as counter narratives from the country which is considered
by the natives as the source of all violence and oppression meted out against them in
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the name of peace and democracy through the deployment of the army. Manecksha
and Roy have been engaged with interrogating the main stream state sponsored
narratives on Kashmir for quite a long time as evident in their works and the
interviews before and after the publication of the texts under study. Arundhati Roy
has been recently accused of ‘sedition’ based on her remarks on Kashmir in an
interview given a few years before which shows how the authors too remain in
monumental space with respect to the right to freedom of speech. Perhaps,
Manecksha continues as an independent journalist to maintain the freedom of
expressing her views on controversial matters including Kashmir.

Though both texts navigate through the monumental spaces in contemporary
Kashmir, receding to the past only when it is necessary to explicate the present
scenario, the way the two authors approach these spaces of violence
monumentalized through various tactics seems worthy to be analysis. Roy in the
novel, The Ministry of Utmost Happiness, presents the Kashmir issue as one among
the major issues in contemporary India, by which a major part of the Indian
population is othered and marginalised. It is through the character of Musa, a
Kashmiri, that the Kashmir issue is brought into the novel. In the midst of the
narration she makes use of an objective and disinterested style in presenting the
monumental space of Kashmir. She even resorts to present a dictionary like entry of
words associated with the history of Kashmir. These words in fact reveal the various
stages in the history Kashmir which led to its present predicament of occupation and
oppression. All these words find graphic representation in Manecksha’s work,
Behold, I Shine: Narratives of Kashmir’s Women and Children where the author has
taken pains to reach out to individual victims and witnesses to get firsthand
experience revealed. While Roy through characters like Musa and a few associated
with him presents a detached yet poignant narration revealing the loss of personal
space and hence personal life to the Kashmiris whereas Manecksha could afford to
include the warmth of intimate conversations to depict the sufferings of a
community of people for whom normal personal lives have been denied for many
decades in the name of safe guarding democracy and peace. Here the fictional space
is strewn with objective facts which when read along with the nonfictional text,
Behold, I Shine: Narratives of Kashmir’s Women and Children, the illustrations in
the form of conversations done in the actual places too are presented. Hence both
the texts seem to compliment and collaborate for the cause of Kashmir.

Manecksha begins her narration by presenting the uncomfortable situation where
the soldiers are present with their guns in every nook and corner of the villages in
Kashmir much to the discomfort for the women folk who are repelled by the
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presence of army. She contrasts it with the pre 1990 situation where villages still
retained their idyllic surroundings where women could move freely and could
converse in between their domestic chores without getting caught into the male gaze
of the soldiers in such realms of women’s area.

What do women feel about the presence of strangers holding guns and
grenades, in their own fields and orchards? And, that these strangers have
the right to use their weapons with impunity? What is it like to work and
function under this hostile male scrutiny every single day, all the time?

(Behold I Shine: Narratives of Kashmir’s Women
and Children 30)

The loss of idyllic innocence of the Kashmiri villages and how they were replaced
by army barricades and other gadgets of armaments, there emerge the monumental
space of occupied Kashmir. The fear and constant terror in which the Kashmiris
especially women, children and elderly people who usually remain at home feel at
the sight of soldiers in the vicinity of their homes show how monumental space is
created as constant sites of threat. To understand the gravity of the situation it is
important to have an idea of the nature of Kashmiri villages before the insurgencies
started in 1990’s or more precisely in 1989. Before this open violence, people of
Kashmir could own their village without having to stumble upon an army man in
every 10 or 20 meters in their neighborhood. They could converse proudly as
Kashmiris and need not lower their voices in fear and keep their head down under
constant threat of getting arrested even from their own homes. Women who enjoyed
small talk at washing ghats and had picnics at the village green during summers
found no longer safe to tread outside the four walls as they could see probing eyes
just outside their windows.

Also lost are traditional yaarbals or washing ghats where women would
assemble at midday, not just to wash clothes but talk. Dr Arshad pointed out
how these shared spaces of conversation, where worries were aired, were
also spaces of abreaction (free expression and consequently release of
suppressed emotions). Yaarbals disappeared largely because of the violence
of the conflict and increasing urbanization.

(BIS 32)

Roy brings in the issue of Kashmir in her novel, The Ministry of Utmost Happiness,
through the character of Musa, a Kashmiri who turns into a militant after he loses
his wife and his infant daughter, Miss Jabeen. She finds the Kashmir issue as one of
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the many issues that contemporary India faces which turn a large group of people
oppressed and marginalized in one or other aspects of their existence.As an author
who is acutely conscious about the injustice meted out to the unprivileged both in
human society as well as in the animal world, the narrative space of her novel is
replete with instances of the lives trivialized by the materialistic world. Hence it is
not coincidental that the novel, The Ministry of Utmost Happiness begins with a
futile but poignant query into the absence of vultures from the cityscape and ends
with the hope placed on GuihKyom, the dung beetle. With such thrust given to the
cast away of the natural world at the beginning and at the end of the novel, the inner
space of the novel too finds the outcasts and the unwanted lot of the human society
given legitimized positions as if in the novel only the voices from the margins are
heard and in the noise, all other voices authenticated by the centers of power are
drowned and nullified. It is in this context the Kashmir issue too finds a place in the
novel.

The readers come to know about Musa through Tilottamma or Tilo who were
classmates at Delhi School of Architecture. Though they were in a relationship they
had to separate after their graduation. Musa later gets married to a Kashmiri girl
named Arifa and a daughter was born to them. Later when Arifa and the infant get
murdered by the army during a funeral procession, Musa turns into a
militant. Adversitywhether natural or manmade for Kashmiris seems to be the
catalyst to fight and develop resilience better. This tendency is evident in the history
of Kashmir a part of which is depicted in FrenyManecksha’s non fictional work,
Behold, I Shine:Narratives of Kashmir’s Women and Childrenas well as in Roy’s
novel too. Musa in the novel turns a militant and decides to fight for his land after
his personal loss when his wife and infant daughter Miss Jabeen got killed by the
Indian army during a peaceful funeral procession. Musa before the incident was
nobody leading an insignificant life in the eyes of others though to him was the
most precious period. The catastrophe was an eye-opener for him to the injustices
meted against his fellow beings by the army about which he was oblivious as he
was leading a very happy and contented family life. Then even riots and encounters
were taken light heartedly and became part of everyday life as seen in the episode in
which he narrates meeting his future wife for the first time. It is in the midst of a
commotion arisen out of a grenade explosion that Musa and Arifa met.

When I got over the initial shock, I felt a weight on my feet. I remembered
my new boots and wondered if they were OK. As soon as I thought I was
safe I lifted my head slowly, as carefully as I could, to take a look. And I
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saw this beautiful face resting on them. It was like waking up in hell and
finding an angel on my shoe. It was Arifa.

(TMUH 367)

Musa and Tilo could find their love intact and continue in their relationship
even after a gap of ten years. The readers are taken to the monumental
space of Kashmir when Tilo visits Kashmir to meet Musa who by that time
came to be known as Commander Gulrez. In Manecksha’s text, Behold I:
ShineNarratives of Kashmir’s Women and Children too there is a similar
situation in which the commanders of such militant organizations are held
in high esteem by the native people of Kashmir; an incident in which the
Commander of JKLF gets killed and the funeral procession becomes a
political resistance.

Funerals are considered private affairs, but in the case of martyrs, they
become public and political—so much so that the procession of the JKLF
militant commander AshfagMajeed is still remembered as one of the largest
gatherings. More recently, an estimated two lakh attended BurhanWani’s
funeral, and funeral prayers were said at least fifteen times.

(BIS 32)

The 1990s were high zeal period in the history of Kashmir when the natives got
disillusioned by the Indian government as the general election failed to win the trust
of the people of Kashmir and they laid their hope in armed resistance against the
army. The people of Kashmir including women took themselves to the streets
shouting ‘Azadi’ enthusiastically. Women played pivotal role in supporting
militants like giving them food and shelter. Though the movement faded later with
the army indulging in ruthless measures to curb the movement, the initial fervor and
zeal made them hopeful of attaining freedom. Both Manecksha and Roy mention
similar incidents when such Commanders of the movements are supported by
women. In The Ministry of Utmost Happiness a character called Khadeeja is seen
supportive of the Commander Gulrez following his instructions. On the day when
CoomanderGulrez was supposed to have got murdered it was Khadeeeja who
accompanied Tilo to her safety. “Tilo lay down and Khadija covered her with a
quilt. She reached out and held Khadija’s hand under the quilt. In the years that
followed, they would become fast friends.” (The Ministry of Utmost Happiness
388).
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Manecksha too testifies to the role played by women in the early stages of azadi
movements in Kashmir.

Acknowledging the contribution of women as a powerful force in the struggle
for azadi in 1990s, Zahirud Din spoke of how a former Border Security Force
(BSF) commander had told him that the difference between handling militancy
in Kashmir and Punjab was that in Kashmir the troops always had to factor in the
huge numbers of women who would confront armed guards on the streets
whenever an announcement was made from the mosque.

( BIS 44)

The streets, public buildings and private dwellings of post 1990 Kashmir stand out
drastically in contrast with that of the past and may reveal the monumental space
emerging out of the violent ridden areas. Though violence marks the history of
Kashmir even during its status as a Princely State under Raja Hari Singh, there was
a period of comparatively peaceful rule during the times of Sheikh Abdulla when he
was declared the Prime minister of Kashmir. It is during this period the Kashmiris
were hopeful for a sovereign rule and believed in democratic measures of Indian
government which Kashmiris hoped to lead them to the process of fair election.

Sheikh Mohammad Abdullah, for better or worse, was a large presence on
the political land scape of India for 50 years. In a fragmented sociopolitical
and religious ethos, he represented the pluralism that would bind the people
of Jammu and Kashmir together for a long time, particularly the people of
the Kashmir Valley. Such personages leave indelible marks of their work
and contributions on societies for which they have tirelessly worked, and
their work, for the most part, traverses religious, class, and party fault lines.
To associate such personages with just one political party or one religious
group amounts to a trivialization. Given the militarization and rabid
fragmentation of Kashmiri society, it becomes necessary to evoke the man
who symbolized Kashmiriyat or pluralism in the face of divisive politics.

(Khan 23)

This comparatively peaceful period before 1989, the land with its edifices and
structures that mark the cultural life as well as the natural surroundings with its
lakes, chinar trees and forests all together reflect the lived space of the people of
Kashmir whose everyday lives were marked by these natural and cultural nuances.
Manecksha presents how these specificities of the land form marks of
communication especially for womenfolk. This idyllic surroundings are clearly

60 4 Journal of Russian & Comparative Literary Studies, ISSN 2394-7853



Assonance, No.25, January 2025

presented in Habba Khatun’s verses, the Kashmiri poet who is endearing to the
people of Kashmir for her poems relive a cultural landscape that is long lost to the
Kashmiri psyche. The verses are reminders to the people of Kashmir about a culture
steeped in natural settings which molded their inner selves. The traditional space
representative of the ancient culture before the military occupation is revived in
those lines. ‘Gather violets, O Narcissus/Winter’s ashes from our doors I fling!/The
water bird the lake embraces/How can frost upon your petals cling?’ (Khatun qtd in
BIS 32)

In HabbaKhatun’s verses, there lives a time when groups of girls could pick
chinar leaves and twist them into ornaments, or walk into forests to collect
firewood, or celebrate the coming of spring in badamwaris. It was senior
psychiatrist, Dr Arshad Hussain at the mental health hospital in Rainawari
who first spoke of the loss of traditional spaces. He explained how the very
area around us was once a large badamwari— stretching across a thousand
‘kanals’. It was a space where families would flock after the end of a harsh
winter: or where they would have picnics with, white sheets spread out to
hold nun-chai; or where jugglers and magicians and vendors selling water
chestnuts would gather.

(BIS 32)

Similar description of the natural richness of Kashmir may be seen in Roy’s novel
too where the natural flora and fauna are given separate autonomous existence
beyond the territorial line of controls of any of the contesting nations. Natural
resources have a claim upon its place of existence which gives them a legitimate
existence beyond all disputes.As a writer and environmental activist the natural
richness of Kashmir could not evade her attention.

It was autumn. The forest was heart-stoppingly beautiful in the way only a
Himalayan forest can be. The Chinar trees were a coppery gold. Tytler’s
leaf warbler and the Kashmir flycatcher, which was threatened then, and
must surely by now be extinct. ...It made one feel that Kashmir really
belonged to those creatures.

(TMUH 167)

All these rich natural resources too form the traditional space of Kashmir which
formed a part of the cultural space of the people of Kashmir. Men and women had
their own specificities of the lived space which seem to be crucial for them like life
breath. Manecksha remarks that women had their own ways of conversing in
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between their household works at some traditional spaces like wash areas or they
along with children undertake short picnics to nearby greeneries during summer.
Summer nights too were favorable for women to remain in their gardens till 11
tilling and watering the plants and neighboring women may visit them with
samovars filled with nun chai. Such traditional space of nuanced experience present
lives lived intimately and in close communion with human and natural world. (32)

In order to really understand Kashmir’s socio-political and cultural psyche,
one must move out from the typical tourist sites of the Dal Lake and the
gardens and go into downtown Srinagar. ...to explore its web of lanes—the
city’s innards, as it were. My mind reeled with the impressions—Jamia and
Pathar Masjids, shrines like Bulbul Lankar, old buildings with Kashmiri
architectural flourishes, shops with wicker ware and samovars, bridges or
kadals that spanned the Jhelum and cemeteries including the Mazar-e-
Shuhada (martyrs’ graveyard)

(BIS 35)

After the failure of the 1989 election which could not win the people’s faith in
democratic institutions as the contested candidates too were attacked, the rift
between Kashmiri people and the government of India worsened. Candidates like
Sir Muhammed Yusuf Shah was arrested from the counting hall and the state
sponsored candidate was declared the winner. The election was fawned. The
disillusioned natives started crossing the borders to get trained and return as
militants. 1989 insurgencies led to the Indian army taking complete control over the
Kashmir valley with the implementation of such laws like AFSPA and other
oppressive rules leading to the complete occupation of Kashmir. AZADI got
transformed into armed struggle. The traditional places were gradually devoured by
army camps turning them into monumental spaces.

In the eyes of its residents, Kashmir, once eulogized by poets for its
unparalleled loveliness—has morphed into a bleak land of desolation.
Military hoof-marks not only connote a loss of space but also liberties. ‘I
feel caged,” is one of the commonest refrains. Given the frequency of
curfews, crackdowns, shootouts, shutdowns, encounters, mass arrests, street
protests and firing, plans or commitments remain conditional. It is
dependent on the ‘haalat’ (‘the situation’). In Kashmir, ‘haalatdekhkar’
(after assessing the scene) is all-too-common an expression

(BIS 33)
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The Ministry of Utmost Happinessincludes a list of words, like dictionary entry,
related to Kashmir occupation. Each word may open up an experience that is
monumental in nature in various stages of the oppressive history of Kashmir. For
example words beginning with the letter, ‘A’ include Azadi, army, Allah, America
and so on revealing the impact these words have in the lives of the people in the
violence smitten Kashmir and its neighboring places. Roy never resorts to explain
further as the words in the list are self explanatory in relation to Kashmir issue. But
a parallel reading of Manecksha’sBehold I Shine:Narratives of Kashmir’s Women
and Childrenpresents the illustrative history in which these words may be placed to
reveal the monumentalism within the Kashmiri political and cultural realms. To
demonstrate it further let us take the word, ‘Azadi’ and its connotations in the
Kashmiri context with reference to Manecksha’s text. Chapter 2 of Behold, 1
Shine: Narratives of Kashmir’s Women and Children deals with the movements of
freedom that gathered momentum by late 1980s and by the beginning f 1990s. Then
women were eager to serve for the cause of freedom and they were motivated to
organize themselves in the struggle for freedom. In 1989 women formally registered
for an organization namely Women’s Welfare Association and started to work for
azadi too.

But the fight for azadi meant that gender issues had to take a backseat and
Zamrud threw all her energies in organizing women with the MKM. Like
AsiyaAndrabi who heads the radical Islamic organization, Duktaran e-
Millat, Zamrud is clear that they did not advocate that women actually pick
up the gun but participate in different ways like honing their skills in
nursing (the MKM trained women in this field) and by urging them to get
involved in demonstrations. Zamrud believed this is where the MKM’s
strength lay—it could reach out to the families of those martyred, mobilize
thousands of women and get them to actively resist. ‘That was our biggest
weapon. Clearly women were not unseen or unheard then.’

(BIS 43)

Similarly other terms associated with Kashmiri occupation listed out in Roy’s novel
may be found in Manecksha’s narrative illustrated through personal or collective
experiences. ‘Interrogation’ is such a word. When men were increasingly taken
away to interrogation centers, women were forced to step out of their domestic
space and went in search of their sons, husbands, fathers or other male members of
their families, and encountered the monumental space hitherto unknown to them.
Interrogation centers were set up in erstwhile historical relics like Hari Niwas
Palace where the former Maharaja lived and other monumental sites. In fact one of
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the girls whom Manecksha interviews, finds the Palace as most repulsive of places
as it reminds her of her father’s bitter experience of having got interrogated from
there.

...men began to get picked up increasingly by security troops supposedly
for interrogation and were never seen again. Women, who earlier did not
venture into a butcher’s shop because it was a male-dominated space, were
now forced to go to police stations, army camps, jails and courts in the state
and outside in search of their missing sons and husbands. (To date, it is the
women of the family—sisters, wives and daughters—who take on the
challenge of inquiring about the whereabouts of the male members of their
family picked up under the PSA.)

(BIS 48)

The post 1990 Kashmir witnessed a drastic change in its public sphere with the
presence of the Indian army in all its nook and corners proclaiming aloud the
militarization of Kashmir. It totally changed the cityscape where government
buildings, heritage structures and other historically important landmarks were
turned to serve various military needs.W.J.T. Mitchell in his essay, “The Violence
of Public Art: Do the Right Thing” differentiates three forms of violence in relation
to monuments as public arts.

(1) The image as an art or object of violence, itself doing violence to
beholders, of ‘suffering’ violence as the targeT of vandalism,
disfigurement or demolition.(2) the image as a weapon of violence, a
device for attack, coercion, incitement, or more subtle ‘dislocations’ of
public spaces: (3) the image as a representation of violence, whether a
realistic imitation of a violent act, or monument, trophy, memorial, or
other trace of past violence.

(888-889)

As Manecksha mentions, in Srinagar, most of the cinema houses, hotels were used
as security camps. This has drastically affected the mental mapping of the people as
they no longer could think of their surroundings in terms of traditional buildings or
trees like chinar but the barbed wires, sand bags and bunkers fill their mind
mapping which in turn reveals how militarization has entered into the very psyche
of the people of Kashmir.

Indeed, the insidious process of militarization has almost completely altered
the fabled landscape of Jammu and Kashmir—with over 600 security force
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camps occupying 3.5 lakh acres of land 5 . Military infrastructure and firing
grounds dominate mountain highlands and forests, karewas (or plateaus of
glacial deposits) and alpine lands, paddy fields and glaciers. The jackboots
have left deep imprints. Concertina wire, bunkers and troops in armoured
cars are as ubiquitous as the ancient chinars.

(BIS 32)

In The Ministry of Utmost Happiness too there is the episode where the
character Tilo is taken to a notorious interrogation center and there she is
tortured and humiliated to such an extent that the experience leaves a scar in
her memory. She also witnesses other victims tortured there. The native
people were brought there on the least pretext that they were militants. Most
of them never returned home but may get killed in the process of
interrogation and get buried in some anonymous graves. The interrogation
center to which Tilo was taken was a former Cinema at Shiraz and it clearly
relates to what Manecksha mentions in Behold: I ShineNarratives of
Kashmir’s Women and Children. She finds herself handed over to ACP
Pinky who takes her to the interrogation center which is at the back of the
cinema lobby past the theatre and the badminton court. Tilo found men
tortured in captivity there in a state between life and death. “Though the
sign on the door said Interrogation Centre, it was in truth a torture centre. In
Kashmir, ‘interrogation’ was not a real category. There was ‘questioning’,
which meant a few slaps and kicks, and ‘interrogation’, which meant
torture.” (TMUH 380).

With the militarization of Kashmir at the beginning of the 1990s the valley turned
into a valley of deaths where funerals, processions and burials became part of
everyday life. With failed promises, the population who lost faith in democratic
means of achieving freedom resorted to militancy of which martyrdom was the
favored destiny. Roy describes the way the valley walked into militancy with a
poignant sense of loss though wrapped in a feigned disinterestedness.

In this way the insurrection began. Death was everywhere. Death was
everything... Dying became just another way of living. Graveyards sprang
up in parks and meadows, by streams and rivers, in fields and forest glades.
Tombstones grew out of the ground like young children’s teeth.

(TMUH 314)
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But for Manecksha, she found the women whom she interviewed talk with zeal and
fervor when they recalled how the valley found its youngsters crossing the borders
to return as militant and they testified to the fact that the natives including women
welcomed them as heroes.

It was, more precisely, in 1988—89—that a whole generation of Kashmiris,
disillusioned with India’s ‘broken promises’ and electoral politics, crossed
its borders and returned as armed militants. In the early 1990s, the popular
imagination of Kashmir—fired as it was by dreams of freedom through
militancy—was marked by passion or ‘jazbaa’—a highpoint of emotion that
has not quite been matched since. The sound of Kalashnikovs wielded by
militants was in sync with the full-throated cries of ‘azadi’ from the huge
crowds that spilled into the streets. Songs like ‘Jago, jago, subahayee’
(‘awake, awake, the morning has come’) inspired people to believe they
were at the cusp of a new tomorrow.

(BIS 42)

Basharat Peer in his work, Curfewed Nights published in 2008 speaks about the
same period in Kashmir where people started to support armed struggle for
freedom. Though people employed in government service were against such
tendencies among the youngsters, the natives in general seem to have developed an
anti-India sentiment and favored those who crossed the borders and returned as
militants. They were repulsive of the Indian army who they thought have turned the
kashmiri children orphans and their women half widows plunging them into a life of
despair and destitution. This mentality made them suspicious of the army’s
initiation in welfare measures for the benefit of the orphans, widows and half
widows. They believed that the army itself is the proprietors of producing orphans
and widows by forcefully taking men folks from their homes and who are never
returned. Many such individuals remain eternally missing and rumors spread every
now and then regarding them getting murdered by the army after torturing them at
notorious interrogation centers and later getting them buried in unknown graves.

Outside our small world, there were endless grenades were lobbed,
and mines were exploded- death, fear, and anger had taken over
Kashmir. By the summer of 1990, thousands of young Kasshmiri
men crossed the Line of Control, for arms training in the Pakistan
controlled part of Kashmir. When they returned as militants, they
were heroes- people wanted to talk to them, touch them, hear their
stories, and invite them for a feast.
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(Peer 23)

These excessive forms of militarization had its impact not only in the build edifices
creating monumental spaces of violence and terror but nature too seemed to react
weirdly to the inhumane circumstances. Both Roy and Manecksha mention natural
resources and surroundings as affected by the militarization which got accelerated
in post 1990. When Roy speaks of the rare rich natural resources of the valley and
admits as Kashmir really belongs to its rich flora and fauna she is making an
environmental demand and plea to protect those resources and the need to develop
an eclectic view of the world. (167-168) and thereby nullifying the tall claims made
by the human powers of the contesting countries. In the case of Manecksha’s text,
she seems to suggest that nature has been affected drastically by the military
operations in the valley. She refers to a place called Tosmaidan as an instance where
militarization destroyednatural richness. Though after continued efforts the army
was forced to leave Tosmaidan, the impact of militarization was rampant on it. She
rightly adds, “But there is little cause for celebration. As long as Kashmir remains
militarized, the army will continue to violate its pristine natural expanses.” (38)
Even the 2014 flood too was hinted as the nature’s reaction to the inhumane
militarization of the land.

The people of Kashmir as immersed in extreme militarization on one hand and the
threat of militants on the other seem to be steeped in a condition which may be
described as monumental in nature, they try to find refuge in saints and hence
shrines are popular places where people frequents for mental and physical wellness.
The Ministry of Utmost Happiness has the shrine of HazratSarmad though not in
Kashmir it consoles the ‘unconsoled’ lot in India. Manecksha toward the end of her
narrative mentions the shrine of Dastgeer Sahib, the Sufi shrine built in memory of
Sheikh Abdul QadirGilani (also known as ‘Gous-e-Azam’ and ‘Dastgeer Sahib’),
where people especially Kashmiri women find solace.

In a shrine, a woman can kneel, arms outstretched and urge the saint to pay
heed to the secrets of her heart. “Where else can I go?’ she will beseech; or
wail aloud expressing her deepest anguish; or kiss the floor. Rubaina, a
young woman told me that she visited shrines when she felt like crying her
heart out.

(BIS 112)

The land of Kashmir wallows in extreme consequence of terror and violence owing
to militarization on one hand and militancy on the other but the people of Kashmir
tolerate militancy as they believe militarization along with such laws which have

A Journal of Russian & Comparative Literary Studies, ISSN 2394-7853 67



Assonance, No.25, January 2025

empowered the army beyond all kinds of punishments like AFSPA and the like
made them all too powerful to act recklessly intruding into the private space and
lives of the people. Hence interrogation leading to eternal missings, murders,
funeral processions, increased number of anonymous graves, rapes, presence of
widows and half widows, destitution, despair all culminate in a situation which may
be described as monumentalin nature steeped in violence and terror.The situation of
Monumental space may be best illustrated by referring to Uzma Falak’s lines from
her poem, “Gasoline Rainbow”

our toes became fingers of the weaver

and

In our hearts we praised the dexterous weaver

as we looked in awe at his dream.

Patterns then dissolved

andcolours became transparent

We saw our faces,

our rainbow of threads

in the puddle of dreams

away from the gasoline rainbow

( Falakqtd in BIS)
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Abstract: Epics, myths, and folklores have been frequently
adapted, reinterpreted, and echoed in modern texts of the 21st
century, showcasing their enduring relevance across time. The
versions of ancient Indian epic Ramayana have been profoundly
influencing artists and they have produced many texts with
narrative and thematic resemblance. This study examines how the
2024 Malayalam movie Kishkindha Kaandam; A Tale of Three Wise
Monkeys, from the direction of Dinjith Ayyathan, used the epic
Ramayana in presenting a modern story, qualifying a rich aura of
ancient references.

The foundation of the cinema's characterisation is attributed to the
Indian epic Ramayana very carefully. Title of the movie Kishkindha
Kaandam refers the fourth book of (Kaanda) Ramayana, written by
the sage Valmiki. By focusing on the film's setting, character arcs,
plot structure, and symbolic references, the paper unpacks the
movie for a meaningful understanding. The research highlights
parallels between the film's characters Appu Pillai, Ajaya
Chandran and Aparna to the archetypes of Hanuman, Sugriva, and
Tara of the epic Ramayana. Furthermore, the study analyses how
the film incorporates other cinematic elements like titling, symbols
and dialogues, to evoke the essence of the epic while addressing
personal struggles and moral dilemmas.

Demonstrating the adaptability and relevance of ancient narratives
in engaging with contemporary audience, this paper argues that,
Kishkindha Kaandam; A Tale of Three Wise Monkeys, exemplifies
the dynamic relationship between classical epics and modern
storytelling. By bridging the traditional and the modern, the film
underscores power of epic elements in storytelling and creating an
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aesthetic aura, in which the audience are always excited and stick
to watch.

Keywords: Epic, Ramayana, narrative elements, cinema

INTRODUCTION

The rise of human civilization in India can’t deny the role of diverse epics as both
have a hand-to-hand growth, for the betterment of people’s way of living. As epics
hold the quality of tradition, people despite of their time are always into it, tackling
the age-old contents. They love remaking, retellings, adaptations and textual
transcendence for their fascination with myth, possibility of reclaiming a subaltern
group, all time relevance, cultural connection and narrative richness. Ramayana,
Mahabharata, Silappadikaram, Manimekalai, Skanda Purana, Shivaji Charita,
Buddha Charita and Padmavat are some significant epics from the land of India.
Among these, Ramayana and Mahabharata have been subjected to various textual
practices for years and most of them have acclaimed recognition within short
period.

Countless retellings and intertexual writings of these two epics; of Vyasa
(Mahabharata) and Valmiki (Ramayana) have made either taking a small part or a
portion of a character, to textual, oral and other narrative forms. Followed by
Valmiki’s Ramayana, the retelling history began with Kamba Ramayana of Kambar
and Ramacharitmanas of Tulsidas. Later, numerous texts have originated in various
languages and cultures fitting to their specific social contexts. Sita’s Ramayana by
Samhita Arni (2011), Lanka's Princess by Kavita Kane (2016) and The Forest of
Enchantments of Chitra Banerjee Kulkarni (2019) include some significant of
Ramayana’s modern retellings. Mahabharata too have contextualized and retold,
but this paper is not taking its history and observable elements as the paper is
limiting to Ramayana, for the requirement of this hypothesis.

Film, as powerful narration of moving images has taken credit from various epics
and the resultant reception was very appealing. While some of them used dialogues,
plots, character names, qualities, moral dilemmas and other elements as means of
symbols, some others retold character perspectives and contextual actions standing
in fresh realms. As time changes with new thoughts in human culture and behaviour,
these epics will remain ever relevant subjected to constant re-readings and
adaptations. When entering to the history of visual retelling of epics, films like Dada
Saheb Phalke’s Lanka Dahan (1917) and GV Sane’s Ram Janma (1920) were some
of the earliest. Vijay Bhatt’s bilingual Bharat Milap (1942) and its sequel Ram
Rajya (1943) are regarded as the most successful screen adaptation of the
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Ramayana. There are two direct copies of this movies in Malayalam language: one
Seetha (1960) of Kunchacko with Prem Nazir and Kusalakumari in the lead and
other Pattabhishekam (1962) with Prem Nazir and Vasantha. Contemporary films
like Raavan (2010) and Brahmastra (2022) are well-known examples of retellings
of this epic Ramayana.

Cinema in the 21" century is constant to novelties in either of its material or
immaterial aspect. Among the growing industries, Mollywood is acclaiming great
height with the release of subtle movies made with loud representations. This study
examines how the 2024 Malayalam movie Kishkindha Kaandam: A Tale of Three
Wise Monkeys, from the direction of Dinjith Ayyathan, used the epic Ramayana in
presenting a modern story, qualifying a rich aura of ancient references. It is neither a
perfect retelling, nor one presented completely on itself. But, can be considered as
an example of modern scriptwriting, blending the beauty of epic elements with a
new story, a kind of textual transcendence. Title of the movie Kishkindha Kaandam
refers the fourth book of (Kanda) Ramayana. By focusing on the film's setting,
character arcs, plot structure, and symbolic references, the paper unpacks the movie
for a meaningful understanding. The research highlights parallels between the film's
characters Appu Pillai, Ajaya Chandran and Aparna to the archetypes of Hanuman,
Sugriva, and Tara of the epic Ramayana. Furthermore, the study analyses how the
film incorporates other cinematic elements like titling, symbols and dialogues, to
evoke the essence of the epic while addressing personal struggles and moral
dilemmas. Demonstrating the adaptability and relevance of ancient narratives in
engaging with contemporary audiences, this paper argues that Kishkindha
Kaandam: A Tale of Three Wise Monkeys, exemplifies the dynamic relationship
between classical epics and modern storytelling. By bridging the traditional and the
modern, the film underscores the power of epic elements in storytelling and creating
an aesthetic aura, in which the audience is always excited and sticks with it.

The study undertakes a general narrative analysis towards the film’s setting,
structure, plot and characterisations, without delving into its frames and
technicalities. For a theoretical validation of arguments, the paper draws
conclusions from the concepts of intertextuality and paratextuality. While
intertextuality is majorly about the unravelling of metaphors, allusions, allegories
and quotations, paratextuality deals of titles, headings, prefaces, acknowledgements,
footnotes and etc.
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KISHKINDHA KAANDAM; A TALE OF THREE WISE MNKEYS: FILM
OVERVIEW

Rather than any scholastic scope, it was my own appreciation for the movie that
drove me to write a paper on its epic elements. Directed by Dinjith Ayyathan and
scripted by Bahul Ramesh, the narrative demonstrates meticulous control over its
cinematic language and audience engagement. The film offers a multi-layered and
emotionally nuanced exploration of relationships and environment, rendering it a
compelling study in contemporary regional cinema.

Aparna (Aparna Balamurali) marries Ajayan (Asif Ali), a middle-aged Forest
Department officer residing in a secluded house within the forested landscapes of
Wayanad, alongside his resolute yet physically declining father, Appu Pillai
(Vijayaraghavan). The film begins with an inquiry into the disappearance of Appu
Pillai’s licensed firearm, raising concerns about his inability to secure it in a region
marked by ongoing Maoist activity. This investigation reignites memories of Appu
Pillai’s distant past, including his involvement in Naxalite movements, which was
interrupted when his influential landlord father enlisted him in the army at the age
of seventeen. Interestingly, these events are set in motion by an election in the area,
which mandates the police to collect all privately owned licensed firearms within
the constituency.

Ajayan is depicted in the narrative as persistently searching for his seven-year-old
son, who has been missing for three years. He and his father share a home filled
with photographs of their family—excluding Ajayan’s mother, whose absence is
conspicuously apparent—and of his father’s former army colleagues. Notably,
Ajayan’s interactions with his father are marked by indirect, fragmented glimpses
through windows, mirrors, and other physical frames, symbolising emotional and
psychological distance. Aparna’s arrival into the household serves as a pivotal
moment in the narrative, introducing a new dynamic to the existing familial
tensions. While the film offers limited insight into Ajayan’s expectations regarding
how their marriage might affect the closely guarded family secrets, Aparna firmly
establishes her presence, asserting that she is “not there on vacation.” The narrative
bypasses an in-depth exploration of her past, instead situating the audience directly
in the moment of their "register marriage" and briefly outlining her background
through a concise reference to her experiences in Bangalore’s IT and theatre spaces.
Aparna’s role in the household is characterised by her active engagement with its
members and dynamics—she probes into unspoken histories, challenges boundaries,
and ensures that both her presence and the voids within the family are palpably felt.
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Chachu, is another important character in the movie, who is the missing son of
Ajaya Chandran. The first half of the movie focuses on Aparna’s desire to find him,
at the same time, she is observing the strange behaviour of Ajayan’s father Appu
Pillai. But later in the movie, it is revealed that Chachu is dead by a shot from a gun
that belongs to Appu Pillai, while he and his mother Praveena was quarrelling over
on his mischievous act. Praveena is a cancer patient and got panicked by son’s
death, admitted in hospital. Chachu’s body that locked in a room, was missing when
Ajayan returned from hospital and there wasn’t any mark of a death happened.
Appu Pillai has Dementia and the consequent memory loss. So, it is not sure that
whether chachu’s body is hidden by him. If yes, he couldn’t recall the place
throughout the film. His character is living in a loop hole, trying to memorise events
every day because of his disease. At this juncture the movie becomes complexly
tight in audience imagination. In a scene Appu Pillai is said to Ajayan “two bullets
are missing in my Pistol; I found out from Sumadathan how one of them went
missing. Second bullet? I don’t know whose hands it happened by, between the two
of you, and I’m not to ask either. Even if it was an accident, they will still charge it
as a murder. She doesn’t have the strength to endure another tragedy, and I can’t go
in living, seeing you as the culprit” (1:55:33). The intention of him to hide the gun
from police is clear in the words, and the story ends here, leaving some other
mysterious lines to audience. The story ultimately is about few people, who are
deeply concerned about each other.

EPIC Vs FILM: ANALYSIS

“A text is....... a multidimensional space in which a variety of writings,
none of them original, blend and clash. The text is a tissue of
quotations...... the writer can only imitate a gesture that is always anterior,
never original. His only power is to mix writings, to counter the ones with
the others, in such a way as never to rest on any of them.” (Barthes, 1997)

Intertextuality and paratextuality are the two types textual transcendence of Gerard
Genette, who is the prominent French literary theorist known for narratology and
structuralism. He was conceptualising this from Julia Kristeva’s term, but replacing
it to under the word textual transcendence. Intertextuality, paratextuality,
metatextuality, architextuality and hyper textuality and hypotextuality are the
Genette proposed five categories of textual transcendence. All these kinds of textual
transcendence are very familiar now in the production of arts whether literature or
other and so the relevance of the practice. But what finds most commonly important
in all these is the unavoidable discussion on hypotext (the original or earlier text). A
hypotext serves as the foundation for later texts and continues to inspires
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generations after generations. Now, let’s analyse the role of the hypotext, that is
Ramayana from the textual transcending angle by putting the film as subjected to
intertextuality and paratextuality simultaneously.

Ramayana, the Sanskrit epic is believed to have composed around 500 BCE,
contains seven Kaandas. Each of them describes a significant journey in Lord
Rama’s life, which is at the same time an epical story and a moral guide to all
generations as it embodies virtues like truth and selflessness. The story of Rama’s
divine birth, early days and union with Sita is told in the Bala Kaanda. Ayodhya
Kaanda is about how Kaikey’s demands forced him into exile and sent to jungle
with Sita and Lakshmana. Their forest life and kidnapping of Sita are detailed in the
third, which is Aranya Kaanda. The fourth Kaanda is relevant here, that is
Kishkindha Kaanda where Rama’s cooperation with Hanuman and Sugriva in the
effort to save Sita has described. Hanuman’s valiant trek to Lanka is highlighted in
the fifth chapter, Sundara Kaanda and Yuddha Kaanda depicts fight with Raavana,
his defeat and Sita’s rescue. The last, Uttara Kaanda recounts the crowning of Rama
and Sita’s tribulations over her fate.

The very first screening of the movie title ‘Kishkindha Kaandam’ that is as
mentioned- is the fourth book of Ramayana, directly pointing to the attribution of
the textual transcendence of the film to the epic. Kishkindha means “the empire of
holy monkey’s”. Aranya Kaanda ends when Rama and Lakshmana enter Kishkinda,
a region which is said found in the northern part of Karanada Dhesham after having
witness to Shabaree Moksha and walking into the blazing fire. The fourth book
begins here as Rama and Lakshmana searching on the abduction of Seetha hoping
the help from Hanuman and Sugriva, the great monkeys of the forest. Likewise, the
film also set in a forest village known Nedunchal near a reserve forest in Thirunelli
inhabited by monkeys. The setting finds significance for its epic resemblance as
well more than half of the screentime is limiting to the old-big house in the middle
of a dense forest space, played by some intriguing mysterious music in the
background. While the fight between Ravana and Rama occurs in the Kishkindha,
the film’s all dramatic sequences and climax scenes are set in this home (Kodakkal
Veedu), amidst the holy empire of monkeys. Though the encounter between Lord
Rama and his follower Hanuman is the subject of the Kaanda, it also tells the tale of
Sugriva and Vali, two Vaanara brothers, and how Rama murdered Vali for enslaving
Sugriva’s wife.

Title borrowing is a discussing element of Genette’s paratextuality, as he states
‘those liminal devices and conventions, both within the book peritext and outside it
epitext, that meditate the book to the reader; titles, subtitles, pseudonyms,
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forewords, epigrahs, prefaces....” Hence the subtitle of the movie also deserves to be
differentiated and read with content, that is ‘the tale of three wise monkey’s’. The
critic in the audience would obviously start correlating the characters to the
monkeys played in the fourth book of Ramayana. Here, the title and subtitle are
directly pointing to the hypotext for the films further reference. According to Gerard
Genette, the paratextuality performs various pragmatic functions which guide the
readers to understand when the text was published, who published it, for what
purpose, and how it should or should not be read.

The next task would be to trace who are the specified three monkeys in the film’s
subtitle, placing them in the new pragmatic context and conclude the assimilations
between epic and movie. The best sequence to start the enquiry would be the
dialogue of Ajay Chandran to his wife in a talk between them goes as “Puyinkara
Kavu is right next to this place and what you see over there is the reserve forest,
except for Hanuman and Sugriva you can find the entire army of monkeys here”.
The semantic spaciousness of the dialogue can open to interpretations from the part
of a critic, obviously co-reading in the pragmatic context the film offers. Hanuman,
the marvellous monkey of Ramayana is an important figure in the fourth book. The
very first assurance given by Sage Valmiki through Hanuman, to the world is, "be
fearless..." Even today that assurance of Hanuman is ruling high on the Hindu
psyche. Jambvant made Hanuman aware of his strength, abilities, and capabilities in
Kishkindha Kaanda. This character’s extraordinary strength, devotion and valour is
attributing to the film’s father character Appu Pillai in this study. He is a retired
military officer of 70, portrayed as a strict and regimented man with other
extraordinary cognitive abilities. Appu Pillai is introduced when the phone rings
asking him about pistol’s search by Ajayan and he replies “if not, will they court-
martial me? I’m searching it since dawn. If I don’t find, tell them I’ll carve a
wooden gun and hand it over” (11:15). In another starting scene, a police officer
reprimanding the carelessness in handling a pistol, he scolds back in sarcastic
expression as “I’m not someone who thinks too much! If it’s acceptable we can
write the petition from here and sign it. Hey, just write it and give it to him, or if
your ego doesn’t allow that, I will come to the station tomorrow morning” (11:19).
The tone of this dialogue is declaring his image as a powerful, authoritarian
character. He is presented as proud military man, honest and obsessive perfectionist.
The core characteristic that links Appu Pillai to Hanuman, is that they both have
memory loss. While Appu Pillai suffers from Dementia, Hanuman forgets his
power. His mischievous antics troubled the sages and they cursed him to forget
powers until someone reminded him of his true potential. However, the two can be

76 A Journal of Russian & Comparative Literary Studies, ISSN 2394-7853



Assonance, No.25, January 2025

seem as blessed in their lack as their memory lose serves for a righteous reason. It is
clear when Appu Pillai, in the last scene comments on his disease as ‘the freedom to
live only in the reality we choose’. Even the grumpiness in his behaviour can be an
effort to disguise dementia. Like the brilliancy of Hanuman, Appu Pillai was praised
for his extraordinary analytical skills during his military times and after. Even
though the two characters share differentiations in many, parallelism in certain
aspects of their character in which the film stresses urging the audience to correlate
and exhort an intertextual resemblance in their characterization. The name
‘Hanuman’ in the words of Ajayan might consider as a conscious effort from the
part of story writer to the audience to fill their imagination with what he intends in
the title and subtitle and at the same to produce quality interpretations to the film
simultaneously.

