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From the Editors

The Department of Russian and Comparative Literature humbly presents before you
the 24th issue of our departmental research journal Assonance — A Journal of
Russian and Comparative Literary Studies. It is indeed a matter of pride for us to
share that our journal has received tremendous support from different universities
and has been widely read by scholars from the fields of Russian studies and
comparative literary studies. We are grateful to every contributor for contributing
their valuable research articles to this issue.

The current issue has a total of sixty-nine articles in Russian, English, Hindi and
Malayalam contributed by scholars of eminence as well as emerging scholars on
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.

We express our deepest sense of gratitude towards the administration of the
University of Calicut for their continual financial support and patronage in our
endeavour of publishing this journal. We as well appreciate the timely input
provided by the Board of Referees with respect to quality of the articles and
publication of the journal. Last but not the least, we are thankful to all those who
rendered their support towards bringing out this issue successfully.
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AHaJu3 nepeBoga KyJabTypPHO-clieM(pUIeCKHUX 3J1eMEHTOB MPHU
nepesoje pacckasa B. Pacnyruna «Bacuiuid u Bacuiauca» ¢
PYCCKOI'0 HA A3BIK XHUHAH
J-p Cyo6xam Kymap

MpenojaBaTellb PyCCKOro s3bika, [1Ikona s361k0B AMUTH,
YHuBepcuteT AMUTH, XapbsiHa

ANALYSIS OF THE TRANSLATION OF CULTURE-
SPECIFIC ELEMENTS IN V. RASPUTIN'S STORY "VASILY
AND VASILISA" FROM RUSSIAN INTO HINDI

Dr. Subhash Kumar

Assistant Professor of Russian, Amity School of Languages,
Amity University Haryana

Ilepesod npeobpazosanue mexcma uny 8biCKA3bIGAHUS C O0HO20 A3bIKA HA
Opy2om s13blKe C 3HAYeHueM U cmuiem opueunaivha. OH sensiemcs u
npoyeccom, u  pesymbmamom — smoz2o  npoyecca.  Ilepeod
XYOO0CECMBEHHO20 TEKCA  6bl3bléaem  00AbULYI0  MPYOHOCMb  NpU
nepesode. Kax mnam uzgecmmno, XxyooowcecmeeHnHvle NPOU3BEOCHUs
HACLIYEHbL IMOYUSIMU U GBIPAINCEHUSMU KYTbIMYPbl UCXOOHO20 S3bIKA, M.
e. NepesooquUKy  Nepexooumcsi nepesooumv  KyibMypolocudecKue
2eMeHMbl, KOMopble 8bl3bl6alom 0coboe 3ampyoHeHue npu nepesooe. B
doknade — paccmampusaemcs — npobrema  nepesood  KyJabHypHO-
cneyugpuueckux IneMenmos npu nepeeode pacckasa B. Pacnymuna
«Bacunuit u Bacunuca» ¢ pycckozo s3vlka HA s3bIK XUHOU. JJoknaduux
6ydem obcyscoams KynbmypHO-cneyupuuecKue s1emenmsl U npooemy
nepeoauu 3HAYEHUs OSMUX DJIEMEHMO8 C PYCCKO20 HA S3bIK XUHOU.
Kynemypno-cneyugpuueckue aNeMeHMbL 6x005m 8 2pynny
6e39K6UBANEHMHOU JEeKCUKU U NOIMOMY 6 OOKIAde ewé usyyaromcs
6e39K6UBANEHMHAS JIEKCUKA, ee Kame2opuu U Cnocobbl nepedadu dmux
INEMEHMO8 HA nepesooswull sA3viK. Jis moeo, umobvl nepedamb
6e39K6UBANEHMHYIO EeKCUKY YUéHble Npedllazanu paszuble Memoobl U
HeKomopble U3 HUX Obliu ynompeobieHvl npu nepesooe GbleHA38AHHO20
pacckasa. B Ooknade obcyscoaromes  pasHele npuémvl  nepeoavu
KYIbIMYPHO-CREYUPUUECKUX INeMEHMOS.

Knouesvie crosa: Banenmun Pacnymun, Ilpobnema nepeéoda, Bacunui u
Bacunuca, I[lepesoo kyrbmypHo-cneyuuueckux 31eMeHmos Ha XUHOu

Keywords: Problem of Translation, Valentin Rasputin, Vasily and
Vasilisa, Translation of Culture-Specific Elements in Translation in Hindi

Abstract: Translation is the transformation of a text or statement from one
language into another language with original meaning and style. It is both a
process and the result of this process. Translating a literary text causes great
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difficulty in translation. As we know, works of art are full of emotions and cultural
expressions of the source language, i.e. the translator has to translate cultural
elements that cause particular difficulties during translation. The report examines
the problem of translating culturally specific elements when translating V.
Rasputin's story “Vasily and Vasilisa” from Russian into Hindi. The speaker will
discuss culturally specific elements and the problem of transferring the meaning of
these elements from Russian to Hindi. Culture-specific elements are included in
the group of non-equivalent vocabulary and therefore the report also studies non-
equivalent vocabulary, its categories and ways of transferring these elements into
the translating language. In order to convey non-equivalent vocabulary, scientists
proposed different methods and some of them were used in translating the above
story. The report discusses various techniques for conveying culturally specific
elements.

[epeBon sIBNsIETCS ¥ MPOIIECCOM MEPEBEICHUS CMBICIIA TEKCTa € OJHOTO SI3bIKa Ha
JPYTO sI3BIK W, OJJHOBPEMEHHO, OH SIBJISICTCSI M PE3yJbTATOM JTOTO Mpoiecca. B
mporiecce  MepeBojia  TeKCTa  TEePeBOAYUK — HCIONB3yeT  pa3Hble  BUJIBI
TpaHcopManuu (JIEKCHUECKUE, IpaMMaTHYECKUE U Jp.), YTOObI IPUBECTH cCamMoe
Onmu3koe 3HAYCHWE W OTO JICHCTBHE HENEerkoe eClIH TEKCT  SIBIISETCS
XYIOKECTBEHHBIM. [lepeBoji XyIIO’KECTBEHHOTO TEKCTa OYeHb TPYIHBIA H3-3a
pasHbIX BHJOB TpymHOcTed. Kak HaM HW3BECTHO, 4YTO XYJIO)KECTBEHHEIC
MPOM3BE/ICHUSI HACBIICHBI SMOIMSIMUA W BBIPOKEHHUSIMH KYJIbTYPbl HCXOIHOTO
S3bIKa, T. €. IMEPEeBOMYHUKY TPHUXOJIUTCS TEPEBOJUTH KYJIHTYPOJIOTHYECKUE
AJIEMEHTBI, KOTOPBIE BHI3BIBAIOT OCOOYIO TPYTHOCTD.

Kak m3BecTHO, 9TO KyIbTypa — HEOTheMIIeMas 9acTh Hallel )KU3HA U 3HAYUTETHHO
BIUSET Ha Haml s36IK. OHa OXBATBHIBAET SI3BIK, KyXHIO, IMUThE, UCKYCCTBO, HAYKY,
ONIeXKITy, apXUTEKTypy, OOpa3OBaHWE, TONHUTUKY, CHCTEMY aJAMHHHCTpAIUH,
TPaHCIIOPT, MOBEACHHUE, MCTOPHUIO, PENTHIO, TPAIWINH, PUTYalbl, COLUAIBHYIO
NEeSTeNbHOCTh, TPAa3AHUKH, BUABl HACHAXACHUSA, BHIB WUrp, KWHO, TIECHH,
¢dompkop, pasueie mpodeccuu u T.4. KympTypa W KyJIbTypHBIE LEHHOCTH
oTpeaeN€HHOTO 00IIecTBa B aCIEKTE IIepeBOAa UMEIOT 0c000e 3HAYCHHE.

B cBs3u ¢ mepeBONOM KyJIBTYpPHO-CHEIM(UYECKUX 3JIEMEHTOB OOCYXKIaeTcs
npobaema 6e33KBUBaNEHTHOH Nekcuky. [Ipu nepeBoae Oe33KBUBaJICHTHAS JIEKCHKA
npencTasisieT ocobyro TpyaHocTh. [lo MHeHmio pycckoro mepeBoaasexa JI.C.
BapxynapoBa, «TepMHH «0€33KBUBAJICHTHASI JIEKCHKa» MBI YIOTPEOsieM TOIBKO B
CMBICIIE OTCYTCTBHSI COOTBETCTBUSI TOW WJIM HMHOW JIEKCHYECKOW EIMHULBI B
CIIOBApHOM COCTaBE JPYroro a3bikay» . (Bapxymapos, JL. C., 1975)

Bapxynapos, JI. C. SI3bIk n iepeBoJ1: BOIPOCH! 0011el 1 YaCTHOH TEOpHH IIepeBoa,
MexnyHapoansle oTHoweHus, M., 1975, c. 96.

2 A Journal of Russian & Comparative Literary Studies, ISSN 2394-7853
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[To Hemy, T Oe3dKBHBAJIICHTHBIE EAMHUIIBI MOXXHO Pa3feluTh Ha TPU OCHOBHBIC
TPYTIIBL:

1. HmeHna coOGCcTBeHHBIE, TeorpaduiecKue Ha3BaHUs, HA3BAHHS YUPEIKICHUH,
OpraHu3aluii, ra3eT u mp.

2. Peamum — 3TO ciOBa W CIOBOCOYETAHWS C HAIMOHATHHO-HCTOPUIECKIM
KOJIOPUTOM cBOeil KynbTypbl. OHM 0003HAUYAIOT MPEAMETHI, TOHATHS H
CUTyaIl¥, KOTOPBIE HE CYIECTBYIOT B Jpyrom s3bike. Hampumep:
Ha3BaHWsA ONIOJ HAIMOHANBFHOW KyXHH, BHIbI HAapOJHOW OJEXKIBI,
MECTHBIE TIPa3THUKH U T. [I.

3. CnyuaiiHple JaKyHbl — JICKCHYECKHE CIUHHII  OJHOTO  sI3bIKa,
COOTBETCTBHSI KOTOPOTO HE CYIIECTBYIOT B JICKCHKE J[PYrOro sI3bIKa IO
KaKAM-JTHOO TIPUIHHAM.

Jlmst mepeBonma Oe3dkBuBanmeHTHOW Jsekcuku JI.C. bapxymapoB mnpesiaraet
WCIIONB30BAaTh  TaKWe  [EepeBOJYEeCKHe  MpHEMBI  Kak:  TpaHCIHTEpanus,
TPAHCKPUIIIINSA, KaJbKHUPOBAaHUE, OIUCATEIBHBIA TIEPEBOJ, MPUONKEHHBIN
MepeBo] 1 TpaHchopMaIusl.

[lepeBonmaBen JI.K. JlarbimeB ompenenser Oe359KBUBAICHTHYIO JEKCHKY, Kak
«CnoBa u ycroiuuBele cioBocoueTtaHuss M, nHe umeronme B cucreme [
COOTBETCTBMH B  BHJAE  JIGKCHUECKUMX  €AMHHUI] TPHHITO  HMMEHOBATbh
6e33KBUBANICHTHOIT TekcuKoil.»” (JlaTsimes JLK., 2000)

OH paznenun 0e39KBUBAJICHTHYIO JIGKCHKY Ha YEThIPE KATCTOPUH:
1. Cnosa-peanuu
2. BpemeHHO 06€33KBUBAIICHTHBIC TEPMUHBI
3. Cnyuaiiabie 0€39KBUBAJICHTHI
4. CTpyKTypHBIE dK30TU3MBI

I[lo JLK. JlaTemmeBy, s mepeBona OE39KBUBAJICHTHON JIGKCHKH MOXKHO
WCIIONIb30BaTh MPUEMBI KaK TPaHCIUTEpAIUs, KadbKUPOBAaHUE, MPUONMKEHHBIN
MEPEeBOJ], STUMHHANNS HAIMOHAIBHO-KYJIBTYPHON CHEIM(UKU, OMUCATECIHHBIN
MEpPeBOJ] M Iepepachpe/eliecHue 3HAYCHUS OC33KBUBAJICHTHOW JICKCUYECKOM
SIMHUIIEL.

B o0mem, uToOBl mepeaaTh KyJIbTYpHO-CIEUM(HUUECKHE BIIEMEHTHl Ha Jpyron
SI3BIK, YU€HBIE MpeIJIaraoT psj HepeBoauyeckux npuéMoB. W mepeBomunKy Hamo
oOpamaTe BHUMaHHE Ha HALWOHANBHO-KYJIBTYPHYIO CHEUU(PHUKY JaHHOTO

Jlaremmes JLK., Texnonorus nepeBosa: yaeOHoe TOCOOME IS CTYA. JIUHTB., By30B U
¢ax., Akagemus, M., 2000, c. 166
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OJICMCHTA. EMy Hag0 BHUMATCIBHO PACCMOTPCTL 3TU 3JICMCHTHI U UX 3HAYCHUSA U
BLI6paTL HOZ[XO,Z[SIH_[I/Iﬁ MCTOJA UIA Iepeaavyun CMbICIIA.

B nmnponecce mnepeBoma pacckaza «Bacwimii m  Bacunmuca» Ha XMHOUM MBI
CTAJIKMBAJIUCh C TPYOHOCTAMH pa3HOro poAa, B TOM 4YHCIE TPYTHOCTAMH,
CBSI3aHHBIMH C TIEPEBOAOM CJIOB WM MOHATHH KyJIbTYPHO-CHEUU(UIECKOTO
XapakTepa, Kak HampuMep NepeBOJ TaKUX CJIOB, O0O3HAYAIOUIMX IPEIMETHI
PYCCKOM KyJNbTYyphl M XH3HHM Kak Ieub, HOATOJNBE, caMoBap, m30a, depemia,
Xupyc, yxBar W T.0. IlepeBon Ha A3BIK XHWHAM 3THUX CJOB OCYLIECTBISETCS
MOCPECTBOM Pa3HBIX CIIOCOOOB, HAPUMEP: MTUMHUHALMS KyJIbTYPHO-CIICHU(HUKH,
reHepan3anys, TPaHCIUTEpalus, SKCITMKALS, 3aMMCTBOBaHHE U T.1I.

1. «OHa 3aTamiuBaeT PYCCKYIO Ne4Yb, JIE3ET B MOANOJbE 3a KapTOLIKOM,
OCKUT B aM0Oap 3a MyKOH, CTAaBUT B II€Ub Pa3HbIC YYT'YHKH, TOTOBUT IIOWUJIO
Ul TEJICHKa, JaeT KOPM KOpOBE, CBHHBE, KypaMm, [OMUT KOpPOBY,
MPOLIC)KUBACT CKBO3b MapJI0 MOJIOKO M Pa3jMBacT €ro M0 BCEBO3MOXKHBIM
0aHKaM M CKJISHKaM - OHa JeNIaeT ThICAYY eI W CTaBUT CAMOBap.»
(Bacunwmii u Bacuiuca, ctp. Ne 48)

e SRftEY 1 Tl 2, AT o A SR # Wl &, e % AU s v 2, Sifid § o &
ST~ S =GIT 8, TDS I AT T 8, T I G 1 AR SR {AAT 1 T <t 8, T
1 ed! 2, 30 I 7EH FI3 F S T S I TEWE AT ST FqA # 9Tl ¥ — T T B FA
2 i 38 a1E FHER T S )

B nanHOM mpeioxKeHUH €CTh HECKOJIBKO CJIOB M MOHSTUN, KOTOPBIE TPUHAIJICKAT
K PYCCKOU KYJIBTYpE U MOTYT OBITh HE MOHATHI 0€3 00BSICHEHUS YUTATENSIM JIPYTrOi
KylnbTyphl. Pycckoe CJIOBO «meub» O3HadaeT Me4Yb M KaMeHKy. B mgaHHOM
MPEIIOKEHUN CJIOBO «II€Yby» OBLIO MEPEBEAEHO Kak Ffidl, u OBIIIO O0OSCHEHO C
MoMoIIbi0 mpuMedanusi. OHa WMCTHONB3YeTCs I MPUTOTOBICHHUS IMHINU, HO HA
caMOM JIeJie «IIeYb» HE TOJBKO IUTUTAa. DTO MEHTPaJbHBIA 00OrpeBaTeNb U IUINTA,
KOTOpasi MCIOJBb3yeTCs IUIsl TOrO, YTOOBI COTPETh KOMHATY M NPUTOTOBUTH €Iy
TOXKe HE Ha Hell, a B Hel. OHa JpoBsHAs W TUMUYHA IS JoMOB B Cubmpwm, rIe
3UMON TeMmmeparypa omyckaerca A0 -40 rtpamycoB mo Ilenscuro. Cnoo
«IIOATIONBE» B JAHHOM KOHTEKCTE O3HavyaeT MOJ3EMHYIO KiafoByi0. CI0Ba «IIeUb)
U «IIOJITIOJIEE» MEPEBEICHBI Yepe3 MPUOIKEHHBIN TEPEBO/T.

CioBO «caMoOBap» — 3TO pYyCcCKOE CJOBO, KOTOpoe 0003HayaeT cocyl,
TPaJAULIMOHHO MCIIOJIB3YEMBIH JUIs KUIISTUEHUs BOJbI B Poccuu, a Takxke B Jpyrux
CTpaHaxX LEHTPAJIbHOW, IOr0-BOCTOYHOM, BocTOuHOW EBpomsl, Ha bBmmkxzHeM
Bocroke n gaxe B Kammupe (B ceBepHom mrate Mumum). OH ucnons3yercs B

P O EE R e o ot TRt Sfie, et SR ST # s o T o ST w s o S @
Y T ST o S, ST 9 ST A 7, Sfaror-gef, Teff I, e afm TR oty it # aris §9 9 = s
% foTu sEamTet fopam ST 21
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OCHOBHOM Jisi mpurotoBieHusi bas. CIOBO «camoBap» IIEpeBElCH uepes3
TPAHCIIUTEPAIHIO U 3HAYCHUE CIIOBA COIIPOBOXKIACTCS C IOMOIIBIO TPUMEYAHUH.

2. «Korma Bacunmii Bxogut B m30y, Bacunmca He ob6opaunBaercs. OH caguTcst
y JApyroro kpas croia u jer. He roBopst Hu cioBa, Bacumica HanuBaert
€My CTaKaH Yar M CTAaBUT HA cepenuHe crona.y» (Bacumii u Bacuuca, ctp.
Ne 48)

St arefict g § e T & A aftfer 39 gt T dwdll a4 % gEt SR W AET § si
SO AT 31 o1 5 e afaforan 3eeh forg 9 7 =1 STerd! @ R st 39w ot 2

CroBo «m30a» o0o03HavaeT BUA XKmibsig B Cubupu, ciaemana w3 OpeBHa. Ha Hamm
B3TJIS/1 JAHHOE CJIOBO HE MMEET DKBHBAJICHTA B SA3bIKE XMHIU. [laHHOE CIIOBO OBLIO
MEPEeBEICH0  Ha XUHJIU Yepe3 TPaHCIUTEPAIHIO, HCIOIb3Ys CIIOBO «GSaT» M OBLIO
0OBSICHEHO C TTOMOIIBIO IPHMEYAHUSI.

3. «- Bcragaii, otuk, - 6e33100H0 nmoBTOpsieT Bacunucal- He Ha Jleny Bbiexai.
[Teii gait ma ornpasisiics.» (Bacunuii u Bacumuca, ctp. Ne 49)

“3L A1 g, 331, AfbfTHT TS | e /1 ST @Y ok R Tl R Ry o S e

B nannom mpumepe cioBo «JIeHa» sBIsSeTCS Ha3BaHHMEM CaMOM IIMHHOM pPEeKHU
Poccun, xoropas teu€r B BocTouHOW CuOMpH W BHajaeT Ha CEBepe B MOpE
JlanteBbix (uacth CeBepHoro JlegoBuroro okeana). JlaHHOE CIIOBO TIEpEBEJICHO HA
XUHIA TYTEM TpaHCIUTEpaIu C J00aBIEHHEM CJOBa «peKa» Ui TMOSICHEHUS.
MOo3HO cKa3aTh, YTO  TIEPEBOJI OCYIIECTBISETCS MOCPEACTBOM IKCILTUKAIIH.