Sugriva, another mighty monkey character in Ramayana has a significant role in the
epic and is known for his loyalty and support given to the allies around him. Using
his extensive network of Vaanara soldiers, he gave Rama crucial support in the hunt
for Sita to seek mountains and jungles. He was born to Surya, the sun god and his
wife Riksharaja. His education and upbringing in the kingdom of Kishkindha
instilled in him the values of loyalty, courage and friendship. Hanuman and Sugriva
share mutual respect and admiration in the story. In conflict with Ravana’s army his
leadership and strategic wisdom demonstrates his tenacity and strength in the face
of difficulty. Sugriva’s friendship with Vibhishana, Ravana’s virtuous brother
exemplifies his qualities of acceptance and forgiveness. The same characterizations
are resonating in the character Ajaya Chandran played by Asif Ali, though not loud
and declaring. It can be internalized in the story end that he is the best ally to Appu
Pillai for striving with dementia. One of a conversation with wife as “both in this
town and during his service that’s the kind of reputation he had. Regardless of what
he loses, he cannot afford to let his dignity be affected. It might because of his ego.
If that is what he wants, we should stand by him, right? (53:15), shows his empathy
to father. He hopes to ask about his son’s burial, but the meaninglessness in the
question appears him in as rationale. He has endured as a father and husband
witnessing the death of only son and wife. Even after these tragical incidents, he is
struggling to act in front of society including his second wife to hide the incidents
happened for the good of his people. The dialogues of Aparna at the end “I’ve
myself with a few people who are deeply concerned about each other...that’s just
how some things are. We have to keep up the act until the very end” (2:00) gets
significant here. He is very much concerned of his father’s health issues, respects
his opinions and helps to keep his dignity. That’s why often scolding Aparna to
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intimidate in father’s affairs. Even once, a police officer comments to him as ‘you
always take his side’. He is soft in heart that his eyes fill in tear when brother’s child
appears in video call and playing childish stubbornness. While Sugriva remained as
the best support to his allies in the epic, Ajayan do possess the same sensible human
qualities. Therefore, this study finds an intertextual turn to the characterizations of
Ajaya Chandran to Sugriva.

Tara, in the fourth book of Ramayana is a heroine character, a woman with entity.
Born as the daughter of Sushena and granddaughter of Brihaspati, she is one of the
exemplary females presented in the epic. Both Sugriva and Vali had the desire to
marry her as she was so beautiful. Tara’s extraordinary intelligence can be observed
in the epic many times. She was skilled in state-craft and was gifted in
understanding the language of birds and beasts. The epic portrays her as excelled in
many aspects, as feminist, loving and affectionate mother, administrator, leader and
etc. She advised Vali against abducting Sugriva’s wife, but gets rejection, often
warns him in many other situations, like an empress without thorn. She seems
worried on her son’s fate and marries Sugriva to make Angad heir to throne. In the
film, Aparna is well like Tara in many versions. She is the second wife of our
Sugriva, that is Ajaya Chandran. When her past mentions, it is noticeable that
people address her as a nature freak. She had resigned her job from Bangalore, done
MSW and all apart, her concern for Chachu is like a mother’s feeling for the child.
Her curiosity to solve the strangeness in Appu Pillai is moving with the audience in
untying many truths regarding Chachu’s death, reason for hiding the pistol from
police and etc. Appu Pillai’s overwhelming and panic while dealing with people
puts doubt in her and suggests to consult him a doctor. Her analytical intelligence
does not fade from audience mind as readers couldn’t forget the image of Tara in the
epic. Tara is very sincere in wife role, always foresee what could threat to them.
Likewise, Aparna in the film is also a committed wife to Ajaya Chandran. Her
words “I haven’t come here on a vacation Ajayetta. I’'m not really sure how you feel
about it either. But I believe I belong here. The people here and their problems
belong to me as well” (1:43:39) reflects true sentiments to the family. After the
demise of Vali, Tara pitiably wails as the duty of a wife. Aparna after knowing all
the secrets in Kodakkal Veedu, stays with Ajaya to the journey forward pretending a
veil against many truths.

The setting of the film itself is a symbol of mysterious forest land, where hidden
truths are uncurtaining one by one. We can undoubtedly compare Kishkindh in the
Ramayana to the dense forest of Thirunelveli. Monekys play major role through out
the film, they appear with shining big eyes and screeching sounds impending

78 A Journal of Russian & Comparative Literary Studies, ISSN 2394-7853



Assonance, No.25, January 2025

unusual events. The film bears scope to other interpretations when subjected to deep
observations.

CONCLUSION

The film ‘Kishkindha Kaandam; A Tale of Three Wise Monkeys’ exemplifies a
brilliant textual transcendence of the epic Ramayana. From the critical concepts of
Gerard Genette, this study alludes major characters and their characterizations to
ancient Ramayana figures like Hanuman, Sugriva and Tara. Through exploring the
fourth book of Ramayana, it’s main events and figures in Kishkindha Kaanda, the
study could conclude many resemblances and assimilations. Hanuman’s mighty,
power, memory loss, dignity is attributing to Appu Pillai, the father figure played by
Vijayaraghavan. Sugriva’s loyalty, support, forgiveness, acceptance and other
virtuous qualities is visible in the personal traits of Ajaya Chandran, role played by
Asif Ali as the son of Appu Pillai. Actress Aparna Balamurali is acting as Aparna the
wife character of Ajaya Chandran, who also shares the characterizations of Tara
from the epic in many faces like her sincere sentiments, analytical intelligence,
leadership, empathy, motherly attachment and etc. The study has used dialogues and
sequences, title and subtitle from film to claim the arguments made.
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Abstract: This article explores the intersection of artificial
intelligence (Al) and musical creativity, questioning whether Al-
generated compositions can replicate the depth, emotion, and
cultural significance of human-created music. Although Al has
exhibited exceptional ability in pattern recognition and music
composition, it is devoid of the inherent human experiences —
struggle, emotion, improvisation, and cultural context — that
characterize authentic artistic creation. This article argues that Al-
generated music is inherently constrained in its creative potential,
as demonstrated through case studies of experimental composers
like John Cage, Karlheinz Stockhausen, and Jimi Hendrix,
alongside a thorough examination of the improvisational and
communal characteristics of Indian classical music. Ultilizing
insights from cognitive science, philosophy, and neuroscience,
notably John Searle’s Chinese Room Argument, the article
emphasizes Al's incapacity to genuinely comprehend or understand
musical significance. While Al can function as a formidable
instrument for enhancement, it cannot replace the very human
character of musical expression, which is grounded in lived
experience, historical evolution, and emotional depth.

Keywords: Artificial Intelligence in Music, Musical Creativity,
Improvisation, Indian Classical Music, Cognitive Science, Brain
and Music, Al-generated Art, Philosophy of Music, Human
Emotion in Music, Computational Creativity

Introduction

Music is often analyzed in terms of mathematical patterns — harmonic progressions,
rhythmic structures, and algorithmic compositions. But is beauty merely an
emergent property of these structures? The essence of beauty in music transcends
structured harmonies or computational generativity. It resides in the human
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experience — our struggles, emotional connections, and the raw unpredictability of
artistic expression.

The Al-driven composition of Bach-style chorales or jazz improvisations highlights
an uncomfortable question: Can music generated by machines ever be beautiful in
the same way as human-created music? As Rohrmeier (2022) discusses, Al musical
creativity faces multiple challenges, including cognitive, external world, and
embodiment issues. While Al can generate complex pieces, it lacks an intrinsic
understanding of what makes music emotionally resonant or deeply personal.

Boden (2004) argues that creativity involves not only generating new combinations
but also evaluating them through human experience. Al may generate technically
proficient music, but the lack of lived experience means it struggles to produce truly
meaningful compositions. Pearce & Rohrmeier (2012) emphasize that musical
cognition is deeply embedded in human cognitive structures, making Al’s attempt at
musicality inherently limited.

The Chinese Room Argument and Intentionality

John Searle’s Chinese Room Argument (1980) challenges the idea that Al, despite
its ability to process and generate information, truly understands meaning and have
intentionality. Searle argues that Al manipulates symbols based on rules without
grasping the actual semantics behind them. In the context of music, Al can analyze
structures, recognize patterns, and generate compositions, but does it truly
understand the emotions, struggles, and intent behind the music it creates?

Just as a person inside the Chinese Room can produce coherent responses in
Chinese without understanding the language, Al can generate a raga or a symphony
without any awareness of its cultural, historical, or emotional significance. Music is
more than structured notes — it is deeply tied to human experience. While Al can be
trained on vast datasets of musical works, it does not experience love, pain, joy, or
spiritual transcendence. Unlike a musician who imbues their performance with
personal expression and history, Al merely arranges patterns in a syntactically
correct manner.

This limitation aligns with Berkowitz’s (2024) discussion on Al-generated music,
where he notes that Al compositions often fall into an “uncanny valley” of music —
structurally correct but lacking true artistic depth. Wiggins (2018) further critiques
Al's lack of intent and purpose, arguing that true musical creativity emerges from a
deep interaction of historical, social, and personal influences, none of which Al can
fully internalize.
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The Struggle of the Artist

Human creativity is inherently tied to struggle — our pain, joy, and yearning shape
artistic expression. The works of Beethoven carry the anguish of his deafness, and
Nina Simone’s music embodies the weight of civil rights struggles. Al on the other
hand, does not suffer. As Ravi Shankar once said, “Music is the purest form of art...
therefore true artists must transcend their human suffering and reach something
greater.”

When I had my vocal cord surgery, I could not speak for about a month. I was
longing for a voice. I felt the existential weight of being unheard. The experience of
music existing within me, even when I could not sing—this is a profoundly human
trait. Al does not long for a voice; it does not know what it means to be unheard.

Csikszentmihalyi (1996) describes creative flow as an immersive state where human
emotions and cognitive engagement shape artistic output. Al lacks this
phenomenological experience, raising questions about whether it can ever truly
connect with listeners on an emotional level.

The Experimental Exploration of Musicians

Music has always thrived on experimental ideas — John Cage’s silence,
Stockhausen’s spatial compositions, and Hendrix’s distortion. These experiments
were not just novel techniques but profound explorations of sound, perception, and
human emotion.

John Cage’s 4'33" challenged the very definition of music by presenting an entire
composition of silence, forcing listeners to confront ambient sounds as part of
musical experience. It was a radical statement on the role of listening, proving that
music is not just about structured notes but about the way humans perceive sound
(Huron, 2006).

Karlheinz Stockhausen expanded music beyond traditional structures with his
spatial compositions. In Gruppen, three orchestras played simultaneously from
different locations, immersing the listener in a dynamic, shifting sonic landscape.
This approach questioned the listener’s relationship to sound in space.

Jimi Hendrix revolutionised rock music with his use of distortion, feedback, and the
electric guitar itself as an expressive instrument. His legendary performance of The
Star-Spangled Banner at Woodstock transformed the national anthem into a chaotic,
emotionally charged piece reflecting the turmoil of the Vietnam War era.

82 A Journal of Russian & Comparative Literary Studies, ISSN 2394-7853



Assonance, No.25, January 2025

Al-generated compositions can certainly explore new musical territories, but can
they innovate in the way a human would?

The Uniqueness of Indian Classical Music

Indian classical music is deeply rooted in devotion, discipline, and cultural heritage.
The two major traditions, Hindustani and Carnatic, evolved with distinct regional
influences, forming gharanas — schools of thought and styles passed down through
generations. These styles are deeply tied to philosophy, spirituality, and human
emotions.

Unlike Western classical compositions, where structured scores dominate, Indian
classical music is largely improvisational. Ragas are not just scales but expressions
of moods, times of day, and even seasons. As legend says, the rendition of Raga
Megh Malhar by Tansen - a renowned musician in Mughal emperor Akbar’s court
could bring rain, symbolizing the profound connection between human expression
and nature. As Ustad Amir Khan put it, “Music is not a mere combination of notes;
it is a spiritual discipline that connects us with the divine.”

Al can generate ragas, but can it feel the devotion of a musician who has spent years
perfecting a single note? Gifford, Brown, & Davidson (2018) note that Al-generated
music lacks deep cultural and social immersion, making it difficult to engage in
traditions like Indian classical improvisation, where human intuition and years of
rigorous training shape the experience.

Artists and Individuality

One of the defining characteristics of human music is the uniqueness of each artist’s
style. No two musicians interpret or deliver a composition in exactly the same way.
This individuality is what makes music deeply personal and resonant. Take, for
example, the contrast between K. J. Yesudas and P. Jayachandran. While both are
celebrated playback singers, their approach to singing is vastly different.
Jayachandran, often referred to as Bhavagayakan, is known for his ability to infuse
deep emotions (bhavam) into his renditions, making his songs profoundly
expressive. Yesudas, on the other hand, is celebrated for his technical precision,
flawless control, and mastery over classical and semi-classical nuances.

The selection of a vocalist by a music director significantly influences the song's
ultimate effect. A music performed by Jayachandran would evoke a different
emotional resonance than the same piece sung by Yesudas, owing to their unique
voice timbres, phrasing, and interpretative approaches. This uniqueness
encompasses not only backup singers but also composers, instrumentalists, and
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improvisational performers, each contributing their distinct mudra (artistic
signature) to their creations. The human touch, distinctive inflections, and nuanced
variations seen in live performances are elements that Al-generated songs inherently
lack. Al can imitate artistic trends; nevertheless, it cannot authentically cultivate an
artist's personality, life experiences, or instinctive decisions that make their art so
unique.

The Communal Nature of Indian Music

In contrast to Western operas, where the audience is passive, Indian music
flourishes via the interaction between artists and listeners. In gawwali performances,
the distinction between performer and audience blurs as the crowd participates,
echoing refrains and applauding in rhythm. The participation element is
fundamental to Indian classical music, where improvisation is shaped by the
audience's mood and the energy of the moment. The unplanned interaction between
artist and audience is a natural, profoundly human experience. The ability of music
to unify individuals and evoke profound emotional reactions is fundamental to
human society.

The Evolution of Music

Why did music evolve? Archaeological evidence suggests that early humans created
instruments from rocks, bones, wood, and hollow branches to produce musical tones
(Higham et al., 2012). Music predates agriculture and written language, highlighting
its fundamental role in human civilization. It has been used for communication,
ritual, healing, and social bonding. Unlike mere sound, music carries meaning and
emotion—it is an extension of human thought and culture.

Neurologically, music is deeply ingrained in our brains. The auditory cortex
processes sound, while the limbic system links it to emotion. The superior temporal
gyrus and prefrontal cortex play a crucial role in pattern recognition and creativity.
Studies show that the brain’s reward system, particularly the nucleus accumbens,
releases dopamine when we listen to music, reinforcing its profound impact on our
emotions (Koelsch, 2012).

Conclusion

Al in music is both a powerful tool and a philosophical enigma. It can replicate,
enhance, and democratize music-making, but it struggles to capture the deeply
human essence of artistic expression. The future of Al and music may not be a
question of replacement, but of augmentation—where Al serves as an extension of
human creativity rather than a substitute for it. For those unable to perform, Al and
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BCIs could offer a bridge to unexpressed musical thoughts, allowing the internal
world of sound to be heard. However, the question remains: Will Al ever truly
understand the struggle, madness, and beauty that define the human musical spirit?
Perhaps, like all great art, the answer lies in the tension between what we create and
what we cannot explain.
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representations in the film that allows the possibility of an
alternative reading.

Keywords: gender, state, decoding, demon, hero, violence.

Mani Ratnam in an interview with Jim Luse, about his film Raavan (2010), says
that it is quite possible to make a film based on an epic (The Ramayana) that was
written thousands of years ago because it is still so relevant (Aluri “Mani Ratnam on
Raavan in New York™). This essay will interrogate this idea of relevance by reading
Raavan (2010) (the Hindi version specifically) as Ratnam’s attempt at articulating
certain social realities through an alternative telling of a part of Rama’s story. By
Rama’s story, I refer to not one specific text, but, as Paula Richman (“Introduction:
Whose Ramayana is it?” 1) says, the skeletal structure of the story. This essay will
try to understand how the film destabilizes the popularly imagined roles of the
hero/god (good) and the demon/villain (evil) embodied by Rama and Ravana
respectively and how it bears the influence of the discourses/texts that belong to the
vast South Asian Ramayana tradition. It will also argue that how through this
destabilization, Ratnam permits an allegorical understanding of the relationship of
the state and its subjects/citizens. Finally, this essay will also try to critique
Ratnam’s alternative/opposite telling of Rama’s story as how it situates gender at the
fulcrum through which the categories of the hero and the demon are destabilized
and blurred.
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Of decoding the repertoire

A.K. Ramanujan (45) observes that various tellings/translations of the Ramayana
follow a symbolic rendering of Rama’s story by using its plot or characters to voice
entirely new things. In terms of Peirceian semiotics (Peirce 102-103) these
renderings, in addition to being symbolic, are indexical and iconic as they bear
certain quintessential properties of the thing they represent (Rama’s story). Without
these properties (characters, parts of the plot) the rendering will turn inadequate in
terms of generating an intended meaning to the public (Ramanujan 45). Hans R.
Jauss (23) observes that the author often evokes “familiar characteristics “or
“implicit allusions” from a repertoire of texts that is familiar to the readers. It is a
feasible option for creators to root newer narratives within the Ramayana tradition
because the Indian public is largely familiar to it. They would readily grasp the
intended meaning of the newer narratives by comparing it with their knowledge of
the tradition (Richman “Introduction” 30). In terms of meaning making, Stuart Hall
(515) mentions that the encoded message in the text(s) and the decoded meaning by
the readers should have a resemblance in order to facilitate proper communication.
In accordance to its ideology, a dominant hegemonic order always chooses one
preferred decoding/reading over another and institutes it in such a way that the
preferred decoding appears not as an imperative construction but as something that
is given (Ibid. 511-517).The process of decoding also involves an oppositional
reading of the ‘dominant hegemonic code’, where the decoder, in spite of being
wholly aware of the preferred reading, challenges it by interpreting the code(s) in an
alternative frame of reference (Ibid. 516-517). This alternative frame might be in
pertinence to different frameworks of knowledge, social relations and positions
which enable the decoder to make a “more negotiated application” of the code(s) to
their “local conditions” (Ibid. 516). For Ratnam, this knowledge of an alternative
possibility arguably comes from exposure to a wide gamut of oppositional tellings
of the Rama story which are already present in the South Asian literary heritage.
According to Amiya Dev (326), a variety of texts produced in a given period of time
function as legitimate semiotic areas that interpenetrate each other and enable the
readership to make meanings out of them or borrow from them collectively. Ratnam
consciously or unconsciously borrows/reiterates from this vast corpus of not just
oppositional but authoritative tellings of the Ramayana ‘pool’ of signifiers which,
according to Ramanujan (46), is where an author immerses oneself to acquire varied
‘crystallizations’ of the story without refuting other formulations. This theoretical
discussion about symbolic presentation and oppositional reading/telling was
necessary as the essay will try to understand how Ratnam, through his oppositional
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reading and subsequent telling, decodes an image of the state that tries to project
itself as a benevolent just guardian. The idea of state and nation becomes extremely
pivotal for this discussion about Ramayana as prominent individuals like Mahatma
Gandhi, C. Rajagopalachari and different political parties have publicly propagated
that the state should follow the model of Rama’s kingdom (Ramraj) which was
conceived to be characterized by everything moral and righteous, where specific
groups of people righteously stick to their specific social positions and everybody is
under the watchful eyes of the most righteous ruler Rama (Lutgendorf 253-281; see
Richman “Epic and State” 639, and “Questioning and Multiplicity” 6).

Mani Ratnam made the film in two languages — Raavanan (Tamil) and Raavan
(Hindi), both released in 2010. In Raavan (2010), Superintendent of Police Dev
Pratap (played by Kennedy John Victor alias Vikram) has been transferred to the
notorious forested area of ‘Lalmati’ (red soil) to curb the growing popularity and
unlawful (according to the state) activities orchestrated by a local ‘Robin hood’ like
character Beera (played by Abhishek Bacchan) who runs a parallel government and
is referred to as Raavan by the locals for his fierce stature. Dev’s arrival initiates a
long-lasting conflict between Dev and his band of policeman and Beera and his
entourage of local indigenous people. It leads to the abduction of Dev’s wife Ragini
(played by Aishwarya Rai-Bacchan) by Beera that triggers Dev’s tireless pursuit of
her in the perilous forests of Lalmati. It is obvious that Ratnam borrows the
template of the story from the tradition of Ramkatha (Rama’s tale) where his film
has a Sita (Ragini), a Rama (SP Dev), a Ravana (Beera) and the theme of abduction.
Hence Dev being a representative of the state and his character being modeled on
Rama, his actions in dealing with Beera and his indigenous entourage may be read
as manifestations of the workings of the Ramraj. Also, with the usage of a name like
‘Lalmati’ for a forested area that hosts a parallel government (that indulges in
guerilla warfare), which the state desperately tries to curb, Ratnam’s obvious
allusions to contemporary Maoist insurgency in Central and some parts of Southern
India (which is known for its red soil) does not remain a mere matter of speculation
(also see Basole 25-26). This again is a process of decoding done by newspaper
journalists after watching the film (Shah “Abhishek is Kobad Ghandy”), who
speculate that Beera’s character was inspired from the famous Maoist leader Kobad
Ghandy (Ahmad 7). I will develop on this specific decoding and point out these
obvious Maoist allusions embedded in the movie in the course of the essay.

The state, the subversion, and the suppression

Concocting the idea of ‘Ramraj’ from the tellings of Valmiki and Tulsidas, political
personae and parties have appropriated and used these texts as arms of the cultural
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‘ideological state apparatuses” (Althusser “Ideology and Ideological State
Apparatuses”; also see Lutgendorf 259-261, 273-280). As Louis Althusser
observes, these apparatuses are used to disseminate “rules of morality, civic and
professional conscience” to interpellate subjects to certain positions in the social
scheme of things and make them submit and reproduce the ideology of the
dominant group. Philip Lutgendorf (259) observes that the dominant group’s need
for propagating the state apparatus or the Ramrajya as an ‘ideal order’ comes from
the anxiety to stabilize a rule threatened by social competition. To rule out the
possibilities of competition, the ‘threats’ to the integrity of the state need to be
contained in their state-relegated locations of marginality either through ideological
coercion or through direct repression by the intervention of certain “detachments of
the (repressive) state apparatus” that include the police and the army (Althusser
“Ideology”). Dev was sent to Lalmati specifically because the state/government felt
threatened by Beera’s parallel government in forested Lalmati — a local
administration supported by a huge section of the indigenous people. His image as
the “the guardian of Lalmati” jeopardized the state’s integrity and powerful image
and hence it necessitated Dev’s violent intervention in the province (Basole 26).
This bears resemblance to the animosity between the Maoist insurgents and the
state, where the former equipped with an army majorly formed of peasants,
indigenous people, and workers had declared an open war with the latter (see Roy,
Biswas 71-94, Ahmad 3). The Maoists legitimize their guerilla warfare as a mode to
lash back at the state that has deprived them of their rights over natural resources
like forests, rivers, and land by selling them to imperialist nations for mining and
damming operations(ibid.). These operations involve various state mediated
atrocities on the indigenous communities living in the forests that involve burning
of villages, forceful eviction and rape (ibid.). As Arundhati Roy (“Walking with
Comrades”) and Bidisha Biswas (93) observe, the state interprets this resistance by
the Maoists and the indigenous communities as detrimental to their idea of modern
development and tag their dissent as a threat to the integrity of the nation which
requires suppression through force.

The state/government, after identification of the said ‘threat’ also needs to legitimize
its use of violence and the Ramayana provides the perfect template for the process,
which is explored by Ratnam. According to Sheldon Pollock, the story of the
Ramayana provides the scope where “a divine political order can be conceptualized,
narrated and historically grounded” and a “fully demonized Other can be
categorized, counterposed and condemned” (Pollock 264). The ‘demonized other’ is
popularly conceived to be embodied by the tyrant Ravana who is a despotic ruler
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who steals “our women” and wrecks the moral order of the world. (Ibid. 283) Hence
Rama needs to eliminate him for the preservation of the moral order (dharma).
Dev’s introduction of Beera at the police assembly as the “terror of Lalmati.. age 32
but crimes uncountable” .... “ the reason behind all the blood spilt in Lalmati” and
his final assertion “that he is just a criminal for us”, adhere to the aforementioned
notion of encoding and decoding the ‘demonized other’ in the public imagination.
Ranajit Guha (45-47), while commenting on the colonial official writing on peasant
insurgency, mentions that it presents insurgency as unnecessary, uncontrollable
violence, and as a merely mindless response to a self-concocted or externally
imposed feelings of deprivation experienced by the peasants. The idea is reiterated
by Gyanendra Pandey (Routine Violence 2) who observes that any form of dissent
that does not fit into the state’s idea of propriety is relegated to the realm of
unorganised anti-modern ‘prehistory’, which was synonymous to violence. This
kind of representation validated counterinsurgency that is state’s violent attempts at
curbing these revolts (Pandey “The Prose of Otherness” 191-193; also see Guha 55-
57). The state did not see this as violence but as mandatory steps to protect its
integrity. In a similar vein, in the opening scene of the film, Ratnam (2010) tries to
capture this biased viewing of insurgency by the postcolonial state. Local people are
shown to brutally stab policemen, burn them alive, set fire to their vehicles. These
depictions make the audience question the reason behind this violence and become
empathetic towards the police (Ahmad 9). As the film progresses, on being
interrogated by the policemen, most of the people of Lalmati are shown to testify
that Beera is a helpful, philanthropic being who is “childlike” and “transparent as
water”. Sanjeevani (played by Govinda), the guard who leads Dev into the forest,
exasperatingly dismisses these testimonies because these ‘praises’ conferred on
Beera hinders the state’s attempts at constructing him as the ‘demonized other’. The
fact that Dev and Sanjeevani seemed satisfied with one individual’s testimony, who
vilified Beera calling him the “harbinger of death”, speaks of the state’s conscious
selective appropriation of certain parts of a larger popular opinion for the
construction of the ‘demonized other’ who would require violent state suppression.
This reductionist attempt of the state that attributes the holistic identity of a person
as entirely negative is voiced by Beera as he tells Ragini that everything about him
is ‘galat’ (wrong). The fact that he did not harm her even after abducting her is also
galat because that was in negation of the state’s understanding of his character.

Guha (46-47) argues that insurgency is not a mindless response to self-contrived
ideas of depravity but is a motivated undertaking that surfaces when conditions of
existence become worse. The film reveals this notion to be true in Beera’s case. His
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abduction of Ragini and orchestration of unsparing violence on the police was
triggered by one specific incident which was the custodial rape of his sister
Jamunia. The film uses the narrative ploy of a flashback to provide a backdrop that
for the first time in the film provides a convincing validation for Beera’s violence.
Ratnam draws from the incident of Surpanakha’s (Ravana’s sister) mutilation in the
hands of Lakshman which has served as the chief motif for various oppositional
tellings that have questioned the ‘righteousness’ of the Rama character for
overseeing such a heinous act perpetrated on a woman (Erndl 72). Personae like
E.V.Ramaswamy, who had vehemently propagated Ravana as a hero regards this act
enough to invigorate Ravana’s brotherly responsibility and vengeance (Richman
“Epic and State” 637). In Raavan, Dev and his entourage barge into Jamunia’s
wedding festivities to apprehend Beera. Beera survives a bullet but escapes and
Jamunia, abandoned by her husband Guddu Pundit, is taken to the police station
where she is raped repeatedly by the men. It is important to mention, as S. N Ahmad
(12) points out in his study of the Tamil version, that Jamunia’s (Vennila in the
Tamil version) rape (not explicitly shown but narrated by her) happens in a police
station whose wall is adorned by pictures of national leaders, who were also the
proponents of an ideal kingdom with an ideal ruler (Lutgendorf 253-254). Ratnam,
by staging the violation under their watchful eyes, allegorically challenges the
virtues of benevolence and righteousness of the utopian benevolent state which in
actuality endorses the violation of women in this case.

In defense of Ramayana, rather Rama, individuals like C. Rajagopalachari have
argued that Surpanakha was the bestial, untamed women who was unabashed of her
feral sexuality which as Kathleen Erndl (83) argues made her stand in opposition to
“the good, pure, light, auspicious, and subordinate” (ibid.) figure of the traditional
Indian woman. Surpanakha’s penalization was thus necessary as she digressed from
strict adherence to the “boundaries of human behaviour” (maryada) specific to the
particular class, caste and gender, which comprised to be a chief characteristic of the
status quo of Ramraj (Lutgendorf 256). Ratnam portrays Jamunia as a vivacious girl
from an indigenous community who had the gall of choosing a ‘Pandit’ husband for
herself subverting social hierarchy (Basole 26). After her violation, Jamunia laments
that if she would not have persisted with her demand of marrying the ‘Pundit’, she
could have avoided her fate. Her rape can connote the fact that the state penalized
her for trying to rise from her social designated position. Custodial rape of women
constituted to be one of the varied aspects of the gross violation of human rights
which the state security personnel and officers perpetrated on women in Maoist
populated areas,irrespective of the fact that they were Maoists or not (see Roy
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“Walking with the Comrades”, Biswas 84, Rai 204-205). Kailash Rai (205) in his
study of Nepali Maoist woman says that a confusion persists whether this gender
specific torture entailed a special strategy of the state or was it merely the carnal
bestiality of low-ranking security personnel. The fact remains that the state had
intentionally or unintentionally facilitated this violation to check these ‘subversive
women’ who gave up their domestic roles to take up arms against the state (Tamang
“Motherhood Containers”) .

After hearing Jamunia’s incident, Ragini, who was initially insistent on “Dev,
cannot be wrong.... he is as good as god”, develops a soft corner for Beera. When
Beera tells Jamunia’s story, the camera is positioned at such an angle that Ragini
who kneels at Beera’s feet appears as a devotee in front of a god-like Beera. By
purging Beera of his ‘demonic’ image, Ratnam creates a possibility of an amorous
relationship between Beera and Ragini. Paula Richman (“So called demons” 173-
174) observes that many South Indian writers humanize the Raksas (demon) figure,
starting from Kamban, by embedding their characters with mortal sensitivities
which are often hyperbolically articulated by the Rakshas. Ratnam’s portrayal of
Beera’s (who repeatedly calls himself Rakshas) behavior towards Ragini follows a
similar trend. Beera’s body language is laced with a great amount of restlessness as
if it cannot contain the excitement he experiences from being in Ragini’s vicinity.
He appears strangely comical when he hits his head repeatedly and mumbles
“bakbakbakbak” whenever Ragini tries to chastise him for her deplorable condition.
But the same Beera transforms into a soft amorous hero in a scene where he ties her
up seductively by a tree and voices his feelings for her. Ragini surprisingly does not
feel threatened by his advances but bears a pensive look of love on her face during
the exchange. This conceptualization of a love relationship between Sita and
Ravana is very much present in the South Asian Ramayana repository in which
writers like K.Satchidanandan (“Come unto me, Janaki” in Malayalam, 2004) and
Gudipati Venkata Chalam (“Sita Enters the Fire” in Telegu, 1924) have perceived a
Ravana insistent on absolving Sita from the vitriolic relationship with Rama who
questions her chastity repeatedly ( Ibid. 177, 215-218, 58-63; also see Castro 50).
The choice of actors for the roles of Beera and Ragini is also of significance here.
Beera is played by Abhishek Bacchan and Ragini by Aishwarya Rai Bacchan who
are a married couple in real life. The choice of a real-life couple to play the roles of
two characters who might develop an amorous possibility in the film, even if
forbidden, utilizes the audience’s reception of actors as real-life stars who precede
their roles on the screen. Abhishek as Beera and Aishwarya as Ragini, who are also
indexic of the characters of Ravana and Sita, arguably provide Ratnam with a sense
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of immunity from censure and communal castigation or criticism for showing the
possibility of a forbidden and unconventional love relationship between two popular
literary characters. The choice of actors with respect to the Tamil and Hindi versions
of the film also holds significance vis-a-vis Ratnam’s agenda of blurring the
concrete lines between the demon and the hero in a popular narrative. In the Tamil
version Raavanan, Beera’s (Veeraiya’s) role is played by the actor Vikram who
plays the role of Dev in the Hindi version. The visual dynamic of the same actor
acting out the role of the antagonist turned protagonist to a protagonist turned
antagonist in both language versions of the film contributes to not only the
annihilation of the chasm between the demon and the hero but also sheds light on
the organic human character that almost always is, not black or white, but grey.
Towards the end of the film, Dev is cornered in a fierce duel with Beera who spares
his life and sets Ragini free. Ragini is infuriated, when Dev asks her to undergo a
polygraph test to check her chastity— a modernized reference to the trial of fire
incident in the Rama story. She goes back to Beera whose company offers her
temporary relief from the trauma of the acrimonious exchange with Dev. In the
climactic moment of the film, it turns out that Dev uses Ragini as a ploy to trace
Beera, who after being shot by Deyv, topples over a cliff in the final scene of the
film. This act after Beera’s final diatribe to Dev: “Show them who is the actual god
and who is the demon!”, not only exposes Dev’s vindictive character that considers
triumph in a masculine struggle as more important than the safety of one’s wife but,
totally inverts the popular perception of the hero and the demon/villain.

Gendered expectations: Revisited?

Ratnam while trying to destabilize the role of the hero and the demon, submits to
the popular culmination of the Rama story by killing off his ‘valorized’ and
‘humanized’ demon (Beera). He tries to articulate the contemporaneous relationship
between the nation and its citizens through encoding it in the template of the “fully
demonized other” where this apparent demon in his story is the hero (Dev/Rama) in
the popular imagination (Pollock 264). His telling appears to be gender sensitive as
it is sympathetic to the plight of Surpanakha/Jamunia. But his emphasis on the fact
that retribution could only be accomplished through abduction of Sita/Ragini,
embeds his stance within the same communal rhetoric that considers mutilation of
the perpetrator’s women as the sole way to avenge the mutilation of one’s own
women (see Menon and Bhasin Borders and Boundaries). As discussed earlier in
the essay, the narrative analepsis that humanizes Beera for Ragini is Jamunia’s story.
Beera’s violent ways somewhat gain an empathetic semblance of validation as a
collective act of vindication of his sister’s custodial rape and subsequent suicide. It
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has been discussed already that by positing Jamunia as the wronged sister here,
Ratnam corroborates a number of South Asian retellings of the Ramayana that try to
develop an empathetic niche for Surpanakha as the wronged woman (For instance,
“Surpanakha’s sorrow” in Telegu by Kavanasarma, 1984). These versions also
challenge Surpanakha’s role as the seductress and construct her as the wronged
marginalised non-aryan woman who is mutilated. They negate the reading of
Surpanakha’s mutilation as a corrective act that was required to tame the digressive
aberrant woman. Jamunia’s custodial gang rape in the progression of the narrative
has a dual function — it is corrective as well as retributive. It is both corrective and
retributive because rape as an act of brutal display of masculinist power here
functions to sedate Jamunia’s strength as a vivacious woman who chooses a
husband from a higher caste of her own will and at the same time criminalises
herself as an extension and a substitution of her brother Beera. Kumkum Sangari (2-
10) observes that violence has a pedagogic purpose and it has been traditionally
used by patriarchy to interpellate women to their sanctioned positions in society as
one’s own woman or the other woman. Jamunia, as the woman of the enemy clan,
as the sister of Beera, is thus identified as the ‘other woman’ whose body can be
subjected to violence to cause an abstract but intense injury to the community and
also to the brother who is the leader of that community. She is ‘taught’ a lesson in
the form of corrective and retributive torture for the sins of her brother and in
extension herself. Before this heinous incident is showed, a song in the film that
picturized Jamunia’s wedding showed women anointing her body with turmeric and
singing to her as a part of her wedding rituals. The women sing (in the voice of Ila
Arun): “Be affectionate to the younger brother-in-law if you have one, pay your
respects to your mother and father-in-law.. if elders advise you, then listen to them
and make the sister-in-law your friend” (Translation mine). This indigenous song
typifies the process of gendered socialization of a mellow young bride — if she
adheres to these stipulations, then she would lead a fulfilling life. Unfortunately, in
Jamunia’s case before she could start as a bride and fulfil these expectations of
being an ideal reticent housewife, she is picked from her wedding and gang raped in
the police custody. This instantiates the possibility of being read as a contradiction,
a fallacy, to the theorem of gendered socialization where remaining virtuous and
married does not entail protection and a fulfilling life.

Beera’s abduction of Ragini becomes a ploy to retaliate to this masculinist assault
on his sister, but also to the community in question. It also needs to be pointed out
that the film starts with a montage of scenes before the opening credits, where
unnamed women are shown to lure policemen in tents where they are finally killed

94 A Journal of Russian & Comparative Literary Studies, ISSN 2394-7853



Assonance, No.25, January 2025

by goons who are then revealed to be from Beera’s entourage. Though Ratnam
through Jamunia’s incident tries to redress the wrongful understanding of
Surpanakha as the seductress, which leads to a tussle of masculinities between
Rama and Ravana, he also evokes the same image of the woman as the seductress
that leads men to their doom and initiates a tussle of masculinities which prepares
the audience for the chief dramatic intensity of the film characterized by the war
between Beera and Dev. Though the humanization of Beera has painted him as a
soft hero in the film who does not violate Ragini’s chastity, the same Beera has also
been mindlessly violent towards her, the abducted woman, a number of times as
depicted in the film. From pushing her off from the boat into the wild river, to
holding her at gunpoint and even hitting her on the back so that she poses straight
for a picture, Beera’s masculine display of seemingly trivial violence has scared
Ragini. As the abducted woman who also was paying for her husband’s sins, this
‘seemingly trivial’ acts of violence do not remain trivial and premonish the
possibility of full-fledged torture on her body. It is also interesting that the inception
of love and respect in Beera’s heart for Ragini only happens after she tries to kill
herself to avoid being mutilated, maimed, or killed by Beera aka her husband’s
enemy. This act of exterminating oneself to protect oneself from another kind of
violence is, as Sangari observes, consenting to one kind of violence in apprehension
of another (Ibid.). Beera interprets this ‘choice’ of Ragini as a mark of her powerful
agency and grows to respect her, thus falling for the historic trope of the ‘chaste’
woman. The film ends with Beera’s sudden death after being shot by Dev and a
horrified, helpless Ragini who tries to try make sense of the situation. But this
closure that posits a helpless woman with no agency also departs from the most
popular tellings of Rama’s story, where Sita becomes an agentic being at the end of
the narrative when she calls upon Mother Earth to split open and take her in her lap.
Ratnam’s retelling closes with a helpless and confused woman who also has just
been spurned around in the narrative with little to no space to exert any kind of
agency —other than trying to kill herself —that establishes her as an individual
actor in her life who does not submit to the whims of two men. Ratnam had made
several changes that do not notably change the skeletal plot of the story, but a little
more nuanced gender-sensitive change, like Nina Paley’s Sita Sings the Blues where
the woman is identified as an agentic being who with ingenuity leaves her erratic
husband for his whims, would not have jeopardized the Ramayana tradition.