4. «B cenTsa0pe OH YXOOWT 3a OpeXaMH W ObET IIHIIKY TO CaMOTO CHETAa,
3aTeM cpas3y HacTylaeT rmopa mpomebIcia - Bacunmnii npoMbInuIsfeT 6ejKy U
c000Js1 1BaXKaBI, 10 HoBoro roma m mocine HoBoro; BECHOW OIATH OpEeXH:
MocJie CHera INWIIKa-MaJaHKa BajsieTcsl o] HOTaMH, B Mae MOXKHO OpaTh
yepeMuly, B HIOHE TIpeX HE MOJOBHUTb TaEKHBIX KPaCHO-4ePHBIX
XapHyCoOB, B MIOJIC IMOCIICBACT Srojla - U TaK KaXIbpld Toa.» (Bacumuii u
Bacwmmca, ctp. Ne 51)

foarar uTe # 9% @t ST T o T ST 8 3R o % 8 ¥ Tecl ae el $hg i 2l T saeh
a1e TR T T T YE & A1 3 FH G A & AR el a1 Gaets F Faed F et R Joay & e
frerr ear 21 s & f & forerir (e fimem & e vig-wa 3 % A= o e 3), wE § St v
fom ST S & ATge SiTer Y SATe-shreft FEet T TehST af aTd g 3 R s 7 o' ven St 8 ofR 36 aE
FUHTS T €l e ST 21

> oeior e € o gl el el % R
° Tl AT foredT o TR T HATER! STe! STHa, ST e T 371 36k Sreoft Teie SR H ar S 2
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CrnoBa «co0ONb», «OpEexXu» «4epemIlay M «Xapuyc» OTHOCATCS K KaTeropuu
reorpaduyeckoil nekcuku. OHU ABIAIOTCS Ha3BaHUsAME (iopsl u daynsr Poccun.
CioBo «coOonb» - Ha3BaHHE KHUBOTHOro. OHO MEpeBEICHO, HCIONb3Ys
TPAaHCIUTEPAIMIO 3aUMCTBOBAaHHOTO CJIOBA K3 AaHIVIMHCKOTrO si3bIka «Sabley.
HazBanme ppiObl «xapuyc» TMEpeBEACHO Uepe3 TeHepalu3aluio, TaKk Kak
SKBUBAJIEHTA TAKOTO THIA PHIOBI HE HAIEHO Ha sA3bIKe XUHAW. CIOBa «UepeMILa
U «Opexu» MepeBelieHbl uepe3 NpUOIKEHHBIH IEPEBO.

5. «llomHuMasich mocie MpuBaia, OH, HE CACPXKHUBAas JOBOJBHOH M XHUTPOM
YJBIOKY, TOBOPUT «AaifHAM», W JIUTOBIEI CMEIOTCS M UIYT BCIEH 32 HUM.)»
(Bacwmmii n Bacwiuca, ctp. Ne 51)

fasm & a2 98 334 gY S HdlTSH S =TeH T&hH H T Ushd 3¢ forgentarg s 4
“sAren’” e 2, faegsners ga 29 ¥, o sueh 1w 34 8

B InpeacraBJ€eHHOM IpHUMepe CII0BO «anHam» IIPOUCXOAUT U3 JIUTOBCKOI'O A3bIKA.
Ha s13p1x XUHAW OHO MEPCBOAUTCA, UCIOJIB3YSA TPAHCIUTCPALIUIO U SKCIUJIMKAIIUIO, a
TAaKXKEC I[06aBJ'I$ICTC$I nMpuMEYaHneC CO 3HAYCHUCM CJIOBA.

6. «Bacunmuca cHuMaeT ¢apTyk - OHa 4TO-TO CTHpajJa M HE JOCTUpajna -

MTOAXOANT K ABIOTRE W MPOTATUBACT €l pyKy. (Bacwmmii m Bacunmca, cTp.
Ne 52)

fbferEn TF Sandt 31 98 T2 o @ off, R fe § S 9g Tk & ar ATt 3 3 Sueht
T BT Tl 2

B AaHHOM IIpUMEpE CJIOBO «(bapTyK» OTHOCHUTCA K pCauiIM OACKIBI. B s3pike
XUHAW HCT COOTBCTCTBYIOLICIO CJIOBA JJIA 0003HaYEHUS HA3BAHHOIO npeameTa.
\Y 5 pemwir HNepeBCCTU C IMOMOLIBIO 3aMMCTBOBAHUA CJIOBA U3 AHTJIMMCKOTO
SA3bIKA, ABJIAIOIICTIOCA 3HAKOMBIM YHUTATC/IAM A3bIKa XUHIN.

7. «Yepe3 Tpu IHS OH OMATH MPHLIET, YK€ COOpaHHBIN, ¢ MEIIKOM. Melok oH
OCTaBWJI y JNIBEped, caMm TPOINeNI Ha CEpPenrHy TOpHUIbLY» (Bacwmmii u
Bacwmca, ctp. Ne 54)

i fo aTe I S B T Fiel % | R ST e S qarS W Bre e ot ge wee |
FeT =T A

B »3TOM mpuMmepe CcIOBO «rOpHHLA» NPEACTaBIACT cO00M  KyJIbTYpHO-
cneuuduueckoe  cioBo. JlaHHOoe  CIIOBO  SBIsieTCd  ATHOrpadU4ecKon
0€39KBUBAJICHTHON JIGKCUKM W O3HA4YaeT «mapagHas KOMHAaTa B BEPXHEM JTaxe
JIPEBHEPYCCKOrO XKHUIOTO J0MA WIH YMCTAS IOJIOBHHA KPECThAHCKOH m30b1».' B

7 ferepemTtes wree, forest a1ef @ "=, =l
Bounapenko A.M., cropuko-
JIMHTBUCTHYECKUHN CIIOBaph Tpuiioruu «'ocynapesa BotarHay, 2007
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WNunnu e crposar n30y n3 aepeBa kak B CHOMpPH M TIOPTOMY Ha XWUHIHM HET CIIOB
JUIs 0003HAYEHUs ATOM 4YacTH M30bl. B mepeBojie CIIOBO «TOPHHUIA» MEPEBEICHO
crocoooM JIIMUMUHALTACH HAIMOHATBHO-KYJIETYpHOR cnenupuKu 17§
MPUOIIMKEHHOTO TIEpEBOIA.

8. «Bacunmmit mpuBen B ambap UyXKyro, HE IEPEBEHCKYIO, KOTOpas Kak-TO
HEHapOKOM 3abpena B JEPEBHIO M 3aJIepKaiach, IEPexoas u3 306l B 30y
u obmmBas 6ad capadganamu na niaarbsiMu.» (Bacunuii nu Bacunuca, ctp.
Ne 60)

Texcr nepeBoaa Ha XUHAU:

St 3 ifer ot e, sifeeh ueh forerepet ST S il o TTie < ST, S fore gefere 3q it
T Tt oft 37 o e A off) aE TR-ER SR STt 3 T e o R Rt et oft

B nmannom a63ame sTHorpaduueckue ciioBa Kak capadaH H IUIaThe ObUIH
MepeBeieHsl C TIOMOIIBI0 TPAaHCIWUTEpalMd M OSIUMUHALMK HalHOHAJIBHO-
KynbTypHO# cnennuku. Capadah - pycckasi HapoaHasl >KeHCKask 0JIeKa, OOBIYHO
O0e3pykaBHoe 1iathe. CnoBO «capadaH» IEPEeBEACHO TpaHCIUTEpalueHd W
OOBSICHEHO C TIOMOLIbI0 TpuMeyaHuu.—CIIOBO «IJIaTbe» Ha XHUHAM OBLIO
MepeBeIeHO OCPEACTBOM I'eHEpaTH3aluy.

9. «lerpy yxe coirpanu cBaan0y, Ha KOTOPOU OOJIbIIE BCEX MeNa U IUIscaia
Hacrs, nponuin HOSIOPbCKUE MPa3THUKH, BBITIAJ 3al103/1aBIINH B Ty OCCHb
cHer.» (Bacumuit m Bacummca, ctp. Ne 61)

Wi S T B T ot et Tl § Herd SArer Areedr 3 A= S TR 9w shifd-gHiE Y
At ofia e oft o 3w wrer e s S ot ST T g o

B nmamHOM npuMmepe TpPYIHOCTH MOXET OKa3blBaThCs B [IOHHMaHHUU
CIIOBOCOYETAHHSI «HOAOPbCKHE MPa3IHUKK». YuTarensM XUHOIA MOXKET H
HETIOHATHO, 4TO Takoe HOsOpbckue mpa3gHukd. CIoBOCOYETaHHE «HOSOpPBCKHUE
Mpa3IHUKK» SBISIETCS COBETH3MOM, KOTOPHIA TIyOOKO CBSI3aH C BaKHEHIINM
coobiteM B ucrtopun CCCP T.e. ¢ OkTsa0prckoii peBomonuei. OOIIEen3BeCTHO,
yro B 1917 rogy npomsoma OKTAOpbCKas peBOJIOLHMSA, B PE3yJIbTaTe KOTOPOM
pomuincs CCCP. TIlo-crapomy (ronmaHckomy) KaneHnmapro, OxTsaOphckas
peBoIONUs Tpom3onuia B okTsi6pe, HO B 1918 romy CCCP mepemien Ha HOBBIMA
(TpUTOpHAaHCKHIA) KalleHIaph, C TeX TIOP 3TO Ba)KHOE COOBITHE HAYAM OTMEYaTh B
HOsIOpe, OTTyda W Ha3BaHWE «HOSAOPHCKHE TMpa3mHUKW». MBI J00aBWIN DTy

https://sovereign_patrimony.academic.ru/278/%D0%B3%D0%BE%D1%80%D0%BD
%D0%B8%D1%86%D0%B0, 06.09.2021

’ w3 o et s, SR o 6 S 2 i i 3 e e S

10 oI et 7 7-8 TR T STFE b1 ST (1917 31 T 3hifcr) o Iuered & ATfiepicaral i AT ST ot
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nHPOPMALMIO B MPUMEYaHUH, YTOOBI YMTATEISIM JIETKO OBUIO MOHHMATh, O YEM
UIET peub

10. «- Yero Tb1, EMensi, mesemns? - BckuHynach Bacumuca. - O6ugHO cTano,
M30ILIach BCSA OT 0OMbI - Kyabl Tam! [lomoymHas oHa, pa3 WIeT 3a Hero.
Jlobpas He monuta Ow1.» (Bacumuit m Bacummca, ctp. Ne 61)

" I A 5 R &, o ghear ', afifern weshi F o e & SaH i 37 el @l el
TR IS AT T e 1S e & e, S 36 3t it g 3Tt ar e & |

B ykazamHom mnpumepe ums «EMens» OTHOCUTCS K MEPCOHaXY (OIbKIOpa
PYCCKO# KyJNbTYpPBI, MO KOTOPHIM MOJPa3yMEBAETCs IIIyIEl, 3HAYUT TOT, KTO HE
yMeeT pa3yMHO JaeiicTBoBaTh. JlaHHOe mMs OBLJIO TIepeBEeHO HaMH Ha XUHIN
IyTeM TPAHCIUTEPALUU U J00ABJICHUS CIIOBO «T@» (1ypak) nepea uMeHeM. Takoke
naércs OOBSCHCHHUE B TPUMEYaHUU.

11. «Ceituac Obl KBacy mommia, - HEOXHIAaHHO cKkaszana Bacunmca Tawne.»
(Bacwmmii u Bacwiuca, ctp. Ne 64)

"7t a2 Y T H A et 21, afaferr ¥ amn & we

CloBO «KBac» BXOAUT B Ipyniry 0€39KBHBAJICHTHON JIEKCUKHM ITUTAHMS. ,):[aHHOG
CI0BO 0003HAYAET CIIABSHCKUN MAaJOalIKOTOIbHEINA KUCIBII HaIIMTOK, KOTOpBIﬁ
TOTOBUTCA U3 MYKU U COJIOAA UM U3 CYXOT'O PKaHOTO xaeb6a. CioBo NEPEBOAUTCA
C IOMOIIBIO TpaHCJIUTCpaluu, 1 00BSICHSIETCS C I[O6aBJ'IeHI/IeM IpUuMCUaHUs.

12. «IToToM BBIACHWIOCH, YTO Bacwuimca mnucana THCBMO CpEIHEMY CBIHY,
KOTOPBIN KU B TPULIATH KAJIOMETPaxX OT JCPEBHU B JIECTIPOMX03€, YTOOBI
OH B35 ee K cebe.» (Bacumuit m Bacummca, ctp. Ne 64)

O T8 ar =ren for aflforem 3 o1o daret o W S9 SO U o ST o forg gt foret R, S i @
e fereiiiet gt foram s # T 21

B mpeacraBieHHOM TpUMEpE CIIOBO <«JIECHIPOMXO3» SBIsIETCS ab0peBUATYpOM.
JlaHHOE CJIOBO «JIECTIPOMXO03» pacmu@pyeTcss Kak JIECHOE NPOMBIIUICHHOE
X035IMCTBO. OTO TOCYJAapCTBEHHOE MPEANPHUATHE JIECHOW MPOMBIIUIEHHOCTH,
3aHUMAIOIIEECS] OCYIIECTBICHUEM 3arOTOBKH, COPTHUPOBKHU, BBIBO3KH, PAa3AEIKU U
OTIPY3KH JPEBECHHBl U Takke ciiaBa jeca. OHO CBSI3aHO C OOLIECTBEHHO-
MOJUTUYECKOH Ipynnoli0e39KBUBAIGHTHON  JIEKCUKHM ~ COBETCKOW smoxu. B

1 Tt SATRsheT T Tk O, STt 70T qeia o forg w81 http://skazki.org.ru/tales/po-schuchemu-
velenyu/ 8/01/21, 23:25
12 o srcshiee aren w6 Y, S @HT aTe! S 3k A1 W & ST S )

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



Assonance, No.24, January 2024

MepeBo/ie Ha XMHIU TAHHOE CIIOBO OBLIO0 MepeBeIeHO ANMMMUHAITUEH
HaIlMOHAIBHO-KYJIBTYPHOH CIENU(DHUKH, UCTIONB3YS CIIOBOCOYETaHNE c
3aMMCTBOBaHHBIM M3 aHTJIMACKOTO SI3bIKA CJIOBOM.

13. «<EMy ObUIO 4YeTBIpe TOAWKA, COBCEM MaJCHBbKUA. MeHS B3 B

TPYAApMHUIO, a OH OCTAaJICS ¢ MOel MaMoi.» (Bacunuii n Bacwmca, ctp. Ne

66)

'STehT 37 =R AT oft, forespa Bret o, S w1 7 o7eff o for e I 3 A 6 o = W @

B nmamHOM mpemnioXeHWHM — HCIONB3yeTcsl  ab0OpeBHaTypa  «TpydapMUs».
Ao66pesmnarypa «Tpymapmusy pacmmdpyercs kak «rpynosas apmusi». B CCCP Bo
BpeMs Bemmkoit OTedecTBEHHOW BOWHBI, 3TO OBUT OTIEN apMHH, KOTOPBIA HE
Y4acTBOBaJI B BOWHE, HO pa0OTaN IJi MaTepUAbHO-TEXHUISCKOW TOUICPIKKH U
pa3BUTUS BOCHHOW WHQPACTPYKTyphl. B TonkoBom cnoBape s3bika CoBaenuu
CIIOBO «TpyIapMus» OOBACHSETCS KaK «BOSHHU3WPOBAHHBIE YaCTH, COCTOSINNE W3
rpaxkjaH, UCTIOTHSAIONIMX TPYO0BYIO MOBUHHOCTb B FOJbl TpaXKJaHCKOM 1 Benukoi
OTedecTBEHHOH BOWHBLY~ JIaHHOE BOGHHOE CIOBO OTHOCHTCS K TIpYIIIe
COBETM3MOB U OBUIO TMEPEBEAEHO CIOCOOOM DIIMMUHAIIMKM  HAIMOHAJIHHO-
KyneTypHOH crennduku. [[nga mepeBoma abOpeBHAaTypbl Ha S3BIK  XUHIH
WCTIONIB3YeTCA MPUEM TeHepaTn3allii 3HAaYeHNSI.

3akmaroueHue:

[lepeBon KyabTypHO-CIIEU(UIECKIX 3JIEMEHTOB OKAa3bIBAETCS OYEHb TPYIHBIM.
Jiia TodHOCTH Tepenavyd XyJOXKECTBEHHOTO TEKCTa IEPEBOTYNKY HEO0OXOIUMO
XOpollee 3HaHHE He TOJBKO SI3bIKa, HO M 3HAHHWE KYJBTYpPBI CTpaH 00OUX SI3BIKOB.
[Ipu mepeBoje HNAaHHOTO pacckaza OBUIM HCIIONB30BaHBI TaKHE TNPHEMBI Kak
TpaHCIUTepaIysi, KalbKHPOBaHWE, OJKCIUIMKAUA U  T.1. Hdna  mepemaun
HapULATENIbHBIX CYIECTBUTENBHBIX, KaK UMs YEIOBEKa, HA3BaHHUE YJIHMLBI U PEKH,
OBUI UCTIONB30BaH, B OCHOBHOM, IpueM TpaHciautepanud. OcoOyio TpyIHOCTh IpU
mepeBofie pacckaza «Bacmiamii u Bacumimca» cocTaBWiM CIIOBa, CBSI3aHHBIE C
KynbTypoil u 6b1ToM Poccum, Hanpumep: capadaH, KBac, yxBaT, TOpPHHIIA, TIeUb, U
Ip., TaK KaK B MHAWHACKOW KYJIbType OTCYTCTBYIOT Takue OOBEKTBHI M SIBICHHS, U
COOTBETCTBEHHO HET MX HKBHBAJIEHTOB Ha XUHIU. MBI emé nocTapanuch nepenaTh
CMBICT OOBeKTa, TOHATHS W ABileHUS MS mo KOHTeKcTy, eciau [OaHHBIE OHHU
oTcyTcTBYIOT B [15], HanpuMep: ropHHIa — F¥I, TPYAapMHUs - §T U T.J1.

JlaHHBIA paccka3 OBLI HANMMCAaH B COBETCKOM IIEPHOJIE M B HEM HCIIOIL30BaHbI
CJIOBA M CJIOBOCOYETAHHSA, KOTOPHIE MPEACTABISIOT KU3Hb COBETCKOI 3IOXH, HO B
VHINICKONW HUCTOPUH HE CYIIECTBYET MEPHOAA TTOAOOHOTO COBETCKOMY MEPHOAY, U

" Maxuenko B. M. u ap., Tonkosslii cioBaps s3bika Cosemnuu, 1998

https://sovdep.academic.ru/3850/tpyaapmus, 05.09.2021
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MIO3TOMY IPH IEPEBOJE C PYCCKOIO HAa XMHIU CJIOBAa M CIOBOCOYETAHHA, KaK
HOAOpbCKUE Mpa3nHukH, Emens, camoBap, JleHa u ap. mpeactaBuin OOJNBIIYIO
TpyAHOCTh. 13-3a OTCYTCTBHSA COOTBETCTBUI TaKUX MOHATUN U ABJICHUI Ha XUHIH,
3TH peaiid, B OCHOBHOM, OBLIM MEpeBENEHBl C MOMOLIBIO TPAHCIUTEPALUU HIIH
onucaTeNbHOro mnepeBoja. M kpoMme TOro, B NEPEBOAE HEKOTOPBIE €IUHHIIBI
HAIMOHAJILHO-KYJIBTYPHOTO KOMIIOHEHTa OBUI CONPOBOKAEHBI MPUMEYaHUEM IS
SICHOCTH UX 3HAUEHMUS.
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ConocTraBUTEJbLHBLIA aHAIN3 nauemnoﬁ CUCTEMBI B PYCCKOM
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CONTRASTIVE ANALYSIS OF CASE SYSTEM IN RUSSIAN
AND TELUGU
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AnHoTanus: [Ipym w3ydyeHHMH HHOCTPAHHOTO SI3BIKA BCEIZIa BO3HHUKACT
MHOTO TpyAHOCTeH. MBI 3HaeM, YTO MaJICKHAsE CUCTEMa PYCCKOTO s3bIKa
OuYCHb TpyHHas. MOXHO CKa3aTh, YTO W JUISL PYCCKOTO SI3BIKA ITaJIC:KHAS
CUCTEMa SIBJIICTCS OJHOM M3 CAMBIX CJIOKHBIX KaTErOpUi MpenoaBaHus U
u3yueHus. M molaToMy, UeNbl0 JaHHOH pabOThI SBISETCS aHAIU3
MAICKHON CHCTEMBI B PYCCKOM SI3BIKE M B S3bIKE TeIyry. Bo Bpems
aHaJIN3a, CXOJICTBA W Pa3IHYMs MEXIy MajekaMH OOOWX SI3BIKOB OyAyT
TaKXKe pPaccMOTpeHBl. Hazmeroch, 9TO 3TO MOMOXKET PYCCKOTOBOPSIINM
WHAANHCKAM CTYACHTaM y KOTOPBIX POIHOM S3BIK TENYTY JIETKO IIOHIMAaTh
MAICKHYIO CHCTEMY PYCCKOTO SI3BIKA.

KaioueBble ciioBa: mangex, TeNyry, PYCCKHH, MOCIENOTH, MpPEAJIOry,
KOHTPACT, CKIIOHCHHE.

Abstract: Students face lot of difficulties during foreign language learning. We
know that the case system in Russian language is very difficult. In other words,
case in Russian language, is one of the most difficult categories of teaching and
learning. And therefore, this works aims to analyse the case system in Russian
and Telugu. During analysis, the similarities and differences between the case
systems of both, the languages will also be examined. Hope, it will help the
Russian speaking Indian students whose native language is Telugu to easily
understand the case system of the Russian language.

Key words: case, Telugu, Russian, postposition, preposition, contrast, declension

PYCCKI/If/’I SI3BIK OTHOCHTCS K BOCTOUHO-CJIABSIHCKOM noArpyImmie CIIAaBSIHCKOM Tpyninbl
S3BIKOB PIHI[OCBpOHGfICKOfI CCMbHU, a TCIIYT'Y OTHOCHUTCA K ZLpaBH,Z[HfICKOfI CEMBC.

Pycckuii s13p1K Hcnonb3yeTcs B epByto ouepens B Poccun, benopyceuu, Ykpaune,
Kazaxcrane, Keipreiscrane u Takke B cTpaHax BOCTOUHOM EBpombl.

SI3BIK TCJIYyry OJAUH U3 HpCI[CTaBI/ITGIICf/i ,Z[paBI/II[I/IﬁCKI/IX s36IKOB. OH B OCHOBHOM
paCHpOCTpaHéH B IITATC AH,Z[Xpa Hpaﬂem, TenaHraHa, O(l)I/ILII/IaJ'H)HI:IM S3BIKOM
KOTOPOI'O OH SABJIACTCH.
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O napexxHoii cucTeMe B PyCCKOM sI3bIKe:
Mane:k UMEH CylIeCTBUTEIbHBIX B PYCCKOM SI3bIKE:

E.B. Knobykos B kuure JILJI. Kacatkuna Pycckuil s3vix OTpenenseT KaTeropHio
najesxa Tak:

«lladesc — >mo  CIOBOUSMEHUMENbHAS — KAME20PUs  CYUWeCTHEUMETbHDIX,
gvipadicailowass mo Ul UuHOe OmHOuleHue npeomemd, 0003HAUAEMO20
CYWECMBUMETbHBIM, K OPY2UM NpeOMemam, a maxice K OetiCmeusam, npusHaKam.

B coepemennom  pycckom  szbike — Kameeopus — nalejca — 06pazyemcs
NPOMUBONOCMAasieHueM wecmu naoedxyceil. umerumenvhoeo (HM.), pooumenvbnoeo
(P.), damenvroeo (/].), sunumenvroeo (B.), meopumenvrozo (T.) u npednoxicHozo
(I1.).»"

B.B. babGaiineea u JI.JI. UecHokoBa B KHHUre Pycckuii s3vblK TOIPOOHO
paccMaTpuBalOT COOTBETCTBYIOIINE KaXIOMY TTaJIeXkKy BOPOCH:

«B pycckom azvike wiecms naodedsiceu. Kaswcowiii nadexc umeem ceoé nazeanue u
sHauenue. Kasxxcoomy nadescy coomeemcmayiom c8ou 60npochwi.

Tlaoesc Bonpoc Eo.u. Mhmu. u.
w. Kmo?uymo? opye, KHu2a Opy3b4, KHU2U
P. Ko2o? yez20? opyaa, KHUau Opy3eli, KHu2
A. Komy? yemy? Opyey, KHuze Opy36AM, KHU2OM
B. Koeo?umo? Opyea, KHU2y Opy3eli, KHueu
T. Kem? yem? Opyaom, KHuUzoli Opy3bAMU, KHU2aMu
. 0 KOM? 0 4ém? (o) dpyee, (o) kHU2e (o) Opy3bax, (o) kHuz2ax

Ymobvl npasuivHo Onpedenums NA0EdiC, HYHCHO UCNOAb308AMb 0OHOBPEMEHHO 00a

(0sa) eonpoca: sudxcy bpama u Hem opama — 8uxcy kKo2o? umo? (6uwn. n.), Hem
15

K020? ueeo? (poo. n.).»

P.JI. Akpniia 0OBSCHSET TaK:

Kacarkun JI.JI. Pyccxuti A3vix. Yaeb. 1uis CTyI. BBICHI. Tie]. y4e0. 3aBeeHU.
u3aTeNnbekuil HeHTp «Akanemusi»: Mocksa, 2001. Ctp. 532.

BabaiineBa B.B., YecHokoBa JI.[[. Pycckuii a3vik: meopus. 5-9 ki.: yueOHux 014
obpazosam. yupesicoenuil. 12-e uzo. poda: Mocksa, 2003. Ctp. 104.
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«Kamezopus nadesica cyuecmeumenbHo20 HOMO2dem Gblpajcams OMHOUIeHUE
npeomema K Opyeum npeomemam, Oeucmeusim, npusHakam. B cospemennom
PYCCKOM 53bIKe NPOMUBONOCMAsieHbl Opye opyey 6 naodedcell. UMeHUMeIbHbll,
POOUMenbHbLL, OaMenbHblll, GUHUMETbHbLU, MEOPUMETbHBIU, NPEeON0ICHBILL.

Dopma UMEHUMENbHO20 nadeldca — MO OCHOGHAS, CIOBAPHAS (POPMA UMEHU.
Tosmomy, umenumenvuvlll NAOENC HAZLIBAEMCSl NPAMBIM NAOENHCOM, A OCMATbHbIE
namb  — KOCBEHHbIMU naodexcamu. HMmeHumenvHullli Naoexic HuKo20a He
ynompeobasemcs ¢ Nnpeoiocom, mo20a KAk NpPeoslodCHbIl nadexc 6cecod
ynompe6usemcs ¢ npednozom.»'’

HNMeHUTEILHBIN MajaeK

NMeHuTenbHBIN Manek ymoTpedisercs isd HauMeHOBaHHS MpeameToB. Dopma
MMEHUTEIHFHOTO TaJeXa - 3TO MCXOJHAsl, HadaabHas (popma CyIIecTBHTEIHHOTO,
KOTOpasi OTBEYAET Ha BOIPOCHI: KTO? 4TO?

E.B. Kmooykor B xuure JIJI. KacarkuHa Pycckuil 5361k00BSICHICT CYTh
MMEHHUTEIFHOTO Ma/IeXka TaK:

«Hmenumenvuwiil nadec, npedcmasisiiouuti cobol OCHOBHYIO, CLOBAPHYIO Gopmy
UMEHU, HA3bIBACTNCS. NPAMBIM NAOEHCOM, OCMANbHbIE NAOEHCU — KOCBEHHLIMU.
Umenumenvrwiii nadexc Huxoeoa He ynompeonsiemcs ¢ npeoio2om, NPedoNiCHbIU
naoexc HuxKoz0a He @vicmynaem 0e3 npeono2d;  OCMANbHble  NAOeHCU
YNOMPEeONAOMCA KAk ¢ Npednrocamu, mak u 6e3 Hux. Y Kajxncooeo KoCE8eHHO2O
naoesca ecmo c6oii Habop npedno2os.»’’

I/ITaK, HMEHHTCIbLHBIA naacix BCCraa yHOTpe6J’I}ICTCﬂ 0e3 npeajiora 1 Ha3bIBACTCA
OpAMBIM MAJICKOM B OTJIIMYHUC OT OCTAJIbHBIX, HOCAIINX HA3BAHUC KOCBCHHBIX. B
HUMCHUTCIIBHOM MAaACKE CYHICCTBUTCIBHOC BBICTYIIACT B POJIM MOIJICIKAIICTO B
NPCAJIOKCHNU NI MMCHHOM YacTu CKa3zyeMmoro.

PoauteabHBIA Magex

Ponurenbubiit magexx — Koro? 4ero? — MpEeUMYIIECTBEHHO OMpPENEseT POACTBO
MO0 MPUHAIICKHOCTD.

E.B. Kno6ykoB B kuure JI.JI. Kacatkuna Pycckuii A3biK OIUCHIBAET
KaTEropHI0 POJUTENBHOTO Majeka TaK:

«Pooumenvuwiil npuenazonvusili umeem 3sHaueHUA!

Axomna P. 1. Mopgonozus (Heomy0. pa3gaToqHbIii MaTepra sl CTYICHTOB OakaiaBpa
10 pyc. 3.), YH-T aHIVIMHCKOTO U MHOCTPaHHBIX SI3bIKOB, Xaiiaepaban, 2010. ctp. 7.
Kacatxun JI.JI. Pycckuu A3vix. Y4e0. Ui CTyA. BBICIIL. Tel. y4e0. 3aBeICHUN.
n3naTenbekuil HeHTp «Akanemusi»: Mocksa, 2001. Ctp. 532.
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1) Cybwexmmnoe (npu enazone Ovlms ¢ OMPUYAHUEM UTU €20 IKEUBATICHME HeNm). He
OvLI0 3HAHUL, Hem OeHee (Cp.. 3HaHUsL ObLIU, OeHbeU eCb),

2) Obvexmuoe (npu 21a20nax CcO 3HAYEHUeM JUWEHUS, YOdleHUus Uiu Jice,
Hanpomus, NpuOIUNCEHUS, OOCIUIICEHUS). TUWUMbCS CIMUNEeHOUU, uzbesamo
opy3sell; KOCHYmMbCs cmenbl;, 0ocmudb bepeea, Imo dce 3Havenue B. n. umeem
maxoice 8 KOHCMPYKYUSX NpU 6CeX NePexOOHbIX 21a20ax ¢ OMPUYaHuem: He
uUMemb KHU2, He NPOYUMAmb HCYPHALA,

3) Ob6cmosmenvcmeennoe — Cp. KOHCMPYKYUU C «POOUMENbHbIM O0ambly: IDmo
18
CYYUNIOCH MPEMbEe20 Anpess. »

JdaTenbHblil magex
JatensHbIi Tanex — KoMy? deMy? — yKa3bIBaeT Ha «IOJydaTelis» Wil aapecara.

E.B. Kio6ykos B xumre JI.JI. Kacarkuna Pycckuili 531K ONACHIBACT KaTETOPHUIO
JaTeTFHOTO Ma/ieXka TakK:

«ﬂameﬂbybzﬁ I’lpu&/leOJleblug umeem 3HA4YeHUA.

1)  Cybwexmnoe: coiny 20 nem; cp. makice 8 OE3NUUHBIX NPEOTONCCHUSX. OMYY He
cnumcst, cmyoenmam 8eceno,

2)  Obwexmuoe: eepums Opy2y, NOMO2amMb cOCedy; PA3HOSUOHOCHBIO 00BEKIMHO20
BHAYEHUsL S6ISIeMCs 3HAYEHUe KOCBEHHO20 00beKma, wiu aopecamad, -- camoe
XapakmepHoe 3HaueHue 9mo2o naoedica: nepedams 4mo-i. Opamy, Hanucams
mamepu.

JlamenbHblll NPUUMEHHDLE YACMO UMeem ONpeoeiumenbHoe 3HaueHue: NaAMAMHUK
19
TIywikuny. »

BuHHTEJLHBIH Magek

BunurensHplii  magex —  koro? 4ro? — o0Oo3HauyaeT OOBEKT, Ha
KOTOpBIHHAIPABIIEHO JEUCTBUE.

E.B. Kio6ykos B xumre JI.JI. Kacarkuna Pycckuili 5361k ONACHIBACT KaTETOPHUIO
BHHHUTEJIBHOTO TaJIeKa TaK:

«Bunumenvhwlil nadedlc umeen 3Ha4eHus.:
1)  Cybvexmmoe: 6016H020 3HOOUM, NACCAANCUPOB ABMOOYCA MYMULO,

2)  Obvexmuoe: uumame KHU2Y, NeMb NECHIO,

Kacarkun JI.JI. Pyccxuti A3vix. Yaeb. 1uis CTyI. BBICHI. Tie]. y4e0. 3aBeeHU.
n3aTeNnbckuil HeHTp «Akanemusi»: Mocksa, 2001. Ctp. 534..
Kacatxun JI.JI. Pycckuiu A3vix. Y4e0. Ui CTyA. BBICIIL Tel. y4e0. 3aBeJICHUN.
n3naTenbekuil HeHTp «Akanemusi»: Mocksa, 2001. Ctp. 534.
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3)  Obcmosmenvcmeennoe: 06vesoums ecio Cubupb, yumams yenvii OeHb. "
TBopUTEJbHBIN NaJexK

TBoputenbHBI Tagek —KeM? deM? — OOBIYHO OINpeNeIsieT WHCTPYMEHT, C
MOMOIIBI0 KOTOPOTO TIPOU3BOIUTCSI ICHCTBUE.

E.B. Kio6ykos B xumre JI.JI. Kacarkuna Pycckuili 5361k ONACHIBACT KaTETOPHUIO
TBOPHUTEIHHOTO Ta/IeXkKa TaK:

«Teopumenvhbvlil NpUeIA2OILHYII UMEEN 3HAYCHUSL:
1)  Cybvexmmnoe: Asmomobunu ovLau coopamnvl KEATUDUYUPOBAHHBIMU PADOYUMU,

2)  ObvekmHoe: 80CXUUAMbCS 2ePOeM, 3a6e008amb NPOO0EOIbCMEEHHOU 0A301,
PYKOBOOUMb haKy1bmemom,

3)  Obcmosimenbcmeennoe: examv Jecom, 2yasimb eeuepamu, NpoCciasumscs
eepoucmeom,

4)  Onpeoerumenvnoe (npeouxamugnoe): [azapun 0vbl1 nepevimM 8 Mupe
21
KOCMOHABMOM. »

IMpennoxublii magex

[IpennoxHbIi TameX BBHIPAKACT pa3HbIe OOCTOSITEIHCTBCHHBIC OTHOIICHUS U
OTBEYAET Ha BOMPOCHI 0 KoM? 0 uéM? B kKoM? B 4éM? U T.1.

E.B. Kno6ykoB B kuure JI.JI. Kacatkuna Pycckuii s3viK ONUCHIBAET KaTETOPHIO
MIPENI0OAKHOIO Haaexka Tak:

«IIpeodnooichvili nadesic ynompebisiemcs auib 8 cOCmase NPeoai0HCHO-NAOEIHCHbIX
KOHCMPYKYULL.

TIpeonosrchblil npueiazonbHblLil NAdexC umeem ciedyoujue SHaA4eHus.:
1)  Obvexmuoe (U3bACHUMENbHOE): 2060PUMb O HAYKE, CO3HABAMBCS 8 OUUOKe;
2)  ObcmosmenscmeenHoe: OMObIXamb HA 102e, YUMams npu iamne;

3)  Onpeoenumenvroe: Meanog cocmosii ¢ NOMOWHUKAX (CD.: ObLL NOMOWHUKOM),
Cuacmve — 6 10Oumot pabome (cp.: Cuacmove — 35mo ar0oumMas paboma,).

IIpeonorchvlil npuUMeHHbLIL 00bIYHO UMeen OnpedeiumenbHoe 3Ha4eHue: CManbs
2
0 HayKe; 0OM 8 OepesHe.»

2 Kacarkun JLJI. Pyccruii Azvix. Yaeb. U1 CTyI. BBICHI. Tief. y4e0. 3aBeIeHU.

u3aTenbekuil HeHTp «Akanemusi»: Mocksa, 2001. Ctp. 534.
Kacatxun JI.JI. Pycckuu A3vix. Y4e0. Ui CTyA. BBICIIL e, y4e0. 3aBeJCHHN.
Wznarenbckuit nuentp «Akanemus»: Mocksa, 2001. Ctp. 535.

21
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O):[Ha ‘-Ipe3BI:I‘IafIHO BaXXHas KaTeropud pyCCKOro CyHICCTBUTCIBHOTO - 3TO
KaTeropus magcixa. Ona BbIpaXXacT OTHOILIICHUEC 0003HaYaEMOr0
CYHICCTBUTCIBbHBIM NPEAMCTA K APYTUM MIPEAMETaM, ,Z[eﬁCTBPISIM, npu3HaKaM.

B coBpeMeHHOM pPYyCCKOM $I3bIKE LIECTh MaNeKeH: HMEHUTENbHbIN, POAUTEIBHBIM,
JaTEeIbHBIA, BUHUTEIBHBINA, TBOPUTEIBHBIN, MPEANoKHBIA. O HUX OBUTO U3JI0KECHO
BBIIIIE JJOBOJIBHO MOAPOOHO.

O nage:kHoil cucTemMe B SI3bIKe TEJIYIY:
IMane:x UMEH CylIECTBUTEIbHBIX B SI3bIKE TEJIYIY:

M.Amunakmvu, H.B. T'ypos u [I.B. CoGoneBa B kuure Hauanwnwiii Kypc a3vika
meJiy2y BBICKA3bIBAIOT CIIEAYIOLIEE MHEHHUE:

«B napadueme umén CywecmeumenbHbiX U MeCmMOUMEHUL pPasiudaromcs 08d
OCHOBHBIX NAOeHCA. NPAMOU — HA3LIGHAS Gopma, COOmMeemcmeyouwas Gopme
UMEHUMENbHO20 NAoedcd, U KOCEBEHHO- ampubymMueHblil, KOMOPbLL SGIAENC
B8MOPUHHOU OCHOBOU 0151 00PA30BAHUSL UHBIX KOCBEHHLIX nadedcell ... U emecme C
mem eblpadcaem OMHOWEHUs 001a0anus — NPUHAONENICHOCMU (omeeuaem HA
80NPOCHL Hell? K020?), m. e. GbINOHAEM me Jce PYHKYUU, YMO U 80 MHOSUX S3bIKAX
MUpa pooumesnbHulil nadesic.

Homumo nadedicnvix apurcoé xk KoOceeHHO — ampubymusHou Gopme umén
CYWECMBUMETLHBIX NPUCOCOUHSIOMCSL MHO2OYUCTEHHble HOCIeN02U, Yauje B8ceo
sblpadicaiouue  paziuuHbLle  OMMEHKU  GDEMEHHbIX U NPOCHPAHCIGEHHBIX
OmHOueHUll (HeKomopbvle NOCNeN02U NPUCOeOUHSIOMCL K hopmam 0amenvHo2o,
BUHUMENBHO20 U OpY2ux naoeicell).

Tlocnenoeu 0bviunO npedcmasisaom coOol camocmonmenvhvle Cl08d, 8 MOl UlU

UHOU cmenenu noosepauiuecs epammamukanusayuu. Hanpumep, croseo 05

(daggara) — Onuzocmv, Oauskuil ynompedbisiemcs ceuvac KaxK HOCAen0Z Cco
3HAYEeHUeM y, 60auU3U, Npu.