Conclusion

This essay started by the referring to the idea of ‘relevance’ and it has been argued
that how the Ramayana repertoire to this very day is still so relevant in terms of
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expressing any story/one’s own story by borrowing from the rich gamut of stories,
ideologies, politics, and most importantly emotions that the repertoire stands for.
The relatability with the Ramayana repertoire rests on the universality of certain
templates described in it as well as the contestation of those templates in tandem
with one’s creative political position. Ratnam in Raavan uses these templates to
contest the absolute understanding of the hero/god and demon/villain dichotomy by
focalizing the narrative from different point of views. But irrespective of the infinite
possibilities of subversion that the repertoire provides to the creator, Ratnam in his
depiction of gendered representation also falls prey to certain stereotyped gendered
tropes. Nonetheless, Raavan stands as one of the significant examples that validate
the irrefutable continuity of the epic repertoire of the subcontinent.
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CULTURAL EXCHANGE THROUGH FASHION: THE
INFLUENCE OF KOREAN DRAMAS ON FASHION
CHOICES AMONG YOUTH IN KERALA
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Abstract: The rapid expansion of Korean culture, notably through
the phenomenon known as Hallyu or the Korean Wave, has
significantly impacted various regions across India. The COVID-19
pandemic, which kept individuals confined to their homes, further
catalysed this trend, with many turning to Korean entertainment for
relatable content. By promoting a modernisation that respects
cultural heritage, Korean dramas have subtly infused their fashion
aesthetics into the everyday attire of Indian teenagers and young
adults. Popular K-dramas like Crash Landing on You, Itaewon
Class, True Beauty, What's Wrong with Secretary Kim, Business
Proposal, Hometown Cha-Cha-Cha, and Goblin have been
particularly influential, with their characters’ styles becoming
aspirational models for youth in Kerala. This cultural hybridization
marks a significant shift in consumer behaviour and identity
expression among Indian youth. The study delves into the deeper
implications of this influence, including the adoption of Korean
cultural practices, an increased interest in learning the Korean
language, and a growing preference for Korean fashion styles.
Employing a quantitative research approach, a survey was
conducted among K-drama viewers. The findings aim to provide
comprehensive insights into the role of Korean dramas in shaping
the fashion sensibilities of youth in Kerala, highlighting the broader
processes of cultural exchange and assimilation.

Keywords: Popular Culture, Korean Wave, Korean Fashion, K-
drama, Cultural Hybridization, Cultural Adaptation.

INTRODUCTION

In recent years, South Korea’s pop culture - popularly known as the "Korean Wave"
or Hallyu - has made a powerful impact on global entertainment, particularly
resonating with younger generations. For India's young population, particularly
those born between the mid-1990s and early 2010s (Gen Z) and those born between
the early 1980s and mid-1990s (millennials), this wave has introduced a captivating
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blend of Korean dramas (K-dramas), K-pop music, beauty products, food, and most
notably, fashion. While Korean pop culture has been growing steadily for over a
decade, its popularity in India surged during the COVID-19 pandemic when many
turned to online entertainment to cope with isolation and uncertainty.

The spread of K-dramas, in particular, sparked a fascination that went beyond
storytelling - its characters, costumes, and aesthetics became significant points of
influence for fashion-conscious youth. The viral success of PSY’s "Gangnam Style"
in 2012 may have been India's first exposure to K-pop, but it was during the
pandemic lockdown that the influence of Korean culture intensified, with K-dramas
becoming a cultural phenomenon.

In Kerala, the "Hallyu" wave has taken strong roots, significantly shaping the
entertainment and cultural landscape. The rise of K-pop music, K-dramas, and
Korean cuisine in the state reflects the deeper cultural exchange between South
Korea and Kerala. However, one of the most noticeable impacts has been on fashion
trends. From minimalist designs to chic streetwear, Korean-inspired fashion is now
making its way into the wardrobes of Kerala’s youth, influencing their style choices
and contributing to a broader cultural shift.

This study seeks to examine the influence of K-dramas on the fashion preferences
of young people in Kerala. Through a detailed survey, the research aims to explore
how Korean fashion trends, as seen in K-dramas, are being adopted and adapted by
the youth, the motivations behind this cultural exchange, and the broader
implications it has on local fashion and identity.

OBJECTIVES

e To examine the role of K-dramas in shaping youth identity and self-
expression through fashion.

e To explore whether Kerala’s youth view following Korean fashion trends as
a good or bad thing.

e To identify the key fashion elements from K-dramas adopted by the youth
METHODOLOGY

This study employs a quantitative survey approach to investigate the influence of
Korean dramas (K-dramas) on the fashion preferences of young people in Kerala. A
Google Forms questionnaire was distributed to gather insights into how K-dramas
influence the clothing choices and fashion attitudes of young people. The research
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design was descriptive in nature, aiming to capture the current effects of K-drama
culture on fashion trends among Kerala’s youth.

The survey included 50 participants, aged between 13 and 35 years. The
questionnaire focused on aspects such as the extent to which Korean-inspired
fashion is adopted, the motivations behind these choices, and the perceptions of
Korean fashion in the local context. The data gathered was analysed using
descriptive statistical methods, such as calculating means, standard deviations, and
frequency distributions.

The analysis revealed that K-dramas have a notable influence on fashion
preferences among the youth in Kerala, with many adopting Korean-style clothing
and accessories. The study offers a valuable insight into the cultural exchange
between Korea and Kerala through fashion, providing a foundation for future
research on this subject in other regions.

THEORETICAL FRAMEWORK

This study draws upon Homi Bhabha’s concept of hybridity, which suggests that
cultural identities are constructed through interaction and negotiation between
dominant and local cultures (Bhabha, 1994). Rather than simply imitating global
trends, cultural hybridization allows individuals to create new, localized identities.
Additionally, popular culture theories, particularly those proposed by John Fiske
(1989), emphasize how audiences actively engage with and reinterpret media rather
than passively consuming it. These theoretical perspectives help frame the adoption
of Korean fashion in Kerala not as a form of cultural dominance but as a dynamic
process of cultural exchange and identity formation.

RESULTS AND DISCUSSION

Age Group

50 responses

® 1318
@ 19-25
26-30
@ 31 and above

Fig. 1

A Journal of Russian & Comparative Literary Studies, ISSN 2394-7853 101



Assonance, No.25, January 2025

e Age Distribution: The largest group (52.5%) of participants was aged 19-
25, followed by 37.3% aged 26-30, indicating strong engagement with K-
drama fashion in this demographic.

How often do you watch Korean dramas?

50 responses

@ Daily
@ Weekly
@ Occasionally

@ Rarely
@ Never

5

Fig. 2

e K-drama Viewership: 36.5% of respondents watch K-dramas rarely, while
26.9% view them occasionally. This suggests moderate engagement with
the shows, yet the influence remains widespread.

How long have you been watching Korean dramas?

50 responses

@ Before Covid

@ During Covid Period
@ Post Covid Period
@ Recently

@ Never

37.7%

Fig. 3

e Impact of the COVID-19 Pandemic: 41.5% of participants started
watching K-dramas during the pandemic, indicating a significant shift in
viewership patterns.
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Have you noticed any influence of Korean drama fashion on your clothing choices?

50 responses

@ Yes, significantly

@ Somewhat
Not much
@ Not at all

Fig. 4

e Influence on Fashion: 62% of respondents stated that K-dramas influenced
their fashion choices to varying degrees. The aesthetics of K-dramas were
the most significant factor for 57.4% of participants, followed by clothing
styles (44.7%) and hairstyles (40.4%). . This indicates that many viewers
actively adopt or draw inspiration from the attire featured in K-dramas,
whether it be casual streetwear, chic formal wear, or the innovative layering
and mixing of textures that define Korean fashion. These styles serve as key
sources of fashion ideas, encouraging viewers to experiment with new
trends in their personal wardrobes and reflect their admiration for K-drama
aesthetics.

Which aspects of Korean drama fashion influence you the most? (Select all that apply)
s0responses

Clothing styles

Hairstyles

Accessories (bags, jewelry, etc.)
Makeup

Overall aesthetics 27 (57.4%)

30

Fig. 5

e Hairstyles also play a prominent role, influencing 40.4% of the sample,
highlighting how K-drama characters’ haircuts, colors, and styling
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techniques are embraced by viewers. Accessories, such as bags, jewelry,
and hats, influence 34% of respondents, underscoring the importance of
details that contribute to an overall fashion statement. While makeup
appears to be the least influential aspect, with only 13% citing it as
significant, this may indicate that K-drama makeup trends are more subtle
or less relatable to the audience.

What type of Korean fashion do you find most appealing?

50 responses

® Casual
® Formal
Streetwear

@ Traditional (e.g., Hanbok)
@ Other (Please specify)

Fig. 6

e Fashion Preferences: Casual Korean fashion was favored by 56.3% of
respondents, followed by formal styles (25%), while streetwear and
traditional Korean fashion had niche appeal. Casual wear, often featured in
K-dramas, resonates with the youth for its simplicity, comfort, and
effortless style. Formal Korean fashion follows, with 25% of respondents
indicating a preference for this more polished and refined look. The sleek,
well-tailored outfits often associated with professional or upscale characters
in K-dramas seem to captivate those who appreciate elegance and
sophistication. Korean formal wear, known for its modern, clean lines and
tasteful minimalism, exerts a strong influence on viewers aspiring for chic
and professional styles. Streetwear and traditional fashion hold more niche
appeal, with 12.5% and 6.3% of respondents respectively favoring these
styles. Korean street fashion, characterized by its boldness and trend-setting
designs, draws in a smaller group of viewers who are inclined toward more
experimental and expressive looks. Meanwhile, traditional Korean fashion,
such as the hanbok, attracts a limited but appreciative audience, suggesting
an interest in the cultural and historical aspects of Korean fashion.
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Do you think Korean dramas are promoting a global fashion trend among youth?
50 responses

@ Yes
® No
© Maybe

Fig. 7

e Global Fashion Influence: 71.4% of respondents believed that K-dramas
promote global fashion trends, confirming their role in disseminating
Korean styles to a broader audience. Interestingly, no respondents indicated
that K-dramas do not contribute to global fashion trends, highlighting the
pervasive reach of Korean fashion within the global style narrative.
However, the 28.6% of respondents who answered "maybe" reflect a level
of ambivalence or uncertainty regarding the extent of this influence. This
hesitation may arise from individual differences in how fashion is
interpreted and adopted, as well as varying exposure to different fashion
cultures.

Do you think Korean fashion is more accessible in Kerala today?
50 responses

@ Yes, very accessible
@ Somewhat accessible
@ Not really accessible
@ Not at all

Fig. 8

e Accessibility of Korean Fashion: A combined 84% of respondents found
Korean fashion accessible in Kerala, primarily through online platforms.
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Where do you usually shop for Korean-inspired fashion? (Select all that apply)

50 responses

Online stores (Amazon, Flipkart,

etc.) 34 (70.8%)

Local shops

Korean-specific fashion websites

| don't buy Korean-inspired
fashion

13 (27.1%)

Fig. 9

e Boosting Confidence of Youth: About 30.6% of participants reported
feeling more confident in K-drama-inspired fashion, while 36.7% said they
sometimes experienced increased self-assurance. In contrast, 18.4% did not
feel more confident, and 14.3% were unsure about their feelings. This
indicates that while K-drama fashion boosts confidence for many, its impact
varies based on individual preferences and comfort levels.

Do you feel more confident wearing outfits inspired by Korean dramas?
50 responses

® Yes

@ Sometimes
No

@ Not sure

30.6%

Fig. 10

e Cultural Connection: 45.8% of respondents felt that adopting Korean
fashion created a sense of cultural connection between India and Korea.
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Do you think adopting Korean drama fashion creates a sense of connection between Indian and

Korean cultures?
50 responses

@ Yes
® No
@ Not sure

45.8%

.h

Fig. 11

e Perceptions of Fashion Trends: 55.3% of participants saw Korean fashion
as a positive trend, reflecting a broader openness to cultural exchange.

Do you think following Korean-inspired fashion is a positive trend?

50responses

@ Yes, it's a good way to explore different
cultures.

@ It's neutral, just another fashion trend.

@ No, it can overshadow local fashion.

Fig. 12

e This perspective highlights a recognition of the benefits of cultural
exchange and the enrichment that comes from integrating diverse fashion
influences. In contrast, 36.2% of participants regard this trend as neutral,
perceiving it simply as another addition to the vast landscape of fashion
without any significant cultural implications. A smaller segment, 8.5%,
expressed concern that following Korean fashion could overshadow local
styles, indicating awareness of the potential risks associated with cultural
homogenization.
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Do you feel pressured to follow Korean fashion because of its popularity?
50 responses

@ VYes, | feel the pressure.
@ Sometimes, but it's not too strong.
No, | don’t feel pressured.

Fig. 13

e Minimal K-Fashion Pressure: The data shows that 63.8% of respondents
in Kerala feel no pressure to follow Korean fashion, highlighting a strong
sense of individuality. While 23.4% experience mild societal influence, it
doesn't significantly affect their style choices. Only 12.8% reported feeling
definite pressure to conform to K-fashion trends.

The study’s findings provide significant insights into the influence of Korean
dramas on fashion preferences among youth in Kerala. The cultural backdrop of
Kerala plays a crucial role in understanding why Korean fashion trends, as seen in
K-dramas, have become so popular in this region. Several factors contribute to this
trend, which can be linked to both the global appeal of Korean popular culture and
the specific socio-cultural context of Kerala.

Globalization and the Accessibility of Media

One of the primary reasons behind the influence of K-drama fashion on Kerala’s
youth is the global reach of Korean media. With the rise of digital streaming
platforms such as Netflix, YouTube, and Viki, Korean dramas have become easily
accessible to audiences worldwide. This widespread accessibility has allowed K-
dramas to penetrate regions like Kerala, where audiences are not only exposed to
Korean storytelling but also to its visual culture, including fashion.

John Fiske (1989) challenges the notion that media consumers are passive recipients
of cultural messages. Instead, he proposes that audiences actively engage with
media, reinterpret its meanings, and integrate it into their own cultural frameworks.
Kerala’s youth are not simply imitating K-drama fashion; rather, they are selecting
elements that resonate with their personal tastes and modifying them to fit local
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climate conditions, social norms, and fashion preferences. This aligns with Fiske’s
view that media serves as a site of cultural negotiation, where audiences derive their
own meanings rather than accepting dominant narratives.

Impact of the COVID-19 Pandemic

The COVID-19 pandemic played a pivotal role in amplifying the influence of K-
dramas on Kerala’s youth. With lockdowns and social distancing measures in place,
people turned to online entertainment as a means of coping with isolation. K-
dramas, with their emotional depth, engaging storylines, and relatable characters,
provided a source of comfort and escapism. Many respondents indicated that their
viewership of K-dramas increased during the pandemic, which in turn heightened
their exposure to Korean fashion trends.

This trend was not limited to Kerala but was observed across India, where the
youth, confined to their homes, developed a stronger connection with the characters
and their fashion choices.

Kerala’s Socio-Cultural Landscape

Kerala has a unique socio-cultural landscape that makes it particularly receptive to
global cultural influences. The state has a long history of international trade,
migration, and cultural exchange, which has fostered an openness to new ideas and
trends. From ancient times, Kerala has been a melting pot of various cultures,
including Arab, European, and now, East Asian influences.

The youth in Kerala are highly conscious of global fashion trends and are keen to
experiment with different styles. The minimalist and modern aesthetic of Korean
fashion aligns well with the sartorial sensibilities of Kerala’s youth, who prefer
functional yet stylish clothing. Additionally, Kerala’s emphasis on education and
progressive values means that its younger generation is more willing to embrace
cultural hybridization, blending elements of local and global fashion in their
wardrobes.

Influence of Character Representation in K-Dramas

Korean dramas are renowned for their well-developed characters who embody both
traditional and modern values. The protagonists in K-dramas often portray
aspirational lifestyles, including their fashion choices. These characters are often
seen wearing a mix of casual, chic, and formal outfits that reflect modern Korean
society while respecting cultural heritage. The sleek, modern look combined with
subtle cultural elements in Korean fashion appeals to Kerala’s youth, who admire
these characters and seek to emulate their style.
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Furthermore, K-dramas are often set in urban, cosmopolitan environments,
showcasing trendy and fashionable lifestyles that resonate with the aspirations of
Kerala’s youth. These dramas present fashion as an extension of personal identity,
self-expression, and success, all of which are key factors influencing youth fashion
choices in Kerala.

Cultural Affinity and the Indian-Korean Connection

There is a growing cultural affinity between India and Korea, fostered by the
popularity of Korean entertainment. Kerala, in particular, has embraced various
elements of Korean culture, including food, music, and now fashion. The study
revealed that many respondents felt a sense of cultural connection through fashion,
seeing it as a bridge between Korean and Indian identities.

Bhabha (1994) highlights that in the era of globalization, cultures do not exist in
isolation but are in constant flux, where dominant global trends encounter local
traditions, producing hybridized identities. The digital accessibility of Korean
dramas through platforms like Netflix, YouTube, and Viki has allowed Korean
fashion to enter the cultural consciousness of Kerala’s youth, making it an integral
part of their aesthetic and identity. Rather than being a case of cultural
homogenization, the study shows that the accessibility of K-dramas has led to
cultural hybridity, where global and local styles coexist.

Psychological Appeal of Korean Fashion

The study also found that K-drama fashion has a psychological appeal to Kerala’s
youth, particularly in terms of self-expression and confidence. Many respondents
reported feeling more confident and stylish when wearing Korean-inspired outfits.
The clean lines, sophisticated cuts, and minimalism of Korean fashion create an
aesthetic that is both polished and approachable, allowing youth to feel fashionable
without being ostentatious.

The versatility of Korean fashion, which often includes layering, mixing textures,
and blending casual with formal elements, also allows Kerala’s youth to experiment
with different looks while maintaining their individuality. This adaptability is
crucial in a state like Kerala, where fashion trends must balance the hot, humid
climate with modern sensibilities.

Cultural Hybridization and Fashion Identity

The data from the study highlights a broader process of cultural hybridization,
where global influences such as K-drama fashion are adopted and adapted within
local contexts. Kerala’s youth are not merely imitating Korean styles but are
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integrating them with local fashion sensibilities. This cultural hybridization reflects
a shift in how fashion identity is constructed, moving beyond national or regional
boundaries to include global influences.

Homi Bhabha (1994) argues that cultural identities are not fixed but are constantly
negotiated in a "Third Space", a site of cultural hybridity where different cultural
elements interact and create something new. In the case of Kerala’s youth adopting
K-drama fashion, this "Third Space" is evident in how they integrate Korean
aesthetics into their local fashion sensibilities rather than merely replicating them.
Here, Korean fashion is not replacing Kerala’s traditional styles but is being
localized and reinterpreted, much like how cultural hybridity allows for a dialogic
exchange rather than unilateral influence.

Kerala’s youth see themselves as part of a global community, and their fashion
choices reflect this cosmopolitan outlook. By adopting elements of Korean fashion,
they are not only expressing admiration for Korean culture but are also signalling
their participation in a globalized world where fashion is a shared language of
identity and self-expression.

Challenges to Local Fashion

While the influence of K-drama fashion is generally seen as positive, there are
concerns about its impact on local fashion traditions. A central concern in
globalization studies is the potential erosion of local cultural practices. However,
Bhabha’s hybridity model argues that rather than replacing local traditions, global
influences are adapted and reformulated to create new, localized expressions. A
small portion of respondents expressed worry that the rising popularity of Korean
fashion could overshadow local styles, leading to a homogenization of fashion
trends. This tension between global and local fashion reflects a broader debate about
cultural preservation in the face of globalization. However, the study also shows
that many youths are finding ways to balance global and local influences,
incorporating elements of both in their daily fashion choices.

CONCLUSION

The findings of this study underscore the significant influence of Korean dramas on
the fashion choices of youth in Kerala. A notable number of respondents indicated
an increased interest in Korean fashion; drawn to its aesthetic appeal and the
inspiration it provides for personal wardrobes. Elements such as clothing styles and
hairstyles from K-dramas resonate with viewers, leading them to integrate these
influences into their daily lives. Furthermore, many participants view adopting
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Korean-inspired fashion as a means of fostering cultural connections between India
and Korea, thereby enhancing appreciation for diverse cultural expressions.

Importantly, while the majority embrace K-fashion as a positive trend, a
considerable segment of respondents does not feel pressured to conform, indicating
a healthy balance between admiration for global trends and individual expression.
This suggests that the popularity of Korean dramas has impacted Kerala's fashion
landscape while coexisting with the local cultural context, promoting a harmonious
blend of styles rather than overshadowing indigenous fashion.

In conclusion, this study highlights the role of K-dramas as catalysts for cultural
exchange, fostering openness to global influences while reinforcing personal
identity in fashion choices. This dynamic interplay enriches Kerala's cultural fabric,
allowing youth to navigate their fashion identities within a multicultural framework.
The ongoing Korean Wave presents opportunities for further exploration of how
such global trends can coexist with and enhance local cultural expressions.
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PERFORMATIVE SUBVERSION OF
HETERONORMATIVITY: MASCULINITY OF A
FEMALE IMPERSONATOR
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Abstract: The cultured identity of Gender is a conscious repetition
of a performance, one that is prescribed by the conventional norms
of society. The performance is internalized so much so that a
performer does not recognize it as a performance anymore and
consciously believes it as the only “norm” of that particular gender
identity and any other deviation from that staple performance is
either considered as a transgression which then is treated as
“unnatural”. Going by Judith Butler’s argument, we can say that in
this “stylized repetition” of the act, there are moments of
subversion done by the performer consciously or unconsciously. 1
will be tracing the trajectory of female impersonation concerning
Bengal about the porous masculinity starting from Sri Chaitanya
Dev to the later female impersonators in the performative field
called Jatra and will elaborate on the life and works of Chapal
Bhaduri, the living female impersonator of Bengal briefly relating it
with the other performances in different regions of India to unfold
the different nuances of masculinity and how it is transformed
through gender impersonation. I aim to show how these
performances, from the receptive and performative point-of-view
though for a brief moment challenge the conventional “norm” and
create the possibility of subversion by asserting the fact that
gender, as a social and cultural construct, is nothing but a
performance, open and changeable.

Keywords.: Female Impersonation, Masculinity, fluidity of Gender,
Gender, and Performance, Gender Construct, Challenging
Heteronormativity

Introduction
If they see breasts and long hair coming,
They call it woman.

If beard and whiskers they call it man.
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But look, the self that hovers in between
Is neither man nor woman.
(Dasimayya, the Weaver) (VK 28)

The fluidity of gender determines a free performative space without any strict
confinement of gender roles. Therefore, a heteronormative discourse where gender
is cocooned to one single definition demands a multifaceted subversion. The
theoretical gender discourse can radically challenge a convention verbally using
logical arguments. However, the substantiation of the theory happens through
performance. As far as the performance of gender is concerned, it is an evolving
performative space blurring the binary division without any conscious need to
define parameters. To delve deep into this porosity of gender performance, the
performance and the performative both should be taken into consideration. In this
paper, my focus will be on the act of female impersonation on stage. Trudging along
the historical proceedings of female impersonation, we can observe that the
psychological transgression of the actor creates a space for subversion which can be
described through the performance metaphor. Without solely focusing on the
mimetic representation of the female body, the very act of performance is
representative of breaking the gender stereotype hence probing deeper into our
unidirectional idea of masculinity through performative subversion. The masculinity
of a female impersonator is largely based on the porosity of the performance of
gender deconstructing the very thin existing line of binary.

Mythology and Impersonation

The various instances of impersonation or the androgynous tradition of any culture
have been manifested in the mythological scriptures through metaphorical
representations of the cohabitation of the male and female body. Masculinity
therefore is proved to be a construction of the various social institutions like—
family, schools, religious places, and stringent state apparatus. In the mythology, the
psychological dwelling of different genders has been vividly presented asserting the
fluidity of any gender. The story of the origin of humans in the Bible is thoroughly
based on the binary representation of the male and the female whereas in the Hindu
philosophy, the concept of origin does not take into account any such binary. It
emphasizes the synthesis of gender negating the apparently external duality. The
ancient scriptures of Rig Veda interpret the monogenic existence of human beings
with the splitting of an image into bhuta and prana which is also reflected in
Shaivite hymn as “Ekohum Bahusyam” meaning “I am one, but desire to be many”
(Mukharjee and Chatterjee 133). In Indian mythology, the concept of
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Ardhanariswara is important in this regard. It is a manifestation of the Purush
(male) and Prakriti (female) in the same body mentioned in the Shiv Purana. It is
said that the image of the Ardhanariswara held the potential of becoming a couple
that could unite sexually... Ardhanariwara’s body brought into being the woman,
sex and sexuality.” (Mukharjee and Chatterjee 47). Debates can be raised regarding
the possibility of the cohabitation of two genders in one single body but it suggests
the traditional idea of gods beyond gender, an image of psychological transgression
through the metaphorical picture. Shiva has been enumerated in the Indian
mythology as a mother as well. According to one such mythology, the mother form
of Shiva is known as Matribhuteswara where Shiva takes the mother form in order
to suckle a litter of piglets abandoned by their mother (Mukharjee and Chatterjee
46).

Besides this representation, this dichotomy is also harmoniously presented in the
imaginary performances of gods especially in various dance forms. Shiva’s dance
known as Ananda Tandava is highly symbolic in this regard especially the
preparation of this form of dance where on one ear the kundala or male earrings
have been worn and on the other, there are more decorative female earrings
symbolizing “...the embodiment of male and female energies in a single form.”
(Mukharjee and Chatterjee 52). Following this dance form, the classical dance
forms like Bharata Natyam, Kuchipudi, Kathak, Manipuri, and Odissi also contain
mudras (gestures) and expressions like fandava (Shiva aspect) and the lasya
(Parvati aspect) evoked by the same performer. Bharata’s Natyasastra contains the
performative theorization of the purush and prakriti where the same performer is
supposed to master the combination of anghara, a soft tender gesture of the limbs,
rasa (sentiment); bhava, (feelings) and kriya (activity) (Bhattacharya 53). The
mastery of the performer depends on how the performer smoothly transforms the
gender role making the transition real and believable. Indians worship goddess
Shiva as the representation of male virility, women desire a husband like Shiva
whose loyalty to his wife and sexual potency are beyond comparison. Yet in the
mythological scriptures, the same god has been represented as a symbol of gender
fluidity challenging our unidirectional gender norms. The preaching of religion has
segregated the gender roles by psychologically sowing the seeds of discrimination
assigning gender roles by creating the non-existent ideal of masculine and feminine.
Hence, elaborate comparative research of the religious doctrines vividly tells us the
reality of accepting masculinity and femininity not as a strict bipolar representation
but as a model of desire to break gender stereotypes. The celebration of fertility and
creation in Indian mythology is a psychological state that is not always a physically
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viable representation. The topic of female impersonation is therefore a pertinently
possible medium of any art form especially the performative arts where in a
performative spacio-temporal reality, the body and the mind actually surpass the
unidirectional stringent representation of gender illustrating a number of
possibilities before us for multifarious performances.

In the Bhakti tradition, the devotees believe in the union of Jeevatma and
Paramatma. 1t is a state of mind where the devotees while worshipping the deity
negate the masculinity and think of themselves as the Sakhi (friends) of Radha,
Krishna’s lover. This transformation is also evident in the Indian devotional songs
like Kirtana and Bhajana. In Mira Bai’s famous Bhajana, the repeated image comes
from that of moti (pearls) and Dhaga (thread). The image is that of braiding a
garland where the thread is entered into the pearl one after the other indicating the
sexual metaphor where a female devotee wants to dissolve into her male
worshipped god physically without any shed of guilt about her desire. Her feminine
self desperately desires the masculine body to be united with her and the longing for
the union constitutes Mirabai’s songs. A male devotee worshipping the female idol
as a mother is a very common example in Indian religious purview. Worshippers
like Ramakrishna Paramhansa, Bamakhyapa, and Ramprasad Sen composed many
songs about the destructive yet nurturing image of goddess Kali with a desire to
become their sons hence rejecting the sexuality of the female deity by raising their
stature to the asexual mother figure. On the other hand, we see a brave female
worshipper like Mirabai who, abandoning the life of comfort desires a sexual union
with Krishna negating the asexual nature of devotion. Moreover, the concept of
Radha-Bhav in Krishna where at the time of making love with Radha, Krishna
enjoys a supreme pleasure being derived not only from his male body but also from
impersonating the female body and mind within his psychological space. The
pleasure of love-making here signifies the strategic development of dissolving the
binary nature of gender and especially in the Vaishnava tradition, the act of love-
making is a metaphysical concept of achieving a spiritual union beyond bodily
pleasure. In the Indian religious tradition, therefore, impersonating the experience of
gender in the body and the mind opens up the opportunity of performance aided by
the religious doctrines. In a multireligious country like India, religion is often
looked at from an orthodox standpoint barring any existence of differences and
diversion. Having said that, we observe that religious rituals and texts are giving us
ample chance to rediscover the whole oeuvre of the gender and its performative
space; limiting that possibility is surely a patriarchal ploy of excessively defining
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the structure and norms of gender debarring the possibility of further
experimentation in the domain of gender and performance.

Jatra in Bengal and the Nuances of Performance

When impersonation comes to its performative aspect, it is not only the construction
of the performance but the reception of it that determines the worthiness of a
successful representation. In the purview of female impersonation, Jatra in Bengal is
a prominent form. The Ranis of Bengal bedazzling the realm of performance
contributed to this deconstruction of the gender binary by successfully imbibing the
nuances of the performance. Looking back at the heyday of Jatra, therefore, gives us
the story of the successful implementation of performative impersonation with a
huge reception from the rural as well as the urban audience. Performance is an act
that can be rendered from an altogether subjective perspective. The portrayal of
emotions and expressions of a character are different for different actors. This
multiplicity of performance results in a plethora of interpretations widening
different aspects for us. When a performer performs, it becomes a conscious act of
abnegating the “self” by dissolving into the “other”. Going by Stanislavsky’s
process of creating a character, we can say that this act of imbibing the experience
of another body is not merely a mimetic representation but it goes beyond mere
imitation. It is also a psychological subversion where a male actor comes out from
his default bodily experience to penetrate into another physical and psychological
domain hence meticulously maintaining the gestures, postures, verbal attributes,
pronunciations, and renditions of a female body, mind, and sexuality. The “art of
experiencing™ that Stanislavsky focuses on gives much importance to technique,
style, and rigorous training. Placing this whole theoretical perspective in the domain
of female impersonation, one can observe that the male actor transforms into the
female character through some process of transformation that includes make-up,
jewellery, creating breasts with coconut shells, and finally putting up the costume of
that particular character. This part where the actor gets ready to leave his mark on
stage is a transition moment, an in-between before the commencement of this
transformational journey. In the words of the living female impersonator of Bengal
Chapal Bhaduri, “I oscillate between the identity of Chapal Bhaduri and Chapal
Rani till I put colours on my lips. When that is done, I am Chapal Rani.” The
statement shows the important aspect of the performative of the play. In the
documentary titled “Performing the Goddess: The Chapal Bhaduri Story”, directed
by Naveen Kishore in the year 1999, Bhaduri explicitly talks about this
transformation “From Chapal Bhaduri to Chapal Rani, from a man to a woman,
from a human to a goddess, from the ordinary to the spectacular”. He performed

A Journal of Russian & Comparative Literary Studies, ISSN 2394-7853 117



Assonance, No.25, January 2025

the characters of Goddess Sitala, Kaikei of Ramayana, Razia Sultana, and many
other fictional characters where the sheer brilliance of his transformation reiterates
the possibility of a successful internalization of gender. Rituparno Ghosh, the
famous director of Bengali cinema, traced his journey in celluloid in his film Arekti
Premer Golpo where the director himself performed the role of Bhaduri. This
renowned actor of Jatra also performed in the play Ramanimohan by Sekhar
Samaddar which shows the emaciated condition of a former Jatra artist
Ramanimohan Dutta who has been a perennial embarrassment to his son, the latter
believes his father to be effeminate because of his portrayal of female characters on
stage. The theatrical resemblance of Bhaduri’s life on stage and on the silver screen
further elaborated his own comment on gender—“I am not a transgender, I do not
wish to undergo any surgery to become a woman. [ am a man. I am comfortable in
my kurta pyjamas....I have no wish to permanently become a woman, but I like
becoming a woman occasionally, and then again returning to being a man.”
(Mukharjee and Chatterjee 300).

From the transition of the character, it is inevitable that masculinity and
femininity if taken as two binary opposites of the human psyche are porous in their
very core and completely based on the subjective mode of the performance.
However, a slight difference can be noticed when it comes to the masculinity of a
female impersonator. Creating the “spectacle” in the performance of a female
impersonator is the dexterity of the surrounding circumstances that is to say it takes
resorting to external materials like the costumes, make-up, wigs, and other
performative phenomena to carve out an internal femininity by physically changing
himself into the body of a female temporarily. So, at first, masculinity is subverted
on a physiological level followed by the psychological quotient of the change of a
male mind to the female experience. Before the performance reaches the level
where the audience has to accept a male as a female, the actor has to physiologically
as well as psychologically accept himself as a woman. Generally, when an actor
performs on stage, he/she has to imbibe the nuances of that particular character. In
other words, an actor has to penetrate into the imaginary mind of a character
contemplating how the character might have walked, talked, or behaved. But, in the
context of female impersonation, this process is constantly experimented on so
many levels where a male gets into the physical make-believe body of a female,
believes himself to be in a physiologically different body; and then goes on to
establish the character of a female and her attributes anticipating the reception of
that performance to be real and believable. The successful completion of the
character depends on the response on the part of the audience, and their reaction to
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the journey of the impersonated being. Gayatri Chakravorty Spivak’s idea of
“intimate reading” can be applied here. Like intimate reading of a text, the female
impersonator tries to intimately read a character—a female character and her
possible gestures, expressions, and movements become his text. But here the actor
is not an external entity so to say he is not reading the character from outside. The
changes happen from within, therefore the performative transformation becomes an
integral part of the body, mind, and sexuality.

The Ranis (Queens) on Stage

For us to critically invest ourselves into the arena of female impersonation in
Bengal, we have to take into account the socio-political scenario of the time. It has a
long history which proliferated from the second half of the 19" century when
middle-class women were not allowed to participate in stage performances.
Performing as a female actor was not referred to as a respectable job during that
time. Primarily, for this reason, the male actors used to perform in the female
characters. Another major reason was the lack of microphones in the open stage
performances for which the immense strength of the voice was needed. The
comparatively tender voice of the women was not able to reach ten thousand
audience sitting in an open field; therefore the men had to deliver the dialogues.
However, the first prominent instance of female impersonation can be found in the
early 16" century. The performance of Sri Chaitanya Dev in Krishna Leela is
important in the domain of female impersonation. The Radha-bhava of Sri
Chaitanya which incorporates the expression of Radha and Krishna in the same
body is one of the earliest implementations of the art of impersonation. Chaitanya is
known to have impersonated the characters of Radha and Rukmini in a play at
Chandrasekhar Acharya’s house. In the same play, he also performed the role of
Adi Shakti and Jagatjanani (Mukherjee Chatterjee 118). The very word “leela”
which later on has been used in different Vaishnav religious scriptures basically
denoted a kind of performance which later proliferated in the form of Jatra. Veteran
Jatra performer Janardan Nandi traced the origin of Jatra to the Leela which was
basically the performance of the pilgrims during their journey to the holy shrines.
Having said that we can understand that Jatra in the very beginning has its roots in
the folk tradition. The content of Jatra was also based on mythological stories of the
epic or religious stories from different scriptures. However, this very rural nature of
Jatra gradually changed and it became a form enjoyed and celebrated not only by
the rural audience but also by the audience in the urban periphery. Especially, in a
metropolitan city like Kolkata, the form of Jatra was applauded by the common
people. 19™ century onwards, in the urban sphere of Jatra, some of the very
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prominent female impersonators are Binodrani (Binod Chakraborty), Rakhal Rani
(Rakhal Das), Chabi Rani (Shyamapada Roy), Babli Rani (Prakriti Bhattacharya),
Chapal Rani (Chapal Bhaduri), Putul Rani (Sambhu Nayak), Satadal Rani (Sunil
Ray), Hari Rani (Harigopal Das), Nirmal Rani (Nirmal Bhattacharya) |,
Sharatchandra Ghosh (1834-1880, played Abhigyanam Shakuntalam directed by
Nandakumar Roy) . On January 1867, the famous Thakur family of Jorasanko
staged the play Nabanatok written by Ramnarayan Tarkaratna and directed by
Jyotirindranath Tagore. The characters of the three wives of the hero were played by
Manilal Mukherjee, Binod Ganguly, and Saradaprasad Gangopadhyay (Mukharjee
and Chatterjee 98).

As far as the reception of the performances is concerned, there were a lot of
passionate and violent incidents. The religious characters that these impersonators
portrayed were so realistic that often the audience offered their heartfelt love and
devotion by completely submitting themselves to the feet of the impersonators.
There are incidents where the female impersonator was abducted after the show was
finished and offered a romantic relationship. Sometimes, the Jatra performance
ended because the heroine was kidnapped either midway or towards the climactic
end. Incidents had happened where the armed guards of the local Zamindar were
sent to abduct the beautiful heroine from backstage. Sometimes, the boat in which
the performers were supposed to leave was confiscated and the people’s demand
was to leave the heroine behind as they were totally mesmerized by her beauty. It
needed a longer explanation to come to an amicable resolution of believing the fact
that the character of the heroine was actually portrayed by a male actor. Keeping
aside the amount of craziness involved in all these scenarios, we can understand that
the reception of these performances was not based on that of a willing suspension of
disbelief; rather the audience was firmly convinced of their identity as a woman.
This, in a way, hints at the fact that it is the performance and moreover the choice of
an individual performative style that decides the whole purview of masculinity and
femininity and not some prescribed norms of the society. Believing in someone’s
gender depends on the subjective perception and the masculinity of a female
impersonator is also a volatile entity where they can choose to be female for a brief
time and then again bring themselves back to their actual physiological identity.

The questions that arise therefore are-- where can we posit the masculinity
of the female impersonators? What is their perspective about becoming a woman?
How do they look at this femininity on stage while accepting their masculinity off-
stage? In relation to this, what is the reception of this masculinity and femininity in
the society? These questions are some very important parts of this whole journey of
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becoming. The performers’ journey of on-stage femininity versus off-stage
masculinity is a result of an intense psychological adaptation as well as a
wholehearted reception from the other end of the performance. But, this
performance makes them no less masculine; it would be an entirely wrong
perception on our part to say that the performance contests their masculinity and
makes their personality inclined towards feminine characteristics. The femininity
that these impersonators portray on stage created a fashion statement in society. In
the Marathi music theatre (Sangeet-Natak), the prominent name in the domain of
cross-dressing and female impersonation is Bal Gandharva whose appearance on
stage had been copied by the middle-class Marathi women as the most modern
fashion demeanor that was vastly appealing at that time. According to Janaki
Bakhle, “The gendered cultural public sphere ... was simultaneously literary, aural,
visual and dramatic.” Therefore, through Gandharva’s performance, the image of
the middle-class Marathi women was formed. Women of that time copied the
speech patterns, the manner of draping the saree, the flowers in his hair, and even
the style of walking. Similarly, Jayshankar Sundari in Guajrati stage, and Padmashri
Sthanam Narasimha Rao in Andhra Pradesh — all created a version of femininity
that harmoniously cohabits with their own masculinity. It was not a threat or
effeminacy of their character but rather a coexistence where they successfully
indulged themselves into the performative space voluntarily getting into a process
of transformation. Limiting this transformation by questioning their masculinity
would be a narrow explanation counterproductive to the whole theorization of
gender fluidity by prescribing certain fixed characteristic attributes to
compartmentalize our notion of masculinity and femininity.

Conclusion

From all these diverse multicultural enumerations, we can arrive at a point where
the body of an actor is a space for deconstruction and reconstruction. The body
which is our primary concern is not only a physical being but the expression coming
out of it is necessarily subjective and needless to say, unique in its characteristic
attributes. But the performative of a gender that is to say the context in which
gender is performed, the surrounding that constitutes gender identity, and the act
that creates the becoming of gender are important to consider. The presentation of a
woman is a part of this process. Judith Butler, in her idea of gender, attributed the
performance as a “stylized repetition” through which the moment of subversion
takes place. A female impersonator performs every day on stage, uttering the same
dialogue time and again in front of a different audience are repetitive acts. What
differs is the expression of every day. Performance is a moment, a brief moment
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when an actor makes us believe that he is a female and the audience believes it so.
This point of believing the “unreal” is the result of a performative. But the
reassertion of the performative hints at the fluidity of gender where performance can
be changed, altered, remade and the fixed definition of gender is contested at every
juncture. Gender acquires an altogether new dimension merged into the
performative collaboration and through the psychological translation the body
becomes much more than just a physical entity. The distinction between body,
sexuality, and the psychological acceptance of an “other” into the “self” is the crux
of this gender performative where gender binary is challenged and redefined. The
result of this transformation is the belief or trust of an impersonator in his character.
We can connect this trust with Steiner’s model of translation where George Steiner
believes that the primary necessity of the act of translation is the trust in the target
text. For a performer of a play, the drama is the text, his intended destination is from
the source body of the biological male to the intended character of a female as a
result of the psychological transformation. Not a text-to-text connection but a link
between body and mind is being established. The source is the body but the
destination is the meticulous representation; both become distinct and
distinguishable.

Sherry Simons in her book Gender in Translation argues that Steiner’s
model of translation is probably the most sexual definition of the act of translation.
That is because Steiner defines translation as a violent act of culling out the essence
of a text by positioning it in her language. But in the context of gender, this
transformation is a process of psychological transmission, one that is forever in
translation. The in-between of the performance is that curious moment of
performative subversion. The repetition of that subversion time and again in each
performance of an actor reasserts the fact that Gender is a culture-specific social
construct that cannot ever be described as a fixed identity. The process is that of
becoming—the process is important as it allows changes attaching uniqueness to it.
Yes, performance is forever evolving, and so is gender.

Notes

1. The first quoted poem is an extract of a poem named Dasimayya, the
Weaver which is an example of the Karnataka Veerashiva tradition. The
translation is by H.S. Shivaprasad.

2. Meerabai was a saint and a poet in the 16th-century Bhakti tradition as a
devotee of Krishna. She was born into the Rathore Rajput royal family but
abandoned her luxury for her indomitable love for Krishna.
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3. The lyrics of one of Mirabai’s Bhajana is — “Tum bhay moti prabhi/ hume
bhai dhaga”. The literal translation is “You are my pearl/ I am your thread”
(Author’s translation).

4. Ramkrishna Paramhansa, Bamakhyapa, and Ramprasad Sen—all of them
contributed to the worship of goddess Kali as the supreme mother figure
filled with feminine energy in pre-independence Bengal. They have written
beautiful songs known as Shyamasangeet, songs as an offering to Goddess
Kali.

5. Stanislavsky in his famous book An Actor Prepares talks about the making
of a character on stage by completely getting dissolved in that character.
The process is true in female impersonation as well.

6. The quotes about Chapal Bhaduri’s transformation process are taken from
Chapal Bhaduri’s interview in the documentary performing the Goddess:
The Chapal Bhaduri Story by Naveen Kishore in 1999.

7. The play Ramanimohan written by Sekhar Samaddar was directed by
Prokash Bhattacharya, and produced by Nandipat, a theatre group in
Kolkata. The author watched Bhaduri’s performance in this play at Girish
Mancha on 3 February ,2007. The author is also a member of Nandipat,
hence a direct witness of the rehearsal process.

8. For details on Bhaduri’s life, you may also refer to his autobiography
Abhinetrir Bhumikae (2002)

9. Janaki Bhakle in his book Two Men and Music : Nationalism in the Making
of an Indian Classical Tradition elaborates on how music, drama, and other
performing arts create the performative sensibility of the society.
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Abstract: This paper examines Zuni Chopra’s The House that
Spoke (2017), a young adult novel written by a fifteen-year-old
second-generation Kashmiri Pandit who has heard stories of her
erstwhile home in Kashmir from her kin. Driven from Kashmir
during the brutal exodus of the late 1980s and early 1990s, her
family’s memories shape the novel’s recurrent trope of home, a key
element in narratives about Kashmiri Pandits. Although the text
delves into politics and militancy, Chopra adopts this trope to
address loss, innocence, and childhood, placing the novel within a
double helix configuration of postmodernism and postcolonialism
through post-modern magic realism. By constructing an alternative
reality based on myth, legends, landscapes, and lived cultural
reality, she imaginatively reclaims her lost Kashmiri identity and
ancestral space. Set in the scenic locale of Kashmir, the narrative of
Zoon and her ancestral home reveals how darkness enters Kashmir
through Kruhen Chay, a demon released from an underground cave
built over by her Pandit ancestor. Moving from Mughal times to the
Afghan period to the present, the novel illustrates rootedness,
belonging, exile, and timeless history as Zoon accesses the house's
magic to defeat Kruhen Chay and rescue Kashmir from a vortex of
violence and unhappiness.

The House that Spoke (2017), is a young adult novel written by a young adult,
fifteen-year-old Zuni Chopra. The author is a second-generation Kashmiri Pandit,
who lives in Mumbai, and has heard stories of her erstwhile home in Kashmir from
her kin. Driven from Kashmir, during the brutal exodus of Kashmiri Pandits in the
late 1980’s and early 1990’s, Zuni Chopra’s parents and grandparents had witnessed
firsthand the cruelty meted out to their community, and the postliminary exodus.
Zuni Chopra has transposed the idea of home, to the larger context of a troubled
Kashmir, on the brink of militancy. The trope of home is recurrent in narratives
about Kashmiri Pandits, like A Long Dream of Home (2015) by Siddharth Gigoo
and Our Moon has Blood Clots (2013) by Rahul Pandita, amongst others. Although,
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Zuni Chopra does delve into politics and militancy, she has adopted the trope of
home to address questions of loss, innocence, and childhood. Using the framework
of post-modern magic realism, Zuni Chopra has attempted to place the text amidst a
double helix configuration, where postmodernism and postcolonialism are
intertwined. Magic realism, as many critics have argued, was engendered with the
advent of postmodernism, as a product of the manifold peripheral voices of
postcolonial nations across the world. As a result, the dominant discourse of a
movement is deconstructed, and a mode of alternative reality is constructed, based
on myth, legends, landscapes, and lived cultural reality. This paper argues that Zuni
Chopra through The House that Spoke reclaims her lost Kashmiri identity, by
imagining herself in her ancestral space. By constructing home through the
postmodern strategy of magic realism, she reclaims her home imaginatively through
the act of writing. Further, in this context, Zuni Chopra imagines the possibility of
saving her home, and homes of Kashmiri Pandits, by defeating the symbolic force
of evil, named Kruhen Chay, which threatens to drive them out of Kashmir. Zuni
Chopra illustrates the meaning of home, rootedness, belonging, possible exile and
timeless history, by using magic realism in a landscape full of contemporary harsh
reality; thereby voicing a young adult’s search for identity, through the idea of
home.

Set in the scenic locale of Kashmir, Zuni Chopra’s novel The House that Spoke
seems to be a novel about Zoon, who tries to stop the sale of her ancestral home in
Srinagar, Kashmir. However, on closer examination, this novel is about how
darkness makes its way into Kashmir, in the form of Kruhen Chay, a demon that
haunts Zoon’s house, overshadows the narrative, and deepens the growing socio-
political tension in society. The novel begins during the Mughal Empire, at the time
of Akbar’s reign, when Kashmiri Pandits enjoyed extensive privileges and freedom.
It is at this point in history, that a Kashmiri Pandit trapped Kruhen Chay in an
underground cave, and built a house above it. It was “his masterpiece”, which was
held together by magic. The setting soon shifts to the year 1752, to Kashmir ruled
by the Afghans, when Kashmiri Pandits were mercilessly slaughtered or forced to
convert to Islam, and therefore, considered by many as one of the darkest periods of
Kashmiri history. The foreboding darkness is evident in the manner of the Kashmiri
Pandit family, as they welcomed the British troops to stay in their home for the
night. Zuni Chopra reiterates that the Pandit repeatedly warned Lieutenant
Hawthorne and his soldiers not to venture anywhere near the boilers. Kout I
Peterson, one of the soldiers inevitably disregards the warning, opens the boilers
and sets the monster free, unleashing in Kashmir a never-ending state of darkness.
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Despite numerous failed attempts by the heirs of the Pandits, including Zoon’s
father, it now became Zoon’s turn to defeat Kruhen Chay, and rescue Kashmir from
a vortex of violence and unhappiness. Zoon soon realises her power of being able to
access the house’s magic; that speaks and interacts only with the rightful heir to the
line of illustrious Pandits, her ancestors, who owned the house/ home.

Home is a recurrent trope in children’s literature and a distinguishing characteristic
between children and adult literature (Nodleman and Reimer, 197-198). The act of
leaving home for the big bad world, returning home with a newfound appreciation
for the myth of home, and the protection and warmth it offers, is a recurrent trope of
children’s literature. This meaning of home gradually begins to change and develop

3

as children grow into young adults, as Virginia L. Woolf writes, “...from
celebration, to adventure, to memory, to guilt, to irony - from being at home, to
attempting to save a home, to internalizing its meaning and value, to recognizing the
difficulty of reflecting its meaning and value in one's acts, to having its meaning and
value denied” (66). Zuni Chopra, as a second-generation Kashmiri Pandit, reflects
upon her lost home in Kashmir, and tries to reclaim it in her writing, as a young
adult fiction writer. Chopra realizes that, as a Kashmiri Pandit, this could only be
achieved by synthesizing the history and experience of her community, with the
protection and warmth that home could offer. Consequently, the narrative mode of
magic realism adopted by Zuni Chopra, via the synthesis of

myth/history/experience, allows a full realization of contemporary reality.
MAGIC REALISM AND YOUNG ADULT FICTION

Magic(-al) realism is a narrative mode which encompasses elements of ‘magic’ in
the lived ‘reality’ of the everyday. Though this term is an oxymoron, encompassing
two opposed irreconcilable terms ‘magic’ and ‘realism’, it does endorse their co-
existence to give meaning to the text. Coined by the German Romantic poet
Novalis, its success is associated with the German art critic Franz Roh, to describe a
new style of painting which highlighted the mundane magic of being. As Roh
explains, “with the word ‘magic,” as opposed to ‘mystic,” I wish to indicate that the
magic does not descend to the represented world, but rather hides and palpitates
behind it” (16). Critics of magic realism, like Amaryll Chanady, suggest that magic
realism presents the reader with a similar situation: the fictional world is
characterized by the presence of two diametrically opposed codes which are
developed to equal extents. The use of magic realism is suited to young adult fiction
because both concepts lie in the “liminal” territory, which mirrors the “in-
betweenness” of these two categories. For this reason, it is considered, “magical
realism is a mode suited to exploring...and transgressing...boundaries, whether the
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boundaries are onto logical, political, geographical, or generic” (Zamora and Faris
5); hence proving suitable to appropriate it to postcolonial and postmodern writing.
Homi Bhabha's theories in the postcolonial arena grant a central place to magic
realism, referring to it as "the literary language of the emergent post-colonial world"
(Zamora and Faris 25). In the view of Stephen Slemon, magic realism as post-
colonial discourse can provide, "a positive and liberating response to the codes of
imperial history and its legacy of fragmentation and discontinuity” (Zamora and
Faris 26).

Magic realism plays an active role in literary decolonization, with its opposition to
the master-discourse. Many magic realist texts reconfigure structures of autonomy
and/to destabilize established power structures. Though magic realism presents
itself in many ways, the fantastical constitutes a cardinal feature, used to highlight
and challenge the setting's paradigm, beyond a mere plot device or display, and
presenting it as a part of reality. In her book, 4 Territory of Desire: Representing
the Valley of Kashmir, Ananya Jahanara Kabir reveals how Kashmir’s tragic history
has been framed within a discourse of fantasy, to clothe Kashmir in the postcolonial
nation’s fetish of desire. While this construction of a narrative of paradise does
dwell in the nation’s imaginary, but it is starkly denied by the reality on the ground.
Therefore, the usual setting of the magic realist texts are areas rural, positioned
away from influence over, or influence from, the political power centers. Portraying
for/from the marginal/margins, for the politically or culturally disempowered,
enables magical realist texts to tell the tales of those, on the margins of political
power and influential society. Kashmir, the setting of Zuni Chopra’s novel, is the
disputed territory between two nations, India and Pakistan. Often regarded as a post-
colonial space within the decolonized state of India, as Suvir Kaul comments, the
state of Kashmir has undergone violent social and political upheavals in recent
times, including the exodus of the Kashmiri Pundits. Kashmir is thus an ideal space,
which can be examined, re-imagined and re-claimed through the lens of magic
realism. Therefore, though Faris, Wendy, Stephen Slemon, Homi Bhabha and others
define magic realism in myriad ways, the ways in which it can be applied to young
adult fiction (particularly in this case) is to examine the text, as a disruption of
events described through magic and realism; consolidation of identity through myth
and history. The elements of metamorphosis which heighten the elements of magic,
negativity and reality, extend a layered meaning across all the characters and textual
settings. It leads finally to questioning the social order, which may or may not be
reversed, based on subjective understanding of right or wrong. As Karen Coats
writes, “Young adult literature exerts a powerful influence over its readers at a
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particular malleable time in their identity formation.... literature has something to
say about what it means to be human” (315-316). As a second-generation emigrant,
Zuni Chopra is keenly aware of her lost home in Kashmir, and seeks to recover
though Zoon, aided by fragments of the past, cultural tools, and through ancestral
memory. This varied retrieval is not just an exercise in nostalgia, but the past is
looked at with irony, self-parody, and detachment. The details are often quotidian,
and small things become important as, “... they constitute the mundane materiality
of everyday life, mocking in their earthiness the grand paradigms of history”
(Zamora and Faris 21). The idea of a home is a combination of memory and desire,
enhanced by the imaginative world of the writer, coloured by the family narrative
about the home they left behind. (Zamora and Faris 194).

In The House That Spoke, realism is a key feature from the very beginning of the
novel, and magic is intertwined inextricably in the narrative. The ‘house’
mentioned in the novel, is located in history and, when magic is introduced, it links
the rise of Kruhen Chay with the consolidation of the British Empire metaphorically
linking colonial policies to the quagmire of identity politics in Kashmir. In the next
chapter, readers are welcomed to “Present Day”, “somewhere in Northern India...
so far away... there’s a line on the ground. It’s a nasty little line...- Line of Control”
(Chopra 20). Repeated references are made to the ongoing tension between the two
countries, which has led to the militarization of the State, evident in the military
posts across the city with their barbed wires “slicing Kashmir in half” (Chopra 59).
The ‘othering’ of the Kashmiri common man is evident in his treatment by the
armed forces. The repeated clash between Kashmiri boys, “...with filthy
handkerchiefs tied roughly around their matted hair and hollow cheeks...” (Chopra
60), is not an unfamiliar report in Indian media. Though Zoon lives in a highly
militarized Kashmir, she is akin to any young adult, who is unhappy with her
appearance, has occasional fights with her mother, and is undergoing changes in her
psyche, like any other young adult. Though she distances herself from these violent
clashes, the brutality finally reaches her, when Tathi (Zoon’s paternal grandmother)
dies of a heart-attack, brought on by a bomb blast near her home. The militarization
of Kashmir, as Zoon describes in the novel, disturbs her to the core as it defiles the
very landscape of her home; and the ensuing violence leads to defiling of everything
sacred and Kashmir. Zuni Chopra draws the readers’ attention to blackening/
darkening, repeatedly in the text, to describe the shadow of evil, which touches
every aspect of Kashmiri culture, landscape and people. Instances of the shrouding
of the revered Shankaracharya Hill in dark thick fog, which makes it barely visible;
the waters of the Dal lake turning black and viscous like oil; the hollowed conclave
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belly of a stray dog, and the hopelessness of the hawkers; reinforce Kashmir’s
deepening misery and the growing power of Kruhen Chay, and forebodes the vortex
of darkness that will engulf both Zoon and Kashmir. The political conflict in
Kashmir owes a lot to its geographical location and its history. The demographic
profile of Kashmir can thus be summed up from Suvir Kaul’s description as the
affluent Kashmiri Pandits lived in perpetual fear of the majority of Kashmiri
Muslims, and created a rift never to be bridged. Caught between the crossfire of
Hindu-Muslim conflict and the radicalization of the Muslim youth of Kashmir, the
author asserts her identity as a doubly marginalized Kashmiri Pandit, trying to forge
an identity, amidst the growing rift between the two communities.

LOCATING HOME THROUGH MYTH AND HISTORY

The House that Spoke, is about a house situated in Kashmir and home for Zoon. The
idea of home, is always associated with spaces filled with patterns of living and
memories, which sustain a family through their life. Reminiscent of the title of V. S
Naipaul’s novel 4 House for Mr. Biswas, which addresses a diaspora outside India,
Zuni Chopra address the “diaspora” of the Kashmiri Pandits within Kashmir. While
narrating the history of the ‘house’, two facets integral and inseparable to the
Kashmiri Pandits, are juxtaposed: their home located in Kashmir and Kruhen Chay,
which is central to their cultural beliefs and myths. This allows the writer to anchor
the text in recognizable history, and the retelling of myth. Home, therefore, as a
“localizable” idea, occupies physical space, and is created in sync with the
landscape. The making of “home” begins with the construction of “non-home”
which is “a fixed and solid building, full of domestic things”, but it all begins as
“incomplete projects, with no sign of coming out of the state of confusion, that
would lead one day to the regular cycles of home...” (Douglas 289). As Zoon’s
ancestor, the Pandit, at the beginning of the novel, admires a “majestic infusion of
wood and brick. A house. His house.” (Chopra 1), which is situated amidst a
beautiful location, hiding within it a secret, which was not to be told, but to be
always controlled. This house was constructed in the year 1591, set in Kashmir,
Bharat, during the reign of Emperor Akbar. It is interesting to note that despite Zuni
Chopra’s attempt to situate the text in history, she has used the term ‘Bharat’ to
denote the geographical space of political India, which is inaccurate and highly
problematic. The opening of the book, with its time, and landscape, clearly outlines
the realistic intertwined with Barthian “unreality effect”, which facilitates the
atmosphere of magic in the text, where Zuni Chopra engendered magic with a single

3

phrase, “...It was indeed a masterpiece, of which only a single room was
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breathing.” (Chopra 8) (emphasis mine). This lease of life attributed to the house,
lends itself to multiple possibilities, further on in the novel.

In 1752, the successors of the Pandit who built the house were the occupants and
keepers of the secret, that had been trapped into the depths of the house. The
historical references in the narrative, situates the text in recognizable reality. A
group of lost British soldiers, returning from Rawalpindi through Kashmir, after
trying to secure the British trading Company’s prospects, were looking for a place
to warm themselves and spend the night. Among them, a young soldier Kout I
Peterson imagines his home in London, surrounded by the warmth of a fireplace and
love of his family, thus reiterating the importance of home for all. After the soldiers
reach the doorstep of the secluded house, they negotiate with the Pandit, and spend
a night in the house. Despite repeated warnings about “forbidden” and “prohibited”
spaces by the Pandit; enticed by the singularity of the ‘single room’ Kout I
Peterson goes to the boilers and lets out the ‘evil’ that the house had trapped for the
past two centuries, inadvertently also killing one of their own. The ‘figure’ which
emerges from the pit in the boiler room was, “Black. All black.... not emerging
from the darkness, but darkness itself” (Chopra 12). The “figure”, which was,
“...worse than any sea serpent, any dark nightmare, any mythical monster...”
(Chopra 12) brought to the young soldier a sense of “...nothingness, terror, misery
and death” before he was burnt to the bones; and the “spirit” escaped its prison of
centuries, unleashing the spirit of evil amongst the people of Kashmir. Zoon’s house
becomes an allegory for Kashmir, where evil was trapped and later released,
invariably by the British. The gruesome sight of the house and the landscape outside

LR I3

compelled Lieutenant Hawthorne to muse upon ideas of “satanic”, “couldn’t be
human”, “spirits” and the notion of “voodoo”, which were against his rationalised
Western self. The combination of real/rational and the magical/mystical in the
narrative happens through the character of Kout I Peterson and his situation in the
cold and damp Kashmiri outback. This is accompanied by the mythical, magical
aspect of Kruhen Chay, in the same narrative, and as a part of the everyday lived
reality of the Pandit and his family. More than one critic has underscored the
importance viewing magic realism using the twin lenses of geography and culture.
Cooper (4), while endorsing the “local context is of central importance in magic
realist writing,” brings to light the West African books which, “are moulded and
constructed out of West African cultural and religious heritages” (Kluwick, 37).
Though unusual, the event of Kruhen Chay’s escape, and Kout I Peterson’s death,
do not seem out of the ordinary, as the reader is well prepared for the rise of the
mythical evil.
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The revival of mythical imagination is an inseparable element of magic realism.
Myths and mythology are an essential part of one’s culture, and inextricably linked
to one’s lived space. Myths facilitate identity formation and help a community
imagine its lived conduct. Traditional myths not only portray stories as factual, but
position them as hallowed accounts of the deeds of the gods, which in their turn,
become figurative or elaborate exemplars of the beginning of the universe. Zuni
Chopra uses many myths in the text, which are unique to Kashmiri Pandits and
point to the “Hindu” history of Kashmir; evincing a clear intersection with the
current times, and the constructed historiography of Kashmir. Mythology is the
melting pot that amalgamates the unfathomable tangible universe and the divine
sphere, into a crucial dimension of magic realism. The very core of myths often
positioned in specific space-time dimensions and far removed from the present, are
regenerated and reinforced in the collective memory by constant recall. The
unbroken continuity thus developed, empowers myths beyond chronological
history, into the realm of ahistorical truth. This method of blurring the boundary
between realism and fantasy is a crucial element of magic realism, which is
reinforced by the use Hindu Kashmiri myths. The idyllic setting of the age-old
house, as Zuni Chopra writes, is a home blessed by Nature, and stands in stark
contrast to the dark grim reality of the area beyond. The décor of the interior of the
‘house’ spoke of a lineage well established in the early part of the novel. The crest,
which portrayed three swans, indicated the Hindu heritage of the house, as Mr.
Qureishi points out, “...many people would be quite interested in having the family
crest of a Pandit on their fireplace. Indeed, a potential selling point” (Chopra, 45).
The family crest (Chopra 24) reasserts the history and heritage of the Pandit family
in Kashmir. Reference to the Hindu heritage is drawn repeatedly in the various
references made to food, beliefs and customs, myths, superstitions and locations,
like the creation myth of Dal lake, Bhawani temple and its colour changing pond,
belief around Puranmashi (full moon) and other similar events. References to these
myths are intertwined with the current turmoil in Kashmir, foregrounding the
contemporary times as being indicated by the ‘magic’ of the myths. When Zuni
Chopra tells/recalls the myth of the pond in the Kheer Bhawani temple in Kashmir,
the myth of magic intertwines with the magic of the myth to create the beliefs and
understanding to comprehend the coming year for Kashmir. As  Zuni Chopra
writes,

‘Goodness, I’ve only just remembered! Have you heard? Kheer
Bhawani has changed colour again!” burst out Rani
auntie....”What colour is it now, Rani ?” ‘Well...” she sounded
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uncomfortable.... ‘Black.’... ‘Without a doubt’.. ‘It’s
insufferable! Military posts every mile you walk, barbed wire
running through the fields, everyone always on the alert!... (34-
35)

The colour changes of the pond to black also foreshadows the darkness that looms
over Zuni and her house as Kruhen Chay. The myth of Kruhen Chay is emblematic
in Kashmiri myth as an ‘evil’ that tries to play havoc in the lives of people and the
society at large. The ‘blackening’ of the pond is reminiscent of the ‘evil shadow’
unleashed on the land by Kout Peterson and its consequent impact, as is an
equivalent to the militarization of contemporary Kashmir. Myths and legends are an
essential part of the lived experience in Kashmir, and this is repeatedly asserted in
the novel.

MAGIC REALISM AND THE GROTESQUE

Magic realism can also be read as a strategy to portray violence and grotesque is a
component to portray the same. Metaphor in the texts function as an allegory.
Kruhen Chay, is the shapeless entity which wreaks havoc in the lives of anyone it
chooses to destroy, an allegorical symbolizing evil, as a character and as an abstract
idea. Magic and the contemporaneity of Kashmir and Kashmiri Pandits is fully
realised in representations of the Gothic and the grotesque that appear in the book.
The gothic nature of the text is evident from the very first look at the book, with its
double cover, wherein the name of the book is engraved in a black cover and is
highlighted by the next part of the cover, which is in red. Keeping with the Gothic
tradition, the name of the novel introduces “The House which Spoke”, “...since
Gothic novels much more commonly than any other type of fiction were titled with
the name with a house castle or abbey...” (Pritchard, 434). This is aided by the
uncanny nature of the house, which “spoke”, and as the novel progresses, the house
aided by its magic, almost becomes the protagonist in the novel. The mystery of the
house is constructed in the spatiality of the house, where the troop of British
soldiers were strictly instructed not to open the trapdoor, which led into the entrails
of the house, near the boilers which trapped Kruhen Chay, in the all black figure
that emerged from “the once hidden chamber” (Chopra 12) and in the grotesquely
burnt body of Kout . Peterson, where he was “...scorched in open flame; his flesh
could not be discerned from the rest of him” (Chopra 15). This darkness is also felt
by Zoon’s house and manifests it as Zuni Chopra narrates, in the age-old Chinar tree
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outside the house, which slowly seems to wither away, rejuvenating only when the
sale of the house is thwarted.

The gothic and the grotesque come together in the character portrayal of Mr.
Bukhari. Zoon realises that the ‘evil’ Mr. Bukhari, is possessed by Kruhen Chay,
resulting in his metamorphosis and disintegration. This representation of the
grotesque points towards the integral relationship between the discourse of the body
and the history in which that body is located, echoing Faris’s observations of magic
realism in general that “[m]any of the magically real bodies we have encountered in
magical realism are literally inscribed with their social, political, cultural and
geographical coordinates” (Faris, 188), pointing towards the importance of the
grotesque, as Bernard McElroy has noted, the grotesque in modern texts is “by
nature something exceptional, something set apart or aberrant” (McElroy, 6). The
gothicity of the text is aided in the portrayal of the body grotesque, at its peak, when
Zoon visits Mr. Bukhari’s office. Mr. Bukhari, is portrayed as the quintessential
villain, who threatens to “steal” (Chopra, 6) their ancestral home. The centrality of
the extreme throughout the novel, the presence of the Gothic, the dead bodies
scattered throughout the text, the look of horror in the face of death, bloody deaths,
amongst other situations, manifest the overlap of the grotesque with magic realism.
The darkness that has engulfed the characters, and juxtaposed with the deteriorating
political situation in Kashmir, is prevalent throughout the text. The gothic nature of
the office, in terms of its structure, resembling “a maze of narrow passageways and
low ceilings” (Chopra, 142), the lack of natural light, the décor of the room with
plastic flowers and books that were bound in “black”, prepares the readers for the
persona of Mr. Bukhari, possessed by Kruhen Chay. From her hideout, Zoon could
smell “emanating from Mr. Bukhari” (Chopra, 145), which resembled that of a
rotting corpse, and she stood frozen watching him until, “...something sickeningly,
horrifically lifeless, rotting and foul began to seep out of his ear and trickle onto the
floor” (Chopra, 148). It moved like a slug on the floor and spoke loud and clear,
Drawing Mr. Bukhari’s attention to its power, and in no uncertain terms, linking its
role in “...chipping away into the heart of this merry, magical place” (Chopra, 151)

«

and taunts him, “...Is it not very generous of you to aid in my rebirth?” (Chopra,
151), before re-entering Mr. Bukhari’s body. Contemporaneity is a crucial factor in
the narration of Kruhen Chay, as it locates the relevance of the entity in Kashmir.
The negative influences of Kruhen Chay are evident throughout the text and re-
iterated through the numerous bomb blasts which rocks the city of Srinagar, the

presence of armed military men manning various check posts across the city, barbed
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wires separating lands, clashes between Kashmiri boys and the armed forces, and
the forced/ coerced acquisition of Kashmiri Pandits’ homes in Srinagar.

MAGICAL REALISM AND/ IN KNOWLEDGE

The ‘living’ library in Zoon’s house, is the memory archive, which juxtaposes the
role of magic from the past with the present. The library in Zoon’s home is a crucial
part of the house and of the story. It is as old as the house itself, and has been
created by centuries of Pandits who have lived in this very house. Zoon introduces
the books in the library where, “Magic awaits in their worn, yellowed pages”
(Chopra, 23). This ‘magic’ of the library becomes evident to Zoon, when she hears
the books in the library making a “curious noise coming from...the walls” of the
library (Chopra, 51). As she entered the library, all the books suddenly woke up and
sought to engage Zoon’s time according to the subject they dealt with, “...until the
sturdy armchair.... asked me (Zoon) whether the house was going to be sold or
not...” (Chopra, 53). The books, like Zoon were not happy about the sale of the
house because the books, like everything else in the house, would die. The books in
the library were age-old, on a range of topics spanning from the Jataka Tales,
Mahabharat, Cookbooks, Gardening Guide and History books. Along with recipe
cut-outs from magazines to mention a few, the collection re-iterated the century old
existence of the house, as well as the various strands of culture and faith, that had
influenced the ‘magic’ of the house. The ‘magical’ books in the library were
symbolic of knowledge, familial as well as historical, that the generations of Pandits
had carefully preserved across time. The library in Zoon’s house was the space
where the conflation of magic and reality took place. This is an essential
characteristic of magic realism, where a juxtaposition of the realistic and the
magical happens to present, as magic realism question the idea of a single reality.
The instability of reality and the logic, behind the introduction of fantastic is
established in the text from the beginning of the narrative, in the thematic as well as
in the narrative structure. The fantastic ideas/objects are introduced in an manner
inextricable with the realistic world, and consequently, become an acknowledged
component of the pragmatic realm, Zoon is hardly surprised when she hears the
books murmuring to themselves and the old arm-chair trying to interfere, because
the magic in the house, which Zoon refers to as her “closest companion” (Chopra,
52) has infused the library with life. This is evident when the books inform Zoon
that as soon as they are shifted out of the house, “slowly, little by little, the magic
will flow out of us, just as it once flowed in. We’ll die, Zoon” (Chopra, 56); because
they will be detached from the house. The house, therefore, is not just located across
time and space; but also is replete with ‘magic’ infused in the form of varied
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knowledge form which roots the house in a historical socio-temporal space. It is this
knowledge which gives the house the power to fight against Kruhen Chay, and the
proposed buyers of the house. Though Zoon is keenly aware of the power of Kruhen
Chay, the strength of the forces of darkness and the power of magic are clearly
delineated in the parallel narrative that is present in the structure, which could be
read as postmodern idea of metafiction. Ann Grieve discusses metafictional texts for
children and elaborates on the idea of varied textual formats for children, like
picture books, games, and illustrations, as being central to the creation of
metafiction in children’s texts (Grieve 1). Similarly, Ommundsen identifies three
different ways of accounting for self-reflexivity in children and by extension young
adult texts and one of them is to locate metafiction firmly in the perception of the
reader. A person perusing metafiction will come across indicators in the text,
“functioning as statements about the artefact in which they figure” (Ommundsen
1990, 172). The signals in this text are present in the parallel narrative of the text,
which are meant to be read separately from the main narrative, as they are included
in a different font, are framed by illustrations, and lead us to a ‘hyper-reality’ which
stands outside the control of the protagonist Zoon. The narrative therefore,
intensifies the ‘magic’ of the house and of its situated landscape. The duality of the
text is evident from the very physical structure of the book, which sports an unusual
cover. The cover page of The House that Spoke is layered in design. The outer cover
is black with beautiful motifs of vines, whereas the one below is plain red. The title
of the novel engraved on the outer cover, emerges refulgent from its background in
red, with a disquieting sense of forewarning. This dual cover escapes nomenclature
but can be interpreted, as Gérard Genette suggests, “...the ‘threshold’ that frames a
text and governs its interpretation. A paratext is made up of the ‘accompanying
productions [enabling] a text to become a book and to be offered as such to its
readers” (Genette 1). Genette further distinguishes the paratext into two parts:
peritext and the epitext, and draws a clear connection between the two which shapes
reading and meaning production of the text. In Chopra’s novel, the duality and the
integration of magic and realism is evident in the materiality of the book itself.

The materiality of the house was not only restricted to the books in the library but
extended to the fireplace and the paintings around the house as well. Zoon could
never really understand the strange affinity that she shared with the house, until she
found the tapestry of her family tree that was hidden out of sight in the library. This
method of “defamiliariztion of familiar objects”, as Scott Simpskin notes, is done
“to prevent an overwhelming sense of disbelief” (Simpskin 146). Amidst the magic
of the books, the tapestry revealed to Zoon, the ‘reality’ of her past, and fostered a
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recalibration of historical and the impending matters that allowed her to stake a
claim to her home in Kashmir. The tapestry reveals to Zoon the secrets of her
ancestors, the history of the house, all the Guardians especially of the Kashmiri
Pandits, who not only first created this house but also, “...battled the darkness for
years...forcing him back with water and flame, using ancient magic to diminish his
pulverizing strength.... trapped him (Kruhen Chay) within that hollow and
surrounded it with steam... So he built a house on top of it, and he poured all his
magic into the house...” (Chopra 113-14). The original Kashmiri Pandit was
followed by generations until Zoon’s father becomes the Guardian of the house and
over estimates his own power, which led to his death. This disturbs Zoon and her
understanding of life until time point of time. Amalgamation of magic and realism
in books on magic realism breaks up the continuity and engenders contradictory
understanding of events and unsettling doubts; which in turn, cause the very societal
values and modes of presentation to be subject to scrutiny, thus questioning
monolithic representation of a lived experience. At this juncture, Zoon is faced with
the same dilemma, and has to carve her own identity as the next Guardian of the
House. The books in the library inform her that it is her turn to become the
Guardian of the house, and realize the magic in her blood, as she is coming-of-age
and would soon turn fifteen.

CONCLUSION: BALANCING MAGIC AND REALITY IN YOUNG ADULT
WORLDVIEW

Zoon’s coming of age in the novel, is an event which most magical elements are
looking forward to, because it is at this age that Zoon will fully be able to realise,
not just the magic of the house, but will also be able to identify with the lineage of
the Guardians of the House, and prepare for battle. This identification, with one’s
self and with the ancestors, points towards Zoon’s being able to lose her fantasies of
childhood and prepare herself for adulthood, signified in her fight with the forces of
darkness, portrayed in the character of Mr. Bukhari. This liminal zone or “...this
liminal territory mirrors the ‘‘in-betweenness’’ of adolescence itself—a state that is
no longer childhood and not yet adulthood”, and characters belonging to this
territory (phase of adolescence) are referred to as young adults. Magic realism
likewise occupies the liminal zone, as already discussed, allowing both the author
and the protagonist to emphasise the flexibility of character and investigate the
power to achieve a sense of liberation, or in this case, to reconstruct the lost home of
their ancestors.

Though the young adulthood is usually beyond categorization based on colonial
remnants of nation/ethnicity, yet inevitably they do imbibe the politically and
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culturally disempowered. In mind and body, their lives encompass the difficult
territory of  a child morphing into an adult, where breaking of barriers and
overcoming institutional authority is their signature and blueprint to self-identity.
Kashmiri Pandit adolescents suffer from increased complexities akin to their
contemporaries from large underprivileged cultural/ethnic groups. Therefore, the
magical realism culture mode is well tailored to fit the heterogenous maze of
actuality faced by the adolescent bibliophile. The final word may yet lie with
readers, who may argue that realist fiction or fantasy literature also subverts and
allows for the fashioning of identity, in magic realism, as Don Latham (np) writes
that the irreducible element of magic acts as the primary catalyst for identity
formation. The merging of the magical and the real, allows for an alternate view of
reality, as it does in The House tat Spoke.
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Abstract: Translating is a complex endeavour, especially in the
context of nursery rhymes, where both linguistic and artistic
elements play significant roles. Translators of rhymes must address
the issues of equivalency in meaning and form, as well as the
harmony between the translated lyrics and the music (Pratama).
Oluguti Toluguti, released by Tulika Books, is a collection of Indian
rhymes for children. It is an initiative that familiarises children with
India's rich linguistic and cultural diversity by presenting them with
a total of 54 rhymes in 18 distinct languages. The initiative offers
each rhyme in its native language, along with its English
adaptation and English and Hindi transliterations. This paper
conducts a comparative study of South Indian rhymes from the
collection to explore the challenges of translating rhymes while
maintaining their cultural authenticity. Functional Equivalence is
applied in this translation study dealing with translation problems
in the aspects of meaning and style curated for the child audience.
The study examines the preservation or transformation of rhythmic,
phonetic, and thematic aspects in translation by analysing the
original and adapted versions. The paper can further delve into the
difficulties and strategies of maintaining cultural nuances and
contextual significance in its English adaptations. The findings
focus omn the importance of maintaining accurate language
representation while also allowing space for creative adjustments
when translating rhymes. Translators often sacrifice accuracy to
ensure the translated lyrics fit the original rhythm (Pratama). This
sheds light on the wider discussion of preserving cultural elements
in literary translations. Translation choices in rhymes are
influenced by cultural differences and the need to adapt content for
children's understanding, resulting in less precise translations.

Keywords: Nursery rhymes, equivalence in meaning, equivalence in
Form, cultural authenticity, linguistic diversity, literary translations
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Introduction

Children’s rthymes are one of the popular as well as effective media employed by
adults on children to familiarise environment, language and culture. They act as
pointers engaging children with short, entertaining rhythmic lyrics that can be
repeated by the kids to recognise their surroundings. While popular English rhymes
like “Baa Baa Black Sheep” got historic and cultural roots specific to 13™ Century,
some are rooted in the immediate setting carrying cultural markers of age, custom,
nature etc. It is used by adults to introduce sounds and things for children from their
real life, by entertaining them, at instance even distracting them to stop crying or
feed them.

Children’s rhymes are generally considered as a part of oral tradition rather than a
written one. So, it changes according to style and its users. “Nonsensical, ear-
pleasing, seemingly innocent verses of childhood soberly reflect much of the
worldview of a society and its unique features”, thereby people construct and add
symbols representing their experiences, and rhymes are a cheery outlet of it in voice
sounds. (Hawkins)

India, with its varied culture and tradition, houses a variety of languages and
dialects, making it a pothouse of linguistic diversity. This diversity also stems from
a long interplay of historical migrations, regional influences, and cultural evolution.
The Indian constitution officially recognizes 22 scheduled languages, yet the spoken
language exceeds this number according to regional differences, reflecting a shade
of India's heritage. South India is home to a significant cluster of Dravidian
languages. The four major Dravidian languages spoken in South India are Tamil,
Telugu, Kannada, and Malayalam. These languages, while sharing some common
linguistic features, also possess their own unique characteristics and historical
trajectories. While four of these dominant languages are part of the scheduled
languages of the country, or even officially used by the respective state, the
linguistic richness extends to numerous dialects and minority languages.

On a closer inspection, it plays a vital role in shaping the cultural, social, and
political landscape of the region. Since children’s thymes are a part of oral tradition,
the lyric and dialect changes according to the nuanced position of the person who
recites it. Thus, rhymes become integral to the identity of their speakers, serving as
simplified vehicles for cultural expression, social interaction, and the transfer of
traditional knowledge. Rhymes being essential tools for initial communication and
education, and considering children being the target audience, the cultural
translation of it involves understanding how they are adapted across different
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languages and cultures while maintaining their original essence and appeal to
children. This process requires careful consideration of linguistic, cultural, and
aesthetic elements.

The study attempts to trace to the feasibility of the Functional Equivalence in
English translation of the selected South Indian rhymes from a book of rhyme
collection, Oluguti Toluguti. Functional Equivalence, as a translation strategy, is
widely accepted, so a study from the perspective of Nida’s Functional Equivalence
paves the way for revealing the differences between the rhymes and the English
translation caused by cultural differences and language characteristics.

Literature Review

In the article "A Study of Translation on Nursery Rhymes from Reception
Aesthetics: Taking Bronze and Sunflower as an Example”, the author notes that
"nursery rhymes have a unique sense of reading rhythm in children’s works, which
meets the special aesthetic needs of children readers". The similar traits include
short, rhythmic, and repetitive sentence patterns, and simple, vivid, and educational
content, facilitating ease of memory and learning for children. Despite rhythmic
simplicity and concrete imagery, the uniqueness comes in rthyme schemes, dialogue
formats, and cultural references. The paper reflects on how nursery rhymes, as a
form of children's literature, should be translated by focusing on children's
expectations and aesthetic preferences.

The article titled "A Study on the Lyrics of Chinese and English Children's Songs in
International Education” investigates the cultural and linguistic aspects of children's
songs, emphasizing their role as carriers of cultural heritage in educational contexts.
It identifies both similarities and differences through a comparative analysis using
Python tools to analyse the lyrics of 200 classic English nursery rhymes and 200
classic Chinese nursery rhymes.

The article “Translating Rabindranath Tagore's Poems" by Malashri, explores the
complexities of translating Rabindranath Tagore’s poetry, particularly the challenges
posed by cultural nuances, linguistic structures, and poetic sensibilities, as cultural
and linguistic elements rarely have exact equivalents. The author claims that the
'distanced original' translated by Tagore himself exercised poetic license by altering
meaning rather than strictly adhering to the Bengali original, brought Tagore
international fame.

Karen Coats' article “The Meaning of Children’s Poetry: A Cognitive Approach”
argues that children's poetry should not be evaluated by the standards of adult
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poetry. She critiques the assumption that adult perspectives are superior. Coats
redefines children’s poetry as a form of embodied cognition, emphasizing its ability
to attune children to their emotions, language, and social environments.

Roberta Hawkins, in her article “Nursery Rhymes: Mirrors of a Culture”, argues
that nursery rhymes are more than just whimsical verses for children; they serve as
cultural artefacts reflecting the societal values, norms, and historical realities of the
societies that produce them. Rhymes encode cultural, economic, and political
aspects of life across different societies, offering insight into their traditions, food
habits, class structures, and worldviews as they are shaped by the daily lives of the
people who create them.