TS (naadaggara) — y mens, npu mue»™

C.A. zenutr u H.B. I'ypoB B kHHMre Kpamxuili epammamuyeckuii o4epx sA3bIKd
meJy2y ONMCBHIBAIOT KaTETOPHIO Majieka CYIIeCTBUTEIBHBIX TAKUM 00pa3oM:

«lladexcHble OMHOUIEHUA 8 A3bIKE MELY2) BbIPANCAIOMCA C NOMOUBIO NAOEIHCHBIX
Mopghem u nocnenozo8, Komopwle NpucoeOUHsIIOmMcs K OCHO8e KOCBEHHbIX (hOpM.
Ocnosnvie npasuia 06pazo6anusi OCHOBbL KOCEEHHbIX (YOpM Credyiowue.

22 Kacarkun JLJL. Pycciuii Hsvik. Yueb. ons cmyo. svicut. neo. yueb. 3asedenuil.

Wznarenbckuit uentp «Akanemus»: Mocksa, 2001. Ctp. 535.
Mymrymyau A., I'ypos, H.B. Co6onesa, [I.B. Hauanonouii kypce azvika menyey. CIIBI'Y:
Camnkr [TerepOypr, 2016. Ctp. 39-40.

23

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



Assonance, No.24, January 2024

1)

2)

3)

4)

0)

Cnosa, oxanuusarowuecs Hac (Du), npucoedunsiroma (ni) Kk KOpHIo (s"@ééx:)
(kaarmikuDu) ‘pabouutl ’>S°6é5.7r3 (kaarmikuni)) unu uzmensiom KoneuHwliic

(Du) 6c (Di) (St O (tammuDu) “maadwuii 6pam’ > Sedy & (tammuDi)).

Y umén cywecmsumenvhuix, oxanuusarowuxcsa a0 (M), 0CHO8A KOCBEHHIX
Gopm cosnadaem ¢ npsameim nadedxcom (B30 (deesamu)) unu svipascaemest
nokazamenems) (ni), npu NPUCOCOUHEHUU KOMOPO2O KOHEYHbLUIY (mu)
ONYCKaemcst U npoucxooum YOIuHeHue 21AcHOl KopHs (S&30 (deesamu) —

37°9) (deesaanni)).”

V' bonvuwuncmsa CJl06, umeroumux Hyﬂeeoﬁ nokasameib 6 NnpAmMom nadeofce,

0CHOBA KOCEeHHbIX nadediceil coenaldem ¢ npamviMm: s (Strii) sceruuna’™
A —d A —4
(strii), a?g (biDDa) ‘pebenok ’>a3§ (biDDa).

Bormvwas epynna cnoeé cpeoneco poda, umerowux Hyneoe OKOHWYAHUE,
0bpazyem OCHOBY KOCBEHHbIX (POPM UIMEHEHUEM KOHEeUHO20 Cllo2d KOPHEe8OU
mopgpemvl. OcHOBHBIE U3 IMUX NPABUTL CLEOYIOUUE:

cnosa, okanuusarowuecs Hac (Du) unucd (ru), mensrom smom croe naé3 (Ti)
unud (ri) (DO (peraDu) ‘06op >3 (peraTi);, aDD (veeru) pexa™>alés

(veeTi)),

cnosa, oxanuusarowuecs naev (lu), uzmensiomev (lu) nad (li) umeél (Ti)

(5°ew (kaalu) ‘noza’ 578 (kaali); Orfev (pagalu) ‘Oenv’ >00%83 (pagati)),

crosa, okanwusaiowuecs naev (), €0y (LLu) wwud) (nnu),  usmensiom
koneunvlll cnoz na o0& (Inti) (@gv (illu)'0om™ @oe3 (iNTi); ) (kannu)

enaz&oé3 (kaNTi); a.g0 (oLLu) meno a.0é3 (0NTi));

Onsate-Taky popma BuH.II. (deeshaanni) obpasyercs He ot (deeshamu), a ot
cranaapTHoro HerTpansHOro (deesham). Kuamxuoe (deeshamu) B BuH.1I. (2-0e
BHOXaKTH) 00s3arenbHO OepéT cyduke (-nu): (deeshamunu). -PJIA
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e)  cnosa, okanuusarowuecs HaQW (yi) unuQ)y (Vyi), MeHsIom KOHeUHblll Clo2

Had (i) (Saw (ceeyi), Saxy (ceyyi) pyra>d3& (ceeti)).

Pooumenvuviii nadexc coenadaem ¢ OCHOB0U KOCEEHHBIX (DOpM Uiu umeem

nokasamenb Qs (vokka); oamenvnolii nadesxc umeem nokazamenusy's (ku.ki),§
(kai); eunumenvuwlii -0 (nu); meopumenvhuiii —&3 (cee), 33 (ceeta), & (too);
mecmuwii — €° (loo); 36amenvhviii 06pasyemcs yonuHeHueM KOHeuHOU 21aCHOl

npsAMO20 naoedica 8 eOUHCMBEHHOM YUCle U NPUCOeOUHEHUeM MOppembleso®
25

(aaraa)”™ 60 MHOIICECMBEHHOM.

Bo  mmooicecmeennom  uucne naodedxcuvie NOKA3amenu NPUCOCOUHSIOMCS K

Mopghemee.

HmenumenvHslit nadexc umeem 3navenue cyovekma uiu oovekma oelicmeus, a
Makaice CKazyemozo.

Pooumenwvnulit  nadexc ykaszvleaem Ha npuHadﬂeomﬂocmb.'S"@éSJe)XJo{.vo
(kaarmikulasangham) “obwecmeo pabouux”
Hamensuvtit nadesxc (noxazamenusy/'s (ku/ki), § (kai)) umeem cnedyrowue

3HAYeHUA.: a) npu nepexodﬂblx a2laeonax — 6mopoe KOCBEHHOoeE dononnenue —

aopecam, HaA ~ KOmOp®bll  HaANpasieno  oelicmeue: @é@é@_{)go@w:) o

(atanikipustakamichaaDu) “0an emy knucy”’; 6) npu 21a2onax OBUNCEHUS —

3HaueHue Hanpa@]lEHu}Z.'G?oéséb%’:)Cﬁ) (inTikiveLLaaDu) “nowen Oomoii”; @)

damenviblii 6peMenuDIBo&OLOSI (padigaNTalakuwastaanu) “npudy 6 10

yacos”’; 2) npu Henepexoomvlx 2nazonax - 3HaueHue
yenu: m@@o@@m@?‘aﬁmﬂééﬁdb ) ¢

(waasuoNTarigaabhoojanaanikikurcunnaaDu) “Bacy cen ecmv 00un”; 0)
damenvHulil pasoenumenvHwill éaaﬁ)cizfst’voeﬁ“s m%@b%@@qgws@%wef@

(iimadhyakaalamloowaal Lakuuwiil LakuuMadhyaraakapookaluleewu) “B  smo
8pems MedHcOy HUMU OMHOWIeHUs He NO00epiHCUBANUch’’; e) OameibHblil —

yemynumenviwlil; QISP DS S ) drresod

(miigadicuDaDaanikicaalaacinnadigaaundi) “na nepeviili 6327110 6auia KOMHAMA

* BOT 3T0 KaK pa3 NpaBHILHO U TO, YTO Mbl FOBOPHIIH BHIIIE. ;) -PJIA
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ouenb ManeHvkas’”; oic) OamenvbHulll 8 KOHCMPYKYUAX C  2NACONAME0CD

uNDu) “umems ”: 2a208OPCICDOSOAIPTeveT?) O
5 < o)

(aamekuiddarukumaarteluunnaaru) 'y neé o0se Oouepu” u 6 KOHCMPYKYUAX C

271aA20NaMU, BbIPANCAIOWUMU COCMOsIHUe: TPEe8SEDDod (naakuaakaliveesindi) “s

201100¢eH”, 3) 8 KOHCMPYKYUsX c anazonamu HenoHou

npeouxayuu: €+0013:5°H3e0 (iisangatinaakutelusu) “a 06 smom 3uaw”; u)
damenbHulll, ynpasnsemvlil 2Na20nNamU: Je30e9) (hajaravu)
“npucymcmeosamso ", 22&e900T%) (baliayipoovu) “cmamyo

orcepmeoit”’; é@é?ﬂéﬁoﬁﬁ)o@(ﬁ&?@j&)

(samaaveesaanikivandamandihajaraiyyaaru) “na cobpanuu npucymcmeosanio cmo

uenogek”’; K) HeMOmMUBUPOBAHHOe ynompedienue  OaAMenbHO20. G I°TEISO
(udaaharanaku)  “nanpumep”; 1)  Oononmenue nNpu  UMeHU:LPISSIEIO
(daanikikaaranam) “npuuunoi smoz2o”; e3ODDARS (sabhakuniveedika) “Ooknad
Ha cobpanuu”.

Bunumenvnvtit naoesxc (noxazamenv-3y/D (nu/ni)) umeem 3HaueHue o006vEKMaA
Oeticmausl.

Hucmpymenmansusiii nadexc (noxazamenucs (cee), <3¢ (ceeta), & (too) umeem
OCHOBHOE 3HaueHue Oopyoust Ul CPeoCmed OelCmEUsl: SDeIeSDScIQV0ET

(fipaniataniceeceeyincaanu) ‘s 3acmagun e2o coeiramo 3my pabomy”. IladescrHolii

noxazamenves’ (too) umeem 3HAueHus: a)
u)LtcmpvateiLunafzbHocmu:‘aerO‘\)_e‘,ﬁ"s defodzees (pensiltoocitramweesaDu) “napucosan
Kapmuny Kapanoawom”; 6) KOMMUMUEHOCMU UM ACCOYUAMUSHOCTIU: T°S Cocs!

(naatooraNDi) “uoémme co muou”'!; DPIS GO 305" poblivilatlod)

(pradhaanitooTelifoonuloomaaTLaaDaaru) “llepecosopun no menegpony ¢
npemvep - Mmunucmpom”’; 8) Pe3yIbmMamueHOCmu,

NPUHUHHOCIIU: T°EPeIes22)y 5% DCOSHI?) €D

(maataatajabbutoopaDukunnaaDu) “moti  0ed  cnee  (om  6oaesnu)”’;  2)
COCMOAHUA: afaif’a:) P0eS55e38 A rsd ) %{)é‘s polelolinilob)
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(bhayootsaahamtoowanikipootuukanniil. Latoovivarincaaru) “Oposica om cmpaxa
u co crezamu Ha 2nasax, pacckazviganu’”’; 0) obpaza

Oeticmeus: DODHEroes S sS 50 S30°D
(parugulaaNTinaDakatooaaspatrikiceeraanu) “0o bonvruywt (1) 6excan becom”.
Mecmuotii  nadeyc (noxasamenveS® umeem — credyiowue — 3HAYeHUs: )
NPOCMPAHCMBEHHOE (mecma 8 V3KOM u WUpoKom
nname) DAArIaDevEF20eS" DEFCD (padiruupaayalujeebuloopeTTaaDu) ““[on]
No0XCUN 10 pynuu 8 Kapman”’; er0e33 F0e5 e DS D) OOET°TeD

(bhaaratadeesamloojarugutunnapariNaamaalu)  “cobeimus, npoucxooswue 8
Hnouu”; 6) uncmpymenma,  nOCpeocCmeomM  KOMOPO2O  COBEPUIAEMCS

Oeticmeue: DS O eS™ pobilhiiaslod

(pradhaanitooTeliphoonuloomaaTlaaDaaru) nepecosopun no menegony c

Ilpemvep MUHUCTNPOM, 8) U3BACHUMENbHOE: BeVrDES DaV0erc>?

(telugulooeemaNTaaru) “xax smo 6ydem na menyey?” 2) 8 CpaBHUMENbHbIX

KOHCMPYKYUSX - 3HaueHue “uz”: @a@eﬁq‘)woawa;w
(idiiiul LoomancihooTalu) “Omo nyuwuii pecmopan 6 2opoode”.

3eamenvuulii nadexc Hasvieaem IUYO, K KOMOPOMY 00paujaemcs 2080pAUUL.

26 27
Obpa3zyemcs om CyujeCmeumenbHblX My#CCKo20 U HCEHCKO20 pooa” . »

M. Amunakmmu, H.B. I'ypoB u JI.B. CoboneBa B kaure Hauanvhwiii Kypc a3vika
meny2y BbICKa3bIBAIOT CIICAYIOIICe MHCHHUE:

«36amenvuvlil  naoexc UMEH CyuecmeuntesbHblX  MHOMNCECMBEHHO20  YUCIA
06pa3yemc;z npucoeduHeHueM K ¢opme HOMUHamuea MHOMCECMBEHHO20 YUCia

nokazames -es0v:
ereerdsev (baalabaalikalu) — ereerdseroe! (baalabaalikalaaraa) “Hemu”!

Tt ven (mahashayulu) — otFatveroe! (mahashayulaaraa) “Yeascaemoie

28
2ocnooa’”’ !y

% A Ha caMoM Jiesie 06PaIaThCA MOKHO K JTI0GOMY MPEIMETy, 3HAUNT, 3BATEIHHEIC

(hopMbI MOXHO 00pa3oBaTh OT Jroboro cymi-aHoro: (CeTTuu!) "D, nepeso!", (gaalii!)
"Betep!", (waanalaara!) "oxmu!", (mokkalaaraa!) "Pactenus!" (eey, pennuu!) "D,
pyuka!" u T.n. -PJIA.

Hzenur C. f., 'ypos H. B. Kpamxuii epammamuueckuii ouepk azvika menyey.
Cogetckas sHIMKIoneaus: Mocksa, 1972. Ctp. 701-704.

27
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B pycckom s3bIKe, Kak M3BECTHO, YETKAS CHCTeMa 6 TafeKer U 2 duce, MO3TOMY
MHOTHE CYIICCTBUTEIBHBIC MPOSBIAIOT 12 ciioBodOpM. A CYIIECCTBUTEIBHBIC,
nMeromue emé U GopMy 2-0ro MpemIoKHOTO Majexa, THTA cad, wkagp, yzon,
ymotpebsitorest B 13 cimoBodopMax. A CyIiecCTBUTENbHBIC, HMEIOIIHE (HopMy 2-
OTO POJMTENLHOTO IajieXka, TUIIA HApoO, 4aék, He yIoTpeOsroTes B popme 2-0ro
MIPEIIIOKHOTO!

B o0oux s13pIkax JOBOJIBHO MHOTO HECKJIOHSIEMBIX CyNIeCTBUTENbHBIX. Clemyer
OTMETHTH, YTO TEPMHUH “HECKIIOHSEMOE” HE 3HAYHT, YTO CYIIECTBUTEILHOE HMEET
TopKO omHy (opmy. OHO Toke mMmeeT Bce 12 ¢opM, HO OHM OMOHHUMHUYHEI, a
XapakTep HCIOb30BaHHOW (POPMBI BBISICHSIET KOHTEKCT. Hampumep, cioBo mempo
B IipemyiokeHnu Ona evluina u3 mempo yrnoTpedbIeHo UMEHHO B (JopMe pOJ. TI. €.
q.

B s3p1KE TENMyTy, KaK OBLIO M3JIOKEHO BBINIC, BCETO 2 TMamexa (MMEHUTEIBHBIN 1
KOCBEHHBIN) U 2 uncia (ea. 1 MH.). MTak, CYETHBIC CYIIECTBUTEIBHBIC BHICTYIIAIOT
Bcero Jumb B 4-Xx cioBodopMmax, NpHUEM TOJABIAONMEEe OOIBITHHCTBO
CYIIECTBUTEIBHBIX TEIYTy MPOSBISECT OJAMHAKOBEIC CIIOBOQOpPMBI B e1. 4. Bot
HECKOJIBKO TTPUMEPOB;

Ea. u. npamoi Ea. 4. KocBeHHbIN | MH. 4. npaAMon nage | MH. 4. KOCBEHHbI

nagex nagex nagex

¢ (baDi)“wkona” ¢ (baDi) 2%V (ballu) ¥y (balla)

O3 HOTI (guNDe) OTZEe(guNDelu) HoB®

(guNDe)“cepaue” (guNDela)

¢S (gooDa)“ctena” | ¢S (gooDa) f¥¢sen (gooDalu) f'¢se> (gooDala)

oWV B¢ (karuDu) %0y (karuLLu) E&0%y (karuLLa)

(karuDu)“rom”

Taxke BO3MOXHO, YTO HOCHUTENb S3bIKa TENYry VYIOTPEOIseT pPYCCKHUe
CYIIECTBUTEIbHBIE B €. 4. 0e3 BCSIKMX M3MEHEHHMH, B HMCXOIHBIX (opMax.
Heo0xonumo 0OBACHUTH €My, YTO PYCCKHE CYIISCTBHTENbHBIC B WM. II. BCETAa
yHOTpeOsitoTes 0e3 mpeasiora, B MPEIOKHOM MaJAeKe BCerna yrnoTpeOusioTcs C
MPEIJIOTOM, a B OCTaJIbHBIX 4-X Ma/ekax MOTYT yINOTPeOIAThCS Kak C MPeAsiorom,
Tak U 0e3 Hero W, camoe IJIaBHOE, QOpMBI 3THX 4-X maxexed Oe3 mpemiora
BBIPAXAIOT ONPECIEHHBIE TPaMMaTHYECKUE 3HAUCHUS.

% Mymrymyau A., I'ypos, H.B. Cob6onesa, [I.B. Hauanonoui kypc azvika menyey. CIIBI'Y:

Cankr IletepOypr, 2016. Ctp. 144.
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Tema 1100BM, 3an1yTaHHAS B U30PAHHBIX
npousBeaeHusAx Ajsiekcanapa Usanosnua Kynpuna
Anapu A.JLx.

KaHanaaT Hayk, Hay4HbI coTpyaHMK Kadeapa pycckoro A3bika YHUBepcUTeT
Kepanbl

THE THEME OF LOVE ENTANGLED IN THE SELECTED
WORKS OF ALEKSANDR IVANOVICH KUPRIN

Adarsh A J

Research Scholar, Dept. of Russian, University of Kerala

AocTpakTHblii: CeromHs, Kak ¥ BO BCE BpEMEHA, TeMma JIFOOBH
BA)XKHA B KAXKIOM aclekTe Hameld xu3Hu. Ho B HOBoe Bpems
B3pPOCIIbIC JIIOJU YTPATWIH (POPMATBHYIO CHIYy W HPaBCTBCHHEIC
IIEHHOCTH JTFOOBH, MparMaTHU3M Ha MEPBOM MECTE B YEIIOBEUCCKUX
OTHOIIIEHUSX, KOPBICTh U BBITOJIA, 3aMEIAIOIIee TyBCTBO, KOTOPOE
WHOTJa Ha3bIBaloT J000BhI0. He mHOro mo6Bu Bocmenm A. M.
Kynpun, oH otman el JaHb CBOMMH  O€3yNpEYHBIMH
Mpou3BeNeHUsIMI. B Npyrux acmekTax, B MOWCKax IJFOOOBHHIIBI,
nmucaTens o0pamiaeT BHUMaHNe Ha TeMy JETCTBA. B ero pacckazax
JICTH HaWBHBI U IPYKEIFOOHBI; Y IeTel eCTh Ta YUCTOTA U JIOBEPUE,
KOTOphIC MHOTHE B3pOCIbIe yke mnoTepsin. B memom JKusHb
cocrout u3 JIroOBH, Mupa u yBakeHus. BOoT yeMy Hac Ha3uaaroT
pabotbl Anekcanzapa Kynpuna.

Kurouesvie crnosa : Jlwobosb, Jloopora, HauBHocTh, Tpynonrooue,
Poct, CkpreiTHOCTB, J[>)kaOpOHHU, YEPCTBOCTS.

Abstract: Today, as in all times, the theme of love is important in every aspect of
our lives. Butin modern times, adults have lost the formal power and moral values
of love, pragmatism in the first place in human relationships, self-interest and
benefit, a substitute feeling, which is sometimes called love. A. I. Kuprin did not
sing much love; he paid tribute to it with his impeccable works. In other aspects, in
search of a mistress, the writer pays attention to the theme of childhood. In his
stories, children are naive and friendly; Children have that purity and trust that
many adults have already lost. Overall Life is about Love, Peace and Respect.
This is what the works of Alexander Kuprin edify us.

Key words: Love, Kindness, Naivety, Hard work, Growth, Stealth, Jabroni,
callousness.
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BBenenne

B tBOpuectBe Kynpuna Tema mo0Bu siBisieTcs Kito4eBoil. OH TOBOPHT, 4TO
BJIEYEHHUE U CTPACTh — 3TO JOBOJBHO 3araJI0YHOE U BCETIOTIIONIAIOIIEE YYBCTBO,
KOTOpOE MPAKTHUYECKHU HE

HUMCECT I'paHUILI. HpI/I O9TOM OH OTMEYACT, 4YTO JJId Ka)KIOro 4c€JIOBCKa OHa MMCECT
cBOe 0coboe 3HaA4YCHUC, .HIO,Z[I/I MOCTOAHHO HIIYT OTBET Ha BOIIPOC: YTO TAKOC
HacTosAmas m000B5? Benukue mo3Thl M MHCATEIN TOXKE MBITATUCHE HANTH OTBET
Ha 3TOT BOIIPOC. MHorue OmuchIBaad >TH YyBCTBa B OeCUYNCICHHEBIX CTHUXxax,
NECHAX W pOMaHax. Ho HUKOMY HC YyAaJOChb pa3raaarb 3Ty TaﬁHy J0 KOHIIA.
HOBTOMy; B JINTCPATYPC OH NOBOJIBHO IMOMYJISIPCH U HIUPOKO paCIpOCTPAHCH.

3aBOpakMBAIOMINI OTPBHIBOK M 3aPOJIBIII MOETO IMHChMa TOCBAIIEH TeMe JTI0OBH B
m30paHHbBIX TpousBeneHusx Anekcanmpa Kympuaa. Ilo cioBaMm TeHHaTbHOTO
nucatens, JIloO0Bb Hewcuepiaema y 4elloBEe4eCTBa, BpeMsl HE CTOMT Ha MecTe, U
OJlHA 3I0Xa CMEHSIET JPYrylo, HO TOJBKO IIFOOOBH OCTaeTCs HEU3MEHHOW U
MPOJI0JDKAaeT BOJHOBATh CepAlla W yMbl Jojieli. B ToMm, dro oHa 3aramodHa,
OECKOHEYHO CJIOKHA M HEOObSCHHMa BCE TaK jke, Kak U MHOTO JIeT Hazai, a
camoe MPHUATHOE B TOM, YTO OHA HYXXHa KaXJIoMy 4enoBeky. OHa JIeJlaeT ero uin
ee yA3BUMBIM U TMOOYXJAeT K COBEPIICHHUI0O HEBEPOATHBIX IMOCTYIKOB, MapyeT
obasiHuE, MPOOYXKTaeT HEOOBIKHOBEHHYIO TATY K KU3HHU, KOTOpask BBHITVIAIUT BCE
MIPEKPACHON U JyXOBHO O0OOTAIICHHOM.

[Tucatens oTHOCHWICS K TeMe JIIOOBH B PYCCKOW JIUTEpaType paHHETO MepHoia
KaK K CAEp)KaHHOW, 4TO HE HAJeNsyIo YHuTaTesss oOpa3aMHl 3TOTO MPEKPACHOTO
gyBcTBa JIOOBH. Ho B XX Beke OHO, Ka3aJloCh, BOPBAJIOCH B JIUTEPATYPY C
HEBEPOSITHOM CUIIOMN.

Ceroanst TBopuecTBO A. M. KynprHa BRI3BIBacT OONBIION HHTEPEC U TPHUBIICKACT
guTaTeie CBOEH TPOCTOTOM, HMCKPEHHOCThIO M moOpoToir. KpacodeH wu
pazHoobOpazeH mup repoeB A. M. KympuHa, Beab OH MPOXKHII SAPKYIO KU3Hb U
BOEHHOTO, W THCaps, W 3eMiieMepa, M apTUcTa Opozsuell MUPKOBOW TPYIIIHI.
Kynpun MHOTO pa3 roBopmi, 9YTO HE MOHUMAET MUCcaTeNel, KOTOPbIe He HaXOIIT
HAYETO WHTEpECHEe Jofel U camMux ceOs1. [lncaTens mposBiseT HEMOICTbHBIN
MHTEPEC K YeJIOBEUECKOM CYIh0€ B OTIUYHE OT APYTUX MUCATEICH.

Ero repon B €ro mpou3BCACHUAX - YallC BCCTrO0 HCYHAAYWIMBBLIC, YCIICHIHBIC U
JOBOJIBHBIC CO60ﬁ, HO UHOT A U MPAMO IIPOTUBOIIOJIOKHBIC.

Haxonsice B cepuike , A. M. KynpuH crapacst BeCTH HachILIEHHYIO TBOPYECKYIO
KHU3Hb M TPOJOJDKAN CIYKUTb JuTeparype. Hamo oTnate IODKHOE STOMY
TaNaHTIMBOMY MHUCATENIO, JaKe B 3TH TPYAHBIE IJIs1 HETO TOJbI OH CyMeJl BHECTH
3HAUUTENFHBIA BKJIAJ B PYCCKylo JurepaTypy. [opsuo mobs u oOeperas
YHCTOTY, PHEPTUI0 M OJECK PYCCKOTo CJIOBa, OH 00oramang pyccKylo Mpo3y H
CTPEMHJICSI BBECTH CBOM TE€MBl M MOTHBBI, YTO HECOMHEHHO CIIOCOOCTBOBAJIO
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MIOTIOTHEHUIO €T0 MPOM3BEACHUN, OJHOM M3 CaMBbIX 3HAYUTENBHBIX KYHNPHUHCKHAX
TeM, 000TaTHBIIMX PYCCKYIO JIUTEPATypy, CTaja TemMa JII00BH.

Pa3Hble oTTeHKH NBLUIKOCTH B TBOpuYecTBe A. M. Kynpuna

B TBOpuectBe Anekcannpa KynpuHa Mbl BHIUM pa3HbIe OTTCHKH IBUTIKOCTH.
bnaronmapss ero mnpousBeieHUsIM Mbl TONAJaeM B MHp, TJe Tepel HaMu
MIPEACTAIOT OECKOPHICTHBIE U JOOpHIE ou. JIFDOOBE — 3TO CTPACTh, 3TO CHIIBHOE
W HACTOSsIIIee YyBCTBO, MPOSBIISAIONICE JTydIlne KadecTBa aymm. Ho kpome Bcero
3TOT0, JJFOOOBH — ATO MPABJANBOCTH M HCKPEHHOCTh B OTHOIICHUSIX.

Tema 00:xecTBeHHOI J1I00BU B npou3BeaeHnu «CymaMudb».

«CymamMudpy TOITHAMAET TEMY B3aUMHON M CYACTIWBOH JIt0OBH. JIF0O0BH Tapst
Conomona m OemHoit neBymku Cymamudu cuibHA, KaK CMEpPTh, W JFOOOBb
BO3BHIIIAET UX TaK, YTO OHM BO3BBILIAIOTCS Haj mapsaMmu U Hapunamu. [lo A. U.
Kynpuny, m060Bb €cTh MOMEHT, OCBEIIAIONINHA TyXOBHYIO IIEHHOCTh YeJIOBEKa.
Ha mepBrrit B3, 06pa3 CoinoMoHa, Kak ¥ APYTHX TepoeB, ctaTudeH. [Iucarens
MTOKA3bIBAET JIETEHAAPHOTO Iaps KaK CTPOUTENs Xpama, MpaBUTENS-MyIpena, a
CTPaCTHOTO JIIOOOBHUKA PUCYET €r0 OOJIUK CIOBHO JTHOOYSCH

JparolieHHbIM KaMHEM, IpeBpaias ero B pasHble rpaHu K cBeTy. OOpasbl
«Cynamudn» pucyrwrcs CckBo3p npusMy «BuugeHus Cojomona». Ee roHoe
obassHME ¥ HEOOBIKHOBEHHAas KpacoTa OTPaXaloTcsi B €ro CcJloBax, I3TO
€AMHCTBEHHBIA NEPCOHAXK, Ybs IPUPOJa MEHAETCS 110 MEpPE Pa3BUTHS CIOXKETA.

B 3akmouenunn 3Toil OMONEcKoil MCTOpUM B3aWMHAas JIOOOBb, WCKPEHHOCTD
YYBCTB IJIABHBIX T'€pOEB, NMPOCTOTa B ONHCAHWU NEPENKUBAHUM TNepeKNBaHUI
MPUIAIOT MIPOU3BENCHUIO POMAHTUUECKUH OTTeHOK. ['epou mosectu «CynamMudpy»
CUJIbHBIE, BOJICBBIC, OTKPBITBIE M CHOCOOHBI Ha TNPOSBICHHE HACTOALIMX,
ITyOOKHX YyBCTB.

Tpareaus Bo3BbilIeHHOI J1100BM B moBecTH A. U. Kynpuna «Quaecsi».

Ucropus «Onecn» Obl1a Kak-To 0coOeHHO nopora Kympuny. OHa cBsizaHa ¢ ero
noyiecckuM BrieuaTienueMm 1897 roaa, Korja, HeIOBOJILHBIA CBOEH PENOPTEPCKOIA
cynp0oi, nokuHyn KueB u ornpaBmics Ha [lonecee. Tam OH wm3ydan Bce
OCTaJIbHBIE Jiea: YIpaBisul UMEHUEM B POBEHCKOro ye3aa TaM OH CTaHOBUTCS
MICAJIOMIIIUKOM, YBJICKA€TCAd IIEPKOBHO- CJIaBSHCKUM SI3bIKOM, HO TIJIaBHOM
CTPACTBIO MUCATENS CTAHOBUTCS 0X0Ta.OH MPOBOAUI LEIbIE THU C KPECThIHAMMU-
OXOTHHKAMH, CKUTasCh M0 OeckpaiiHuM JecaM u Oonotam Ilomecks.OH
Onmarogapwi OXOTHWYMI ONbIT Ha Ilomecke, KOTOpBIH MOMOT €My BO BpeMs
OXOTHHYBETO OT/AbIXa CIyIIaTb MECTHBIE PacCKa3bl W JIETEHMbI, NABIIMA eMy
Ooraryio muiry A cepAlna ¥ yma HaOMIoAaTebHOTO MHCATENs, MOATOIKHYI
mucaTenss K HaNMCAaHWIO IyTEeBOTO OYepKa M OMHCAHWUS KOHKPETHOW MECTHOM
HCTOPHH.
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Paccka3 «Onecs» — oAHO U3 TydliuxX MpousBenacHuil Anekcannpa MBaHouua
Kynpuna. On mopaxkaeT riayOMHOM 0Opa3oB, a HEOOBIYHBIH MOBOPOT CIOXKETa
STOM HMCTOPUU MEPEHOCUT yuTaTens B KoHell 19 Beka, Korga cTapblil ykian
PYCCKOM KM3HH CTOJKHYJICS C HEOOBIYalHBIM

TEXHUYECKUM TporpeccoM. IIponsBeneHnss HAUWHAIOTCSA C OMHUCAHHS MPHPOJBI
Kpasi, KyAa IpHe3sKal Mo aenam riaBHeiid repoit «MBan TumodeeBrnu». 3a okHOM
3UMHHE METENN CMEHSIOTCS OTTENESIMU. MPUBBIKIICH K TOPOJCKON CyeTe OBITh
HEOOBIYHOM: B JIepeBHE IO CHX IOp LAPUT aTMocdepa CyeBEpHOTO cTpaxa U
0OS3HM HOBOBBEJCHWH, BpeMsl B OJTOW JEpEeBHE CIOBHO OCTaHOBHJIOCH.
HeyauButensHO, 4YTO MepcoHa)k NpeacTaeT mepen uumrartenem . llomecckas
KpacaBuIla Top/iasi ¥ pelrTeNbHas BO UM JIIO0BH, OHA TOTOBA MTOMTH Ha MHOTOE
Onecs nuIeHa XUTPOCTH W KOPBICTH, €W 4dykao sromsMm Mean TumodeeBnd,
HATpPOTUB, HecrocoOeH NPUHUMATH CyIAbOOHOCHBIC pellieHHs. B ToBecTH OH
MPEICTAaeT YEIOBEKOM pOOKHM, HEYBEPEHHBIM B CBOHMX TIIOCTYIIKax, OH HE
MpEeACTaBIsIET A0 KOHMAa CBoIo Jkm3Hb ¢ Omeceir, kak ¢ keHoit.Onmecs,
oOyanmaromiast JapoM TPEIBUACHHSA, C CAMOTO Hadalla YyBCTBYET HEM30EKHOCTD
TpParn4eckoro KOHIIA CBOEW >KM3HH. WX JII0OOBH, HO OHA TOTOBA B3STh Ha ceds
OCHOBHYIO TSDKECTh 00CTOATENbCTB. JIFOOOBH MpHIAeT el YBEPEeHHOCTH B CBOUX
CWJIaX ¥ IOMOTaeT BBIIEP)KaTh BCe HEB3roAbl. CTOWT OTMETHTH, YTO B oOpase
necHor BojmeOHunbl Onecu A. WM. KynpuH BOIUTOTHI CBOH HMI€ai KCHIUHBI:
pPEIIUTENBHON U CMEIIOH, 6eccTpalrHON U UICKPEHHE JIFOOSIIESH.

[Ipupoma crama (GoHOM OTHOIICHWH ABYX TJaBHBIX TEPOEB IOBECTH. B Helt
otpaxarorcs gyBctBa Onecu m MBana Tumodeepmueii. «lloBecth «Omecs» —
BOIUIOIIEHHWE MEYTHl MHUCaTelsl O NPEeKpPacCHOM dYeloBeKe, O CBOOOAHON U
3JI0pOBOIT KH3HH B CIMSHHH C IPHPOI0I, — roBoputes B crathe 1. Bopucosa.”

OHM Ha MrHOBEHHE TPEBpAINAIOTCA B CKa3Ky, HO TOJNBKO Ha MTHOBEHHE,
KyJIbMHHAIIMEH TIOBECTBOBaHMS sBisieTrcs mnpuxon Onecn B I€PEeBEHCKYIO
LIEPKOBb, OTKy/a €€ MPOTOHAIOT MECTHBIE JKHTend. B HOUb Ha 3TOT ke ICHb
paspasmiiachk CTpamrHas rpo3a: Ha (poHe 3TuX COOBITHIA CHIIBHBIHN Ipajl YHUYITOXKMI
MoJIOBUHY ypoxast. Onecst ¢ 6a0yIIKoi MOBEPHITH, YTO CYyEBEPHBIC OJJHOCEIbUAHE
00s13aTeIHbHO OOBUHST UX B 3TOM, U PEIIIIN YeXaTh.

[Mocnemnwmii pazroBop Onecu ¢ MiBaHOM MPOUCXOANUT B JiecHOM m30ymmke. Omecs
HE TOBOPUT €My, KyJia HJIeT ¥ MIPOCHT HE MCKaTh ee, B maMsaTh o cebe; neBymnika
naput ViBaHy HUTKY KpacHOTO KopaJa.

O necuHOI JTFOOBU €CTh CaMOIIOXKePTBOBaHUE. MIMEHHO ee Jr000Bb, MHE KaXKeTCH,
JIOCTOMHA BOCXWIICHUS M yBaxkeHus. Uto kacaercs MBana Tumodeeruua, TO
3a0aBHA TPYCOCThH 3TOTO T€POsI, YTOOBI BCE-TAKH YCOMHUTHCS B NICKPEHHOCTH €0

* Uctopus pycckoit muteparypsl XIX-XX Bexos. Kpatkuit ouepk, 1983, — 123c.
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yyBCcTB. Ecnm BBl JHOOMTE KOrO- TO, BBl TIO3BOJHUTE JIFOOMMOMY YEIOBEKY
ctpamate? Tak nmmcarens pucyeT o6pa3 Ornecn HaWBHBIM, YHUCTBIM U
MpU3eMIICHHBIM. [ JIaBHBIA KOH(JIMKT 3TOH IIOBECTH — BO3BBIIICHHAS JIHOOOBB
Onecu u BIIOOJICGHHOCTh B MHMOJICTHOE YYBCTBO IHCATEIs, IMOMOTAOIIEe
OTIPECTUTh TUHAMHUKY CIOKETA.

BcenobGexxnaomas cuia jgiooBu B noBectu A. M. Kynpuna «I'paHaToBblii
opaciaeT»

3aBetHast tema ans A. WM. Kynpuna — tema mo6Bu. OfHa U3 caMBIX BBICOKHX
neHHoctedl B xu3HU A. M. Kynpuna mostoMmy B ero pacckaszax «I'paHaToBBII
Opacier» u «Omnecs», rae OH 3aTparuBaeT 3Ty SKUBOTPEINEIIYILYHO BO BCE
BpEMCEHA TeMy. DTH MIPOU3BEICHUS €r0 OOBEAMHIIOT OOINE YEePTHI, BaKHEHIIICH
U3 KOTOPBIX SIBIISIETCSA TParHyHOCTH CyAe0 IIaBHBIX repoeB. B ero pacckasax 3to
m000Bb OECKOpBICTHAs, CAMOOTBEP)KEHHAsE M HE JKajaHas A0 Harpaj, JiloOOBb,
pazay KOTOPOW MOKHO COBEPIIIHTH JIFO0O0H ITOIBUT M ITONTH HA MYKH.

B «I'panaTtoBoM Opaciiere» CIO)KET OCHOBaH Ha peallbHOM (aKTe W3 CeMEHHOMH
XpoHUKH KH:3s TyraH - bapHoBckoro . I'naBHas repounns nosectu «lllenna Bepa
HuknoeBHa, jxeHa mnpeaBOIUTENs IBOPSHCTBA, MNPUSATHO IMPOBOAUT BpEMS C
KOMITaHHEH cecTphl AHHBI Ha CBOCH

NPUMOPCKOM Jlaye B OXKUJAAHUU CKOPOro Mpa3fgHuKa. B 3TOT ke JIeHb rocrtei
co0OpaJioch HEMHOTO. JIPY3bsIM M POACTBEHHHUKAM B 3TOT 3HAMEHATEILHBINA JIEHb
Bepa monmywaer B mojapok TpaHATOBBIA Opacier, MPUCIAHHBIA 1O MOYTE OT
HEKOEro aHOHUMHOT'O YeJIOBEeKa, KOTOPBIN BIIOOHIICS B HEE eIlle 0 3aMy>KeCTBa U
BOT YK€ BOCEMb JIET IIJIET MICbMO CO CKPOMHBIMHU IpHU3HaHUAME. OpaT Hukomait
MPUXOIUT B APOCTh M3-32 IMOBEACHUS 3araJl0YHOTO aHOHWMA, HMCIIONB3YS CBOU
cB3u Hukonait waxomut TamHcTBeHHOro «['CXK», KOTOphIM oOKa3bIBaeTCs
Menkuil kiepk JKerxos, Hukonaii TpeOyeT oT HEro mpeKpaTUTh BCIKOE OOIICHUE
¢ Bepoit JKeTkoB cornamaercsa, HO yMOJSIET JaTh €My BO3MOXHOCTb OTIIPABUTh
JKEHIMHE TTOCIIeHee MIChMO.B 3TOM IHChMe OH MPOCHT €€ MOCIyIIaTh BTOPYIO
coHaty berxoBeHa.BeImomHUB cBOE >KeJaHUE OTMPABUTH IOCJIEIHEE MHUCHMO
CBOCH BO3JTIOOJIEHHOW O MHUpEe U cuYacThe, JKETKOB KOHYAaeT KHU3Hb
caMoyOuiicTBoM, 0 4eM Bepa y3HaeT W3 ra3eThl. Bepa co cie3amm Ha Tiazax
CIymIaeT «ANMaccHoHAaTo» W MOHUMAeT, YTO HAcToAMmas J000Bb, O KOTOPOM
MEUTaeT Ka)Aasl >KeHIIMHA, YIIJIa U3-3a €€ alaTuu.