This study looks into the strategies employed in translating rhymes from its South
Indian roots to a foreign language, and how far they could carry over the cultural
markers while being mindful of the aesthetic needs of the target audience being
children.

Objectives

This study undertakes a comparative analysis of selected South Indian children's
rhymes, from the multilingual rhyme collection Oluguti Toluguti (2011), to explore
the intricate challenges inherent in their English translation. It attempts to
investigate the specific translation strategies employed, with a particular focus on
how these strategies navigate the tension between preserving cultural markers and
meeting the aesthetic demands of a young target audience. By applying the
framework of functional equivalence, this paper evaluates the extent to which
cultural authenticity is maintained or transformed in the English adaptations, while
also examining the balance between linguistic accuracy and the preservation of
rhythmic and phonetic elements. Furthermore, the analysis delves into the
identification of cultural nuances and contextual significances that are either
retained or lost during the translation process. Ultimately, this research seeks to
contribute to the broader discourse surrounding the preservation of cultural elements
in literary translations, particularly within the context of children's literature,
shedding light on the complexities of adapting culturally specific content for a
diverse readership.

Methodology

This study employs a qualitative comparative analysis to investigate the strategies
used to translate South Indian children's rthymes into English. The primary data
source is the multilingual children’s rhyme -collection with translation and
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transliteration of the rhymes from its source language, Oluguti Toluguti. The study
chose to study four rhymes from the South Indian languages from a book of
translations featuring 54 rhymes from 18 Indian languages. The research focuses on
rhymes from Malayalam, Tamil, Telugu and Kannada to explore the challenges of
maintaining cultural authenticity while adapting to a child audience. Functional
equivalence, by Eugene Nida, provides the theoretical framework for analysing the
translations, focusing on meaning, and cultural context. The analysis involves a
detailed textual comparison of the source and translated samples, examining
language pattern, content, and cultural markers. The effectiveness of the translations
is assessed based on their ability to convey the intended meaning and cultural
context to a child audience, acknowledging the inherent limitations of focusing
primarily on one multilingual collection. Cultural Equivalence is the core focus of
this study.

Nida’s functional equivalence theory puts emphasis on cultural factors in
translation. Any translation involves language as well as culture, especially the oral
literature in translation demands cultural emphasis. Nida argues, translation shall
aim at “complete naturalness of expression, and tries to relate the receptor to modes
of behaviour relevant within the content of his own culture” and “For truly
successful translating, biculturalism is even more important than bilingualism”.
Therefore, achieving cultural equivalence, that is to say, achieving equivalence in
cultural response between the original audiences and the audiences in the target
culture is one of the most prominent principles of functional equivalence. This study
intends to evaluate the semantic and cultural equivalence employed in translating
the selected rhymes from Dravidian languages to English. This process ensures an
analysis of linguistic structures, cultural nuances, and adaptation fidelity in the
chosen rhymes from South India published in the collection. Thus, the comparative
analysis provides deep insights into how effectively the original rhymes are
translated while preserving their cultural essence.

Functional Equivalence in Culture
e Kannada Rhyme - Naayi mari naayi mari tindi bekey?
Naayi mari naayi mari tindi bekey?
Tindi beku teertha beku ella beku
Naayi mari ninage tindi eke beku?
Tindu gattiyagi maneya kaayabeku

Naayi mari kalla bandareenu maaduve?
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Bau bau endu koogi kareyuve
Jaana mari naanu hogi tindi taruvenu

Naanu ninna maneyannu kaayutiruve (Menon and Rao 22)

The children's literature in its rhythmic forms, serves as a potent carrier for cultural
transmission and moral instruction. This is one such compelling example from
popular Kannada nonsense verse, where the playful and conversational tone
characterizes a rhyme centred on the interaction between a child and a puppy. The
narrative unfolds as a curious exchange to instil values of kindness and respect in
the young listeners while also suggesting roles of responsibility like taking care of
the pet. And the translated version of the rthyme is

Puppy dog, Puppy dog,

Want something to eat?

Something to eat, something to drink,
Everything to eat and drink!

Puppy dog, why do you need food?

To eat and become strong, to guard the house
Puppy dog, what will you do if a thief comes?
I will bark and call out loudly

Smart puppy, I will go and bring food

I will guard your house (Menon and Rao 22)

The English translation of the rhyme effectively preserves the playful tone from the
source and retains the core dialogue between the child and the puppy, demonstrating
a successful transfer of intent. This fidelity is crucial in maintaining the purpose of
the source text and engaging quality for young audiences, especially considering
their needs. Yet the reliance on simple, repetitive phrases, a common feature in of
nursey rhymes designed to facilitate memorization and comprehension along with
relatability to young curiosity, is mirrored in the translation. While this attempt
faithfully replicates this structural simplicity, the repetitive questioning in the
original Kannada presents a stylistic challenge in English, potentially sounding less
natural to native speakers due to lack of the rhythmic repetition of /ey/ and /uv/
sounds in translated version, making it less organic.
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e Malayalam Rhyme - Kaakkey kaakkey koodevidey?
Kaakkey kaakkey koodevidey?

Kootinagathoru kunjundo?

Kunjinu theetti kodukkaam njaan

Kunju kidannu karayoolay?

Kunjay kunjay nee tharumo

Ninnuday kayyilay nayappam?

Illa tharilla neyappam

Ayyo kaakkay pattichchey! (Menon and Rao 34)

The rhyme under consideration is an extremely popular Malayalam lyric depicting a
characteristic playful and light-hearted conversational framework to engage young
audiences. This particular rhyme is built on an interaction between a crow and a
child, utilizing a dialogue that explores themes of food and nurturing, while
simultaneously tapping into the childlike curiosity. The crow, the food and the
setting are all taken from the immediate surrounding of a child to invoke
recognition. It fosters a sense of familiarity and connection between the child
listener and the animal character while also serving to subtly introduce concepts of
empathy.

Kaake, Kaake, where is your nest?

Is there a little one in your nest?

If you don’t feed it, won’t it cry?

Tell me, kaake, don’t be shy.

Please, little boy, won’t you give me,

The appam in your hand for my little baby?

The appam’s mine don’t you see?..

Ayyo kaake, you tricked me! (Menon and Rao 34)
The English translation of the rhyme successfully retains the playful and engaging
tone from the source language, demonstrating fidelity to the intended effect.
However, a notable deviation occurs in the gender of the child; while the Malayalam
term "Kunj" is gender-neutral, the English version employs "little boy," introducing
a gender specificity absent in the original. Despite this alteration, the translation

effectively preserves culturally specific elements by retaining the Malayalam terms
"kaake" (crow) and "appam" (a traditional South Indian food). This strategic choice
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is crucial, as these terms are deeply embedded in the everyday life and familiar
scenarios of children in Kerala. Those terms carry over cultural symbols in the
translation, making it an effective conveying of the message. By maintaining these
culturally resonant terms, the translation avoids appropriating the source text's
context, instead fostering an understanding of the original's cultural milieu within
the target language audience. This approach highlights the translator's attempt to
balance linguistic accessibility with cultural preservation. Since rhyming schemes
are also employed by the translator, the translation suggests an organic rhythm
required for the thyme to make it recitable.

e Tamil Rhyme - Dhosai amma dhosai

Dhosai amma dhosai

Neyyila sutta dhosai

Arisi maavum, ulundhu maavum
Kalandhu sutta dhosai.

Ammavukku naalu

Annanuku moonu

Akkalukku irendu

Pappaavukku onnu. (Menon and Rao 56)

Both the Tamil rhyme and its English translation exhibit a playful and rhythmic
tone, effectively functioning as a number song designed for young learners. This
shared aesthetic quality underscores the translator's success in capturing the
intended musicality and engaging nature of the original. Furthermore, the rhyme is
deeply rooted in South Indian culinary culture, specifically referencing "neyyila
sutta dhosai" (ghee roasted dosa) and the ingredients "Arisi maavum, ulundhu
maavum" (rice flour and urad dal flour). These elements are not merely descriptive;
they serve as cultural markers, grounding the rhyme in the specific culinary
traditions of the region. The inclusion of these culturally specific terms, even in
translation, serves to maintain the rhyme's authenticity and context. This approach
highlights the translator's commitment to preserving cultural nuances while adapting
the thyme for a wider audience, demonstrating the delicate balance between
linguistic accessibility and cultural fidelity in translated children's literature.

Dosa amma dosa
Ghee roasted dosa

This flour and that flour
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Mixed to make the dosa
Five for my father
Four for my mother
Three for my sister
Two for my brother
And one big dosa
All for me! (Menon and Rao 56)
While the English translation of the Tamil dosa-making rhyme successfully

preserves the cultural reference to "dhosai," a significant linguistic challenge arises
in the form of alliteration. The original Tamil rhyme masterfully employs

nn,n

alliteration to enhance its musicality and memorability, with repeated "d," "n," "s,
"m," "k," "a," and "n" sounds creating a rhythmic and engaging auditory experience.
This deliberate use of sound devices is a hallmark of children's rhymes, aiding in
both enjoyment and retention. However, the English translation, despite maintaining
the cultural element, falls short in replicating this intricate alliterative pattern. This
discrepancy highlights a common difficulty in translation: the inherent tension
between preserving cultural content and maintaining the aesthetic and linguistic
features of the source text. In this case, the translator's decision to prioritize cultural
reference over alliterative fidelity underscores the complex choices involved in

adapting culturally specific children's literature for a different linguistic audience.

e Telugu Rhyme - Chemma chekka
Chemma chekka

Chaaradesi mogga.
Atlu poyanga
Aaraginchanga.
Muthyaala chemma chekka
Mugguleyanga.
Raathnala chemma chekka
Renguleyanga.
Choosi vaddaam randi (Menon and Rao 59)
The Telugu rhyme "Chemmachekka" serves as an example of cultural practices and

social interactions being woven into the fabric of childhood play and songs.
Primarily a game for girls, "Chemmachekka" involves two to four children, with
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two girls typically facing each other, engaging in rhythmic hand-clapping and arm
movements while chanting the rhyme. The inherent cheerfulness and rhythmic
quality of the chant are integral to the game, as participants synchronize their steps
and dance with the song's cadence.

Beyond its function as a playful activity, the rhyme is rich in cultural specificity,
incorporating references to "atlu" (a traditional South Indian dish), "muthyaala"
(pearls), and "muggulu" (rangoli patterns). These elements are not arbitrary; they
reflect the everyday cultural experiences and traditions prevalent in Telugu-speaking
regions, particularly during festive occasions such as weddings. "Chemmachekka,"
therefore, transcends mere entertainment, acting as a cultural repository and a
vehicle for transmitting social practices and traditions to young girls.

Pretty pretty flowers,
Chemma chekka.
Let’s eat atlu,
Chemma chekka.
Rangoli patterns,
Chemma chekka.
Shine like jewels,
Chemma chekka.
Let’s go see them,

Chemma chekka (Menon and Rao 59)

The English translation rhyme retains the essence of the original, effectively
maintaining the focus on pleasant and joyful activities. The symbolism associated
with beauty, celebration, and festivity is carried over, ensuring that the core message
remains intact and engaging for the target audience. While subtle nuances of
cultural specificity may be altered in the translation process, the fundamental
message and the playful interaction inherent in the rhyme are effectively conveyed,
upholding the intent from source text.

The phrase "Chemmachekka" is retained, recognizing its role as a repetitive,
rhythmic element that contributes significantly to the rhyme's musicality. This
decision to preserve the phrase maintains the sonic texture of the original, even
when faced with the challenges of cross-linguistic adaptation. The overall
translation strategy reflects a commitment to balancing cultural fidelity, ensuring
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that the essence of the "Chemmachekka" game and its associated cultural values are
effectively transmitted to a broader audience.

Conclusion

This comparative analysis of four South Indian children's rhymes and their English
translations showcases consistent effort to preserve cultural nuances embedded
within the original texts. Cultural markers, like specific foods like Appam, Dosai,
and Atlu, serve as vital anchors, grounding the rhymes in their regional context and
fostering a sense of familiarity for the child audience. Beyond culinary references,
the rhymes consistently emphasize elements drawn from the immediate
surroundings of South Indian children, encompassing household items, animals, and
everyday activities. Linguistically, both the original rhymes and their translations
strive to maintain a simple and repetitive structure, essential for engaging young
learners. While the intricate alliteration of the source texts often proves challenging
to replicate in English, translators adeptly compensate by preserving repetitive
phrases and playful tones, ensuring the rhythmic essence remains intact. The
translations demonstrate a strong fidelity to the original rhymes, retaining key
cultural references and core messages, even when subtle adaptations are necessary
to accommodate the English language. Ultimately, this study highlights the
effectiveness of cultural translation in conveying the essence of traditional rhymes
across linguistic boundaries, demonstrating that with careful consideration and
creative adaptation, the heart of a culture's stories can resonate with a global
audience.
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Abstract: Kamasutra has always been one of the most popular
names when it comes to the field of Ancient Indian literature; since
its discovery, it has raised a lot of questions in the minds of
scholars all around the world. The text seems to be surprisingly
sophisticated, when compared to its contemporary ancient texts.
Kamasutra is considered to be very modern in its approach, not
only does it throw light on the sexual life of India, but also projects
the ideas regarding gender and the stereotypes ascribed to the
feminine and masculine natures respectively. Though many critics
have opined that, Vatsyayana has held a very liberated view on
women’s education and sexual freedom, this paper attempts to
counter this notion;, and show how Vatsyayana has actually
entrapped the women in the shackles of patriarchy by bringing
them down to the level of being just an entertainer and a showpiece
in this male-centric society.

Keywords: Kamasutra, Vatsyayana, Ancient Indian Literature,
Patriarchy, Gender Roles, Gender stereotypes, Women’s
Education, Sexual Freedom,

Introduction

There was a time when India’s history was completely unknown to the world.
According to Sachindralal Ghosh, the prevalent impression that the majority of
educated people had regarding ancient India was full of “habitable forests, dotted at
comfortable intervals with hermitages in which man lived in communion with

B

Nature.” This romanticized image was served to the other countries unless
Kamasura by Vasyayana was discovered. The discovery of Kamasutra provided a

very high seat to India, in respect of cultural history.

Since its discovery, Kamasutra has become one of the most celebrated texts all over
the world. An American scholar, Wendy Doniger finds Kamasutra ‘astonishingly
sophisticated” when compared to the other ancient texts. She states that it was
written during the time, when the Europeans were still swinging in trees, both
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culturally and sexually. Therefore according to Doniger the text surprisingly
projects modern ideas about gender and its sterecotypes of both feminine and
masculine natures.

Many critics have come up with the view that Vatsyayana held a very liberated view
of women’s education and sexual freedom. But while going through the translated
version of Kamasutra, it is derived, that although it talks about women’s
educational and sexual freedom, somehow it also entraps women in the manacles of
patriarchal ‘hegemony’ (Barry 158), where she is only viewed as a mere entertainer
to her male counterpart. This derivation counters the previous idea of Kamasutra
being a liberatory text for women.

Historical Context

Kamasutra by Vatsyayana is a remarkable book on the sexual life of ancient India.
It also provides a striking testimony of the secular life of ancient Hindus. The date
of its composition is not completely certain. According to Yashodhara, the book
was written about 675 B.C.; but the internal evidence shows this to be highly
improbable. It appears to be later than Ashoka the Great; but not later than the third
century A.D. in any rate. While Doniger opines that it was composed in North India,
probably in the third century C.E.

Nothing is definitely known about Vatsyayana—his personal life or where he
belonged to (which part of India), is still clouded. His commentators record that he
was born in Taxila in Punjab, in a Brahmin family. His original name was
Mallanga, and Vatsyayana was his clan name, as he was a descendant of Vatsya
clan. According to Richard Burton, Vatsyayana wrote Kamasuta during his stay at
Benares. On the other hand, some Indian critics opine that he was probably from the
western part of India. As per these critics, he either had travelled nearly the whole
of the continental vastness of India and collected information from every land he
visited; or he gathered details from the study of all available literature on the
subject. However the fact remains confirmatory that the literature describing the
sexual customs and traditions of different parts of India is conspicuous by absence.
We find references to several other works of ancient India such as Vabhrabya,
Dattaka, Gonikaputra, Charayana, Gonardiya (or Gonardaniya), Subarnabha, and
Kuchumara. These works, unlike Kamastra, only lays emphasis on the principles,
not on the practices. Vatsyayana’s narration of sexual practices and customs in
different parts of India is first-hand and authentic, as claimed by Vatsyayana
himself. He had analysed, examined, and verified each of the customs. It holds a
mirror to the degradation to which an uncontrolled pursuit of sensual pleasures had
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been leading and this purpose was to lay down a rational procedure of sexual
behavior as the alternative to an inevitable social decadence.

The Kamasutra is known in English almost entirely through the translation by Sir
Richland Burton, which was published in 1893. But according to Doniger, this
translation was not an appropriate one. Most Americans and Europeans think that
Kamasuta is just about sexual positions. The real Kamasutra, however, is not the
sort of book that is to be read in bed while drinking. It is in fact the book on the ‘art
of living’—about finding a partner, maintaining power in a marriage, committing
adultery, living as or with courtesans, using drugs, and also about the positions in
sexual intercourse. In the translation by Burton, one might find the shadow of
Edward Said, it seems to be about Orientalism. Read in the wake of Michel
Foucault, it seems to be about power, and in the wake of Judith Butler, about the
control of women and denial of homosexuals. But these are certainly not the
primary concern of Kamasutra, its primary concern is about gender, and to that
extent Said, Foucault, and Butler are essential companions for modern readers.

Sexual Liberation or Control?

Most of the critics have interpreted Kamasutra as a liberatory text, with respect to
the freedom of women. But the question lies about how far does it actually liberate
women? The answer to this question is a bit tricky. Vatsyayana in his Kamasutra
had encouraged women to get educated. But the real question lies in the fact that
does the mode of education suggested by Vatsyayana actually benefit women? Or is
it just a mere training for women to tame her as per the requirement of the
patriarchal society, in order to shape her as the perfect wife or perfect companion to
her male counterpart? The truth is that Kamasutra caters to the image of women,
where she counts upon a Man, to achieve her identity. As Peter Barry states: “...the
focus of interest is on the heroine’s choice of marriage partner, which will decide
her ultimate social position and exclusively determine her happiness and fulfillment
in life, or her lack of these” (117).

If the text of Kamasutra is viewed from the angle of the First Wave of Feminism,
then it might seem to liberate women. It is true that Vatsyayana identified the
women as living beings and not as mere possessions. He had acknowledged
women’s passion and desires, and had given them the right to education. But this
education hankers upon the idea of First Wave Feminists, who demanded education
for serving the purpose of their household better, and to become a better mother.
Similarly Vatsyayana had also talked about educating women so that she can serve
her companion well. Whereas seen from a modern perspective, Kamasutra fails to
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provide any concrete identity to women of being her own self, rather he paints her
as a mere entertainer to her partner.

Vatsyayana equates women to a mere thing of beauty. As Venus is represented by
the Greeks to stand forth as an epitome of beauty, similarly Vatsyayana describes
the Hindu cult of Padmini or Lotus woman as the type of ‘most perfect feminine
excellence’(7). The compulsion of being beautiful as a woman recurs throughout
Kamasutra. For an instance, in the fourth chapter of Part-I, while describing the
social gathering, Vatsyayana records: “The women who may be the most beautiful,
who may like the same thing that men like, and who may have power to attract the
mind of others, are here done homage to”(36). This clearly reflects that the women
who are beautiful only are taken to be capable of being paid homage to, which hints
at the very fact of being directly judged based on their physical appearance, thereby
dragging her identity to a mere showpiece.

Moreover, the concept of being the ‘trophy wife’ is hinted at when Vatsyayana
accounts for a few points that are to be kept in mind while marrying a girl—the
grounds on which a girl is judged are completely based on her physical attributes.
He talks about the points that should be avoided while marrying a girl such as one
who has her nose depressed, or nostrils turned up, or who is bent down, or one who
has crooked thighs, or who has a projecting forehead or a bald head. In fact, the
most important point to be kept in mind while choosing a wife is her purity, which
refers to her virginity—one who is ‘polluted’ by others should not be taken into
consideration while building the matrimonial alliance. Thus it is observed that the
mode of education suggested in Kamasutra is completely alluded to the connotation
of turning women into perfect wives, who can make their companions happy. She is
taught different kinds of culinary activities, singing, dancing, and even about the
different positions of sexual intercourse. Now the question is how did the
knowledge in these fields help the women? The answer is that these things only
helped them to fetch the attention of their male counterparts. She is taught so many
things so that she can soothe her partner after his long working day.

Vatsyayana had made the women completely dependent upon the male-centered
structure of the society. Her entire life revolved around her marriage—the only aim
a woman had was to obtain a wealthy and loving husband. Therefore as soon as a
girl turned to marriageable age, her parents would start taking special care of their
daughter. They would make her wear nice clothes, and smartly place her where she
can be seen by all; as if she is kind of a merchandise, ready to be sold. In fact,
Vatsyayana painted the image of women being an object to such an extent that, he
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even says if a man wanted to marry a girl, he had all the right to forcibly carry her
off.

Even after marriage, a woman’s whole world revolves around her husband and his
household, Vatsyayana says: “A VIRTUOUS woman, who has affection for her
husband, should art in conformity with his wishes as if he were a divine being, and
with his consent should take upon herself the whole case of his family” (128).
Hence it is posed to be her duty to keep her husband and his family contented
because this is the only way she could gain the tag of being ‘virtuous’.

It had forever been the topic of discussion among scholars that Kamasutra
acknowledged the desires of women, and celebrated her passion. But did it really
place the passion of women above patriarchy? The answer to this is no, it did not. It
is true that Vatsyayana is indeed the first ever Indian, who believed that female
semen falls the same way as male semen, hinting at the fact that women’s desire for
sexual intercourse is no way less than that of men. On the other hand, he suggests
women to take medicines so that their desires are satisfied quickly. He stated that a
woman must always achieve orgasm in a sexual union before the man. The reason
he stated for this comment was that, if the man achieves his orgasm before his
female counterpart, then neither the man nor the woman will be satisfied in this
union. But if viewed from the modern point of view, it can be interpreted that the
unsatisfied appetite for the passion of a woman challenges the male ego, which the
patriarchy can never tolerate. It is one of the major duties of the woman to keep her
husband’s weak points as secrets, and not counter them, as Vatsyayana suggests:
“She should moreover make herself acquainted with the weak points of her
husband’s character, but always keep them secret, and on the whole behave herself
in such a way a may lead him to look upon her as a good and devoted wife.” (140)

The concept of boosting the Male Ego is one of the most recurrent concepts in
Kamasutra. This is most evident when Vatsyayana even suggests the courtesans to
praise their customers. No matter what, she should never neglect him. Even when he
is sleeping, she should embrace him and touch his body parts to comfort him. The
ways in which courtesans can extract money also hint at the boosting of male
chauvinism, when Vatsyayana says, that the courtesans should praise her customer
for his intelligence and she should always fulfill his curious desires, despite the
hardships like pregnancy. Hence it seems that the general rule for the survival of a
woman is to make herself agreeable to the male sex.

The position of women is dragged down to a point, where she is judged based on
the marks of sexual union, that she carries on her body, as mentioned: “Even when a
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stranger sees at a distance a young woman with the marks of nails on her breasts, he
is filled with love and respect for her.” (68). As these marks fade, she is no longer in
that seat of respect anymore. These marks symbolized the husband’s love for her,
which made her respectable to others. Hence the pivotal point for the survival of a
woman in this patriarchal society is the attention she gets from the male sex.
Therefore it is mentioned that the wife or courtesan must take measures as soon as
she feels the love of her husband declining towards her. The love between husband
and wife is directly equated with the marks of nail on a woman’s body, the
spirituality of love is completely neglected in the text. When a woman feels proud
to bear the marks of her sexual union, on the other hand, a man is supposed to keep
his attraction towards his wife or companion a secret. In fact Vatsyayana inculcates
the man with the idea that all women must agree to his attraction towards her as he
says: ‘her mouth says no, but her eyes say yes’—this is a dangerous line of thought
that leads ultimately to places where no woman wants to be—disregarding a
woman’s protest against rape or subjugation, and this kind of treatment of woman is
completely unjustified in the modern perspective.

Many critics have opined that Kamasutra can be regarded to be a liberatory text
only because it allowed women to divorce their husbands. But the grounds on the
basis of which a woman can divorce her husband, and the grounds on which a man
can divorce his wife are shown to be completely different in the text. A man can
divorce his wife based on several grounds: if the wife is ill-tempered, if she cannot
give birth to the child, if she is incapable of giving birth to a male child and so on.
Whereas a woman is supposed to divorce her husband only if he is not capable of
satisfying her in bed. Hence Vatsyayana restricts his view as per the common
patriarchal norm of relating Man to ‘Culture’, and Woman to ‘Nature’. The
requirement of man shown in the text represents the Culture, while a woman’s
hunger for her fleshly passion is equated to the instincts of Nature.

Conclusion

Vatsyayana wanted to correct the guilded vice of the society through Kamasutra.
He indeed poses sexual function to be a phenomenon of reproduction, and not as
taboo or something derogatory. But in his attempt of glorifying the fleshly passion,
he somehow binds the women in the strong chains of patriarchy.

He encourages sex education, which can be interpreted as a very modern approach.
But in this approach, he objectifies women. Vatsyayana restricts women to the four
walls. He never talks about any education that can make the woman a strong power
holder in society; rather, he confines her within the bars of patriarchy. She is
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expected to live in the interior portion of the house. Her job is to take care of the
household and obey the orders of her husband and his family, whereas the man of
the house must go out to earn for his family. Thus, Kamasuta projects certain gender
roles for both males and females, which are best suited for the Male-centered
society. Vatsyayana by encouraging women's education tries to provide wings to the
women. But how far do these wings help them in their flight, remains a question.
Kamasuta is ultimately a product of patriarchy. It provides wings to women but
denies giving them the sky to fly. They are only allowed to fly, but only within the
cage itself.
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RUSSIAN EMIGRANT WRITING AND MAN-WOMAN
RELATIONSHIP: A STUDY OF AYN RAND’S THE
FOUNTAINHEAD AND VLADIMIR NABOKOV’S PNIN
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*Shahajiraje Mahavidyalaya, Khatav, Dist-Satara (MS)
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Abstract: Ayn Rand and Viadimir Nabokov are Russian emigrant
writers of the first wave of Russian emigration. They were born and
brought up in pre-revolutionary Russia. They quit the country of
birth after the revolution and took shelter in America. The present
paper discusses depiction of man-woman relationship in Ayn
Rand’s The Fountainhead and Viadimir Nabokov’s Pnin. It
compares the two author’s depiction of man-woman relationship
and tries to understand how the depiction reflects the authors’
views on life, society and culture. The paper compares how the two
writers respond to the numerous changes in their lives and around
them anther extent to which they accepted the new life in America
and its culture and what they felt about the Russian life and culture
that they left behind.

Keywords: Russian Emigrant Writing, Russian Revolution, Man-
woman Relationship, Popular literature, Nazies.

Russian emigrant writing is a rich and vast body of writing. The Russian Revolution
of 1918 has been a crucial event in the history of Russian literature which gave rise
to the bifurcation of the Russian literature into two currents: Russian emigrant
writing or Russian literature abroad and domestic literature produced in the Russian
homeland. Russian emigrant writers have enriched and embellished the great
Russian literary tradition abroad. The post-revolutionary Russia witnessed four
great waves of emigration: 1917-23, 1941-05, the 1970s and 1990s onwards.
According Ronald Hingley (1979), the first wave of Russian emigration is the most
important from a literary point of view because outstanding literary personalities
were driven out by the Revolution of 1918. The Russian authorities expelled in
1922 over a hundred and sixty intellectuals as they were hostile to the new regime.
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The Russian émigrés writers and artists settled down and worked in Berlin and Paris
and got involved in political and literary controversies.

Prominent writers such as Ivan Bunin, Ayn Rand and Vladimir Nabokov belong to
the first wave of Russian emigration who never returned to their homeland. Other
non-returners were— Mark Aldanov, Dmitry Merezhkovsky, Aleksey Remizov, Ivan
Shmelyon and Boris Zaytsev. As mentioned by Ronald Hingley, Gleb Struve, a
well-known literary historian, considers these non-returners as “the best in post-
revolutionary prose that left the country” (1979 60).

The present research paper compares how Nabokov and Rand depict man-woman
relationship in their selected works and try to understand how this reflects the
authors’ views on life, society and culture. It will be essential to compare how they
responded to the numerous changes in their lives and around them. It will also be
essential to understand to what extent they accepted the new life in America and its
culture and what they felt about the Russian life and culture that they left behind.

Alice Rosenbaum, alias Ayn Rand, was born in a distinguished St. Petersburg
middle class family on February 2, 1905. Her family was Jewish in origin. Her
father owned a small pharmacy in pre-revolutionary Russia. The Russian
Revolution of 1918 played a destructive role in Rand's family life. The newly
formed Communist government, after the revolution, nationalized Rand's father's
pharmacy and her family went into exile in order to avoid terror created by the
Bolsheviks. Rand's family took a short residence in Crimea in order to recover
financially. During Rand's stay in Crimea, she burned her diary which contained
anti-soviet writing. Rand's family returned to Petrograd by the end of the Civil War
of 1918-22. Rand witnessed new changes in social, political, economic fields that
took place in Russia after the Revolution. She also witnessed the treatment given to
the bourgeoisie. The State demanded the members of the society to exist for sake of
the state and this was resented by Rand. She got admission in the University
Petrograd and graduated in 1924. She was tired of Bolshevik Russia and its
atmosphere and decided to leave it. Leaving behind her whole family, Rand left
Russia for the United States of America in 1926.

Vladimir Nabokov was born on April 23, 1899 in St. Petersburg, Russia, in a noble
and distinguished aristocratic family. Nabokov's father was a jurist, statesman, and a
prominent member of the Provisional Government. Nabokov enjoyed his childhood
days in pre-revolutionary Russia. The Russian Revolution of 1918 played a very
destructive role in his life. After the Revolution, Nabokov family went into exile in
Crimea and later on took a short residence of nearly eighteen months in Berlin. A
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fatal tragedy occurred to Nabokov family in 1922 when his father was assassinated
at a political meeting in Berlin in 1922. This incident led Nabokov family to
disperse in Western Europe: Nabokov’s mother went to Prague with three children;
Nabokov’s brother, Sergie went to Paris and Nabokov remained in Berlin and
completed his graduation.

Whereas Rand migrated directly to America and began her career as a writer only
after going to America, Nabokov was an already established writer and poet of
Russian literature before arriving in America. He used to write his works under the
penname V. Sirin. Rand's literary career in English started with the publication of a
play entitled Night of January 16" in 1935. Rand’s career as a novelist and
philosopher flourished in America. She wrote four novels— We the Living (1936),
Anthem (1938), The Fountainhead (1943) and Atlas Shrugged (1957) and eight
works of non-fiction which expressed her Objectivist ideas.

Vladimir Nabokov left Russian at twenty in 1919. He lived his life in three
countries— Germany, America and Switzerland. His literary career as a poet had
already started in Russia. In his stay in Berlin, he wrote poems that appeared in
Berlin based Russian émigré journals. Despite his physical departure from Russia,
Nabokov devoted his life to Russian language and literature even during European
emigration. During his stay of nearly twenty years in Germany, he wrote ten
excellent novels in Russian language. He left Germany when Hitler rose to power.

Nabokov arrived in America in May 1940 and remained an American citizen till his
death. Upon his arrival in America, he met Edmund Wilson and began to write
reviews for the New Republic and the New York Sun. He joined various colleges and
universities and taught Russian language and literature. Nabokov’s literary career
flourished in America. He wrote eight novels in English language but the actual
recognition as a writer and economic success was made possible by the publication
of his masterpiece Lolita in 1955. Later on, he settled in Montreux and devoted his
time for the study of Lepidopterology and introduced his Russian novels to English
readers through translations.

Dr. Berton Johnson regards Rand and Nabokov as strange bedfellows and pinpoints
difference between them regarding literary influences. The literary influence on and
the literary development of Ayn Rand and Vladimir Nabokov bring out the
differences in them. Both of them were born and brought up in the same period
where Nikolai Chernyshevsky was the dominant literary personality of anti-
establishment intelligentia. Both of them were greatly influenced by
Chernyshevsky, still, both responded in different ways to this influence.
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Chernyshevsky’s novel What is to be Done? From Tales about the New People,
written in prison, laid down the foundation of socialist realism style in Russian
literature. Rand and Nabokov were both least fascinated by his socialism but
responded to him in diverse ways.

Rand borrowed her utilitarian view of literature from Chernyshevsky. Rand
explicitly acknowledges Victor Hugo to be her professional model but
Chernyshevsky’s Rakhmetov is the role model for Rand's heroes and heroines. In
Atlas Shrugged, Dagny Taggard and John Galt are trying to build a new society
after the fall of the old one. The same attitude is already presented by
Chernyshevsky’s Rakhmetov. On the other hand, Nabokov's literary career as a
Russian novelist started with his novel The Gift in which the protagonist of the
novel describes Chernyshevsky as ‘the bad seed’ of the nineteenth and twentieth
century Russian cultural history. Nabokov presented him in negative light and held
him responsible for displacement of Pushkin's aesthetic tradition which was
replaced by Chernyshevsky’s utilitarian anti-aesthetic tradition. So, both Rand and
Nabokov responded differently to Chernyshevsky.

Berton Johnson also pinpoints difference in their perceptions of Dostoevsky,
Tolstoy and Nietzsche. Rand (1969) expresses her admiration for Dostoevsky's
mastery of superb plot-structure and also for his merciless dissection of the
psychology of evil. Rand also admires Dostoevsky for his gift of melodramatizing
philosophical and moral issues. Rand responds to Tolstoy negatively and argues that
the reading of his literary works is difficult and a boring act. She further adds that
Tolstoy's philosophy and views of life are not only mistaken but are evil. Even if
Rand's protagonists can be seen as based on Nietzsche's idea of superman (in fact
critics have found them to be direct descendants of characters of Nietzsche like
Verbitskaya and Artsybashev), she said she had profound disagreement with
Nietzsche's philosophy: "Philosophically, Nietzsche is mystic and an irrationalist
(1943 x). Nabokov, who had read Thus Spake Zarathustra during his exile in
Crimea, immediately took up Nietzsche’s concept of 'eternal return’ as a part of his
search for literary modernity. Nabokov in his autobiography entitled Speak, Memory
disliked Dostoevsky and his “Bedlam turned back into Bethlehem” aphorism. He
regards Tolstoy as the only ‘A1’ in Russian prose.

Berton Johnson also discusses these two Russian compatriot’s opinions about one
another. Rand and Nabokov never met each other in their American emigration. We
know Rand's views about Nabokov but can only guess Nabokov's views on her
work. Rand in her Playboy interview said she found Lolita much difficult. In spite
of praising Nabokov's brilliant style, Rand despises his sense of life and his views of
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man and subject matter as extremely evil. Nabokov never come across Rand but his
mocking of Chernyshevsky’s views of 'rational egoism' as foundation of human
action which is shared by Rand, can be a clue to guess his views about Rand. So,
both writers differ immensely in regard to literary heritage.

Rand and Nabokov also differ immensely as far as their views about two countries—
the old and the new— are concerned. Rand became an America citizen and accepted
American social, political system and went on glorifying individualism, freedom,
capitalism. On the other hand, she completely rejected Russian social, political
changes and bitterly denounced Russian socialism, communism, and collectivism.
In her fictional and non-fictional works, she never says anything good about Russia
or mentions any good things there.

Unlike Rand, Nabokov accepts and rejects some social political changes in both
countries but his works are not made for political criticism. Though Nabokov
denounces some political changes in Russia, the country with its all good things is
present in his works. He often alludes to Russian writers, their works. On the other
hand, he also passionately declares America as his second home and admires the
country. But he is never ignorant about its problems. He hates American
consumerism. He maintains balanced views about the two countries. This is another
difference between Rand and Nabokov despite their being Russian— American. Let’s
discuss how these two Russian-American writers perceive man-woman relationship
in their selected works keeping in mind cultural as well as literary differences
between the two authors as discussed above.

Depiction of man-woman relationship by Rand and Nabokov and their perceptions
of man-woman relationship are the focus of the present research paper. Rand’s The
Fountainhead presents Objectivist philosophy. The prime motive and purpose of
her writing is: the projection of an ideal man. She wants to portray Howard Roark
as an end in himself. Rand has another aim to present through the novel. She wants
to present the kind of social system that will make it possible for her ideal man to
exist and to function. That society will be a free, productive, rational system that
demands and rewards the best in man. Rand sees such ideal social set up only in
Laissez-Fair-Capitalism. In short, Rand is trying to present Howard Roark as an
ideal man and laissez-fair-capitalism as an ideal social set up. Rand is trying to
suggest that rational self-interest, independence and egoism can lead human
relationship towards happiness and success. These principles play a very crucial role
in the construction of man-woman relationship.
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Before presenting her ideas about an ideal man-woman relationship, Rand creates a
number of other pairs who act as a foil for the ideal pair. There are numerous pairs:
Dominique- Peter, Peter— Catherine, Dominique— Gail Wynand, etc. There are two
parent- child pairs. However, both, the blood and the sexual relationship are failed
relationships. Rand, to clarify her ideas of ideal relationships, first proceeds to
contrast all the failed relationships with the ideal, successful relationship of
Dominique-Roark.

Ayn Rand's men and women can be divided into two neat groups: the believers in
individualism, freedom and nobility of human beings—the man worshipers—and the
believers in collectivism, altruism and the need to put the good of all over that of
one— the man haters or parasites or second handers. Depending on which group a
man or woman belongs, a reader can guess beforehand if his relationships with
others can become successful. As Rand believes only an ideal man and ideal woman
can create an ideal man-woman relationship, all other relationships in her novel fail
because of the same reason. Her idea of ideal man-woman relationship is, thus,
stereotypical: an ideal man, a first hander meets his ideal partner, or an ideal woman
who is his perfect priestess. This relationship becomes ideal because the man knows
his worth and what he wants and will not compromise with the collective force at
any cost. The woman also knows his worth and knows her own interest—to be with
him-in which lies her ultimate happiness. As both have the courage to withstand the
pressures of the parasites around them and to realize the ultimate greatness of
human race, they can make the relationship successful. On the other hand, all other
relationships fail because the individuals involved have not realized the greatness of
man and the necessity of 'selfishness'. Thus, it is a world only of two colours: the
1deal and the evil, the successful and the unsuccessful.

As this world and ideas are based on universal ideals not bound to any particular
time or region, in her work, we have no complexities arising from changes in family
structure, changes in gender roles, the second World War or Nazi experiences,
modernization or consumerism. As she says in the Introduction to the Twenty-Fifth
Anniversary Edition of the novel, the motivation, and purpose of her writing is “the
projection of an ideal man”, (vii) and also “ ... to present the kind of social system
that makes it possible for ideal man to exit and to function...” (vii), it is futile to
search for common people, their day-today problems and cultural and time
specificities. That is why we can find that one ideal man-woman relationship is
foregrounded against the background of numerous failed man-woman relationships.
We have no variety of colours and shades of unsuccessful relationships.
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On the other hand, Nabokov's Prin can be considered as an excellent example of
depiction of emigrant experience. As Pnin is both the exile and alien, the problem
he faces in adjusting with a new language, life, culture and the attempts he makes to
overcome these problems become very poignant. Pnin lives in two worlds
simultaneously. His past, his memories constantly keep on intruding with the
present and trouble him so much that it causes physical discomfort: breathing
becomes difficult and twice he has heart attack. Pnin is completely unable to
separate his past from his present. The memories of his near and dear relatives have
been a constant source of grief and melancholy. In front of the Cremona audience
he gets lost in his thoughts and sees in the audience his dead relatives and friends.
Language adds much to Pnin's pathetic state at the second home. English language
is an area of special danger in his life and he is unable to express his grief when
Liza leaves: “I has nofing,” wailed Pnin between laud, damp snifs, “I has nofing,
nofing, nofing” (340).

Sometimes he is unable to distinguish between English and Russian words at the
second home— America. For instance, at the Whitechurch station, he demands
'Quittance' in Russian instead of 'receipt' in English for his luggage. There are some
minor Russian émigré characters who confuse between American and Russian
places and the surroundings. In the fifth chapter, Russian émigrés are invited to the
Pines by Alexandr Petrovich Kukolnikov where Varvara Bolatov confuses the
American countryside, its trees, with that of Russia which she had seen before
fleeing the Bolsheviks. So, it becomes impossible to the Russian émigrés to separate
themselves and the present from Russian past and culture.

Even if Nabokov has suffered extremely because of the political upheavals in
Russia, he loves Russia. So also, his characters try to maintain their bond with
Russia through their reading on Russia and its literature. For instance, Pnin
undertakes to write history of Russian culture, customs and literary anecdotes.
Nabokov’s characters appear real human beings trying to cope with specific
problems of the time.