«['panaToBBIl OpacieT» pacKphIBall TyXOBHO-HPABCTBEHHYIO KPAacOTY MPOCTOTO
YEeJIOBEKa W IPOTHBOIIOCTABIUI €€ HPAaBCTBEHHOCTH OoraThix momeh. A. U.
Kynpur B cBoMX TIpOM3BEACHHMAX TIOKAa3bIBAET «BBICIIEE OOIIECTBO» 0€3
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MpeyBeIHUYCHHs, 0€3 TI'POTECKHOM 3a0CTPEHHOCTH. MaJCHBKHH O(UIIMAIbHBIN
MEPCOHAX B DJTOW HMCTOPUU OTKPHIBA€T Oojee SPKYyI0 W IIMPOKYIO YacCTh
BO3BBILICHHOW JIIOOBH, KOoTOpas OoxxkecTBeHHa. HampoTus, A. M. I'opbkuii pe3ko
KPUTHUKOBaJl HJeiHble ckuTaHus Kympuna: «3Ta MOBECTh BOCXUTHIIA MEHS U
Kakas TpeBocxomHas mmTyka [ panHatoBerii Opacmer «Kympuny», — mmcan
on.”""3ameuarensueiit! U 51 pan, st cqactims! Xopommmii cTapT B THTEpaType.)» -
npokommenTuposana E.K. Manunesckas.’'

JroboBb Ay mmcaTenss — OCHOBa Bcero cymiero. «JIr000Bb OoMmkHA OBITh
Tpareuei; BeJIuJauias TaifHa B Mupe, JIIOOOBb MO3BOJISET TEPOSM TIOTHATHCS
HaJ cyeToi nmoBcenHeBHOM xu3Hu. B muceme A. . Kynpun nucan. «He B cue,
HE B JOBKOCTH, HE B yM€, HE B TaJaHTE BBIPAXKACTCSI WHIUBUIYAIbHOCTH, OHA
JIOJDKHA BBIPAaXKaThCs B TIOOBW». MI3BECTHO, UTO MHCATENb BCET/Ia CTapajcs HalTH
CIOKEThl B peajJbHOM MHpEe g cBouX IpousBeacHui. IloBecTh «I'paHaToBBI
Opacier» OCHOBaHO Ha peajbHBIX (DaKTax U3 CEMEHHON XpOHMKH KHs3ei TyraH-
Bapanosckux.Ilucarenr  paccmarpuBaer  Jir00OBR  Kak  TIyOokoe |
ncuxonoruyeckoe  4yBcTBo.llucatens  yTBepkImaer, dYTro Jt0OOBH — 3TO
penJalimuii 1ap, KOTOPBIM €CTh y YeJIOBEKa, a BEICOKas W 0€30TBETHAS JIFOOOBb —
3TO OTPOMHOE CYACTHE.DTO EAUHCTBEHHOE COJEpPKaHHEe B )KU3HH TIABHOTO Teposi
XKerkoBa, oH ymep 0e3 Oonm M pa3ovyapoBaHMs, HO C OLIYIICHHEM, YTO 3Ta
J000BB BCE €IIIe B €T0 JKU3HU, HE YMEHBIIUB €¢ KauecTBa 000U IICHOH.

Tema aercTBa B npo3e A. . Kynpuna

Eme onna tema, kotopas BblAeNsieTCs B TBopuecTBe Anekcanapa Kynpuna, —
3TO TeMa JETCTBA M «IETCKOCTW». s mucaTens NETH SIBISIIOTCS HOCHUTEISMU
TOM YHUCTOTHI U JOBEpHUS, KOTOPbIC YK€ YTpaueHbl MHOTMMH B3pocibiMu. B
JTAaHHOW CTaTbe MBI PAacCMOTPHM TEMY [ETCTBAa, KOTOpas OTPakKeHa B TaKHX
MIPOM3BEIEHUSIX MTUCATENS PAa3HbIX IEPHUOIOB, KaK «HyIeCHBIH

noktop» (1897 r.), «lerckmit cam» (1897 r.), «Crmonenok (1907 r.)». Tema
MposIBIIsieTCsl Hanboliee spKo. B ATHX pacckazax Tema JIETCTBA MOJHUMACTCS B
TPaJUIMAX  peann3Ma, pacKpblBaecTcs depe3 oOpalieHue K  mpoliieme
HPaBCTBEHHOT'O BBIOOPA, JIIOOBH U TAJAHTA.

O0pa3sl geteii B noBecTH «YynecHblil JOKTOP»

CroKeT WCTOpPHH TaKOB: Iepel IMpa3gHuKoM PoxknecTBa cembs MepraioBBIX
monaja B Oexy. Orer morepsu1 paboTy, a B ceMbe rojiofHbie aetu. Cpean HHUX

% Kopenxas 1.B. T'opekuit u Kynpun // TopbekoBckue urenns. 1966, 119-161
*! I'panaToBklii Gpacier - CTaBPONONBCKOE KHIDKHOE H3JaTeIbeTBo, 1985. - 256 c.
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€CTh Jaxke OOJIbHAsI JIEBOYKA U TPYAHON peOcHOK. CeMUIICTHSS IEBOYKA B 3TOM
WCTOpPUH TIOKa3aHa OONBHOW, HO Ha caMOM Jelieé €€ POAWTEIN HE MOTYT
MO3BOJIHTEH ce0Oe JIEHBIU M3-32 OCTHOCTH. JTO HECUacThe 3acCTaBWIIO MepanoBa
3aJlyMaThcs 0 camoyouiictBe. Korma oH cobupaiicsi COBEpUIUTh NPECTYIUICHHE, K
MepuanoBy MmojoIIeN CTapuK HEOOJBIIOr0 POCTa, B TEIUIOW Iamke, Iryde u
BBICOKHX TaJIOIIaX, 3arOBOPIII ¢ MepIaIOBBIM M PACCIPOCHII O €r0 MBITAPCTBAX.
MepunaoB pacckazai eMy BCIO CBOIO MCTOPHIO M paccKasal O O TOTEpe CBOEro
MecTa, 0 cMepTH pebeHka, 000 BCeX ero HecHacThsX A0 Hactosmero aHsA.CTapuk
BBICITYIIIAJ €T0 U TOTYAC XKE IIOMOT €My HalTh Bpada U TOT JIajl €My JICHET, YTOOBI
HaKOPMHTH TOJIONHBIX nereil.HakoHery , ¢ MOMOIIBIO STOr0 3aMevaTeIbHOTO
Bpaua OTell HaxOJUT paboTy, W, TAaKUM O00pa3oM, KHM3Hb CEMbH MepIaaoBbIX
BXOJIUT B 0JIarormoy4Hoe pycio.

B nauane storo pacckaza A. Y. Kynpun nanucan «OuepenHoil pacckas HE eCTh
10/ JOCy>Keu BhIIyMKH. Bee, uTo s onucan, npousonuio B Kuese et TpuanaTth
TOMY Ha3alx M JI0 CHUX TOp CBATO», JTO 3HAYMT, YTO BCE OOpasbl JeTeld B ATOM
pacckase He BBIIYMaHbl, MO3TOMY JAE€TH B pacckaze «UyIaecHBI JOKTOp»
HACTOSAIIUE U HEOTPA3UMBbIE, YUCTHIC, HANBHO-I00phIC, HACTONYUBEIC H CMEIIBIC.

Oo0pas3sl aeteii B pacckase «/lerckuii cagy.

B Hem pacckaspiBaeTces 0 cTapiieM mrcape cuporckoro cyna Miase CamoiioBude
Bypmune u ero nouepu Caue. I[To 6egnoctu o6a xunu B moasajie. OAHAKIBI €T0
noub Camra 4yBcTByeT ceOsi OYEHb IIOXO, M3-3a 4ero bypMuH BbI3bIBaeT Bpaua,
gTo0BI TOT HaBecTun OemHoro Camry. Ilocie ocmorpa Bpau mocoBeroBan Carrre
XOpomIo MmoecTtb W mpoBeTputThes. Ho BypMmH He mMeer K 3TOMy HHKaKoOro
OTHOIIIEHHUS, MOTOMY 9YTO y HETr0 Majo JEHEr Ha JieueHWe eByIIKH. [3-3a
Ooneznn Carra HUYEro He XOUeT; OHa TOJNBKO XO4eT NOUTH B caj. BypMuH BO3UT
ee B TOPOJCKON call, HO HEe 4acTo, MOTOMY 4YTO IOE3/IKa OKa3bIBaeTCs I HETO
moporoii. B Ommkaiimue THH IEeBOYKA ClIa0EeT, YTO MydaeT OTIa, YTOOBI
JOCTaBUTH YAOBOJNbCTBHE nodepr. OH MEUTaeT MPEeBPaTUTh TOPOACKON MyCTHIPh
B caJll UIsl OCYIIECTBIICHHSI CBOETO XelaHus. bypmuH xoaut B ropon Hdymy, B
penakuuio razeT M T. A., HO HUYero He MeHseTcs. Bce ocTanock MpeXHUM, ero
MeuTa MPEBPATUTh TOPOJACKON MYCTHIPh B CaJl TaK W ocTajach MeuToil. BecHoit
Cama ymep, a B aeHp CamuHbIX MOXOpOH BypMHMH BUAWT, 9TO Ha ITyCTBIpE
pabouue HAauYMHAIOT CTPOUTH OTOPOJ], TEMEPh 3a «COPOK YETHIPE KOMEHKU» Yy
JeTei OyeT CBOH cajuK.

B stom pacckaze A. W. Kynpun omnmceiBaer onHy Oemuyio M OompHYI0 Carry.
Cama — pebeHOK «cHU3Y». OHa cTpamaiga B CBOEH JKM3HH M B KOHIIE KOHITOB
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yMepiia, He OCYIIECTBUB CBOIO MeuTy. O6pa3 Camm B 3TOW TOBECTH BHI3BIBACT Y
YuTaTeNsl YyBCTBO TPYCTH W JKAJIOCTH, W 3TOT TEPCOHAXK OTPa3sHi PEalbHYIO
KU3Hb OCMHBIX JETeH TOTO BPEMEHH, KOTOPbIE HE IMOJNYyYalOT HOPMAIBHON
YeIIOBEYECKOH JKU3HHU, KaK APYTHUE.

Oo0pa3sl aeteii B pacckaze «CI0HEHOK».

B oroif uctopun Mbl 3HaKOMUMCS C JieBoukoll mo umeHu «Hans», xotopas
3a0onena, W €e pOIUTENIM HE 3HallKM, 4YeM €W MopajaoBath, 4ToOBl Hans
nonpaBmiacb. Ho oAHaXIpl AEBOYKA MPOCUT y POAUTENCH CIOHA, KOTOPBINA
JIOJDKEH JKUTh B prpojie. BaxkHBIM B 3TOH HCTOpHH SABJIsIETCS o0pa3 otia Hamm,
ropsiv0 JIIOOSAIIET0 CBOIO OONBHYIO A0Yb. M3-32 HEMPEKIOHHOTO MOBEICHUS
JIOUepU OTell IMOCeIIaeT HEeMIA-X03sIMHA 3BEPHUHIIA M MPOCUT €ro O IMOMOIIH.
Xo0351H 3BepUHIIA IOHUMAET CTPAHHYIO IPOChOY OTIA, BEllb y X035MHA 3BEPHHIIA
Obuta ero MasneHpkas qo4db. U BOT cObutack meuTa AeBoukn Hamu, korma orerg
MpUHEC €Wl HacTodllero ciioHa nmo umeHn Tommu. B 3Toit ucTtopum orerg
COBEpIIIaeT 4y/Io0, MOTOMY YTO MM JBHUTajda OSCKOHEYHasl Jr000Bb K jodepu. B
KoHIe pacckasa «Hans» u cnon «ToMMu» NOAPYKUIUCH APYT C APYTOM, U 3TOT
TOOpPBI KECT CO CTOPOHBI OTIa moMor Hane mpeomoners Oone3nb. Kak u B
npyrux pacckaszax A. M. KympuHa, B 3TOM paccka3e MbI BUIUM CBETJIBIN (prHAIL
«Kuuru Ilucarens 4acTo SBISIOTCS OTPAXKEHUEM €r0 TEIUIOH, T0OpOoCepIeyHOH,
CTPACTHOM, CIPaBEUIMBOM HATYPhl, KOTOpask MOKOPSIET yM U CEpAle KaKIOTO
OT/ICIIBHOTO YnTATENs, - mucana JI. A. Uesynrosa.™

Tema mo6Bu B TBOpuectBe A. M. Kympuna 3anumaer BaxkHoe wmecto. [lo
Kynpuny, OeckopbiCTHas, B3aWMHas, WJcallbHas JIO00BB — OJHA U3
BEIMYANIIINX «TalfH» YeloBeKa, a KpacuBas JI000Bb MMo100Ha cTpaganuio. Ho oH
OCYXXIIaeT CTpaJjaHHue, MOTOMY YTO 3Ta JIFOOOBH OCTAETCS B UEIOBEKE TAKOH XKe
CHUJIHLHOM, KaK CMEPTh, 1 UIMEHHO 3TO ocBemraet HaMm A. WM. Kynpun. ['epon A. U.
Kynpuna — nroam 4ucThie, HICKpEHHUE, IMPOKKUE, TOTOBBIC Pay JIIOOBU OTIATh
BCe, Jaxke Xu3Hb. Jl7i1 HUX J0OOBBH BCErlla OCHOBaHA Ha BBICOKUX YYBCTBAX,
WMCKPEHHUX YyBCTBaX, KOTOPHIE CTOST LENOW >KMU3HU. A C IPYrod CTOPOHEI, B
MOVMCKaX HACTOSIIEH JIIOOBU MUcaTeNlb 00palaeT BHUMaHue Ha «TeMy JEeTCTBa U
pebsiuecTBay». B ero pacckazax JeTd HawiBHBI M NPUBETIWBBI, B JCTIX €CTh Ta
YUCTOTA U JJOBEPUE, KOTOPHIE YK€ YTEPSHBI MHOTUMHU B3pOCIBIMID JleTckas TeMa
He HoBa B pycckoi nurepatrype XIX m Hauana XX BekoB. Banbka KykoB u3
moBectn A.Il. UexoBa «llerka nHa maue» m «Camal. ot Amnrenma» Jleonmma
AHnnpeeBa, OJJHOTO U3 CaMbIX U3BECTHBIX FE€POEB ITOr0 MPOU3BEACHUS. DTU ACTU

% A. U. Kynpun. XKusub u tBopuectBo/ www.litra.ru/biography3axmouenue
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BKJIFOUYAIOTCS] ATUMU MUCATEISIMU B TEMY MaJICHBKOT'O YEJIOBEKa U MAJICHBKOTO HE
TOJILKO TIO BO3pAcTy, HO W MO CBOEMY 00pa3y W COIMALHOMY TOJIOKEHHI0. B
JJAHHOM Clly4yae ONpeelieHHasi Tpaaullid pyCCKOM peanucTrudeckoil mpo3bl. Kak
OH pa3BuBaeT 3Ty TeMy? Uto BHOcHT B Hee HOBOro? Ha 3T BOIIPOCHI YETKO
oTBeuaroT pacckaszbl "UynecHsrit moxrop" (1897 r.), "Herckmii cag" (1897 r.),
"Cnon" (1907 1.) .

OO6pa3sl AeTeil B ATUX pacckazax pa3Hble, HO BCE OHH SIPKHAE M YKUBBIE, UYTOOBI
MOKAa3aTh HECIIPABEIITMBOCTh M HEPABCHCTBO B OOIIECTBE.

Anekcannp MBanoBuy KynpuH — KJIacCUK pyCCKOW JUTEpaTyphbl, TBOPUYECTBO
KOTOPOTO OJIM3KO K peaTuCTHUCCKOMY HaIIpaBICHUIO BTOPOW MOJOBUHBI XIX u
Hayama XX Beka. B CBOUXIIPOM3BEACHUSAX OH HCCIEAyET YeloBeKa W €ro
XapakTep B pa3HBIX JKU3HEHHBIX 00cTosATenscTBaX. CaM mHcarenb MpoIIen
0OJIBINYIO IIKOJIEHYIO JKW3HB, mepenpoOoBaB pasHble npodeccuu. [1oOkiBaB B
pa3HBIX O0NACTAX W TOPOAax IOPEBOMIONMOHHON Poccuu, Bce, 9TO OH yBUAET U
YCIBIIIAN OT MPOCTHIX JEOJEH: YePHOMOPCKUX PHIOAKOB, MOJECCKUX KPECThSH,
OJIECCKUX Ta3eTYMKOB M KYIIIOB U MHOTUX JIPYTMX, OCTaBUJIO TIIYOOKHUHU Ciell B
€ro BIICYATIUTEIBHON AYIIe W Pa3BUIO OJUTENBHOCTH IMHCATENS U STOT OIBIT
moOyAWIIN €ro HaIKMCaTh TAaKOTO POJa 3aMevaTelbHbIe PACCKa3hl.

Kak mucarenr A.M. KynpuHa MOXXHO Ha3BaTh ONTHUMHUCTOM, IOTOMY 4YTO OH
BEpUJI B 4yJ0, OCOOEHHO B 4yA0 JItOOBU. B Moeli craThe TeMa CTPacTHOCTH U
TeMa JICTCTBA PA3JIMYHBI [0 CBOCH MPUPOJE, HO CYTh WIIM TEMa BBIIAIOMIASCS H
MMIIEpaTUBHAS B JAHHOM CIIEHApWH, U OTH JBa OTCTYIUICHHUS TEMBI CBSI3aHBI
MEXIy co0oit "temolr moOBH". JIFTOOOBH MMeeT pa3HBIE aCIEeKTHI B Pa3HBIX
HCTOPHSIX, HO €€ [IeJh — MPEBPATUTH YEJIOBEKA B COITHAIIbHOE KUBOTHOE.
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Abstract:The presentation of different characters in literary writings occupies a
very central position. The different stories which get percolated down to the
readers from the protagonists in a particular literary work of art tend to have
significant importance in the broader circuit of human living. It has to be
ascertained stories and tales of people living in a particular society always grant
specific meaning to the very existence. A particular story finds manifestation as a
result of the process of presentation through different characters. Namita Gokhale
has been one of the notable Indian English writers who has, in her fictional pieces,
not only showed the elevated nature of the females but also depicted an
emancipatory position of the females. Her female characters are always seen to
be having a voice of their own who always shatter the shackles of patriarchy in
order to assert their position in the society. However, one can easily observe that
the assertion of the position of a female characters takes place within the
confinements of characterisation. Her Priya: In Incredible Indyaa becomes one of
the significant representations of numerous characters who tend to carve out
individual spaces of their own. The presentation of different generations in the
novel alongside the characters makes the novel a store-house of tales associated
with the lives of the people. This paper is a humble attempt in order to present the
scintillating art of characterisation in the novel. The paper is based on the idea that
it is the characterisation associated with “thought” which renders every character a
specific position in the novel. The research follows a qualitative method in its
delineation with the plot of the novel.

Keywords: art, character, female, story, society.