There are numerous pairs in the novel: Pnin- Liza, Liza- Narrator, Liza— Eric Wind,
Pnin— Mira, Pnin— Betty, Lawrence and Joan Clements, Count Poroshin— Countess
Poroshin, Varvara— Bolotov, etc. Additionally, there are numerous unnamed young
pairs, university students, and children of the Russian emigrants. These
relationships create a colorful canvass broad enough to depict most of the shades of
twentieth century American life — of original Americans as well as of Russian
emigrants. Some of these characters have been ditched by their partners, some have
ditched their partners, some are unwed mothers, some divorcees, and some are loyal
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to their spouses. This range is so rich and varied that it can not lend itself to any
categorization. Also, unlike Rand, Nabokov’s writing is not so simple as to reveal
his idea of ideal man-woman relationship easily through contrast with failed
relationships.

There are numerous minor characters in the novel creating a rich background of
various colours and shades. Their relationships have various degrees of success and
failure and we cannot have easy categories like ‘man-worshiper’ or ‘man-hater’ or
give straightforward reasons or their success or their failures. Each relation is
distinct from another and cannot be analysed on a trouble-free scale of success and
failure.

Liza— Pnin, Eric— Liza relationship have become the way they are because of their
tragic experiences of political changes in Russia and the necessity of emigrating to
America. The way intimate relationships change under the pressures of coercive
political system has also been shown by Mikhail Balgokov in Master and Margarita
and by Gao Xinjian in One Man's Bible. Liza is no exception to it and falls prey to
the desire to escape to America at the cost of relationships. She has no scruples in
deceiving Pnin or anyone else to achieve her objective. On the other hand,
American couples in the novel are trying to cope with other problems like changing
gender roles, and its effects, premarital sex and children, growing commodification
of human body, etc. Some relations like that of Mira— Pnin get nipped in the bud
because of tragic events like the Second World War and genocide.

All the relations in Pnin seem to be weighed down heavily by social and political
issues of the time. Hence, there are no simple categories — successful and
unsuccessful-in the novel as in Rand’s The Fountainhead. Nor are there any simple
reasons and solutions to the problems in the novel. In The Fountainhead, we have
two clear categories of relationships and a formula for successful human beings and
relationships. Nabokov, with his rejection of stereotypes, can't be expected to
advocate any such formula, and, on the contrary, takes help of parody and cultural
multiplicity to talk about life and its problems. This difference between two author’s
perceptions of man-woman relationship has to do with the difference in the way
they look at life as well as their views of literature and its function. Nabokov, a
postmodern writer, embraces human life with all its complexities, whereas, Rand, a
popular writer and philosopher, resorts to the populist strategy of reducing the
complexity of human life into two neat categories of good and evil.
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Abstract: Leo Tolstoy vividly describes the role of erroneous
Judgement in his short story "God Sees the Truth but Waits’. The
young trader Aksinov was arrested, flogged and imprisoned in
Siberian Prison for twenty six years for the crime which he had not
committed. The real murderer revealed the truth just before the
death of Aksinov. In the Chinese play Snow in Midsummer Huan
Han-ching describes how erroneous Judgement was pronounced in
the case of Tou Ngo who was beheaded without any proper enquiry.
In the Tamil epic Silappathikaram, Ilango explains how the
Pandiyan king pronounced erroneous Judgement and gave up his
life for his hasty decision. Madurai city was burnt by Kannagi's
curse. In all these literary forms, Machiavelli villains were there to
plot the fall of the Protagonists.

Keywords: Machiavellian villains - Erroneous Judgement -
sufferings of Protagonists - God sees the Truth but Waits- Snow in
Midsummer - Silappathikaram-Consequences of erroneous
Judgements

This research article attempts to analyse the role of erroneous judgement in three
different literary forms including the Russian short story, written by Leo Tolstoy. In
¢ God sees the Truth but Waits’, the protagonist undergoes harrowing experience.
Ivan Dmitrich Aksinov was a young merchant who lived in Vladimir. One summer
he started to go to the fair to sell his goods. He bade farewell to his wife. But she
said she saw a bad dream. She dreamt that he returned from the town with grey hair.
So, she compelled him to postpone his travel. But, Aksinov believed that her dream
was a good sign and proceeded to the fair. On the way he met a fellow trader and
both of them stayed in an inn for the night. The next day, Aksinov started in the
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early morning and proceeded to the fair. After travelling twenty five miles, he
stopped the horses to be fed. He rested awhile in the passage of the inn when two
Soldiers approached him and asked who he was and where he stayed the night
before. They searched his luggage and drew a blood stained knife out of his bag.
They accused him of murdering the fellow merchant the previous night. Aksinov
swore that it was not his knife and he did not murder the fellow merchant.

But the Soldiers did not believe him. He was accused of murdering the merchant
and robbing him of twenty thousand rubles. Thus he was put in jail where his wife
met him with her small children. She saw her husband in prison dress and in chains.
She fell down and wept and asked him, " vanya dearest, tell your wife the truth; was
it not you who did it ?" Aksinov felt very sad as his wife too suspected him. He
wanted to petition the Czar to release him. But his wife said that she had already
sent a petition to the Czar but it was not accepted. Aksinov realized that God only
knew the truth and he could expect mercy only from him. He was condemned to be
flogged with a knot and when the wounds were healed he was sent to Siberia.

Aksinov lived as a convict in Siberia for a period of twenty six years. His hair
turned white as snow and his beard tuned grey. He walked slowly, spoke little and
never laughed, but he often prayed. He made boots in the prison and he read lessons
in the church and sang in the choir. The fellow prisoners respected him and called
him "Grand father" and "Saint”. One day a new group of prisoners came to the
prison. One of those prisoners said that he committed a crime long back and
escaped but for taking a friend's horse he was considered a thief and brought to
prison. He added that he was from Vladimir. Then he learnt from Aksinov's
companions the sad story of innocent Aksinov being trapped in a murder case. The
new comer Semyonich looked at Aksinov with great surprise and also uttered that
he had grown very old. Then Aksinov asked him if he knew the real culprit but
Semyonich answered negatively. In the Prison Senyonich tried to escape by digging
the earth and making a hole under the wall. It was seen by Aksinov. Semyonich
asked Aklinov not to tell the governor what happened there. The next day, when the
Governor questioned, Aksinov said that he did not know who dug the hole. That
night Semyonich went to Aksinov's bed and requested him to forgive him.

Aksinov replied that God would forgive him. The next day Semyonich informed the
prison authorities that he was the real murderer and Aksinov was innocent. But in
the meantime Aksinov was dead. Tolstoy describes the feelings of Aksinov after he
detected that Semyonich was the murderer:
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He saw in his mind, the place where he was flogged, the
executioner and the people standing around, the chains, the
convicts all the twenty six years of his prison life, and his
premature old age. The Thought of it all made him so
wretched that he was ready to Kill himself.

The consequences of erroneous Judgement pronounced in the case of Aksinov have
been depicted Poignantly in the above passage by Tolstoy.

Kuan Han-ching in his play Snow in Mid Summer, explains the tragic Story of Tou
Ngo, a young widow who was accused of murdering old Chang by poisoning him.
But really the culprit was Chang's son Donkey, who brought the poison from Doctor
Lu in order to kill Mistress Tsai. The poisoned mutton tripe soup was offered to
Mistress Tsai. But accidentally, she asked Chang to drink it first and he died after
tasting it. The plan of Donkey to murder Tsai and marry Tou Ngo was defeated. Yet
Donkey put the blame on Tou Ngo complaining her to be the murderer of his father.
She was taken to the court. There in the court the Prefect asked the attendant to beat
Tou Ngo to confess the crime supposed to have been committed by her. But she
denied the accusation and pleaded that she was innocent. Yet the Prefect ordered the
attendant to beat the old woman Tsai. Tou Ngo did not want her mother-in-law to be
tortured and hence she accepted that she had poisoned the old man. Then the Prefect
ordered the attendant to take Tou Ngo to the market place to be executed the next
day. Before her execution,

Tou Ngo said three things: I want to say three things. When
the sword Strikes off my head, not a drop of warm blood
will stain the ground. If injustice, has indeed been done,
three feet of Snow will cover my dead body. Then this
district will suffer from drought for three whole years.

In the meantime, Tou Tien-Chang, father of Tou Ngo had assumed office as
Inspector of the Huai Rover Area. Now he could punish corrupt officials without
first reporting to the throne.

Tou Ngo as a ghost entered the office of her father and explained in detail the
hardships she had undergone after he left her with Mistress Tsai. Injustice was done
to Tou Ngo and eventhough she was innocent, she was beheaded on the orders of
the Prefect. She also complained about the murky plot of Donkey which ended with
the death of his father. After hearing the tragic story of his daughter, Tou Tien-
Chang ordered for the execution of Donkey Chang for murdering his father. The
Prefect who passed the wrong sentence should be given one hundred strokes and
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had his name struck off official list. Doctor Lu would be beheaded for selling
poison. Thus, Tou Tien Chang avenged the death of his innocent daughter.

In the Tamil epic Silapathikaram, Ilango describes the tragic story of Kovalan and
Kannagi.

Kovalan was a trader in Pukar city and he was married to a beautiful lady Kannagi.
Yet, due to the effect of fate, he fell in love with a dancing girl Madhavi who
happened to be a courtesan. He spent all his wealth for the sake of Madhavi. Finally,
he returned home after having emotional conflict with Madhavi. Kannagi received
him well and offered her anklets so that he could sell them and begin his new
business. Hence, they moved to Madhurai to sell Kannagi's anklets. Leaving
Kannagi at Madhari's house, Kovalan departs with one anklet to Madhurai city
where he met a goldsmith who was a Machiavellian Villain. This goldsmith had
already stolen the queen's anklet and reported the king that Kovalan was the thief
who stole the queen's anklet. Hence, under the orders of the King, Kovalan was
beheaded by the soldiers. Hearing the sad news, Kannagi took her another anklet
and reached the King's court. She broke her anklet before the king and proved that
the queen's anklet was different from what Kovalan kept with him. After seeing
gems from Kannagi’s anklet the king realized his mistake as the queen’s anklet
contained pearls. The king said, “Am I a ruler- I who listened to the words of a
goldsmith? It is I who am the thief”. The King and the queen fell down and died at
once for the injustice they had committed to innocent Kovalan. Later, Kannagi came
out of me palace and cursed that Madurai city should be burnt as a whole. Yet she
ordered the fire not to harm Brahmins, ladies, children and elders. She proceeded to
a hillock and climbed it up. There she met Kovalan and both reached heaven
together. When comparing the protagonists of the Russian short story “God sees the
Truth but waits',

Chinese short play ‘Snow in Midsummer’ and Tamil Epic Silappathikaram, one
could not but express serious concerns over the Machiavellian villains depicted in
the various works as antagonists. Machiavellian villain is a character who is
scheming, cunning, and ruthless and who operates in a secret and immoral way.
These villains play the main role in destroying the lives of the protagonists and
presenting angst and despair to the family members, relatives and friends of the
protagonists. Society in general has to face severe consequences due to the action of
the Machiavellian villains. Sacristan States:

Nowadays we find villains with a cultivating nature in
literature and films. They are manipulative and pursue their
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goals in an obsessive way, leading to the principle of
Machiavellianism. They show features like ambition, lack
of morality, charisma and strategic manipulation to obtain
their secret goals. Characters with these elements are
intuitively perceived as Machiavellian. (P5)

To sum up, due to the erroncous Judgements pronounced by the authorities
concerned, the protagonists of the three different literary works had suffered
immensely. In the Tamil epic Silappathikaram, the innocent protagonist Kovalan
was beheaded on the orders of the King. Because of the curse of his wife Kannagi,
Madhurai city was set ablaze. In the Chinese play Snow in Midsummer, the
Protagonist Tou Ngo was beheaded on the orders of the Prefect. Because of the
curse of Tou Ngo, the entire district suffered from drought for three whole years. In
the Russian short story "God. knows the Truth but waits’’, young Aksinov was
flogged and put in Prison in Siberia for twenty six years. He was proclaimed
innocent just before his death. Yet, Aksinov generously stated that God would
forgive Semyonich, The Machiavellian villain.
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Abstract: This study delves into the intricate thematic construction
and the representation of social issues in the Bodo poetry of the
Bibar and Olongbar periods. Through a comprehensive literary
analysis, the research explores how poets from these eras
encapsulated the socio-political climate, cultural transitions, and
personal experiences within their works. The Bibar period, known
for its reflective and often introspective style, contrasts with the
Olongbar period's more outward-facing and socially engaged
poetic expressions. By examining key poetic texts, the study
identifies recurring motifs, narrative strategies, and the poets'
responses to contemporary social challenges such as class
disparity, gender roles, and political unrest. This analysis highlights
the artistic evolution between the two periods and underscores
poetry's enduring relevance as a mirror to societal changes. The
findings contribute to a deeper understanding of how literary art
forms serve as vehicles for personal and collective expression in
times of social flux.

Keywords: Social Issues, Thematic Construction, Bodo Poetry,
Bibar Period and Olongbar Period.

Introduction:

Social issues refer to societal challenges or problems affecting individuals, social
groups, economic conditions, political landscapes, and the environment. Poverty,
criminality, inequality, prejudice, environmental degradation, political unrest,
healthcare disparities, and restricted educational access are among the issues
addressed. They appear in various ways and impact many elements of people's lives,
including their opportunities, health, well-being, and quality of life. Social issues
often arise from systemic or structural societal factors, including social norms,
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institutions, policies, and power dynamics. Individual behaviours, cultural beliefs,
and historical contexts can also influence them. These issues are dynamic and
evolve in response to societal changes, economic shifts, technological
advancements, and other factors. Addressing social issues requires understanding
their underlying causes, effects, and implications. It involves developing strategies
to mitigate their impact and promote positive social changes. This may include
raising awareness, advocating for policy changes, community organising, education,
research, and collaboration among various stakeholders. Addressing these issues is
vital for building an equitable, inclusive, and sustainable society.

The term “social issue” refers to the problems faced by a social group or society
which have a broad impact on society. In this regard, Ram Ahuja has mentioned that
“a social problem is a condition that affects a significant number of people.”
(Ahuja, 2007). Social issues can emerge in daily life and evolve; what may not be
considered a social issue today could become a significant problem tomorrow.
While social issues are universal, their intensity and types vary from one society or
region to another, yet all are interrelated. Often, social issues are not recognised in
their initial stages, gradually becoming major concerns that society attempts to
address. As a result, social issues are a serious matter for sociologists, social
workers, and social reformers who study and work to solve these problems. Rebecca
M. Kulik has said, “Social issue also called social problem, a state of affairs that
negatively affects the personal or social lives of individuals or the well-being of
communities or larger groups within a society and about which there is usually
public disagreement as to its nature, causes, or solution.” (Kulik, 2024)

Bibar and Olongbar periods:

Bodo intellectuals and reviewers have thoroughly examined and categorised the
evolution of Bodo literature. They have classified “Early Bodo Literature” from
1920 to 1951. This period, identified by Bodo intellectuals and critics, marks the
formative years of Bodo literature. It is a classification used by Bodo intellectuals
and critics to denote a significant era in their literary history. This era marks the
beginning of written Bodo literature. This period sees the rise and formal
establishment of written Bodo literature. Literary historians have differentiated two
major subgroups throughout this broad time frame with their own thematic and
stylistic aspects. These two sections are known as the Bibar Period (Bibar Era) and
the Olongbar Period (Olongbar Era). The Bibar Period spanned from 1920 to 1937,
while the Olongbar Period extended from 1930 to 1950 (Lahary, 2008). The poetry
as written literature was first published in Bibar, the first magazine in the Bodo
language which was released in the handwritten form in 1920” (Boro, 2012). The
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Bibar magazine was edited by Satish Chandra Basumatary, and published in 1924
for the first time. Notably, eight issues were released between 1924 and 1925. The
Bibar era likely represents the initial part of the Early Bodo literature period. Bibar,
the pioneering Bodo magazine, marked the dawn of authentic Bodo literature with
its inception. Published in Bodo, Assamese, and Bengali, Bibar has been a
cornerstone of Bodo's literary heritage since its launch. The literature from this era
emphasizes the importance of Bodo identity and heritage. It shows Bodo
intellectuals asserting cultural uniqueness amidst external influences and
modernization. During the Bibar era, the primary focus was preserving Bodo
culture, language, heritage, and reformation.

After the Bibar era, the Olongbar era represents a later stage within the early Bodo
literary period. This may indicate a period of growth in literary maturity and
thematic complexity. The Olongbar era saw a diversification of themes, including
modernization, political awareness, and greater engagement with contemporary
social issues. Literary genres may evolve to include new forms, more sophisticated
narrative techniques, and a wider range of poetic expressions. Many poetry books
were published during the Bibar and Olongbar periods. Notably, some poems
appeared in journals. The first poetry book of the Bibar era is ‘Bathu Nam
Bwikhaguni Gidu’ (1920) by Prasanna Kumar Boro Khaklary, followed by
'Khonthai Methai' (1923) by Promod Chandra Brahma and Madaram Brahma, and
'Bibar' (1924) by Satish Chandra Basumatary, the mouthpiece of Bodo Chatra
Chanmiloni. ‘Jentokha’ (1925) by Satish Chandra Basumatary. Then came ‘Bodoni
Gudi Sibsha Arw Aroj’ (1926) by Madaram Brahma, a unique and extraordinary
poetry book for which the author was awarded the Padmasri in 1988. Additionally,
three journals were published: 'Bithorai' in 1932, 'Sanshri arw Mushri' in 1932, and
'Olonbar' in 1938, all edited by Promod Chandra Brahma. Following this, the fully
romantic poetry book 'Sonani Mala' was published in 1938, and 'Phami' (1939,
unpublished handwritten form) by Ishan Chandra Mushahari. The 'Hathorkhi Hala'
magazine was published in 1940, edited by Promod Chandra Brahma. The
‘Angubwi’ is a magazine published exclusively by female students of Abhiyapuri
High School in 1950 and edited by Hareshwari and Nirupama Narjinari. Journals
have significantly boosted Bodo literature and poetry, along with past poetry books.
During this time, young Bodo writers had a chance to express their creativity
through poetry, short stories, and other writings in journals and periodicals.
Contributors to poetry literature in Bibar period journals include Satish Chandra
Basumatary, Parsuram Brahma, Bishnu Charan Basumatary, Rupnath Brahma,
Judisthir Hajugsumary, Jogendra Kachari, Modaram Brahma, Rothiram Brahma,

A Journal of Russian & Comparative Literary Studies, ISSN 2394-7853 175



Assonance, No.25, January 2025

Surendranath Brahma, Jalodor Brahma, Moniram Islary, Indumothi Kochahari, and
Jagadsing Kachari. In the Olonbar period, notable contributors are Pramod Chandra
Brahma, Ishan Chandra Mushahari, Jalador Brahma, Kalikumar Lahary, Horeswari
Hajowary, Kumari Pramila Brahma, Domointi Brahma, Harmoni Brahma,
Kironmoyi Brahma, Romni Brahma, and others.

Thematic Construction: Bibar Period:

When noticing the thematic construction of the Bodo poetry, it is evident that it
concerned the Bodo society. During Bibar, Bodo writers and poets began to capture
their cultural narratives, traditions, and social issues in a structured literary form.
These themes were depicted in various ways. The poetry focused on the social
context of the Bodo community because they were underdeveloped at the time.
Poets from the Boro community chose subjects in their poetry to awaken and
encourage the underdeveloped Bodo community. Their primary objective is to bring
prosperity to the Bodo community through language, literature, education, religion,
economy, culture, and the reformation of society. In the early period, the thematic
construction of poetry was made in the community awakening or counsel, Prayer to
God, Poem of romantic thoughts, love of nature, based on life's joys and sorrows.”
(Basumatary, 2013)

Prioritising education is necessary to improve the community. The Bodo community
has historically undervalued education, causing them to fall behind. The poet urges
everyone to pursue education from a young age, emphasizing that opportunities
diminish with age, much like a flower withering in the sun. The poet encouraged
everyone to pursue education together, as schools were not available in nearby
villages. The only school was centrally located, making it hard to attend alone. This
is a suggested poem about education. "Rupnath Brahma’s poem 'Bibar Khanai'
emphasizes the importance of education for all through poetic language.

Look, night has become the day
Flowers bloomed in the garden
Sisters Dwisari Laishari Monshari
Let's walk together, hand in hand.
(Rupnath Brahma, Bibar, p-3)

Giving importance to education, Satish Chandra Basumatary tried to highlight those
who have had no education, then what may become. The poet shows the mother's
love for their children to do better in the future. The mother tries to make the child
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think about the future. Because, if we are not aware of the future, we will be in
danger. The concept of alerting children, students, and mothers about the future is
conveyed through Satish Chandra Basumatari's poem 'Bima-Fisa’.

During childhood, if not learned education
Being smart, if not earned money
Remember there will be problems.

(Rupnath Brahma, Bibar, p-7)

Religion plays a crucial role in unifying a society. During the Bibar period, the
Bodo people failed to grasp the significance of the ‘Bathou’ religion, which is the
original religion of Bodos that has been passed down through generations. The
Bodos had religious problems since they did not regard their religion and started
converting to other faiths. In this regard, Rupnath Brahma's poem ‘Methai’ appears
to emerge as an effort to popularize the Bathou religion and remind the Bodo people
of its value, promoting the idea of religion for public acceptance.

Mom and Dad, don't leave
Don't leave your own
All of you don't go to others
By leaving your own
Everyone thinks about it
The value of Shijwo.
(Rupnath Brahma, Bibar, p-2)

Again, in this same poem's middle stanza, the poetry reflects that Bathou is the God
form of Brahma, Bishnu and Moheswar. Brahma is primarily known as the creator
of the universe and all living beings. Vishnu's primary role is to preserve and protect
the universe and maintain cosmic order. Shiva, also known as Maheswar, is the
destroyer of the universe. His destruction is necessary for transformation and
renewal, not negative. It paves the way for new creation. The Bathou alone has the
power of all three.

We have Brahma Bishnu
And Maheshwar

Take about Bathou
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That alone is filled with three people.
(Rupnath Brahma, Bibar, p-2)

The economy is the key to fulfilling people's dreams. During that time, the Bodo
people were unable to attend school or purchase valuable items for a better life due
to a lack of money. Poor economic conditions negatively impact families and
society. However, the poets tried to highlight the socio-economic status of the Bodo
community through poetry. The poet urges people, who have money to donate to
students to pursue education and eat. This theme was reflected in the ‘Habab Bima’
poem by Ruphnath Brahma —

Sons and daughters of the community

Look as your child.

Other people's children are also our children

Pay attention to this word.

Have a love for the people of their community.

With love to the poor children

Being happy by donating rice will lead to salvation.
(Rupnath Brahma, Khonthai-Methai, p-7)

Unity is crucial for uplifting a society. The poetic references point to a difference
between the educated and the uneducated. It appealed to the educated not to neglect
the uneducated. It also notes that despite the education, some people have engaged
in unethical practices, entered the work of others, and stigmatized the Bodo
community by labelling them ‘dirty’. The message urges unity, respect regardless of
education, and community guidance against misuse of education. The poet
Surendranath Brahma expressed his disappointment through his poem "Sikhangdw,"
which urged people not to abandon the poor in favour of the rich. He encouraged
staying with and supporting the underprivileged and unskilled members of society.
The poem says:

Oh educated

You also look back on us as educated

Do not quit by thinking uneducated

Being educated some have entered another’s

By saying dirty, did not stay in Bodo.
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(Surendranath Brahma, Khonthai-
Methai, p-43)

In the early period of Bodo poetry, mystic poems played a significant role. These
works often delved into themes of divine power and spiritual experience. Bodo
poets, including the notable Rupnath Brahma, composed poems that vividly
depicted the omnipotence and benevolence of the almighty. Brahma's
"Mwnhasoywi Hwua" is a remarkable example, illustrating God's unseen yet
profound influence in assisting humanity during times of need. These early mystic
poems serve as a mirror reflecting the spiritual beliefs and expressions of the Bodo
community. the poem says —

Without you, nothing happens
No one cannot live
Why I still don't know!
Who are you in my mind?
Hey friend, who are you?
(Rupnath Brahma, Khonthai Methai, p-1)

Modaram Brahma's poem “Bathouwa Swr” (Who is Bathou) is also mystical. In
this poem, Brahma portrays Bathou as encompassing everything in the world, both
visible and invisible, as the creator of all. The poet proclaims that God Bathou is the
creator of our bodies and everything in the world. Mainly his Book “Boroni Gudi
Sibsa Arw Aroz” is rooted in the Bodo traditional religion of Bathou. These poems
depict Bathou as the original religion of the Bodos, presenting him as the almighty
God. Bathou is both the creator and the destroyer without his benevolence, no one
can thrive.

What elements are there in your body?
Think about how they formed.

Full is this universe.

With trees, creepers and things varied.
Who has created these

Who has regulated them in trim and order?
Tell me dear, how are they keeping alive

What is in their grip,
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What are they aspiring for?

(Modaram Brahma, Boroni Gudi Sibsha
Arw Aroj, p-7)

In the early Bibar period, Romantic poetry is also seen, the renowned writer and
editor Rupnath Brahma introduced Romanticism into Bodo literature. His poem
"Angni Khwina" is a romantic piece. In it, the poet fondly describes a girl as
exceptionally beautiful in her appearance, mannerisms, actions, and thoughts. The
poet loses himself in the fantasy of his infatuation.

You are not just a sight to behold,
Oh, my bride, who are you?
Inside is something of it:
I know her today.
(Rupnath Brahma, Khonthai-Methai, p-30)

Thematic Construction: Olongbar Period

Following the Bibar period, the themes of romantic love, satire, feminism, and
women's education emerge as cornerstones of Olongbar period poetry. While
romantic themes primarily explore the nuances of affection and relationships, the
satirical, feminist, and educational themes go further by offering critiques and
suggestions for reform in areas where societal progress has stalled. During this
period, Ishan Chandra Mushahari and Pramod Chandra Brahma emerged as notable
romantic poets. This period is particularly renowned for its romantic poetry. Two
poets, Ishan Chandra Mushahari and Pramod Chandra Brahma, contributed
significantly to romantic poetry. Their works generally concentrated on the themes
of nature's beauty and love, with figurative language utilized to accentuate the
poetic aesthetic. Many of their poetry appeared in the magazine 'Hathorkhi hala'
(Constellation, 1940), edited by Pramod Chandra Brahma.

Ishan Chandra Mushahari is considered the greatest romantic poet in the history of
Bodo literature. His most renowned works are ‘Sonani Mala’ (Chain of Gold, 1939)
and 'Phami' (Lotus, 1939). Meanwhile, most of Pramod Chandra Brahma's poetry
has been published in the latest compilation Hatorkhi Hala (stars, 1940), ‘Sonakhi
Bizab' (Golden Book, 1962), which Brahma edited himself. Both poets revere
nature as the foundation of their spirits and the source of their inspiration. Ishan
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Chandra Muchahari's poem ‘Mwnabili’ is a high-quality romantic poetry. The
beautiful woman in this poem is a fantasy learner. The poet meets the imaginary girl
every evening in the western sky and is amazed by her beauty. One day, the two get
married in a dream. Here, the beauty of the red sun of the sunset evening of the west
corner is compared to the beautiful Face of a woman. The scene in the evening is
wonderful and the poet is amazed at the beauty.

Oh, evening girl

No one knows, only we know.
We had married very quietly.
Near the sky of the west

You come by giving a sound
Blowing in the air

Long scarf of Broun colour.

(Ishan Chandra Mushahari, Sonani
Mala, p-2)

Pramod Chandra Brama’s poetry often celebrates the natural world, depicting
landscapes, flora and fauna with vivid imagery and deep appreciation. He uses
nature as a backdrop to explore deeper emotional and philosophical questions.
Romanticism is a central theme in Brahma's works. His poems delve into the
nuances of love, capturing its joys, sorrows, and complexities. Beyond love,
Brahma explores a wide range of human emotions, from joy and hope to
melancholy and introspection. His poems often reflect on the human condition and
the intricacies of personal experiences. His ‘Hayenni Suphine’ is an example of the
love of nature and a picture of village life.

Wide valley clear

Surrounded by three hills;

Still dry straw in the paddy field
Near muddy fit live snail.

(Pramod Chandra Brama, Hathorkhi Hala,
p -44)

Kali Kumar Lahary wrote a satirical poem and published his poetry book, ‘Khonthai
Bijab’ (Poetry Book, 1951). In addition to his satirical poems, he has explored
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Romantic, Religious, and Advisable themes in his writing. Through comedic
language, he satirized Bodo’s young men and women who neglected their education
and were preoccupied with showing off. His satirized aim is that to reform the
society. In society, if such bad people are ruled by their style, it is terrible for the
development of society. So, poets tried to bring change by satirized. “Sarkar Jalai”
is a satirical poem published in "Khonthai Bijab" that depicts uneducated people
dressed in standard attire performing roles of highly educated individuals. The poem
reads:

Young government who are you

Bwisagu monsoon has arrived.

The young government has forgotten,

With a half-pen

Imagining could be

You did not hold a Wooden Plough.

(Kalikumar Lahary, Khonthai Bijab, p-28)

Social issues depicted in the Poetry of the Bibar period:

During the Bibar period, Bodo poetry highlighted various social issues and
challenges of Bodo society. The Educational, religious, and economic concerns
influenced Bodo society. These three major social issues encompass unity, women's
education, cultural preservation, domination, and others. Exploring social issues
through poetry aims to provoke change or reform in society. The educational issue
has been depicted in Rupnath Brahmas's poem ‘Habab Bima’. Due to a lack of
education, many Bodo students miss out on educational opportunities.
Consequently, the Bodo community was lagging behind others. The poet
emphasised how difficult it is to foster development and transformation within the
Bodo community if we do not educate our children. The poem highlights the lack of
educated individuals in the community, where impoverished Bodo children, unable
to afford education, are forced to drop out. This results in a community that cannot
progress or prosper due to the absent mind of knowledge and resources.

There are neither intelligent nor educated people in our communityDomination
underfoot for the loser

Bodo children from a poor family

Have no money and wealth
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Had to leave studies to learn

Like this, poor children who have dropped out of school,
If cannot gain knowledge by teaching education

Our community cannot progress and prosper.
Cannot - We don’t have any property.
(Ruphnath Brahma, Khonthai Methai, p-6)

Economics is crucial for everyone's life, constantly on our minds as we work
tirelessly for it. Economic issues such as unemployment, lack of education, and
alcoholism significantly impact families and society. The child’s family is poor,
lacking basic financial stability and resources. They struggle to meet their everyday
needs and have limited access to necessities like food, clothing, and shelter. Poverty
in the family is the main cause of problems in society. They couldn't afford basic
needs, let alone school fees, uniforms, books, and other educational materials. In the
“Habab Bima” poem, the poet prays for the Bodo society, highlighting their
economic struggles at the time. This indicates numerous financial problems, as
reflected in the poem.

Bodo child from a poor family

Have no money and wealth

Had to drop out to learn.

Like this poor child who has dropped out of school

If couldn’t give knowledge by teaching education

It is not possible to heft and enlarge our caste.
(Ruphnath Brahma, Khonthai Methai, p-6)

The poet sought to unite the Bodo community by raising his voice through poetry.
Not everyone realizes that unity is essential for a community to achieve change and
development in all sectors. However, some poems revealed that significant social
issues, particularly those related to unity, were present in Bodo society at the time.
These unity issues were evident in religion, culture, and among educated
individuals. Surendranath Brahma's advisory poem ‘Sikhangdw’ addressed these
unity issues, striving to foster cohesion. The poem reflected:

Oh educated

You also look back on us as educated
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Do not quit by thinking uneducated
Being educated some have entered another’s
By saying dirty, did not stay in Bodo.
(Surendranath Brahma, Khonthai Methai, p-42)

The poet noted that the Bodo community was underdeveloped in various aspects,
which enabled others to dominate them. This dominance led to the Bodo people
being ruled by others. Realising the extent of the oppression faced by the Bodo
community moved the poet to tears. These significant social issues are depicted in
Ruphnath Brahma's poem "Habab Bima." The poem's lines convey:

Sad words of our society/community
When going to talk
Oh, mother! Tears will flow.

There are neither intelligent nor educated people in our
community

Kept underfoot as a loser.
(Ruphnath Brahma, Khonthai Methai p-6)

The poet observed that the lifestyle of the Bodo people during this period was
challenging, as their gardening was untidy and they kept birds, pigs, and cows near
their living spaces. This led to unpleasant smells from the animals' waste spreading
around their homes. Because of these conditions, the Bodo community was looked
down upon and neglected by others, who derogatorily referred to them as "Mlec,"
"Mesh," and "Dog Eater." Such hateful treatment was unacceptable, but the Bodo
people could not respond or argue against it due to their limited knowledge and
communication skills. Modaram Brahma's poem "Swnabni Boro" reflects this
significant issue of hatred towards the Bodo people, as highlighted in the poem's
lines:

Oh, Boro sons, even today they call you 'mech.’
Tomorrow, they will still call you 'mech, mech, mech.'
Days have passed with this name.

(Modaram Brahma, Khonthai Methai, p-35)

At that time, the Bodo people grew disillusioned with their religion and converted to
other religious philosophies. The lack of a written religious text or customs left
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them without discipline and guidance. Consequently, they felt estranged from
others. Unfortunately, some educated member of the Bodo community also
abandoned their traditions, converting to other religions and assimilating with
different communities. The poet Ruphnath Brahma addresses this issue in his poem
"Methai," where he powerfully conveys this sentiment in the following line:

Do not leave
Don't leave your own.
Don't go to others
Leaving your own.
Think all of your
Sijwo's value
You should save
Worship Culture of Bathou.
(Rupnath Brahma, Khonthai Methai, p-2)

Social issues depicted in the Poetry of the Olongbar period:

The Olngbar period in the Bodo community was marked by significant social
issues, particularly concerning women's education. During this time, women's
education was seen as fundamental for the overall education of the family, as
mothers played a crucial role in imparting moral values and life skills to their
children. Despite recognizing its importance, women in the community faced
numerous barriers, such as being denied access to schools and public spaces. These
issues were portrayed in poems written by women poets.

Women's education is fundamental for the family's education because mothers play
a crucial role in imparting moral values and essential life skills to their children.
Educated women can guide children with ethics and academic support, fostering
well-rounded development. This early foundation is critical for nurturing
responsible and informed individuals. Therefore, it is vital to educate women, as
investing in education benefits individuals and families and contributes to broader
society's growth and well-being. Keeping in mind, the importance of women's
education, poet Hareshwari Hazowari revealed women's education in the poem
‘Lama Khinthinai’, published in ‘Angubwi’ (1950). The poem states that once
women understand the importance and methods of education, they will work
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diligently to improve and uplift their community step by step. It emphasizes the
transformative power of education in advancing community progress through
informed and educated women. which reads:

When they recognize the method of education
They will try to upgrade the community line-by-line
They will proceed on this path

by abstaining from alcohol and pork.

(Hareswari Hazowary, Angubwi, P-12)

The poet highlights the curiosity and eagerness of Bodo women to learn and fulfil
their aspirations by acquiring an education. Despite their understanding of its
importance, women in the Bodo community faced significant barriers. Traditionally,
they were not permitted to attend school, visit markets, or participate in other public
activities. This lack of gender equality was rooted in the belief that women were
only meant for domestic work and therefore did not need an education. As a result,
Bodo women experienced discrimination from their parents and relatives, limiting
their opportunities to study and achieve empowerment. This issue is poignantly
captured in Kumari Romney Brahma's poem 'Hawasi Barini Hinjau Bio'. The poem
reflects:

Listen to my friend's reason

She thought about going to school

But illiterate parents do not leave him at school

This is why the mind has become unstable.
(Kumari Romni Brahma, Angubwi, p-18)

Religious issues can emerge in various aspects of society, not limited to a specific
area. The Bibar period differs from the Olongbar period, as shown in the poem. The
poet suggests that understanding social life requires not just education, but a strong
foundation in religious knowledge. The poet believes that understanding religion
leads to a deeper grasp of knowledge and education. However, in the Bodo
community, women have been marginalized in religious practices, which has also
hindered their access to education and involvement in community development.
Recognizing these issues, the poet encourages women to pursue education. These
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concerns are portrayed in Hareswari Hazowary's poem 'Lama Khinthinai.' The poem
expresses:

Unable to think and understand.

The women of the Bodo community are backward

Taking inspiration from religion

I stand amongst the daughter

To reveal the meaning of religion

When knowing about religion

Daughters will know what education is.”
(Hareswari Hazowary, Angubwi, p-12)

In addition to this, there are many verses in the women's poetry written by women
instructing and advising women to learn, such as: ‘Gwjwnglainai Din’ by Kumari
Domanti Brahama, ‘Hawashi Barini Hinjaw Biyw’ by Kumari Romni Brahma,
‘Hangkhrainai’ by Nirupoma Narzari.

Conclusion:

The analytical study of the thematic construction and social issues in the poetry of
the Bibar and Olongbar periods reveals a rich tapestry of cultural, political, and
personal narratives that reflect the socio-political climate and evolving cultural
consciousness of the Bodo community. The paper has highlighted the distinct
interconnected characteristics of these two literary eras through the meticulous
exploration of key poetic texts.

The Bibar period, characterized by a reflective and introspective style, focuses on
themes, such as education, religion, economy, and unity. Poets from this era used
their works to awaken and encourage the underdeveloped Bodo community,
emphasizing the importance of education, the preservation of religion, and
economic upliftment. The poetry of the Bibar period mirrors the community's
struggle with underdevelopment and the poets' efforts to inspire social and cultural

progress.

In contrast, the Olongbar period exhibits a more outward-facing and socially
engaged poetic expression. This era is marked by the emergence of themes such as
romantic love, satire, feminism, and women's education. The poetry from this
period not only celebrates nature as a romantic ideal but also critiques regarded
societal norms and advocates for reforms. Poets like Ishan Chandra Mwchahary and

A Journal of Russian & Comparative Literary Studies, ISSN 2394-7853 187



Assonance, No.25, January 2025

Pramod Chandra Brahma contributed significantly to the romantic tradition.
Through the magazine “Angubawi”, women poets explored topics such as
education, religion and social expectations affecting women.

The thematic evolution from the Bibar to the Olongbar periods underscores poetry's
enduring relevance as a mirror to societal changes and a vehicle for personal and
collective expression. The study enriches the understanding of Bodo literature's
historical development and its role in reflecting and shaping the community's
identity and aspirations.

In conclusion, this research affirms that the poetry of the Bibar and Olongbar
periods offers valuable insights into the Bodo community's cultural heritage and
social dynamics. By capturing the essence of their times, these poetic works
document the past and inspire future generations to continue the journey of cultural
preservation and social progress.

Work Cited

Ahuja, Ram. Social Problem in India.3rd ed., Rawat Publication, p-3, 2017. Reprint.
Basumatary, Phukan. Chandra. Nwizi Zwuthaini Boro Khonthai. Nilima Prakashani, 2013.
Basumatarry, Satish Chandra, editor. Bibar. Words N Words, Kokrajhar, 2017. Reprint.
Boro, Anil Kumar. A4 History of Bodo literature. 2™ Ed., Sahitya Akademi, Kolkata, 2012.

Brahma, Rupnath, and Brahma, Modaram, editors. Khonthai Methai. 2" Ed., N.L.
Publication, Kokrajhar, 2012. Reprint.

Brahma, Modaram. Boroni Gudi Sibsha Arw Aroj. 4™ Ed., N.L. Publication, Kokrajhar,
2023.

Brahma, Pramod Chandra, editor. Hathorki Hala. 3 Ed., N.L Publication, Kokrajhar, 2019.
Reprint.

Brahma, Horeswari, and Narziyari, Nirupoma, editors. Angubwi. Bodo Women Writer
Association, Kokrajhar, 2019. Reprint.
Mochahary, Ishan Chandra. Sonani Mala. N.L Publication, Kokrajhar, 2015. Reprint.

Kulik, Rebecca M. "Social Issue". Encyclopedia Britannica, 18 Jun. 2024,
www.britannica.com/topic/social-issue. Accessed 26 July 2024.

Lahary, Manaranjan. Boro Thunlaini Jarimin. Onsumoi Library, Kokrajhar, 1991.
Lahary, Kalikumar. Khonthai Bijab. ond Ed., Bodo Publication Board, Kokrajhar, 1993.

Narzary, Nareswar. Angni Nwjwr Arw Bijirthi. vol.-ii, Bodo Publication Board, Kokrajhar,
2015.

188 A Journal of Russian & Comparative Literary Studies, ISSN 2394-7853


http://www.britannica.com/topic/social-issue

20

RELOOKING AT THE ‘ANCIENT WOMEN’:
A STUDY OF VATSYAYANA’S KAMASUTRA

Ms. Supriti Saha
Assistant Professor, Department of English and Literary Studies,

Brainware University, Barasat

Abstract: Kamasutra has always been one of the most popular
names when it comes to the field of Ancient Indian literature; since
its discovery, it has raised a lot of questions in the minds of
scholars all around the world. The text seems to be surprisingly
sophisticated when compared to its contemporary ancient texts.
Kamasutra is considered to be very modern in its approach; not
only does it throw light on the sexual life of India, but also projects
the ideas regarding gender and the stereotypes ascribed to the
feminine and masculine natures, respectively. Though many critics
have opined that Vatsyayana has held a very liberated view on
womens education and sexual freedom, this paper attempts to
counter this notion and show how Vatsyayana has actually
entrapped the women in the shackles of patriarchy by bringing them
down to the level of being just an entertainer and a showpiece in
this male-centric society.
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Introduction

There was a time when India’s history was completely unknown to the world.
According to Sachindralal Ghosh, the prevalent impression that the majority of
educated people had regarding ancient India was full of “habitable forests, dotted at
comfortable intervals with hermitages in which man lived in communion with
Nature.” This romanticised image was served to the other countries until Kamasura
by Vasyayana was discovered. The discovery of the Kamasutra provided a very
high seat to India, in respect of cultural history.

Since its discovery, the Kamasutra has become one of the most celebrated texts all
over the world. An American scholar, Wendy Doniger, finds the Kamasutra
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‘astonishingly sophisticated” when compared to the other ancient texts. She states
that it was written when the Europeans were still swinging in trees, both culturally
and sexually. Therefore, according to Doniger, the text surprisingly projects modern
ideas about gender and its stereotypes of both feminine and masculine natures.

Many critics have come up with the view that Vatsyayana held a very liberated view
of women’s education and sexual freedom. But while going through the translated
version of Kamasutra, it is derived, that although it talks about women’s educational
and sexual freedom, somehow it also entraps women in the manacles of patriarchal
‘hegemony’ (Barry 158), where she is only viewed as a mere entertainer to her male
counterpart. This derivation counters the previous idea of Kamasutra being a
liberatory text for women.

Historical Context

Kamasutra by Vatsyayana is a remarkable book on the sexual life of ancient India. It
also provides a striking testimony of the secular life of ancient Hindus. The date of
its composition is not completely certain. According to Yashodhara, the book was
written about 675 B.C.; but the internal evidence shows this to be highly
improbable. It appears to be later than Ashoka the Great; but not later than the third
century A.D. in any rate. While Doniger opines that it was composed in North India,
probably in the third century C.E.

Nothing is definitely known about Vatsyayana—his personal life or where he
belonged to (which part of India), is still clouded. His commentators record that he
was born in Taxila in Punjab, in a Brahmin family. His original name was Mallanga,
and Vatsyayana was his clan name, as he was a descendant of Vatsya clan.
According to Richard Burton, Vatsyayana wrote Kamasuta during his stay at
Benares. On the other hand, some Indian critics opine that he was probably from the
western part of India. As per these critics, he either had travelled nearly the whole of
the continental vastness of India and collected information from every land he
visited; or he gathered details from the study of all available literature on the
subject. However the fact remains confirmatory that the literature describing the
sexual customs and traditions of different parts of India is conspicuous by absence.
We find references to several other works of ancient India such as Vabhrabya,
Dattaka, Gonikaputra, Charayana, Gonardiya (or Gonardaniya), Subarnabha, and
Kuchumara. These works, unlike Kamastra, only lays emphasis on the principles,
not on the practices. Vatsyayana’s narration of sexual practices and customs in
different parts of India is first-hand and authentic, as claimed by Vatsyayana
himself. He had analysed, examined, and verified each of the customs. It holds a
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mirror to the degradation to which an uncontrolled pursuit of sensual pleasures had
been leading, and this purpose was to lay down a rational procedure of sexual
behaviour as the alternative to an inevitable social decadence.

The Kamasutra is known in English almost entirely through the translation by Sir
Richland Burton, which was published in 1893. But according to Doniger, this
translation was not an appropriate one. Most Americans and Europeans think that
Kamasuta is just about sexual positions. The real Kamasutra, however, is not the
sort of book that is to be read in bed while drinking. It is in fact the book on the ‘art
of living’—about finding a partner, maintaining power in a marriage, committing
adultery, living as or with courtesans, using drugs, and also about the positions in
sexual intercourse. In the translation by Burton, one might find the shadow of
Edward Said, it seems to be about Orientalism. Read in the wake of Michel
Foucault, it seems to be about power, and in the wake of Judith Butler, about the
control of women and denial of homosexuals. But these are certainly not the
primary concern of Kamasutra, its primary concern is about gender, and to that
extent Said, Foucault, and Butler are essential companions for modern readers.

Sexual Liberation or Control?

Most of the critics have interpreted Kamasutra as a liberatory text, with respect to
the freedom of women. But the question lies about how far does it actually liberate
women? The answer to this question is a bit tricky. Vatsyayana in his Kamasutra
had encouraged women to get educated. But the real question lies in the fact that
does the mode of education suggested by Vatsyayana actually benefit women? Or is
it just a mere training for women to tame her as per the requirement of the
patriarchal society, in order to shape her as the perfect wife or perfect companion to
her male counterpart? The truth is that Kamasutra caters to the image of women,
where she counts upon a Man, to achieve her identity. As Peter Barry states: “...the
focus of interest is on the heroine’s choice of marriage partner, which will decide
her ultimate social position and exclusively determine her happiness and fulfillment
in life, or her lack of these” (117).

If the text of Kamasutra is viewed from the angle of the First Wave of Feminism,
then it might seem to liberate women. It is true that Vatsyayana identified the
women as living beings and not as mere possessions. He had acknowledged
women’s passion and desires, and had given them the right to education. But this
education hankers upon the idea of First Wave Feminists, who demanded education
for serving the purpose of their household better, and to become a better mother.
Similarly Vatsyayana had also talked about educating women so that she can serve
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her companion well. Whereas seen from a modern perspective, Kamasutra fails to
provide any concrete identity to women of being her own self, rather he paints her
as a mere entertainer to her partner.

Vatsyayana equates women to a mere thing of beauty. As Venus is represented by
the Greeks to stand forth as an epitome of beauty, similarly Vatsyayana describes
the Hindu cult of Padmini or Lotus woman as the type of ‘most perfect feminine
excellence’(7). The compulsion of being beautiful as a woman recurs throughout
Kamasutra. For an instance, in the fourth chapter of Part-I, while describing the
social gathering, Vatsyayana records: “The women who may be the most beautiful,
who may like the same thing that men like, and who may have power to attract the
mind of others, are here done homage to”(36). This clearly reflects that the women
who are beautiful only are taken to be capable of being paid homage to, which hints
at the very fact of being directly judged based on their physical appearance, thereby
dragging her identity to a mere showpiece.

Moreover, the concept of being the ‘trophy wife’ is hinted at when Vatsyayana
accounts for a few points that are to be kept in mind while marrying a girl—the
grounds on which a girl is judged are completely based on her physical attributes.
He talks about the points that should be avoided while marrying a girl such as one
who has her nose depressed, or nostrils turned up, or who is bent down, or one who
has crooked thighs, or who has a projecting forehead or a bald head. In fact, the
most important point to be kept in mind while choosing a wife is her purity, which
refers to her virginity—one who is ‘polluted’ by others should not be taken into
consideration while building the matrimonial alliance. Thus it is observed that the
mode of education suggested in Kamasutra is completely alluded to the connotation
of turning women into perfect wives, who can make their companions happy. She is
taught different kinds of culinary activities, singing, dancing, and even about the
different positions of sexual intercourse. Now the question is how did the
knowledge in these fields help the women? The answer is that these things only
helped them to fetch the attention of their male counterparts. She is taught so many
things so that she can soothe her partner after his long working day.

Vatsyayana had made the women completely dependent upon the male-centered
structure of the society. Her entire life revolved around her marriage—the only aim
a woman had was to obtain a wealthy and loving husband. Therefore as soon as a
girl turned to marriageable age, her parents would start taking special care of their
daughter. They would make her wear nice clothes, and smartly place her where she
can be seen by all; as if she is kind of a merchandise, ready to be sold. In fact,
Vatsyayana painted the image of women being an object to such an extent that, he
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even says if a man wanted to marry a girl, he had all the right to forcibly carry her
off.

Even after marriage, a woman’s whole world revolves around her husband and his
household, Vatsyayana says: “A VIRTUOUS woman, who has affection for her
husband, should art in conformity with his wishes as if he were a divine being, and
with his consent should take upon herself the whole case of his family” (128).
Hence it is posed to be her duty to keep her husband and his family contented
because this is the only way she could gain the tag of being ‘virtuous’.

It had forever been the topic of discussion among scholars that Kamasutra
acknowledged the desires of women, and celebrated her passion. But did it really
place the passion of women above patriarchy? The answer to this is no, it did not. It
is true that Vatsyayana is indeed the first ever Indian, who believed that female
semen falls the same way as male semen, hinting at the fact that women’s desire for
sexual intercourse is no way less than that of men. On the other hand, he suggests
women to take medicines so that their desires are satisfied quickly. He stated that a
woman must always achieve orgasm in a sexual union before the man. The reason
he stated for this comment was that, if the man achieves his orgasm before his
female counterpart, then neither the man nor the woman will be satisfied in this
union. But if viewed from the modern point of view, it can be interpreted that the
unsatisfied appetite for the passion of a woman challenges the male ego, which the
patriarchy can never tolerate. It is one of the major duties of the woman to keep her
husband’s weak points as secrets, and not counter them, as Vatsyayana suggests:
“She should moreover make herself acquainted with the weak points of her
husband’s character, but always keep them secret, and on the whole behave herself
in such a way a may lead him to look upon her as a good and devoted wife.” (140)

The concept of boosting the Male Ego is one of the most recurrent concepts in
Kamasutra. This is most evident when Vatsyayana even suggests the courtesans to
praise their customers. No matter what, she should never neglect him. Even when he
is sleeping, she should embrace him and touch his body parts to comfort him. The
ways in which courtesans can extract money also hint at the boosting of male
chauvinism, when Vatsyayana says, that the courtesans should praise her customer
for his intelligence and she should always fulfill his curious desires, despite the
hardships like pregnancy. Hence it seems that the general rule for the survival of a
woman is to make herself agreeable to the male sex.

The position of women is dragged down to a point, where she is judged based on
the marks of sexual union, that she carries on her body, as mentioned: “Even when a
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stranger sees at a distance a young woman with the marks of nails on her breasts, he
is filled with love and respect for her.” (68). As these marks fade, she is no longer in
that seat of respect anymore. These marks symbolized the husband’s love for her,
which made her respectable to others. Hence the pivotal point for the survival of a
woman in this patriarchal society is the attention she gets from the male sex.
Therefore it is mentioned that the wife or courtesan must take measures as soon as
she feels the love of her husband declining towards her. The love between husband
and wife is directly equated with the marks of nail on a woman’s body, the
spirituality of love is completely neglected in the text. When a woman feels proud to
bear the marks of her sexual union, on the other hand, a man is supposed to keep his
attraction towards his wife or companion a secret. In fact Vatsyayana inculcates the
man with the idea that all women must agree to his attraction towards her as he
says: ‘her mouth says no, but her eyes say yes’—this is a dangerous line of thought
that leads ultimately to places where no woman wants to be—disregarding a
woman’s protest against rape or subjugation, and this kind of treatment of woman is
completely unjustified in the modern perspective.

Many critics have opined that Kamasutra can be regarded to be a liberatory text
only because it allowed women to divorce their husbands. But the grounds on the
basis of which a woman can divorce her husband, and the grounds on which a man
can divorce his wife are shown to be completely different in the text. A man can
divorce his wife based on several grounds: if the wife is ill-tempered, if she cannot
give birth to the child, if she is incapable of giving birth to a male child and so on.
Whereas a woman is supposed to divorce her husband only if he is not capable of
satisfying her in bed. Hence Vatsyayana restricts his view as per the common
patriarchal norm of relating Man to ‘Culture’, and Woman to ‘Nature’. The
requirement of man shown in the text represents the Culture, while a woman’s
hunger for her fleshly passion is equated to the instincts of Nature.

Conclusion

Vatsyayana wanted to correct the guilded vice of the society through Kamasutra. He
indeed poses sexual function to be a phenomenon of reproduction, and not as taboo
or something derogatory. But in his attempt of glorifying the fleshly passion, he
somehow binds the women in the strong chains of patriarchy.

He encourages sex education, which can be interpreted as a very modern approach.
But in this approach, he objectifies women. Vatsyayana restricts the women within
the four walls. He never talks about any education that can make the women a
strong power holder in the society, rather he confines her within the bars of
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patriarchy. She is expected to live in the interior portion of the house. Her job is to
take care of the household and obey the orders of her husband and his family,
whereas the man of the house must go out in order to earn for his family. Thus
Kamasuta projects certain gender roles for both males and females, which are best
suited for the Male-centered society. Vatsyayana by encouraging women's education
tries to provide wings to the women. But how far do these wings help them in their
flight, remains a question. Kamasuta is ultimately a product of patriarchy. It
provides wings to women but denies giving them the sky to fly. They are only
allowed to fly, but only within the cage itself.
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Abstract: India possesses a great textual heritage accompanied by
intellectual inquiry rooted in religious doctrines. The intellectual
achievements of Indian thought are magnificently stretched across
several fields of study, vehemently in the Ramayana and
Mahabharata. These two epics have exerted power to continuously
inspire the realms of contemporary Indian literature through
timelessness and universality. Reimagination of these epics is a
common trend in Indian literature, where it blends tradition with
modernity. The capability of Indian literature to blend tradition
with modernity captures the essence of a multi-dimensional
tapestry. Pratibha Rays Yajnaseni and Chitra Banerjee
Divakaruni’s The Palace of Illusions are the reimaginations of the
Mahabharata from Draupadi’s angle. Draupadi resurrects as a
modern and contemporary woman through these excellent
narrations. Deconstructing the Dharma of an ideal wife by
interrogating alternative ideologies of womanhood constitutes the
crux of both novels. This paper proposes a comparative study of
Yajnaseni and The Palace of lllusions from the ground of Indian
feminism to illustrate the reimagination of tradition in
contemporary works. How these narrations constitute a
simultaneous portrayal to announce and denounce tradition is an
area of discussion.

Keywords. Tradition, reimagination, modernity, feminism, epics

Introduction

While considering Indian literature, it is needless to say Ramayana and
Mahabharata are never regarded as mere literary productions but rather as the
foundations upon which the literary lineage has been built. Revisiting occurs from
the cognisance that the past has much to offer, and thus it can be framed as a
deliberate radical re-interpretation from literary tradition to contemporary literary
fashion.
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Yajnaseni by Pratibha Rai and The Palace of Illusions by Chitra Banerjee
Divakaruni are the first-person narratives of Draupadi, where the writers cut down
the story of two warring patriarchal dynasties by bringing a woman to the forefront
to engineer a feminist retelling of the epic. These two come under the category of
perspective retellings.

Revisions of literary texts through the lens of the oppressed are inevitably
oppositional and often challenge the authority of the source. Re-imagination
through yajnaseni and The Palace of Illusions can be taken both as an
announcement and a denouncement where the writers flesh out, extend and
recapitulate the relegated position of neglect on womanhood.

Contflicts of Tradition and Modernity in Yajnaseni and The Palace of Illusions:
A Comparative Study

Conserving tradition was a prerogative assigned to Indian women for years. conflict
between tradition and modernity, in fact, inflamed or yoked a constant comparison
of contemporary women with their mythical or traditional representations.
Feminism in the post-modernist era redefined the considerations bound to life and
literature and shackled the conventionality of redundant prejudices plumed by
stereotyping. Re-imagination deconstructs and reconstructs a new history through
granting layered perspectives to the past. A newer domain of tradition is being
created in the changing socio-cultural milieu.

Odia writer Pratibha Ray is often commended for handling human frailties with
compassion and uniqueness. Her vision regarding human nature, while being
offended, is effective enough to blend detachment and empathy. By choosing an
epic character, Pratibha Ray has made a courageous attempt to prove and explore
the hidden recesses of the female psyche. She declares in the Afterword to her
novel: “Draupadi is a challenge of womanhood”.

Ray suggests that apart from being a mythical figure, Draupadi is a woman whose
inner voice is silenced by Vyasa due to the complicated choices on the moral front.
Through this recreation, Ray tried to foreground the problems underlined in the
traditional representation with a changed outlook of the modern scenario. The novel
is structured like a letter to Krishna where she poured all her emotions regarding
her life trials with the Pandavas. She introduces the letter like “This is not a letter;
this is my life” (399). In her view, the story of her life” is nothing other than the life
story of any human being on this mortal world”. Here she speaks over and above
her fulminations against patriarchy. Despite being eternally subjugated, it is unfair
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that the road to heaven was blocked to her. Draupadi is conscious of her birth, that
she has come to fulfil the vow of her father to take revenge on Dronacharya.

By birth itself, she has been bred to fulfil the wishes of somebody; this practice of
inequality continues in all the realms of her life where she is denied her very right to
choose. Dhrupad wished a great warrior to adorn the role of son-in-law, and that is
the reason why he selected Arjuna. What rankles in her mind is that she was a well
learnt woman and capable of for her to decisions. But the system denied her rights.
She laments that she has no say in any of her affairs, her birth, life and death all
were controlled and directed by someone near to her.

Her response to the incidents in her life is invariably intelligent, rational and clear.
She has possessed a sceptical ideology in regard to conventional “dharma” and
“honour “. When Kunti inadvertently asks the Pandavas to share what they got
equally, Yudhisthir asserts the supremacy of their mother over their decisions, and
all the brothers silently agree to share Draupadi equally. Taking this incident, which
absolutely stagnated her life, Draupadi questions the so-called “dharma” and
“honour”.

All her sacrifices, her travails, her loyalty to five brothers gone in vain at the end
when she was deprived of attaining the pleasure of heaven by falling in the foothills
of the Himalayas. None of the five, except Bhima, turned around and were
concerned for her. They all just left to their goals, leaving her behind as helpless and
broken, waiting for death.

She was, ironically enough, both the strength and weakness of the Pandavas. Her
mind rebels against what is vividly an atrocity on her conscious as a woman. Her
character was beyond the thinking capacity of the Dvaparayug. When Shakuni
speaks against her only because of asks unsettling questions. He goes on speaking
about her education, which is according to him, is a ruin to herself. When
Dushasana tugs at her hair in front of all the elders in the Kuru court, Draupadi
addresses them by questioning the ethics of such an action. “In my condition, is it
not shameful to drag me by the hair into this crowded hall? Will no one answer my
question?

Shakuni said to Karna in answer to her question. The greatest offence a woman
commits is to try to be learned. It is because she became wise and scholarly that her
condition is thus! (2002:238) This statement of Shakuni is very controversial in
today’s outlook, where education and self-sufficiency matter in the standard of
living. Provision of education to women is a fundamental necessity in societies like
India to dismantle gendered violence and to produce a more inclusive society.
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While waiting for her death, Draupadi recalls her entire life and ends her letter
Krishna whom she adorned the most. In her narration, Draupadi depicts the whole
gamut of events, clashes, and treacheries culminating in the big war of Kurukshetra
that lasted for 18 days. Other than the narrative style of Mahabharata here the
reader could see a departure from war and its glorification, where war is depicted as
a curse on the land. While she recalls her life, she realised that it is the end of
Dvaparayug and time has marched to the Kaliyug. Draupadi hopes that the people
of Kaliyug would be able to tell the world about her subjugation, and she asks them
to evaluate her life and the roads of torments she has traversed, all in the name of
protecting dharma and honour.

The novel ends by giving a cyclic structure with the word of the letter to Krishna’
Finis.” Disarmingly, she declared the bond between she and Krishna like this: “The
name of that relationship is not known to me”.

She implicitly trusts Krishna and his divinity. But she became confused at the end,
when Krishna explained war as a conflict between dharma and adharma. Her
independent thoughts never allowed her to perceive killing an unarmed person as
dharma. This is the way through which Draupadi interrogates the established
conventional schools of thought. As a brave woman of the modern age, she contests
norms and clichéd thinking, which are ultimately futile to humanity as such.

Coming to the second retelling, The Palace of Illusions, Chitra Banerjee Divakaruni
brought a homodiegetic narrative style where the first-person narrator is a
participant. Writings of Divakaruni are primarily located within the genre of
diasporic or immigrant writing. Being an Indo-American writer, her essence of
writing is spirituality which is the heart of the Indian psyche.

The Palace of Illusions, a deconstructed version of Mahabharata is the corollary of
her childhood dissatisfaction regarding the representations in Mahabharata. Like
Ray, Divakaruni also brought Panchali or Draupadi to the forefront of actions. She
named each chapter of the novel to succinctly convey the essence recounted in it.

3

First and last chapters are named’ fire ‘, which describes the miraculous birth of
Draupadi and the end of her life, seeming to signify the cyclical aspect of life and
death. In the initial chapters of the book, Draupadi explains her life from her
rebellious childhood to the revolutionary steps she stepped forward to reconcile the
gendered approach of her society. She dreamt of a palace which is quite unlike to
her father’s, in which she would be able to actualize the prophecy about changing
the course of history. Conventional thoughts of Mahabharata have re rewritten

through various aspects in Divakaruni’s narration. Rather than seeing husbands as
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heroes, here Panchali sees them as husbands and each of them flawed in his own
way. She describes Arjun as jealous at having to share her with his brothers, and
regarding Yudhistir, who is conventionally seen as upright, moral and duty-bound.

From the very beginning, Draupadi’s married life was full of thorns. She had no say
in her own life and was often treated as an object or commodity. By marrying five
men together, she became the most powerful woman in the country, and she played
a crucial role in making her husbands great warriors of Bharat. But her fascination
towards Karna never ended. She questioned this action and constantly reprimanded
herself. Divakaruni also narrates the relationship between Bheem and Panchali the
most. Bheem was honest with Draupadi, and he showered his love towards her. She
bore their children and stood by them for everything, yet she felt something was
missing.

In the original version of the epic, Draupadi serves as a deus ex machina,an
instrument, playing her assigned roles. On the other hand, in Divakaruni’s Drauapdi
narrates the struggles behind her destiny. She creates a unique voice that articulates
how she feels about her destiny, which bravely critiques the patriarchal order where
she is the ultimate victim. Divakaruni portrays her as a romantic heroine who keeps
a deep passion with Karna and who secretly craves a palace of her own, which is
quite different from the oppressive nature of her father’s, on which she has
considerable say regarding the shape and design. The story of unrequited love
between Draupadi and Karna finds a place in the Mahabharata, and in the novel, the
writer foregrounds it to express the indifferent machinations of God and society.
Her polyandry is singularly unusual, seems exotic and audacious, for the freedom to
have many spouses is a privilege that has always been accessed but men alone. But
being a woman in a conservative society, her story differed from that of men who
have several wives.

Though Dhai Ma tried to console me by saying that finally I had the
freedom men had had for centuries, my situation was very different from
that of a man with several wives. Unlike him, I had no choice as to whom
I slept with and when. Like a communal drinking cup, I would be passed
from hand to hand, whether I wanted it or not. (Divakaruni 120)

Regarding her boon of regaining virginity when she moved from one to another in
their shared conjugal life, she remarks:

Nor was [ particularly delighted by the virginity boon, which seemed
designed more for my husband’s benefit than mine. That seemed to be the
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nature of boons given to women- they were handed to us like presents we
hadn’t quite wanted.

Since the novel follows a homodiegetic narrative style, there are obviously large
sections of the story that Draupadi cannot narrate. Homodiegetic narrators would
not be able to narrate incidents not involving them, resulting in gaps in narration.
But Divakaruni cleverly fills the gaps in the narrative by using storytelling
techniques. Draupadi tells us her story, and in turn, she is told stories by the
characters in the story. This technique stands as an interesting parallel to Vyasa, and
the style itself used to mimic the nature of Mahabharata itself as a story collection
handed down orally over the years by different narrators.

Just like Ray’s view in The Palace of Illusions, Krishna has been the true and
constant love of Draupadi’s life. But in the latter, she realised it only at the end of
her life. She had an epiphanic vision in which she saw that Krishna had always
been there at the crucial times of her life, and only his love lasted till the brink of
her death. Draupadi turns out to be a player with a role in Krishna’s universe, where
he is the doer and she is the instrument. Divakaruni faithfully reproduces this aspect
of the epic in her novel and shifts her focus to Draupadi’s salvation through
Krishna. Besides that, Divakaruni gives her triumph to join with her love Karna at
the end of the novel, absolutely beyond the mortal world.

Considering this novel, one could easily identify it as the epitome of feminist ideals.
Reading the feminist angles of the texts

When she time of her birth, Dhai Ma called her the “Girl Who Wasn’t Invited”
(Divakaruni 1) to attribute a name to her. Along with her brother, she also came out
of the fire to” change the course of history” (Divakaruni 5), but being a girl, her
father refused to hold out his arms for her. This unwelcoming attitude prevails
today just as King Drupad wished for. The emergence of a female fetus itself is a
curse for many parents, and feminism has much to do.

Draupadi was a victim of racism; her blue-skinned body was mocked by the society
around her. She says:

“In a society that looked down its patrician nose on anything except milk
and almond hues, this was considered most unfortunate, especially for a
girl” (Divakaruni 8). Draupadi courageously reacted to this atrocity and
she asserted: “I, too, am beautiful, I told myself. Overnight, I who had
been shunned for my strangeness became a celebrated beauty”
(Divakaruni 9-10).
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It was a challenge for Draupadi to learn something in a society where educating
women is taboo. Her brother Dhri was being tutored, and she used to give
prompting answers to the questions to her brother, and the teacher rebuked her. Her
polyandry was an alien concept where only polygamy exists. The boon of virginity
assigned by Vyasa in fact, hypocritical as she denied her choices.

Both novels showcase the mental realms of Draupadi, who suffered a lot under
male supremacy. She questions the conservative notion of womanhood, as they are
the root cause of all problems, and it is their highest concern to serve their men. She
was a heroic woman who had progressed enough to question the inequalities but
was forced to bear. making women fit into the norms maintained by society is an
ongoing process. The roles assigned to her are vividly not for her. It is to satisfy the
needs of the opposite gender. The woman has to be trained to think, talk and act in a
way that society wants to observe them where they have no power.

Conclusion

These two novels are the reimaginations of Mahabharata through perspective
retellings. Both of the novelists have tried to challenge the epic’s usual patriarchal
representation of women through centralising Draupadi, the most suppressed
female figure. Fixing Draupadi as a feminist symbol who triumphs over the
constraints of a society dominated and controlled by male chauvinists. By creating a
potent female representation, both writers challenge the authority of the epic, which
is deeply rooted in the conventionality of every Indian mind. By showcasing her
relationship with other characters in the epic, both narrations succeeded in
providing a light on her hardships and victories. Apart from being similar in theme
and content, a startling difference could be seen in the styles of narration. In
Yajnaseni, Karna doesn’t play the role of a jilted lover, but Lord Krishna has a
sacred bond with Draupadi. But in Palace of Illlusions, Draupadi subtly compares
Arjuna to Karna.

The literary world has produced numerous readings of canonical texts so far. With
the advent of feminism, there was a tendency to re-examine how women have been
portrayed and how this portrayal cements the very existence of patriarchy and
conditioning. Representation possesses a deep influence to create labels that get
extended to society, so it shouldn’t be misrepresentations.
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Abstract: Jainism is one of the oldest religions and philosophical
concepts in India. The ideas in Jainism promotes a worldview
which is deeply intertwined with reverence for life and harmony
amongst all living beings. Through the in-depth study of the
scriptures ascribed to Jainism, we can understand the concept of
ahimsa and aparigraha and their relationship with ecological
sustainability, which is the need of the moment. The concept of
ahimsa promotes and advocates absolute avoidance of violence
against any living being. The concept is not only confined to the
aspect of physical violence but encompasses mental, emotional and
spiritual  harm as well. Jain philosophy believes in the
interconnectedness and interdependence of all life forms and hence
promotes ecological preservation through the propagation of an
ethical concept like ahimsa amongst its followers. Furthermore,
concepts like aparigraha emphasise non-possessiveness and
leading a simple life, which minimises material consumption, which
ultimately leads to ecological balance and sustainability of natural
resources. This paper tries to explore the relevance of Jain
philosophy in addressing important environmental challenges such
as resource depletion, loss of biodiversity and changing climate by
drawing parallels between the principles of Jainism and the
environmental movements of the contemporary era with special
reference to concepts like ahimsa and aparigraha. Ultimately, this
research article underscores the timeless wisdom of ancient Jain
philosophy and its potential to counter modern global issues
through interdisciplinary dialogue and cross-cultural engagement.

Keywords: Jainism, Ecological Sustainability, Climate change,
Ahimsa, Aparigraha
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Introduction

The world today is engrossed in dangers associated with unprecedented challenges
related to environment, ranging from slow movement of biodiversity towards
extinction and climate change and this requires prompt transformative action. As
mentioned in an article published by E.W. Chu and J.R. Karr in the website of
National Library of Medicine, “By now it is clear to economists and ecologists alike
that human progress has reached scales unprecedented in the history of life. We
have altered Earth’s physical and chemical environments, changed the planet’s
water and nutrient cycles, and perturbed its climate.” (Chu and Karr). In search of
sustainable solutions, we can try and rely upon diverse philosophical traditions that
not only offer valuable insights into the nature of life and beings but also resonate
well with the ecological need of the hour. According to Dr. B Sharma, the Indian
Philosophical tradition opines that each and every element, object and living being
in the universe is created by the same Supreme Being i.e., Brahman. Therefore, man
cannot have special right or dominance over nature and natural beings (Sharma).
One such philosophy is the ancient Indian Jain philosophy that acts a repository of
ecological wisdom that promotes harmony amongst all living beings on Earth. In
this research I strife to delve into a scholarly exploration of the ecological needs of
mother Earth and whether the concepts of Jainism are relevant enough to counter
the environmental issues we are facing in the contemporary world.

Jainism has its origin in ancient India and it stands as one of the oldest living
religions in the world. The philosophy of Jainism is characterised by its deep
reverence for all forms of life and principles of non-violence (Ahimsa) towards all
living beings. Followers of Jainism believe in the presence of eternal soul (Jiva) in
all living entities, be it humans, animals, plants or even microscopic organisms.
Concepts like these promote interconnected and interdependent nature of all life
forms, bringing with it a sense of empathy and duty of minimising harm towards all.

The core Jain philosophy consists of the principle of anekantavada which literally
translates to ‘many-sidedness’ which suggests non-absolutism. According to this
principle, truth can be multifaceted and one cannot claim that their version of truth
is absolute and supreme. Anekantavda plays a pivotal role in promoting tolerance,
humility and respect for others’ opinion and viewpoints. This might prove to be an
essential feature of Jainism to promote ecological harmony.

In order to counter the environmental crisis and enhance and escalate sustainable
development, the ecological principles of Jainism can prove to be of utmost
importance. By offering profound insights into the viewpoints of all living beings
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and by shedding light upon the ethical frameworks required to foster ecological
resilience, Jain philosophy can be used as a powerful tool. Through critical
examination of the inherent laws and principles in Jainism, this research aims at
enriching the contemporary environmental discourse.

The subsequent sections of this paper delve deeper into the philosophical ideas and
concepts of Jainism to cater practically to environmental cause. The aim of this
paper is to suggest a collaboration between ancient wisdom and modern
environmentalism to sustain the well-being of all beings on Earth in near future.

Ahimsa and Environmental Conservation

The complex intermingling of socio-economic, cultural and environmental factors
results in violence against flora and fauna. “Deforestation, overgrazing, pollution,
and climate change all contribute to environmental degradation and can lead to
decreased crop yields and water shortages.” (Lazaro). Human-centric approach
towards environment leads to such over-exploitation and abuse of natural beings
and resources.

Severe and frequent violence against ecosystem has given rise to threats against
human well-being. Biodiversity loss due to human interference and violence has
made the ecosystem vulnerable to disturbances such as climate change and disease
outbreaks. The State of the Global Climate 2023 report from the World
Meteorological Organization (WMO) shows that records were broken, and in some
cases smashed, for greenhouse gas levels, surface temperatures, ocean heat and
acidification, sea level rise, Antarctic Sea ice cover and glacier retreat. (“State of the
Global Climate 2023.”). Moreover, disturbances in ecological balance can affect
other natural phenomenon such as seed dispersal, water quality, global warming,
water scarcity, and agricultural productivity. Ultimately, it is uncontrolled human
activity that is a serious threat to human civilization.

The principle of ahimsa forms the core of Jain philosophy which advocated
refraining from violence not only in deeds but also in thoughts and words. Ahimsa
is not just abstention from violence against living beings but also positive kindness
to all creation. (Radhakrishnan and Mohanty 271) Jainism, through its concept and
practice of ahimsa cultivate reverence for all the living entities in this world,
recognizing the inherent sanctity of life. Hence, not only the well-being of humans,
but also animals, plants and other microscopic organisms is taken care of by the
proponents of Jain philosophy.
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He who injures these (animals) does not comprehend and renounce
the sinful acts; he who does not injure these, comprehends and
renounces the sinful acts. Knowing them, a wise man should not act
sinfully towards animals, nor cause others to act so, nor allow
others to act so. He who knows these causes of sin relating to
animals, is called a reward-knowing sage. Thus, I say. (Jacobi 37)

Jainism recognizes the importance and value of all life forms on Earth. Acaranga
Sutra has many such sermons where it is taught to take care of all life forms. Just as
humans, all other living beings on Earth deserve to live its due course of life without
interference. The principle of ahimsa encourages to develop a sense of harmony
between humans and nature. Ahimsa extends its sphere beyond human-centric
ethics and engulfs the welfare of every sentient being. Satischandra Chatterjee and
Dhirendramohan Datta in their book on Indian Philosophy write that “A jiva or soul
is a conscious substance.” (Chatterjee and Datta 87). Since consciousness is
inherent to all living beings, hence all living forms on earth has jiva. Rather than
viewing nature as inanimate, and hence as a resource to be exploited, Jains believe
in the presence of soul in all life forms on Earth and so ethics make it our intrinsic
duty to safeguard and preserve ecological balance by refraining from activities like
deforestation and pollution that may result in a harm caused to the natural habitat of
wildlife. This viewpoint of Jainism is clearly important to adopt in order to promote
sustainable practices and minimize degradation of environmental balance. “Jains
make considerable efforts not to injure plants in everyday life as far as possible.
Jains accept such violence only in as much as it is indispensable for human survival,
and there are special instructions for preventing unnecessary violence against
plants.” (qtd. in “Jain vegetarianism”)

Moksha is one of the key concepts in Jainism and Indian philosophical system in
general. “The body perishes at the time of death and the spirit gets out of the cage
and attains perfect satisfaction. This satisfaction moves to eternal peace, i.e. moksha
(emancipation) and thus ends the cycle of life and death.” (Arya 83). In Jain
philosophy, harming other living beings is conceived as harm to oneself as such an
action hampers one’s strife towards liberation. (Aristarkhova 639). Dr. Palanisamy
in his article on philosophical significance of Jainism says that, “Nonviolence is the
first principle of Jainism and the most well-known; jain believe that all violence is
inherently bad and is a manifestation of internal enemies.” (Palanisamy 66)

In order to meet the basic need for food, Jainism can be used to advocate sustainable
agricultural practices. Sustainable agriculture demands refraining from the use of
harmful chemicals, fertilizers and pesticides that fills the soil and nearby water
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bodies with poisonous elements and results in the death of earth-borne and water-
borne living beings. “As Jainism considers soil is alive with microorganisms, it
prevents the use of harsh chemicals and pesticides that will accidentally harm the
good nutrients and living microbes in the soil. Protecting all life (Ahimsa) is central
to the Jain principles.” (Rathi)

Organic farming methods refrains from using harmful pesticides and fertilizers
which may harm not only the quality of soil but also the result in harm committed
towards the plants and the organism dependent on it for survival. It uses natural
methods and manures to enhance the growth of plants without compromising on its
natural quality and life. Jain philosophy favours organic farming methods that
preserve the health of the ecosystem. According to Acaranga Sutra, not harming the
soil, water and conversely all living beings living on it, is a form of Ahimsa that Jain
philosophy promotes. (Jacobi 31-72) Jainism shows a possibility of bridging the gap
between food security and environmental integrity with the help of organic and
ethical farming methods, the motive behind which is an act non-violence towards
living forms on Earth.

Aparigraha — A Jain Ethical Principle for Environmental Stewardship

Earth has limited resources and rising population and overconsumption have led to
excessive utilization of resources without providing much time to Earth to replenish
them. Considering the depletion rate of Earth’s natural resources, it has become a
pressing need of the hour to conserve the existing flora and fauna and use the other
resources wisely.

There are a number of factors which lead to over-consumption of resources. Modern
economic system of the globe puts great emphasis on GDP and Per-capita
expansion. Advertisements, marketing and popular culture has set material
possession as a parameter to judge the growth of lifestyle of an individual.

Advertising is believed to enhance people’s materialism (Bandura,
1973; Jhally, 2000; Lasch, 1978; Pollay, 1986; Wulfemeyer &
Mueller, 1992). A number of content analyses have concluded that
there is a worldwide trend of increasing materialism displayed in
advertising across all types of media (Pollay, 1986; Wulfemeyer &
Mueller, 1992). For example, Belk and Pollay (1985a, 1985b)
examined advertisements in popular magazines between 1900 and
1980 in the United States and found a trend towards highlighting a
material product for the sake of possessing the product rather than
for the product’s function. After heavily exposing themselves to
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such advertising, consumers are likely to attach social meanings to
material possessions (Bandura, 1973) and attempt to find life
meanings in the material products (Lasch, 1978). This association
between advertising exposure and consumers’ increasing
materialism has received robust support. (Jiang and Chia 321)

These material possessions mostly come at the cost of ecological disturbances and
excessive usage of natural resources.

Most of the world’s consumption of non-renewable resources is
concentrated in Europe, North America, and Japan. Per caput
consumption levels in the richest countries are 50 or more times
higher than in the poorest countries. The OECD nations, with 15%
of the world’s population, are responsible for 77% of all hazardous
industrial waste. More than 80% of the gases in the atmosphere that
contribute to the greenhouse effect arise from production or
consumption in developed world. (Who Commission On Health
And Environment and World Health Organization 16)

Moreover, to cater to the wants of the people, innovations are made in the fields of
technology which can result in mass production and goods dissemination. The mass
production of goods requires large quantities of natural resources leading to their
over-consumption and ultimately depletion beyond recovery.

The ramifications of over-consumption are evidently visible in biodiversity loss. A
study on ecological collapse by Swiss Re Institute show that one-fifth of all
countries are at risk of ecological imbalance and collapse due to loss in biodiversity.
(“A fifth of countries worldwide at risk from ecosystem collapse as biodiversity
declines, reveals pioneering Swiss Re index”). Practicing intensive agriculture and
using harmful pesticides and fertilizers to meet the rising demand of individuals and
population have led to massive deforestation and degradation in the quality of soil
spoiling the health of Earth and nature.

Due to rising human population, and the need to meet the demand of their well-
being and providing them hospitable environment to live in, the ecological
biodiversity is disturbed due to human interference. The demand to hoard the
resources for the well-being of an individual and family has resulted in over-
exploitation of natural resources. In this context, understanding the Jain concept of
aparigraha becomes ethically important.
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Aparigraha is one of the five vows (mahavratas) that has been prescribed by Jain
philosophy to both its ascetics and other people. The term aparigraha literally
means ‘non-possessiveness’. According to the principle of aparigraha one should
limit their possessions to the bare minimum essential for survival and abstain from
unnecessary accumulation of wealth and resources. It encourages an individual to
lead a simple life and consume mindfully. According to Radhakrishnan and
Mohanty, Jainism believes that every jiva is a composite of body and soul, of which
soul is active and body is passive. Hence, Jainism avoids both mental and material
defects. (Radhakrishnan and Mohanty 257)

The consumerist culture of the contemporary world is marked with a pursuit of
material possessions to secure one’s future and well-being.

Thomas Berry rightly says that in early age people are conscious of
prerequisites for dependence on nature. As scientific and
technological developments keep growing, the old ideas of co-
existence keep fading away. The distinct, advantage of nature as a
natural ally has been transformed into exploitation of nature in
name of wanton growth and development. Such manipulations have
led to disruption of the entire complex of life forms. (qtd. in Singh
57)

This often leads of overconsumption which ultimately leads to environmental
degradation. Aparigraha acts as a challenge to this attitude by proposing a life of
simplicity and contentment. Jainism gives needs a priority over wants and promotes
minimalist lifestyle which would ultimately have an ecological impact. Aparigraha
can be understood as a way to check the irresponsible exploitation of Earth’s
resources. By reducing consumption and wastage of resources, practitioners of
aparigraha help in keeping the balance in environment and promote sustainability.
Furthermore, the practice of non-possession develops a deep respect for nature and
all living beings.