Stories are of paramount importance in the corpus of human existence and the
importance finds even more glaring position in the circuit of literary knowledge.
Every individual in this world seems to be dwelling on a story, be it literal or
metaphorical and it is this aspect of the presence of a story which makes the lives
of persons meaningful. Considering the importance of the art of characterisation in
a literary piece of writing, it has to be stated that a particular writer always intends
to pass on a specific message which gets portrayed with the help of different
characters. If a particular way of portraying a character is taken into account,
thought becomes vital because it is connected with the opinion and the view point
of an individual. It is this aspect of thought which this research primarily focusses
on. A deeper analysis of the inherent processes which are involved in the character
sketch of an individual in a fictional piece heightens the intricate connection of the
characters with the readers. Whenever a fictional piece is being read, more often
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than not, it is seen that the readers tend to develop a vital connection with a
particular character as they are able to grasp the inner thoughts of the mind of the
character. There are different kinds of approaches to understanding the presentation
of a particular character. The arguments by Uri Margolin in Narrative Theory and
the Cognitive Sciences (2003) in relation to the function of a particular character
are pivotal in the context of the study. He remarked

Plainly speaking, 1 suspect that the scholars who expressed the
dissatisfaction with the current state of affairs feel, like Wallace Martin,
that ‘our sense that [many] fictional characters are uncannily similar to
people is not something to be dismissed or ridiculed, but a crucial feature
of narration that requires explanation. (10)

Whenever a character is being comprehended by the readers, to a great
extent, the readers can align themselves with the various happenings in the life of
the character. Thus, the thoughts, feelings, emotional attributes of the characters
seem to get translated to the readers and they too, join the living of the character.
However, there is another very important dimension of the process of
characterisation and it is the depiction of numerous generations which share their
living space in the same family, sometimes. This makes a particular family the
collection of experience and feelings of varied ages and generations with everyone
having stories of their own. Namita Gokhale’s Priya: In Incredible Indyaa is one
such significant Indian English literary piece which depicts numerous characters
and importantly, everyone is being seen to be portrayed by giving a touch of
individuality. One of the primary aspects of the presentation of the different
characters by Gokhale is that they seem to be very much keen on making their
individual life stand out in the society. In the very introduction fo Characters in
Fictional Worlds, Eder et al. opined that there are as many as four significant
elements which are related to the proper status of a particular character. They
remarked

Semiotic theories consider characters to be signs or structures of fictional
texts, cognitive approaches assume that characters are representations of
imaginary beings in the minds of the audience, some philosophers believe
that characters are abstract objects beyond material reality, other
philosophers contend that characters do not exist at all. (8)

The novel depicts a society which can be categorised as a little above the
general middle class depicting the traits of elite living. The plot finds its relation to
Gokhale’s masterpiece Paro: Dreams of Passion and showcases the life of a
middle class girl called Priya. The novel centres around Priya and her strenuous
efforts in order to rise up the social ladder which finally made her the wife of
Suresh Kaushal, a powerful politician who was a lawyer earlier. By placing Priya
at the focal point of the narration, Gokhale vividly portrays a lot of other younger
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characters who seem to depict the density of the society. It was seen that Priya had
two sons who were twins, Luv and Kush but both were completely different from
one another. These two characters can be stated to be representing the youth and
energy of the modern Indian societies. Moreover, Gokhale also portrays other
younger characters like Paromita, Monalisa, Suzi, Suki etc. who is seen to be
echoing specific identity and position in the society. Thus, the characterisation of
different individuals by Gokhale tends to grant everyone a proper space to reside
in.

Gokhale showcases that Luv always preferred long hair and donned safety
pin in his eye brow and lower lips, whereas, his twin brother, Kush, who was going
to become a politician, despised these and always favoured white coloured kurta
pajamas. One can also remain awestruck at the characterisation of Paromita- the
politician’s daughter who was a journalist. In order to vividly portray her
personality, Gokhale depicts the dress in the following words- “crinkled cotton
skirt with gold khari work motifs, and a white cotton man’s shirt with rolled-up
sleeves” (Gokhale 80). Apart from all these enticing portrayals of young
characters, the readers can also find another character who was rightly on par with
the character of Priya in terms of inner zeal and determination to succeed and shine
in life. She was Monalisa Das Mann, the former lover of the son of Priya, Luv. She
was shown to have been living in the United States of America and was the
daughter of well-to-do parents who were academicians. With all these
representations of the different characters encompassing almost every section of
the society, Gokhale indeed sketches a mesmerising picture of present day Indian
society.

Language becomes one of the primary features in the novel which is
related to the individuality of the characters to a great extent. The language used by
the characters in the novel seems to echo the very sense of individuality which
every character possesses and not even for once, the readers can sense an air of
complacency in their depiction. In order to bring out the portrayal of almost every
section of a middle-class Indian society, Gokhale also presents the characters of
Suzi and Suki, who were the well-off daughters of an industrialist, on one side and
also the character of Dayavati, who father was a dhobi and she was shown to be
“studying Fashion Technology” (Gokhale 84) in the novel. The former lover of
Luv, Monalisa, was shown to be an established writer in the novel who has
published her work The Unsuitable Bride and was dedicated to “Aunty Priya: The
Desi Mom-in-Law from Hell I never had, and the living inspiration for this book”
(Gokhale 91). In the proper comprehension of the different characters which were
portrayed by Gokhale in the novel, the readers can well relate to the assertive
language which the characters make use of. Willie Van Peer makes a valid point in
this regard by saying
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...the category of character is, for its very formation, dependent on
linguistic forms. Character, it can hardly be denied, is what readers infer
from words, sentences, paragraphs and textual composition depicting,
describing or suggesting actions, thoughts, utterances or feelings of a
protagonist. Thus the linguistic organisation of a text will predetermine to a
certain degree the kind of ‘picture’ one may compose of a protagonist.
Therefore, the particular forms by which this is achieved need to be studied
in detail. (9)

The character of Priya in the novel stands out above the rest with her
depiction to be a bold and assertive lady who was known for her individuality and
fulfilment of her self-desires. She is shown to be a high-class lady who has
tremendous faith in the different kinds of traditional values and cultural attributes
of India. She epitomised the ideal lady of an Indian society- ““Your mother is True
Indian women, the personification of a Bharatiya Nari ... I am an Indian woman. 1
cannot lie, but even more than that, I cannot tell the truth” (Gokhale 60-61).
Ilustrating the powerful woman that Priya was, Gokhale hints at the bold nature of
Priya by showcasing that she always had tremendous respect for her boss and also
had concerns for her former lover even when she has crossed the youth of a girl.
Thus, one can easily sense an inner spirit in order to break free from the so called
clutches of the society which was regulated by the male members. “Priya, my love,
how delicious to hear your voice, ------- I forgot the I was an Indian wife and
mother...... ” (Gokhale 47-48).

As an important aspect to take cognizance of, the character of Priya is
always shown to be very much grounded in nature. She is presented to the readers
in a neutral manner with she neither expressing any kind of glaring likeness for the
different activities of her husband or any male member of the society nor out
rightly rejecting them. Although she is the wife of a minister in the novel, she
always keeps in mind her initial not so well-to-do life in the city of Bombay.
Notably, she is seen to be equally encouraging towards the different kinds of
activities her husband undertakes although there are some glaring disagreements
from her side. Also, as an ideal mother, Priya is seen to be well supportive towards
her twin sons for them to realise their dreams and aspirations. Moreover, even after
completing the stage of menopause, she is being portrayed by to be having sexual
encounters with her former lover and was also seen to be wearing blouse which
was deep necked in terms of the design. Moreover, with her liking for Gucci and
also Dior bags, the readers can very well comprehend the inner self of Priya to be
not confining within the set boundaries of the male-dominated society. Thus, a
particular identity gets created which is both in line with the duties and chores of
the family as a housewife and a mother and also in line with the accomplishment of
the fancies and desires of an individual self. As Gokhale remarks
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How do I explain that there is no plot? There never is. The hidden harmony
of a housewife’s tale is structured, day after day, by simply carrying on. In
the storyboard, the drama and heroism lie in the everyday aggravations, the
small triumphs of daily life. And the happy endings — they tiptoe in so
stealthily that you may already have left the multiplex by the time they
show up on the screen. (193)

Thus, the readers can very well sense the fact that there is the presence of
almost a battle in the life of Priya with the elite society of Delhi. Gokhale
elucidates the character in order to make the readers realise the efforts which Priya,
as a mother and a housewife has made in her life to climb up the ranks in the
society and to attain the position that she was enjoying at that very point. The
different hurdles and unseen obstacles which tend to block human lives without
really getting anticipated can easily be related to the life and the art of
characterisation of Priya. As Gokhale states, “The book is a reflection of our
circumstances. On the off chance that Paro... was the primary triumphant chick lit
of those days, at that point Priya... must be the primary haglit!” (Gokhale 3).

In relation to the portrayal of different characters in the novel, it can be
stated that the varied roles of a particular individual come out to the forefront as a
result of their individual position and duty as a wife, lover, husband, brother,
daughter etc. All these, needless to say, grant a sheer touch of individuality to
every person who, within the very circuit of their existence, structure their own
path in life. However, it is also to be noted that the personality of the different
characters become vivid as a result of the portrayal of the character of Priya who
seems to bind them together under a single roof. As a mother to two sons, she is
being presented as an experienced lady in terms of keeping in perfect tune with the
desires of the young generations. Also, one can find a touch of manipulative
practices as well in her amalgamation of the dilapidated Indian traditional faiths
and beliefs and the extravagant traits of the modern Indian society. The young
generation, as it is seen in the novel, also enjoys the company of Priya to a great
extent and thus, she becomes a guide to the different characters in the novel. Thus,
it can be stated that there is the construction of different kinds of identities of
individuals in the novel and this very argument falls in line with the following
remark made by the notable cultural theorist, Stuart Hall. According to Hall

The subject assumes different identities at different times, identities which
are not unified around a coherent ‘self’”. Within us are contradictory
identities, pulling in different directions so that our identifications are
continuously being shifted about. . . . . [tThe fully unified, completed,
secure and coherent identity is a fantasy . . . . [w]e are confronted by a
bewildering, fleeting multiplicity of possible identities . . . (277)

Thus, it can be concluded by stating that Priya: In Incredible Indyaa is one
of the most fascinating tales which showcases the changing Indian society. With
the captivating portrayal of the individuality of different characters, Gokhale delves
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deep into the specific identity of the characters. The novel very rightly stands out
as the mixture of youth and the old with them living in harmony both in the family
and the society thereby depicting the veritable presence of ideas and beliefs. As far
as the viewpoints and the opinions of different younger characters in the novel is
considered, the readers can easily notice a changing Indian society. In the character
of Luv, once can find a sheer individual nature with his inclination towards an
appearance which can be categorised as hippie. However, this same personality
was seen to be taking a back seat when it was the turn to have a face-to-face
conversation with his former lover. Gokhale, bringing out her artistic touch,
portrays the character of Priya to be protecting Luv by cooking up a false story of
the engagement of Luv to the daughter of a friend of their family. Again, in order
to express his love and feelings for Paromita, it was seen that Luv sought the help
of his mother in order to finalise their marriage. Thus, what becomes vividly
evident that the novel showcases a changing scenario of the Indian society with
different youngsters seeking the support and help of the elders in the family in
order to finalise the decisions related to their life and marriage. As Shobhaa De
aptly states regarding this

A lot of kids today are entrusting this all-important decision to their folks —
parents, relatives, even well-meaning friends. Of course, the new
‘arrangement’ is more open-ended and better structured. Devoid of the old
‘rules’, which prescribed the ghastly ‘Dekho’ session, the social meetings
orchestrated by middlemen or women these days work in a more
acceptable session. (24)
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Abstract: Song and music serve as an inextricable part of any tribal culture.
These songs are very much rooted in the credos of the tribes that cannot be
contemplated as mere lyrics but as a voice of unfeigned emotion expressed in
words which pertain to heterogeneous themes such as love, separation, union,
marriage, war, conflict, courting, etc. Tribal communities in Odisha have a special
affinity with song and music which they use predominantly to express their
innermost selves during various occasions. Such occasions are beautifully
depicted in the writings of renowned Odia writers Gopinath Mohanty and Pratibha
Ray. This paper is an attempt to accentuate the tribal culture of vocal song and
music, especially in Paraja and Bonda tribe by illustrating the translated texts:
Paraja by Gopinath Mohanty and The Primal Land by Pratibha Ray. It not only
gives voice to their emotion but also serves as a medium of communication for the
tribes.

Keywords: Bonda, Dungudungas, Music, Paraja Tribe, Vocal song, Tradition.

Introduction:

Odisha is an abode to many tribes. Tribes are often treated as the fourth wall which
is basically out of the fourfold Varna system namely Brahmin, Kshatriya, Vaishya
and Shudra. They are marked by distinct identity of their own which reflects in
their culture and tradition. Tribes such as Bondas, Kondhs, Paraja or Santhali
have different customs and practices and ways of living. What makes them
different from each other is their etiquettes and regulations which is deeply rooted
in their belief system. Their world revolves around a number of myths and
superstitions.

In a recent survey, it is found that Odisha has been home to 62 Scheduled tribes
and the total population of tribes account for only 22.85% of Odisha’s population
which is quite less as compared to population of the mainstream.

Perhaps the most primitive of these is the Bonda tribe which played a significant
role in Verrier Elvin’s Bonda Highlanders (1950). According to 2011 census, the
total Bonda population was about 12000 with the rate of growth much lower than
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other aboriginal tribes. These are found in isolated hilly regions of Malkangiri
district of Southern Odisha. The language they speak is Remo or Remsam. They
are named after the hills of Bonda which serves as a boundary that separates them
from rest of the world.

Paraja is one of the well known major tribes of Odisha. The population of the tribe
as per 2011 census in Nabarangpur district is 74,253. They are mostly found in
Nabarangapur, Nandahandi, Tentulikhunti, Papadahandi, Dabugaon and Jharigaon
blocks of the district. Parajas are the conglomeration of various endogamous
sections and is not a compact community. Their mother tongue is Porji (a form of
Gondi, belonging to the family of Dravidian languages) which varies according to
the local tongues like Odia or Telugu. Paraja denotes common or ordinary people.
These are people basically engaged as hill cultivators.

Tribes have served as major subjects in many texts as various writers have written
on them in order to keep their culture and tradition alive. Many ethnographers have
visited them personally to observe their way of living. Many scientists and
researchers have conducted surveys on them. But still they seem exotic and
mysterious to the mainstream as they are far from the civilized community.
Residing in dense forests guided by boundaries of nature they have toiled hard to
create a separate home for themselves which seems impossible to reach. Neither
man nor its ideas will be able to reach them.

As Dr Minati Sahoo puts in her article, the government is facing a huge challenge
in imparting proper justice to the scheduled tribes by improving their socio-
economic conditions. Despite various schemes and advancement programmes
launched by both Central and State government the tribes live in vulnerable
condition not only in India but also in different parts of Odisha. The major
roadblocks on the development of tribes comprise of high mortality rates, low
literacy rates especially amongst women, lack of knowledge of policies,
malnutrition, child labour, etc. Moreover, it has been found in a recent study that a
very high percentage of the tribal population is still thriving below the poverty line
which serves no less than a major cause.

Analysis:

Paraja is less a novel and more like a testimony as Gopinath Mohanty himself met
the central character (Sukru Jani) during his early posting as an administrative
officer in Koraput as mentioned in one of his interviews. He is a remarkable Odia
writer, who wrote his first novel when he was only twenty-nine. He can be truly
honoured as an Asian Achebe foregrounding the struggle of the Aboriginal.

Paraja being the second novel of the tribal series throws ample light on the people
of Paraja tribe and their credos. The people of the tribe are naive. They give much
weightage to festivals and harvest. No doubt they work extremely hard but never
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forget to rejoice and commemorate happiness. The musical instrument they play is
called dungudungas. 1t is said that the life of tribes progress with vibration of the
string of this instrument. They never carry life as a parcel of burden though they
belong to the backward class. They know how to celebrate life. The novel is not
only an agonizing tale of tragedy, but also a historiography of tribals detailing the
life struggle of Parajas.

Many researchers have penned down their marginalization, oppression and
anguishes. However ,a few writers have also centrally focused on their culture and
tradition. There are many things a modern man can acquire from them. For
instance, the tribals give ample supremacy to colours, light, dance and song which
often serve as an inseparable part of their culture. The girls known as dhangris love
to wear colourful sarees and use oil infused with sweet fragrance to comb their
hair. They often bathe in the stream and wash their utensils and clothes in it. They
cook with leaves and powdered mandia and are mostly engaged in household
chores.

It’s a harrowing tale of a family of five living in the Sarsupadar district of Koraput
situated amidst forest and hills. The chief of the family is the oldest member, Sukru
Jani, with two sons Mandia and Tikira and two daughters Jili and Bili. Jani along
with other families of the Paraja tribe are solely dependent on agriculture. The
men toil in the fields while the women are assigned with household task. Being a
tragedy the novel depicts serious components of Sukru Jani’s life. The tribals are
mostly innocent who easily get victimized in the hands of bloodthirsty sahukars
and officials because of their lack of education and fear of law as noted by the
researcher Savita Kumari in her article.

The tribals have a strange custom wherein the bachelor boys and girls had to sleep
in separate dormitories which was exclusively made for them. Right in the centre
of the village was a hut which served as an abode for all the unmarried girls and a
little far was men’s dormitory. It pictorializes the modern hostel life where girls
and boys live in hostel with their roommates and spend time gossiping, giggling,
tickling and teasing which gets reflected in the following lines, “Kajodi tickled Jili
and sang the song over and over again. And finally she left” (Mohanty 15).

Living in dormitory was no less of fun and merriment as they would get some
personal time to spend with their friends. Girls rubbed oil into their hair and
combed it neatly while the boys drew out their dungudunga and got themselves
ready for singing. It was a place where they were the master of themselves and had
all the freedom. Since several centuries this tradition was prevailing the two huts
which stood at the centre was the oldest witness. Mohanty highlights that it’s a
place where young men and women sang to each other expressing their innermost
feelings carefreely under the open space. If something doesn’t happen according to
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their expectation, the elders would be called to sort the matter. And the convict had
to pay penalty for committing the crime which would be spent in buying liquor for
all the villagers. But the matter won’t end there. After drinking the tribe would sing
and dance in front of their supreme power Earth Goddess to close the particular
chapter.

Another weird custom in Paraja tribe was that boys and girls had the right to elope
which they did most often. If there was anything that would make their relationship
legal: it was payment of forty rupees which the groom had to pay to the bride’s
father as something called ‘bride price’.

Late in the stilly night when everything was motionless and the only prominent
sound was the fluttering of the bats, there came a sound of playing of dungudunga
from men’s dormitory which soon transformed into a harmonious melody which
Jili’s lover Bagla sang for her:

“To the rhyme of the maize that is fried
Or the maize that is boiled,
I fashion my song
O my darling who keeps her word
Lovely is your nose-ring of gold
My dungudunga wears only a brass string
But it makes exquisite music.” (Mohanty 18)

Basically young boys and girls use this medium for exchange of thoughts and
emotions. With the help of dungudunga the lover expresses his innermost feeling
and pain of separation from his beloved. There is a pattern to it if one would notice.
These songs are conversational in tone as if someone is speaking. At first the song
is dedicated for instance, here it is dedicated to rhyme of the maize whether fried or
boiled then the lover addresses his beloved and praises her nose-ring made of gold
and honesty with which she remains loyal. The musical instrument dungudunga is
personified as a daughter who is crying for her mother on separation. Towards the
end Bagla describes his own situation and says he is weeping for her and pleads to
save his life for he will soon die with her name on his lips.

These songs are usually sung with the accompaniment of dungudungas. In the
novel one comes across many love birds like Bagla-Jili and Mandia-Kajodi who
are in the habit of singing to the tune of dungudungas. These songs are either sung
individually or in chorus. When the lovers Bagla and Mandia have finished their
song, requesting their beloved to join them Jili and Kajodi join their voices to reply
with another ancient Paraja ballad conveying their fear as when they go out , they
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witness many elderly people like mother’s brother and father’s father and they feel
like running away and concealing themselves being coy.

Apart from personal tones and feelings one can find a reflection of their culture in
these songs. The tribals love their village like anything and the people residing in
it. They live in unity with elders whom they immensely respect. There is mention
of such songs which describe the dressing of Paraja girls (dhangris);

“The garment of many colors which you wear,
That sari woven in Lower Maliguda,
Wash it clean again, wash it quickly.
For my sake, beloved come out in your very best,
Wear your bangles around your wrists.” (Mohanty 20)

In chapter 5, we come across the forest guard, one of the government officials
assigned to protect forest who is spellbound seeing the beauty of young girls in red
saree, busy picking weeds. They started singing in chorus seeing the stranger
passing them and the officer was charmed by their sweet voices. The song itself is
simple in diction and conversational in tone that would touch anyone’s heart
whoever comes across it. The girls wishing the stranger well in his endeavor and
saying that in the moonlight they would miss him highlights their amiable nature
towards strangers.