Practicing aparigraha requires conscious consumption, reduction of waste and
investing ethically. By consciously selecting minimal products with minimal
packaging, opting for eco-friendly objects and sustainable business models we can
employ non-possession and environmental stewardship and develop a sense of
harmony between man and nature. And last but not the least, practicing non-
possession and helping ecology can foster mental peace and contentment by
limiting obsessive possessiveness.
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Anekantavada — Reverence for Multiple Perspectives

The assumption that humans are superior to other living beings has been fed to the
human civilization through centuries which has in turn shaped human interaction
with the environment. Human-centrism can be traced back to ancient western
philosophical and theological beliefs in which humans were positioned in the centre
of the universe as was proposed and followed by Judeo-Christian tradition. This
belief along with the Cartesian dualism enforced human-nature separation and made
the humans believe that they have an intrinsic right over all other living beings on
earth. This anthropocentric approach without any regard to other living beings’
viewpoints have led to environmental degradation to a much larger extent.

Interestingly, while the Enlightenment is celebrated for ushering in
the Age of Reason through its supposed challenge to Christian
dogma, it is the Enlightenment whose emphasis on Christianity’s
Cartesian dualistic approach to humans and nature that advanced
the idea of superiority of the ‘rational human mind’ over ‘non-
rational nature’. This paved the way for the conquest of nature by
the ‘superior’ human. Nature was reduced to a commodity, the
knowledge of which was necessary not live with or in it, but for
utilisation of ‘natural resources. (Deepak 64)

In an era where humanity is facing ecological crisis and environmental degradation,
it is a paramount need of the hour to address these challenges by transformative
perspectives and approaches. Anekantavada in Jainism is one such concept that
motivates us not only to start thinking about various viewpoints but also inspires us
to develop empathy for them.

The word ‘Anekantavada’ is derived from the Sanskrit words ‘aneka’ meaning
‘many’ and ‘anta’ meaning ‘end’. This concept of Jain philosophy encapsulates its
belief in multiplicity of perspectives and relativity of truth, “that nothing could be
affirmed absolutely, as all affirmations were true only under certain conditions and
limitations.” (Dasgupta 175) According to the concept of Anekantavada, reality
cannot be just one. Rather, reality is inherently complex and cannot be fathomed by
a single point of view. Every individual has their own perception of truth, but each
offering a partial glimpse of the whole. Anand Singh says that the ethics of Jain
does not believe in the creation of plants and animals for the benefits of human
beings. Hence it provides a wider spectrum to move beyond the geographical space
and embrace the whole universe. (Singh 58) Anekantavada helps us understand the
importance of humility and open-minded nature if we want to engage and co-exist
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amidst multiple viewpoints. As pointed out by Irina Aristarkhova in one of her
articles, “In human actions, more often than not, harm is done when humans claim
animal bodies and animal territory for their own needs.” (Aristarkhova 642). This
humility and open-mindedness can act as a motivation for an individual to act with
care and responsibility towards the natural world and lay the foundation for
environmental stewardship.

Jain philosophy believes in the existence of “Lokas’ which refers to different
dimensions of existence which extends beyond the material world and encompasses
various celestial and infernal realms. The inhabitants of these realms stretch from
the highest celestial beings (devas) to the lowest infernal beings (narakas). The
humans, animals, plants and other living beings lies somewhere in these realms.
Anekantavada promotes interconnected and interdependent nature of all these
realms and life forms existing within these realms. This helps us in thinking beyond
human perspective and develop a deep relationship with other celestial and cosmic
beings.

As already discussed above, one of the central concepts of Jain philosophy is the
concept of Ahimsa or non-violence. The commitment to ahimsa in Jainism is not
just restricted to human beings but also extends to all living beings, including
plants, animals and microorganisms. The reinforcement of the ethics of non-
violence is guided by anekantavada which identifies the dignity and importance of
all living beings. Jainism believes in the presence of soul in all living forms on
Earth and it also recognizes the interconnected nature of them. This worldview of
Jainism rightly underscores the intimate relationship of human beings and
environment, and the effects human actions can have on nature and well-being of
the planet. Anekantavada develops reverence for the natural world and fosters
ethical kinship with nature, which can prove to be vital maintaining ecological
balance.

Challenges and Opportunities

Though the Jain concepts of ahimsa, aparigraha and anekantavada discussed above
offers valuable insights into environment and its conservation, it is not an easy task
to implement them in practical world. Globalization, rapid industrialization, rising
population and urbanization have already led to a widespread degradation in
environment and natural resources. Man’s social conditioning, intent to lead a lavish
life and hunger for hoarding resources pose a huge hurdle in Jain-inspired
sustainability.
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However, the ray of hope and opportunities lie amidst these challenges. We can see
increasing awareness about environmental causes and enhancing sensibilities of
human beings towards other life forms. Following the principles of ahimsa,
aparigraha and anekantavada, we can develop fertile grounds for sustainable
development. By harnessing the principles of Jainism, realising the
interconnectedness of all life forms and by collective action we can not only start a
discourse directed towards ecological balance but also change the face of Mother
Nature very soon.

Conclusion

Concluding by reiterating that modern environmental ethics have a profound
connection with ancient Jain wisdom. Jain philosophy’s emphasis on non-violence,
non-possession and non-absolutism offers valuable and fertile grounds for
addressing the serious issue of environmental well-being and fostering
sustainability. By practising the ancient principles of this Indian philosophical
school, we can shift the current from environmental degradation to environmental
enhancement and increase the lifespan of Earth and all the life forms living on it.
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Abstract: The novella The Metamorphosis (1915) unravels
the pathetic story of Gregor Samsa, a travelling salesman, who
wakes up one morning to find himself transformed into a grotesque
vermin. Along with the trauma of Gregor, readers are led to an
unbelievable world where it becomes difficult to distinguish
between real and the fantastic. Emotions and intellect gets
entangled in a ludicrous world where Samsa finds difficult to
survive. Through this well structured linear narrative, Kafka is able
to encapsulate the theme of isolation, alienation, fragmentation,
existentialism and absurdism that defined the society after the First
World War. The way Samsa family treats Gregor after the
metamorphosis finds a fine expression through the stream of
consciousness narrative used in the novella. My paper is an attempt
to trace the journey of Gregor Samsa and to establish the book as
an apostle of modernism in the post-truth era.

Keywords: Modernism, Alienation, Absurdism, Fragmentation,
Existentialism

The Metamorphosis (1915) by the German-language writer of visionary
fiction Franz Kafka expresses the anxieties and alienation felt by many in the 20" C
Europe and North America after the First World War. Originally written in German
as Die Verwandlung, this novella opens with a shocking line “One morning, when
Gergor Samsa woke from troubled dreams, he found himself transformed in his bed
into a horrible vermin” (18). This opening line sums up the whole tempo of the plot
challenging our frontal lobe. My paper tries to explore the journey of Gregor Samsa
as he transforms into a giant bug and the way in which this metamorphosis is used
to critique the social structure and individual identity in a changing world. It also
delineates how the templates of modernism are successfully deployed in the
narrative.

Gregor’s unbelievable transformation creates an uncanny world for his
family, the readers and himself. He soon realizes that he has missed his train and
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reconciles with his new found body but worries about his odious job as a travelling
salesman. The members of his family — father, mother and sister shortly notice that
something is wrong and knocks at the door, but he shortly discover that he is unable
to produce human speech and also not even able to open the door. Gregor’s
struggles to adapt to his transformed body fuels the narrative’s core conflict.
Beneath his repulsive exterior, he grapples with preserving his inner humanity,
seeking reconciliation between his identity and new physical reality. Rather than
being consumed by his physical transformation, he focuses on the everyday
concerns that truly define him. Gregor’s anxiety about losing his job weighs heavily
on him. The metamorphosis allows Gregor to remain free and stay “innocent” a
passive victim of uncontrollable calamity (Sokel 206).

In Kafka’s The Metamorphosis, the dehumanizing effects of societal
pressures are starkly portrayed within the framework of capitalism. Gregor’s
unbelievable metamorphosis into a symbol of alienation poignantly depicts isolation
and marginalization as the consequence of societal expectations. As Gregor
transforms from a breadwinner to a burden, his vulnerability exposes the delicate
nature of human existence. The narrative also throws light on the industrial
revolution’s brutal impact that stripped the workers of their humanity and treated
them as mere profit-making tools. Gregor’s job-centric worries, even in his
transformed state, underscore this dehumanization. His prior feelings of
insignificance and worthlessness echo the widespread devaluation of workers. He is
the one who supported his family and worked hard to pay off his unmotivated
father’s debts. Interestingly, his father remains unnamed throughout the narrative,
reinforcing his estrangement from Gregor, echoing Kafka’s estranged relationship
with his own father. Gregor recollects his career thus: “what a strenuous career it is
that I’ve chosen! Travelling day in and day out. Doing business like this takes much
more effort than doing your own business at home, and on top of that there’s the
curse of travelling, worries about making train connections, bad and irregular food,
contact with different people all the time so that you can never get to know anyone
or become friendly with them. It can all go to Hell!” (Metamorphosis20). Later the
Chief Clerk comes and reprimands him for his strange behaviour and warns him
that he might get fired from the job. He also advises him saying that “... I must say
that if we people in commerce ever become slightly unwell then, fortunately or
unfortunately as you like we simply have to overcome it because of business
considerations” (31). Finally, Gregor comes out and delivers a long speech about his
punctuality and dutifulness in job and implores him to recommend him to the boss.
He wants the Clerk to support him and justify his position to protect his position in
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the office. People fail to comprehend Gregor’s speech and are appalled at his new
found appearance. Gregor’s identity is shaped by societal constructs, rather than
being inherent. The way others treat him profoundly impacts his self-perception. His
transformation into an insect not only changes his physical form but also strips him
of language a vital means of self-expression and self-regulation. After losing the
voice, Gregor’s fellow beings could no longer see his humanity, “For the world he
has become nothing but an insect although continuing to be a human being for
himself” (211). Unfortunately the Clerk runs away, and the first part of the narrative
closes with Gregor’s father pushing him into the room and injuring him in the
process. With Gregor’s alienation, the novella sparks a significant literary shift,
launching a profound exploration of human existence and the complexities of
alienation. The narrative also delves into the existential themes of meaningless and
the search for purpose in an apathetic world echoing a common modernist concern.

The whole story is told chronologically from the third person limited
perspective of Gregor, whose horror and isolation is unfolded along with his
transformation and alienation. The story’s central event, the ‘metamorphosis’ of
Gregor is innately absurd and lacks a clear cut explanation. This reflects the
modernist writers’ exploration of the irrational and inexplicable aspects of life. The
second part of the narrative shows that he cannot even drink milk given by Grete —
an all time favourite — and he has to adjust his whole body to drink it. Even though
Gregor feels himself proud about the life he has provided his family but is now
worried about an unhappy ending. He crawls up and down the room to avoid
thinking about his family’s sad plight. Grete tries to appease and test the taste of
Gregor by bringing him different food items and places water in a dish and leaves
the room without disturbing him. Gregor determines to save his family from the
trouble caused due to his metamorphosis. Doomed to spend his life in the present
horrible state, life to him becomes a struggle to align his lingering humanity and his
transformed physicality.

Finally, Grete brings rotten food and Gregor eats it hungrily. No one
understood Gregor, but he could understand them. Gregor happens to hear his
family discussing their financial struggles and feels regret over his inability to
support them. They are also determined to return to work. Gregor takes control over
the family once his father loses his job but receives no affection in return for his
money or hard work. He fondly remembers that he gave colours to Grete’s dream to
be a violinist amidst financial struggles. Grete loses interest in Gregor as time
passes by. About this Gregor observes thus: “It had become very unpleasant for him,
now, whenever she entered the room. No sooner had she come in than she would
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quickly close the door as a precaution so that no one would have to suffer the view
into Gregor’s room then she would go straight to the window and pull it hurriedly
open almost as if she were suffocating” (Metamorphosis 64). One day Grete finds
that Gregor is out of his hiding space and is very upset. Soon Gregor realizes the sad
fact that his appearance is unbearable and it will remain so for all. Even though
mother wants to meet Gregor, Grete and father persuaded her against it. Grete with
the help of her mother tries to remove the furniture so that Gregor can crawl more
freely in the room. Grete feels that Gregor would feel abandoned if they remove the
furniture and she does not like Gregor to lose hope by doing so. But, on the other
hand, Gregor desperately wants to hold on to the furniture, his last tangible
connection with the mankind. He determines to climb the wall and clings on to the
picture of the lady in the fur, determined to save at least that one thing. This act
upsets his mother, who returns to the room only to faint. When Gregor’s father finds
him in the dining room upon his return, he viciously throws apples at him, resulting
in serious injuries. “This act of anger differs from the clenched fist of the father who
didn’t throw a punch when Gregor first revealed himself. This change in physical
manner is representative of Mr.Samsa becoming the head of the family again. He
has matured, regained his confidence and stature, and now assumes his paternal
place in the household as breadwinner and leader” (Stoops). Mother and sister try to
save Gregor but in vain. Further, the apple remains there as a “visible reminder of
his injury” (Metamorphosis 81).

As another month drags on, Gregor slowly recuperates from his injury, but
his family members are increasingly drained from their grueling work schedules,
leaving Gregor feeling isolated and neglected. To supplement their income, the
family takes in three boarders, but this change only exacerbates Gregor’s feeling of
isolation, making him even more neglected and invisible. During one night Grete
tries to impress the new lodgers by playing her violin. Even though the boaders
appear bored, Gregor is captivated by the beautiful music and is compelled to move
out of his room. He hopes that he might be able to reconnect with his family once
more and regain his former closeness with his caring sister Grete. But in a
surprising turn of events, the lodgers find the disgusting presence of Gregor, and
promptly decide to vacate the house without settling their outstanding bills. The
family members get disappointed and Grete utters the most painful words about
Gregor for the first time that seals his fate forever: “we can’t carry on like this. May
be you can’t see it, but I can. I don’t want to call this monster my brother, all I can
say is: we have to try and get rid of it” (Metamorphosis100). Father also feels the
same and mother is not even able to respond and she appears deranged. As his
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alienation deepens, Gregor retreats to his room that night, and meets a tragic end. To
Sokel, the passing of Gregor Samsa “is a deliberate act of self-sacrifice, executed
with a sense of moral duty to spare his family from further suffering” (Kiruthick).
Although the death of Gregor signifies a tragic failure to end his own “self-
alienation” (R. V. Asha Devi), the falling action indicates that the death is positive
and transformative in the sense that enables the family an opportunity to lead an
independent life. They travel to the countryside which is a stark contrast to their
cramped apartment. They also plan to shift to a flat that is cheaper and more
practical. The final pages of the book lead us to another transformation that of Grete
coming out of her youthful cocoon and the parents realizing the need to find a
husband for her.

The narrative delineates the tragic death of a person who is treated in a
worst manner once he loses his position as the breadwinner of the family. The plight
of Gregor has a universal appeal and hence the work gets much appreciation even
now. Kafka dexterously employs the stream of consciousness narrative technique to
underscore Gregor’s fragmented and often disjointed thoughts and feelings,
characteristic of modernist story telling.
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) $ 0D HIBHS” aly®yay @RRIYMaa Ul DENBOOY av10E0011Hm06m:.
M0 MA@ IWInAI BRSINLOIMELISHAIW HINWIG3 M1’ aJdem @IV celHs”
GMINILNOM OBHING GaldQJIMISEMIEM” @YUMo (@ JAVSMAINIIMND . DYDMo A3
emoalelleel @RYAILOM LIS 63303 @RAIGRIHMo 9.21QMM@IEJOSIEM”
@RAIOMOELISMHW M AMAVILNHBIMD®. KO, DHDIQYODo,  HLNIaIN@EBBRUL,
MVoBJaHEMo,  UNRIMILIEBRUS, @RYEINMo, @RYAIYIMIN @SEIY  @YaILIMELIS
DHEBBBOS aflleeINOm )OS B0GO0 Yoyl c(gg@mmﬂasﬁm’lmoo
A 0TV IS EBIMEO®EB3

OMEHVIN” AMMILIGHIN BHE1Wo.

@MNHH” AMVPaOGOMIS” al0WIMSS BB (JWIM BRYUWMIWIBTHBo HLO )N @RYEILIM
CRISHOMIT  af)§ODHI0MB  @RAUMOa{lasd:.  alel  emoalejdglejo  BaNIIW]do
DLOSHBENRINU0.  MOIWOS MEHU GAIBRISOD] MYSHUNIW] 2 10]16UIWIBBEMINPIeM’
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2f) § O HIOM  ERAUMG 0 {lEH0M  UBATHBAN BRYUWo QCHQ’IG)Q:‘%@:@@%. 2ol o 1o3
mlan” emoalelleelss” @rowamEBReg TUfGE1esam eMIALITY’ @Ry BRIV MEMDIV
0600103 0160 |OM]HWFHRHWIE” H.21QING.

MVoRAIBBBHS Q&M 13NV 516 BBHLIM” DHMIQYTMo. HLOOW DHIYADAIHE
mMIso®” 0a101®o00a3  (VIIMIWLe  QAYSMAVBNNQISID.  62R0G HBMIWo
'0e10086Mm0Im 19::06900ME1@3' af)a o JaRHOMIGE M@QYOmOBIE! 02101mo0Nead
MIMIWIHOMBBOLaf alOQADME. TVoRAIEEHS QAMINIMLAIHBAN DT QYOO IG3
af)IDOHIMNBEBBOM  MVoBAMs) )M G203 OMIMODO0 M@HIMIEM” UYATLBINHDAN
@moaim  ea@i®ooNend  aIMIWIEEmEsolal  ayaflaflesan.  (ajoo. 40,
2e1wI8EMINI3 19230 @QIMEG).

GMINILIHUD alflGa]0go 308021 (1B SIM@Y” SN2 1D(@EBBS1LJHSWIEI.
HLN0a (@ 6BBS1EIRS, MeIm@3ssam HILIGOMIF0, MVIYaO1BH0ITVNCWIF0
MOAVEI0EOMIGo  BY2100COMIFABS 021V 1m0 Mayomlayemsgo @ENEJIWOJo
(@JSla{lanaad avowlsso.

oI o) §ODHIBHBo  ERAIBOSMIVW  BIHIOHWELI DMRWIC1ER0.  af) SOV HIBOS
@RMEAIERUI, 2100 @SERIVAIWHS afeIndW]SM  ERAMES  OOwell  (@alo
DBHOBBAN®.

LN D@6BBUE HAUFINASAND MVoRIAUIMEBSEILIHSWIET. GHLOOTVMARGT 00 BhLOJ
alD@EBBBOS  alTlE®IUTVOPo TV BH00OD1MATMEBRM®IVIGEnsMo  BRAIAB
Da1CIWIABAM  BIaH. AVoRIHIMNTMIM” HINaN@EBHS 2@AL] emaalelladlead
Afl&HUMHOMQo BALMEEBHBWQo alyerzZla{leniad &¢1wo.

@YQIYIMALISHEREI T (@JWIMH|SAIWIW  AUORIOJe  HILINJe  alOAVOJOHEBBBIM.
oB®  (VoBOINJo  MSABMM  HLOPo  HLOIa N@EBRUIHB0  MEMERIMNDIVITIB96Mo
ORISR ILIEBRGoO. MUOLISHILIBBBOS DOHE1EJHSWIN” @RANO1 U
ONWH®SABM®. (aloo. 41, @YW MG BAUDMO) @momeﬂq}%da)m’) ®6BU3
T fSE1e30M DO IYOTMHONIMo 1Yo AlGHUMONIVAMIVE] 200168 MOLIERU3
HDMOHEOMGABIN® . TLOLIHOMGa 00T @HAN eMINILNTE (@JWIMHQ|SITMN” dhILI0jo.
"smogom@lead @RoUDEERBIW) aunelnlo HORINJo QIO Il
OON2QEBBUBBOHMAVAL]" 2ILINICDHD®  OOHHOSNIBBAN.  HLO  MSASAN  TLOLIOD
LorOMNA8AM  MVIPaOIHMIQo MAIYTMOO® MV PWIMIER0.  GHIeleLISONILIHS
al@lemalasan avgaoaje eémMaalelnnd H@IYOMOHOD WM 20X AVIPWIM]EHIQME"

o) §ODHIBBH” @RAIBOS Yol ERAIMOTq (B3N E1IHIWIEMN” @RYSILIMo. @RV 21dh03
emalelom EMIGHHHITMIN@” @MIAILNOM MYalf16) 2|SHBAN BHIMIEIHSWIEM

avlma1eel @ryaIdMo

BU0AEBRUT  OHINESE  ERYALIMATDIVIIM” MWIN2PSS®.  ®1ESHLOVIC @D
MIMIaQeS alSE8S ®QINIWIGIHB0. DNOSHOWIOL! CLISHEROS  (JILONHHAD
3®lweame  @®IVeamo  ®1B1EHYMDIEM”".  HID, @JCOWo,  MDIQYDTMo,
SO0 N@EBBUY,  MVoRIaHEMo,  BUDYUOENIMYaIME:UB,  MVoCLISMo,  NOTERIHWOS
allmle@oo a1 B@ ®IOSIID  MYaHlHHIMBS  @JILOA]D:  CLISHEBRUI.
310 1WeeISH:6E3800165 DalemIowamay1nag (@JUBODMo, 20y laH o 16003
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@aIdemMo,  HIAMBW”  20o{l60  @AUBEMMo,  MVBRICLHOYHS  (JAUBODMo,
BOQAINYSS (@JAUBTMMo DSEBRIVWAIWINM. 02NN @RMERAEBGo Afldk:0068BB0
GRUVEBSASERAN  AIYED W20 CLISHEBgEM @@IaSdo (ajoo. 22-23,
BRIV O, MOMQUDI).

@RYU®o, IO, @JEAWo, MDMIQYDMo, HLOa@o, VoRIaHEMo, FUDJUDENIIRILOMO
10RIaH ®S6ERIVWAIWIaM’ »oanwlsel @RYRILIMOALISHEBBUI. 63@3
HLOWENBIHEBANMBS (@ JIONCLISH:o  @RHYUDWAIG.  aBODEILIOHAITW  MVI0.2I0OBYIG3
mleano avmdcom1ad M1eaNd uoyEmImd MIEGIMI, @YUNWo IVEEMFHNIQMNE. B3T3
IO af)DOMa|F] al0oQEDEA, @RI’ GRMIHM @JCAWe. B@ GO BaNILIWldho
®HO0YEBBOB]Q]  al0sumI® @@ sMMleldldo  (JErWEBgo  2MRIWITles0.
U GMaNo, OO, @®13000, QflRWo, ANGWVMIo, BWo WSMREIW EIGOIMMo BIGOI
@JEOMIM” DBIOOMMAIEM. HLOOHW MVANGWaH O1INIWIGE @RAIMG] o (1ABHWIM’
DN QYOONLIHS.

avlno1o3 QRSO0 D@ EBBGO DaldhL0da N(@EBBSARIOJ. avlmla
20 &H1VNVGTN’ @ $HI06Mo MIINI2WIG8 @RAIMBLHHNAIFAN HLOIAII(@EEBBIEM.

@10NWIORI  HLIN0aD@EBRO8  HAISINASTDIND”  MVoBIHEMMEM .  AVIMIDWQHS
06K IV HEINI0, enIMEUl;:®Elo, 2MUITY0 @S68310AIHW @RA0AID alHHD
@R00EA(a [16680M@” MVoBIHIMN AN LJHSWIEM.

mimla @RYRIPMe HalQIMB FUIED]ORWQo WVMIONIOHMVe TVaOIWo  BRYAUUDYRIEM'.
"BUoy0jo @Y BUdyo MTIB:AN GERAVRAIOOD A1HOJQ@ISHINT HIQAD af)Eld LIS EBBBO
¢al3an” 9BOMIVITBAN MVAWRIW FUOY@BalRndem” 3udyEdaH". (ad0o. 2, OB af)aV’
IREUAIOME) VMM’ BRAMNOIYTRGEUHIQENE. &YW QIBMOJ G JOINIW
@RAMOaJBODIBHO6M QNI KENJOMIHAZ MIANIW o @RYAIUD AT

ARYUANMIAVEMIMIWT  HLN0aD@EBBUE  MSTDAN  LVEIV2ILINOJ  WAlHBAN
GOlaU(EaHIBlHGo Y GREIHIAINYENSo GalBINMIEM” LDOTBINH. LN @O M3
aflam@o MVIBININJ HAISH SOOI VAT0RIHU MW BRo.

(O lE Tl 5T GHILITVEL B3O @RYAILOM Lo, Q2IMITVOQODHLIHILI0,
@RAIMOEN HOLlo, o)INIEROM AMMILNGNI0. 07" HLIDGalEBROSINCA ORI BROD
®oeloom Mmladgge @Al MGl SHILIBOD MV0gadld: MORBIWIH: o1
2IQ1@OD]O] al101Ca)36EBB6M!

NG ERYAIR@IONHM  HONBOMING  HIFEHNIEAM @R  UIHRUIGCHNMD).
2lLla @000 ERAINPMADIM” alel A1TMB:Sa eIV, DOAIVO2WGles0
HL0N0WHS BRI, 8@ NIMIAWHS AflAHIMEHIEM af)aND” QJ®IWU0INY 1020
MV2Qa01HAIQo aB@ MVoRAINIAIW] MITWeR]S” MTHBAM afMIOM @RYUYW1ajoem”
MU EBM @Y.
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qo@maﬂmomo

MIBE®AM21000AMMIT  MYSHUYAIW  HQ01aI00EM®ISM.  CHOBOMIOL!  MMBIE]
AEIOMIGE  MeIMIMI@BAN 8@ @O0 :QaldlELIWMI  ATTIWIMI®. &8
@RAM@RMO 100 elnlon) @RS HNBEBIHUDE, (21001@ §E&32aH/ Q1Y E 2100V UdWo)
okl lwhlen @RAINO oo aflanoomlm” alewaIBe16q joam.
MIBO®f21000m168 %90 OBV HDOQISIT (GaHIem” UldhH.

CHOBOMIGE  MSAN  AYIBROMA{12I0EEDIT  aBQ0le  @MIRLAIVD”  &HO1CWSOD
®I@1QeS TYIBODAN 2100006 &HGBalHeRE@] BRYYBOMIWQSS DB el [HWIS() )
MLIom” M MM®ICIYSS RNV @I@IWOS TMYIEEMAIlalddo MSIN®’ 1905
eReMm.  &0leVSOD’ ®I@ICWINSIale BRQAIOHIMILI" o JBaHWOOIM” (GaHOIVD
@O 9OLINIHRAIW]  ajaHENo  H2IYPAUBESWQo  MaY@JHO0o  MIMLOQ|SAUBOSWQo
GolBHBo 2l1LIBOS EPSWIBEBRBo MA@ AU210EMWIM A lOEOHIGBAD. @RQaICIYIMoe”
A BaHDIBOS By IM” H00MAOIW MI@TQOS Allal0em alel A1THIWILI6eM” MY
MPWIM®.  MIFOHRIF]BHBOWo, a2aol® Y HLYalHSoel (@JEarwnoo
®@1Yes Rlallmo A®IMN@EODIW ERAMA]A{l896q]g. ®I@T Al 00010
6R000HNIRIVOWe  AIRINNMIBNOGIS.  Afl2EMWeS  afloIeEBW  2MEBSIORI o
al@6BBUY Galdgjo AY@ITY ML NgHBIM” MVI1GHO12®.  GRIIMo, aloMo, &ln,
GMOQIM3, MISho, MM @SEEIW AN HLI/TV0I®Y Yaild:glm @@
Q@ ITRA0Y] BRAIGOTo{IH00q]S.

BN 21000 - WI@IBBS] ) gD o) EMoILN@3

&01GOSO ®I@IQeS RIUMOOD  @RSITLOIMDIBEHT af. AUl QIR  of) g1
emonlenam” ' WI@NERS] af) @M. WI@NBRS] af)aD GaldIeM” (@JWIM GHLNIa @M
M@BH1DNBNEBMNM@.  HO1GWSOD ®I@IWHOS XIAUTDHEOMIS” AVAIMD® o JeIGO)N
ol®11enem’ cnonIellad &dlo @RAIME T (1afl61esima).

OMe" (@JWOM  &HIOGHSBEM T eMIlellad  BRAIMAIa(12IG1ABM®.  &:01CSOD
QIQMAIYB8 ®MI@T1WHS aflananqje R1allmajo Bo3fo, CMINTYRIQYSS M@ 1QOS
alaaooje RlallM0j. MVICDo (@"1 0OT00Je M@0 BRYWaOla] AlAa00 &¥lBsaM
ILNIMNOID ] MN@IRINI@BeSs  KRIallmadem’ @#:016WSOm XA  WI@1H8331Q0
omei8s R1aMIIMOMOMIEIHNS AUYHMRAISBIND. Aflaad 31aINe U@ WI@TYOS
polvleelss” AMM® BAOMIANOMG  ERYaMINM. BAAMINNNG TVIADM(JHI0RSS
GRYYOM  HSIMAIAT WI@IVI@  alelle  2MIVID: Mo LIBaHAMBISH 1 V®OW]
emonleN@d alo@a. ofleg dlairuags c8OmI0ea aflwmole &F¥laME®INS WID]
@3 =Nallmo @SB f)EROMWSBI®IHEMAN” AMAILIGBM0.  MIMLERUIECHND,
QENEBUGHN)  @JOWIMio  M@HIO®  RlAfloflBan 8@  AVAYBIVHOMHWo
@0L1°21500MQo MYafla lasalomaem” emoalelny” Wyals|®:! cdomoaflang SomElamm
=laflmofo, MINRHNBOSWQo 2 lTl21VEHIWBESYo ®HAF  WVATEEOMISBB I lVY0Jo
&oanoan  WO@1 aflanate &lofllme  @RAINVIM o {lE8EHWIEM” om@gcm@". WOV
mpodom  aflaeemoilceldse  @GaHleeldse  @gslallgm®’  EAOMINN® A
mm®1e1wIem’ af)am mlellenem’ HLNOQIMOEMo MsO1WIR1LEBANOY.
@RW1H00mI@3  alellw  aflSla1dgm2I@man a8 MmmMIGEIWS  (JoIdOn]&H08
@200fl0”  Galdefo o) ®1BBHIMW  H¥leoIE] a)an” ERAMGIoflesan  emoalellay”
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@OW1BH00 ayairunieel MG CHFHEBWIEN 2JNE1HHISAMN D Bayo®
WI@lasgles afls” §088WSlesdhQo  AflSIM” ®1VIgBHQo  OalY  VE@EOBOS
@RAIMOMo MVIM@HRAIW] R10NHHIMIWaOTHBAN q@"hﬂ;og MWl flesam aAIRas1E:00l
MUOQOSWVo  a JBaHIWla IDIQILOINOVHSQo  BROIMOEMe  ZS1WIM. (G IMVEUHABS
WI@1Yes 210NGIUDOMOBIEYNS AOQYIT  MVIPaTTHHIITVAWIEN” oJNE1LHISAND.
231001V 1cRIINss VWI@PINS @RIPMWo @RIAOV®o MalPals WI@] BRYOVODY
921QOMIW]  SIEH1IGRIHH HWOl MIIMNEAOUE HalQa]|BHIOMIVW  GRINEHNI OB IRIQ”
OAHIBBHQo  BRYD@OGIVAINCH@OMIGLIAD @RV H63HWQ0 ogjg;moena”. alemyo
MUBMadldBH Qo Ma0IW]HBHQo RESl) @RUWME: ®eIgoe alles ayaflaflesan.
@RYDOCIVANCHMBOMH LI andBa@ BADEWIROIW QR
Qs8 aflanade MSONIHBHIFTNMIVT alOQMENE. AMEBBBOS AUY@LTY MVATa INOT®]
0D afl0Na0OM1EPS ANVMENIBTNLIOD]HHI8 cmoaIellqy’ UBalasan.

emoaleilpel BIG0Y  HLNJa D@OVIENSYo  AUIDITY GRYHUWEBUWE  BRAIMO ] {lendnd
emoaleqy’ lasm. WI@] )M  HNda NE@OWIEHS MNDIE]  MVYBIVOW]G3
2aflesan  0aleMe:5lQes Rlallemoairuooam” GRAMGIA{lesam@.  aulato
MDD @JH0REO®  0fladade  BH¥16HHMEINTIHEQe  HOLIUIHNIW  ajaHsMo
6MAIESME] QIQ1:Qo 21’ 2lHe OaleMa:gldgo EMAISIBAN  (JUIMAIWI@D.
o)) @RAITLOHW Q8OO QMR wWI@1Wges emoalelqy”’
@am@(o%iﬂoeam.(@%e;ag QalEBOY QITRANo  aleMo  DMBILHIMSBI QIL1IIWo
0N MMOIGIQANSOBOS  JDIMIWIWIM™ &0leWSO® M.  WIGIWHS
IO HOUD BMSIMo  HLIWGHININIOMIMo  GAMEIQo M@AEM” EIAM WIE@1HW
aflanado  HY1EBMD®. (Gl  GLdaHo ALIMIIGIOLIODIN WI@THW Va0V ]HBAN
2283 MVGPaOO®IGE MA@ ) 2IQIMIWOTSBAM G001V ONOM @MWl Ism'.
WIRIBo NV@BHBBS WIDTOV MVOOBHABBHWQo AOMAVIBHAIWT aIgDEM MBIV
N0 QflAa00 MSOM]  HHIFHBHQYo omgm@m“ anNI33. WIM1HW 0M2MIW]
aflananoe RETIIG)) oMy’ @WMIH:  2lDIN®]  «JRIBE@DAN  QAUDLIYOWHS
@INIWIIeM..  WIMI80  (JUMEEBSILINS  HSAAIMM  WI@1HW  AIMAVIHAIQYo
10®1015H20Qo TVoAG:HIBNIM UYHA]HBATOMNE” GMIATY"

VG0 1BHININNN VWV AVIPaOTld: (@JUMEEREEVo GMIAILNAY” alflGa oo afleIYIGBOm
am®o @RAIGWISSS (@J®1GaHWo DSl (lasanm®o L0 I@EBBBOS
MVoRIAHIMOMIEIHSWITN. QY] HLOAI@EBBFNS MVoBIHIMOMIEJOS MYId03 cmMaElgaM
O0LI0U 1D 2JaHMEBBOBARO]jo BRAGHIGIAUTVOOWHEBO]ajo EMINILNGI QIYSDAISEBIN.
01GWSOm” DM, &:01CWSOD’ GRIHOMW MMYMIA], MwWalld MMIMIC]T DSEEIW
SN0 NE@EBREIEHS MM®IE]  VARIVOWIRL! o JBaHAIAWEDIOM  amaudlm]
QISMRISHIM BAHBMD. a00301EPWo E®IANNTOMPVe TVoEBUTINOMI@E 21aflBsam
WI@IWHS  @RAIMP6Mo nglcsm)oqgo A JBoUCMQo  DEMIW]  &HI6Ndd:Qo ogloes)“
@JOWIM Yo M@H:Qo H2IYPAN BRYWMIBHNVPOOH]H 21IDHOS QIJHMAIHBAN.

W@ ®0L&Qo  DRIMINQMIGM  EMONILNGE  @RAIMA]{IE8aM  (@JWIMIVOAIEEBRUI.
MN®EINYBIVONTOG MIVABBBo EIRAVKWo aflIDSGBN  AWIGIGBAN®Io01®3
@M INHW  WIISMW]  @ROGEROIVWIGIMeAM’  WIMIYeSs  Klol;omle®s
6mMOQIEle3 @AM {lEsM. MEAUIMNIM 21MDB:03 @JAUBOM 1, @SERIW nelNNC1G3
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OIDIQo  MPWOJo  MSa{leNEPNalS] BNV BRBHU  aJEOINAMAIERIW]
20N HBAMNAIBINEMANO QUYHMAISEAT.

mN@1el  YRVEDING MlYAEBEge  EMIMI®:8o MIAIMIMIBAN  HILIGCOWo,
MEAINIM 2003 OBWo RETWIGIUY HILIGO QYo emoaiellad
@RAUMO 1 lEBaMND B:06MJo.

SLOa@EBBBo  ARYAIOMINJo  HLOalOQM  OTDIVIE88 G@RY&IOMANEM” eMILNG
AU 2{1O1EBM@.

MPBO®AN.2000 alGleMOGTIIG3

&016WSOD” MI@] )N HLNaN@OOD MAEIS" BRAIMETR {loeIO® MYIBO afl20Eo
ag)am @RMI 2100COM QYo @RANILIO DT agloe,@noeaﬂazﬂ@m (@JUOMEBREBWO
BRAIDG{lEBHWIM” al@leMWo af)dM MIMDWI@. OaRIN0W oM  ANWOIIEM”
(@JWIM HLNIa @ o. ElOMIW nglwmo MBHIMLJOOD@TIMIT YRLMIW A IILIBBIMNAD
@O DBOmMB  NHN®IGIOW  allakede  &HFlaf A MMV G 1HQANGIRGMI
AlWwaIVI)BHYo  AOWAIDMAN  HLOSHEIMSMIEPS WARo WElaf (BoYWISNOQ|FHWo
921N 2MIN0VQOS BHLOWIEM” NIMIAWVIG BRAIME]o[lEsM®Y.

M@1@] ARIVOmIEE MeINIMIGBIN MYIGOMAll2120600D BGRUVWHED AABMIBC]
OANIENBIEM” alolemom]ead HLOOVWYo IO T QOIIQOIWE
B0l |SODHVSONIOISBM®. aldlehOmINel HOHW  @JWIM  HLOWI
DalHOWIYo  @]B1ENINJIMMIM. 2610V Qo  aDLISBMOD @O DBOD
MM YAIYSS aNaaoqo aldeIARaMo Mmm»1R1Yes 06MOJo
MIBO®N21000J206M"  (@JWIMBHLOHW.  DERIRIVWoe  aIILIGBMOD  EJaO DO
loTO o)

008 aflaaoomload @RAIO6Mo a3 @RAIMQa (lE96a |gIM
@oeleigemloel alae0M@IBIVEEEeS O1d1 AljemNIW] ERAIMAI, [leaao. qlwmo
DHIFHNIMNLPODD NG Gal@lEd AHO8 QYRLM” AflAda0e ©alQ MBHAN &H1PEHNSO”
Mm@ @RENILIHO® B01EEIW allMILHMIMS @O TMIWIWIEN. A I0EMIGYAIW]
90350001 ATD]HOB  BREDaIST allIDSBWIN  H1PEHOSOD MHMDIC] BSOS
2MNOMEWO BIANOVWEWI &:0laf alladlofl@Banleian” NIMIA1@3 Iy alleflasamns.
QaMao @™o DHBOS cAOmMoal”  M@1ajGaloud 200 HOM13 DO6Mo
DMLV BIMOHOIND0 Q)R W6 NLININEMATO0 aloeom’ @YUM HBaM
BH1OCHNSOD Do D HIOYEEROBIOGD AVMAIW] TVEDD]SBAN  DENAVYHSVo
2lafll®moImeamo a100MIQYAOBHUBHNANVA] 2’ &afla)’ =Nafloo alo9odn]
HBQYMAIFIBBS  ®IGHT®IVT 20QIN. D10 VWH®  allaa0o 921N QYRLMOW
ARSI  MMY®IB]  aleMojo  @RWIHI00A88 MMY®IE]  RloflmeomIem”
J®laneila{lasan@. aflane.onom HOIQENIE 2ISERIW] M@0 HITMHWo BIVJQNS
@100 M@0 BRYWaOlHBEHWVo 9alQiam A DRISBMNOD MM CIWHS GO Go)d:HHO1G3
HAUQIEMBOIBBH:.  BIQYMIAHH WIODMI@W  aldleMM®o  MIBIWo  MTBHIH®
BRHOMBEEFIT  8@ADT M0V  Mldom]  lollme  @RAVIZlSBIM
alPIEs8MO®” MM  2aN1000Qes  R10N®MOODV  MEP@IGSBI.  Aflaldado
Flaom” Qan” @00o  @1HWQo  YEMI  alelBSMOE” MMAIe]  2d1EBINDIW0
WMWIe EROIMAT,IBBM0ME. HODEODIB OHBENN MM qylxloN®eOmIges
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@RADHHMIWe MDD @RAITLONEHBIHOWBS (@O GaHWAOJo aDLISSINOT MMM IBIQHSWQo
261200QESQo R mOm1g)s @RAMOTR{lendnd UoAlHBsaT.

albelasmom’ MMeICIRes 2EMOMIMNENHYSS  26mlaoEes  &lallmalo
@I lN]d (@JIMVOODWQo (@JIMDMaYEOMQo MYalla{lasan. 26P120V®0 AWAIM
@M@’ 10orl1el:00I e  Mlocaigomod@anlal  agam QAUR®  EROIGBOS
MoRIHIM@MIE)HSWo  BIAIEBEIAINSQe VMA@  AlyemMIGsM.  MINIaW1G3
@RAIMBa [l SN HOLIOMIGE BRMINIW  HIKWIEM HOMOOMILIBS  (@JIMWo.
IO N0 @RYWaDIABHW DalECWIN]ABHQo REwle) VPO OM® OO
(@D BaHW]HHIMDSS @EHHLNIHOW]HY 6303 RIGIOL &S10o 1@ M
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