The tribes can be contemplated as true patriot since they love their motherland like
anything. Every dhangra of the tribe possessed a piece of land and harvested
happily. November is called as the month of festival of lights, in which one could
witness a crowd of hardworking reapers working in the field. Most of them were
women who would toil all day just for three to four pice or a handful of mandia but
they were immensely happy in what they were engaged in and joined their voices
in chorus;

“Daily we labour in this field of mandia

And pour our sweat on this land,

And the crops grow and ripen and are harvested,

Are loaded in carts and taken away and stored.

For whom they are preserved, my love?

They are for you, darling of my heart”.(Mohanty 58-9)

These wonderful songs not only express their heartfelt emotions but also highlight
their rich culture, love for motherland and their concern for family. They work

A Journal of Russian & Comparative Literary Studies, ISSN 2394-7853 43



Assonance, No.24, January 2024

extremely hard for the sake of their families and dedicate everything to their
beloved as can be noted in the lyrics.

Pratibha Ray’s The Primal Land in the true sense is based upon the history of
Bonda tribe. She has spent a considerable amount of time in the hilly area amidst
Bondas as a part of her post-doctorial research and observed their culture minutely.
The Bondas are recognized to be the most endangered tribe whose population is
consequently decreasing as noted by the researcher S. Chitra in her article. Ray has
put up all the efforts to preserve their culture and credos.

The narrator is the ancient Soma Muduli, the oldest surviving member of the tribe.
As he reminisces his old days, the readers get to know the secrets of Bondas. It
doesn’t follow a single plot line instead narrates many stories, folklore and legends
inculcated in the belief system of tribes. Most of writer’s sympathy goes with
Budei Mahadei who serves as an epitome of suffering in the novel. Bonda means
naked or savage. The Bondas are named after the hills and are very sedulous. But
they never fail to celebrate festivals and engage in singing and dancing, arms
twined around neighbour’s waists leaving behind all the distress.

There is a bizarre practice in Bonda tribe when a baby boy is born, a salap sapling
is planted after his name. It is often said if a mother nourishes a baby for six
months, a salap tree nourishes all life. Soma Muduli remembers the day when he
was born, his father planted a young salap sapling. One can find a boy without
mother but there is no boy who is without a salap tree of his name. Sapung is not
just an extract from salap tree which is both intoxicating and nourishing at the
same time but it is the life force of Bondas that make them ready to face any
challenge. After drinking, Soma sings his heart out:

“Bring me the rice gruel, and bring me the millets,
The sapung shakes my bones like a fever;
For you it is still day, but for me it is night.
Come, sweap the floor clean; lay out the mat
Let me grow warm in the fire of your body.” (Ray 23)

The Bonda men are considered to be very strong and energetic due to the
consumption of salap extract. They used to get married at the age of ten. The
brides should be ten to fifteen years elder to them which is a peculiar custom of
Bonda tribe. Huge responsibilities are laid on the shoulders of Bondunis as they
have to play dual role of mother and wife of the Bondas. They had to work hard in
the field due to which they always had to stay naked.

As Soma recalls the memories of his marriage, he throws light on the tradition of
Bonda marriage. According to their custom, to win a saleni’s heart, one has to give
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rich gifts and use proper rhetoric. During evening, there would be a gathering in the
village where all the dhangras assembled beating drums and playing their flutes.
They are warmly welcomed by dhangris with serving of sumptuous dishes like
roasted rats, dried fish, puffed rice, etc while the dhangras would lavish them with
brass rings, jalebis, rice fried and spiced and mahula liquor. Then the dhangras and
dhangris would dance on the rhythm of drums and flutes with passion. The
dhangras would sing song in chorus to convince dhangris. The songs dedicated to
their future wives consisted of elaborate description of their property and wealth
and all their possessions. Like the ancient Paraja ballad these songs are too
conversational in tone conveying young dhangris that they have well-built houses,
well kept stocks of rice and plentily available swans, ploughing land, varied trees
in their orchard. Their village is no different from the dhangris they are beautiful
with deep forests they have enough food, space and love for the dhangris
requesting them to come and live with them which is evident in the following lines:

“We too have our ricefields, our mango and jackfruit trees,
Our flowers, our birds, our saal and neem trees.
Why then do you keep saying No?
Come to me if you wish, or do not come
But have no fear of another”.(Ray 29)

In a gracious and polite manner the conversation continues through the medium of
songs. On one side, the dhangras would keep trying to convince dhangris and on
the other side the dhangris would reply with a song in positive tone assuring the
dhangra that she would come and live with him giving him all the pleasures. Apart
from this there were other songs which the dhangras and dhangris sung which
were hot and happening touching upon various sensuous themes like heart, body,
lips, breasts, etc.

After much dejection, Soma finally made up his mind to get married. He wandered
many villages, streams and mountains in search of his perfect partner and finally
ended up at Sombari Toki. In order to win her favour he has to lavish her with rich
gifts as per the custom. He got a new bracelet, rings, sweets and fried rice. The
ritual dances began as all the villagers gathered, Sombari danced shaking her hips
and bangles around her wrist which clashed and made a tinkling sound. Soma sang
his heart out as the fomka drums throbbed addressing Sombari as his yellow sunari
flower, red blossom, white flower, washed rice, floating cloud, mango blossom etc.
This is a typical love song dedicated to future wife where Soma is trying to
convince Sombari:
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“Lele lolo lele lolo
Yellow flower, red flower:
Come, let us go to the bank of the stream
Let us go in to the jungle
Let us go into the valley below
And I will give you sapung...”(Ray 32)

This song was no new to Sombari Toki she had a taste of it much earlier. She got
some burning faggot and pressed it to his chest as per the strange custom of the
tribe, a saleni has to brand a Bonda in this manner while he was growling with
pain. She asked in song whether he eats with a metal bowl or a leaf as just to
enquire about his status. Soma again sang a song to reply Sombari revealing his
status though he eats with a leaf now he hopes to eat with metal bowl together once
she joins him. Then he goes on describing various deeds which will be completed
by them and how they will divide all the tasks between themselves and in the
evening they will dance happily drinking sapung. The song reveals the future plans
of Soma. He is hopeful that she will agree and they would grow old together as
evident in these lines:

“I shall sit on the cliffs, playing my flute
While you plant the seedlings of rice.
At evening we shall dance around the sindbore,
drunk with sapung;
And if our heads reel,
We shall jump over the thatch, into our own rooms
Many children shall we have,
Many harvests, many cattle
Many salap trees;
And grow old together.” (Ray 33)

Finally, Sombari is convinced and wore the bracelet and their marriage is fixed to
be held in the month of Magha. All the investments made by Soma Muduli turned
out be fruitful. He keeps on pondering over his good old days and through him the
entire history of Bonda tribe is narrated with all the peculiar customs and rituals.
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Findings:

Through the above analysis it is quite clear that song and music play a significant
role in tribal community. The tribes especially Paraja and Bonda use this medium
as a mode of communication to let their thoughts and opinions known to others. It
is quite conversational in tone and written in simple language. Most of the songs
depict their culture and tradition while some are personal in tone, sung
romantically to woo their partners. There is a particular pattern to it if studied
minutely and illustrated. Some songs are meant to be sung in chorus during
working to derive pleasure and facilitate ease of working whereas some are sung
individually addressing particular person. Few songs are sung keeping in mind the
occasion like marriage or festival. Some songs are even sung to the strangers
wishing them all the luck while journeying while some are dedicated to the land
that provides them with plenty of grains. These songs are often sung with the help
of musical instruments like dungudunga, flute and drums in order to sound more
appealing and facilitate dancing.

In Paraja, the writer has deliberately used Paraja ancient ballads to foreground
their tradition of vocal song and music. The ballads follow a particular pattern.
These are sung dedicated to the beloved praising their appearance and requesting to
join them. There is even mention of some grains which symbolizes their dedication
to land and their profession. There is a song for every occasion: courtship, wishing
well-being, working, teasing, etc. The playing of the dungudungas adds life to their
vocal songs making it perfect to the ears. Even the outsiders and government
officials feel stunned to have come across such melodious songs.

In The Primal Land, the writer has used vocal songs and music to pictorialize the
Bonda culture and their credos minutely. The Bonda’s strange marriage custom
throws light on their tradition of vocal song and music which they predominantly
use to win the heart of Bonduni. The songs are packed with rhetoric of appraisal,
physical descriptions, future plans expressed in romantic manner. The Bonda man
goes on convincing his Bonduni by comparing her with yellow, red, and sunari
flower requesting her to join him in mountains, streams and forests. Few of the
songs are solely dedicated to the salap tree describing how its extract not only
nourishes the Bonda man but also makes his bones shiver. He can feel the fire in
his bones after drinking sapung and how he totally surrenders to the intoxicating
effect of it which makes him more energetic, lively and demanding than ever
before.

The common element in the songs is that they follow simple language making it a
medium of communication. One would find immense esteem and love for their
motherland and profession as depicted in their songs. Despite hard work the tribes
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never fail to rejoice and celebrate life using song and music as a medium of
entertainment and communication both.

Works Cited:

Chitra S. “Social Change and Modernity: Identity Crisis of the Bonda Tribe in Pratibha
Ray’s The Primal Land”. NEPJOL. Journal of Arts and Humanities. Volume 3 No
1.2021.

Kumari Savita. “Sukru Jani: A Legendary Protagonist in Gopinath Mohanty’s Paraja”.
IJELLH. Volume 7.Issue 12.December-2019.

Mohanty, Gopinath. Paraja .Oxford University Press Publishers, 1997. Print
Ray, Pratibha. The Primal Land. Orient Black Swan Publishers, 2001. Print.

Sahoo, Minati. “Socio-Economic Development of Tribal in Odisha-An Inter-District
Analysis”. Desh Vikas. Volume4.Issue 3.0ctober-December 2017.

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



CINEMA AS EDUCATIONAL TOOL IN TEACHING OF ENGLISH
LANGUAGE AND LITERATURE

Ms. Surinder Kaur'
Research Scholar, Sant Baba Bhag Singh University, Jalandhar, Punjab.

Dr. MLD. Iftikar Ahmed’
Assistant Professor in English, Sant Baba Bhag Singh University, Jalandhar, Punjab.

Abstract: The increasing impact of technological advancement has enabled us to
encounter new teaching aids. Cinema could be one of those innovative teaching
aids that could be used for teaching the English language and Literature. Films
can be used as a bridge to acquire skills in literary analysis. Teachers can take
advantage of using the cinema to engage students and help them to appreciate
Literature better. The film makes literary work more absorbing and easier by using
audio-visual elements directly. Cinema is an effective platform for the application
of literary skills. Literature has long been associated with less admiration, as
students are directed to produce critical papers on works of Literature rather than
active production of Literature. Teachers can use films and media to add a
practical component to teach Language and Literature. It includes films,
documentaries, web series, photographs, and even intellectual art pieces.
Language teachers have been using movies in their classes for years, and there
are many reasons why films are an excellent teaching and learning tool. This
paper will explore the advantages and difficulties of using movies as a
pedagogical tool for English language learning.

Keywords: movies, cinema, films, language learning tools, teaching aids

Introduction

Today, English language teachers are responsible for teaching the English subject
and making it relevant to the lives of their students. The expectations from a
language teacher are always high. Consequently, it is evident for an English
Language teacher to experiment with new material to provide students with an
engaging and learning environment. The Swedish curriculum for English in grades
7-9 states, "to deal with spoken language and text, students should have the
opportunity to develop their skills in relating content to their own experiences,
living conditions, and interests..." (Skolverket, 2011). For decades, English
language teachers and researchers have been looking for strategies to enhance
English language learning and teaching (Abdul Halim et al., 2021; Ariffin, 2021;
Ja'afar et al.,, 2021). To identify the most appealing and efficient method of
language acquisition, English language instructors have been utilising a variety of
English resources (Cook, 2016). One approach that has been used effectively is to
encourage language learners to develop their language skills by watching English
movies. In fact, there has been a lot of discussion about how effectively English
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movies and other media could be used to teach and learn the English language.
Proponents of adopting this form of media think that movies offer more engaging
and interactive ways of teaching and learning English (Tafani, 2009). Many
researchers (Ismaili, 2013; Khoshniyat & Dowlatabadi, 2014; Li & Wang, 2015;
Qiu, 2017) have asserted that watching English movies to improve language
proficiency has various benefits. These advantages include strengthening students'
enthusiasm, improving their communication and oral skills, and developing their
cultural awareness.

It wouldn't be an understatement to refer to the present era as the age of moving
images. Social media is all around us, and watching movies, music videos, or other
online content takes up a significant portion of our everyday time. We are often
flooded with videos on our phones and laptops via WhatsApp, YouTube, and
TikTok. Young people have broad exposure to movies and cinema through
different sources. It could be either traditional mode like Television etc. or current
streaming services like Netflix, Amazon Prime Video, HBO Max, Disney+, etc.
So, it has become essential to explore the use of Films as teaching tools in
classroom studies. Our exposure to videos is so extensive and regular that keeping
cinema and education apart in the modern era could have a plethora of adverse
consequences. It is quite beneficial to use movies while teaching a foreign
language. The main goal of learning is the ability to understand, speak, read, and
write the language. Films have the potential to play a significant role in all of these
initiatives. Films offer learners a background to better understand the language and
its cultural setting, which makes learning a foreign language more accessible and
more engaging. Leontev (1975), a Russian psycholinguist, argues that at the
intermediate and advanced levels of English language learning, the use of film
becomes imperative when the students have a basic knowledge of the language.
Another scholar, Kutuzova (1982), emphasises using films more than reading
passages or stories because films offer rich material for listening and speaking as
well as for discussion and civilisation studies. Moreover, having a blend of audio
and visual elements in the classroom enables students to comprehend the language
better. Since it gives them a chance to ask more questions, make more comments,
and get a greater sense of the language than they would learn from other sources.

Many studies on the theoretical and pedagogical aspects of using movies have been
conducted for language learning. For example, studies on utilising movies for
language learning on learners' perceptions (Albiladi et al., 2018; Auberg, 2017;
Liando et al., 2018), learners' mindsets and understanding (Goctu, 2017; Yazici,
2020) and learners' concerns (Silviyanti, 2014) and experimental investigation of
the results of using movies (Kabooha, 2016; Kalra, 2017; Ismaili, 2013; Rokni &
Ataee, 2014) has been conducted. Studies on the effects of incorporating movies in
the classroom (Someya, 1990; Zulfahmi & Nikmah, 2020) as well as students'
perceptions (Kusumawardhani & Nurhayati, 2019; Pamungkas & Adi, 2020) have
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been conducted. Even though there have been a lot of studies done to understand
the value of incorporating movies into the language classroom and the language
learning process, the effectiveness of watching movies specifically for educational
reasons is still scant. However, as recommended by experts, more studies are
necessary to add to the body of knowledge on this topic. This study intends to
explore how English movies should be used to develop English language skills.

Literature Review

Several researchers have previously looked at the pedagogical application of films
for teaching foreign languages. These studies shed light on the efficacy,
advantages, and challenges of the use of English movies as a teaching tool. English
films have been studied as interactive and successful teaching tools by researchers.
Vegvari (1998) argues that it is crucial to incorporate new technology into teaching
foreign languages through feature films. In words of Fazilyanova (2006), the use of
films in the teaching process, the knowledge level of students of foreign languages
is more potent than that of those taught using traditional teaching methods.
Adolescents are unquestionably drawn to films as their favourite artistic genre
since they can make them laugh, cry, love, think, or even grieve. Educators would
only take advantage of a great opportunity if they saw the benefits of employing
movies in the classroom (Bazilewich, 2009). However, the effectiveness of
employing movies in foreign language instruction depends on the instructors'
readiness and the use of the appropriate approach (Twerefou, 2010). Additionally,
the limited research on the topic of using movies in English Language Learning
classes is inconclusive for a number of reasons. To start with, it is mostly
theoretical and didactic in nature; none of these offers any empirical evidence.
Moreover, the majority of current studies on this subject have focused on just one
advantage of the cinema-based method, primarily vocabulary learning, listening
comprehension, and cultural understanding (Ildiko Csajbok-Twerefou, 2010).
Additionally, Vegvari (1998) argues that it is crucial to incorporate modern
technology into teaching foreign languages through feature films. However, the
effectiveness of employing movies in foreign language instruction depends on the
instructors' readiness and the use of the appropriate approach. (Ildiko Csajbok-
Twerefou, 2010). The observation expressed by Raymond Williams more than 50
years ago that film is too potent and an extensive medium to ignore is still notable
(Tony Brown, 2011). Movies in the classroom have helped students to enhance
their speaking skills, vocabulary, engagement, and enthusiasm, as well as lower
their stress and anxiety levels (Norwati Roslim et al., 2021). Unquestionably,
adaptation studies have significantly impacted English, and these studies have
permanently altered the way to teach the subject. (Deborah Cartmell and Imelda
Whelehan, 2014). It has been concluded that incorporating movies to teach English
might infuse the world of language learning with imagination, which makes
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language sessions more fun and inspiring. In view of the literature review
described above, this study may prove to be useful as it will explore the didactic
use of films and all the benefits and limitations of the cinema-based approach in
English Language Learning.

Film, Television, and other visual media are the dominant forms of communication
in present age. Visual pictures take center stage in the news, advertising,
entertainment, and even in education. It is stated that because students spend a lot
of time in front of small or large screens, they are more reactive to audio-visual
information than conventional, written modes of communication (Spielberger &
Lieberman, 1985). Higher education faces a challenge because the majority of the
course materials are still in written form. So how can we educators improve the
quality and relevance of our instruction while fostering critical thinking in our
students? One approach is to incorporate carefully chosen feature films into the
curriculum for both teaching and learning. Over the last twenty years, educators
from a wide range of academic fields recognised the pedagogical value of movies
in classroom teaching and learning (Tipton & Tiemann, 1993; Bluestone, 2000;
Kuzma & Haney, 2001; Masters, 2005; Marcus & Stoddard, 2007; Capar, 2012;
Gallagher, Wilson and Jaine, 2014). According to Champoux (1999), feature films
have a distinct edge over the written or spoken words due to their audio-visual
impact, and "cinema's ability to generate a unique experience gives it unparalleled
potency as a teaching instrument." (p.207). Information technologies have spread
to a wide range of academic fields. Through numerous studies and tests, teaching
experts have also established the relationship between teaching and learning
methodologies and strategies. According to a finding, a student might remember
one-fourth of the materials if audio materials were applied, and if the information is
visual, then a student could recall one-third of the information. When they merged
the data from audio and visual material, they found that people retained about 50%
of the information later, and if the student actively engaged in the learning process,
they could retain about 75% of the heard and seen information. Employing films to
teach a foreign language is relevant because they may offer the best language
environment in the classroom; students also learn new information about the target
country's political, cultural, and educational systems, traditions, morals, and
various historical periods. Students can learn a lot of new words, phrases, and
phraseology by watching films.

In addition to providing information on the reality of appearances, language,
speech, and character, films also depict the socio-cultural backdrop of a
community. They convey this information to the audience through moving images
and what the characters say. When we watch an English movie also depicts regions
of the nation and the customs, behaviours, morality, religious beliefs, values, and
aspirations specific to those locations. Language and culture are interconnected
skills. According to Brown (2007), language and culture are parallel and shouldn't
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be separated when studying English. Brown adds, "Language is a part of a culture,
and culture is a part of the language; the two are intricately interwoven so that one
cannot separate the two without losing the significance of either language or
culture." (pp. 189-190). An English film depicts areas of the country and the
lifestyle, mannerisms, morals, beliefs, culture, religion and values that affect these
places—knowing these means understanding English society, including its socio-
cultural and economic context. Films from the nations whose languages we teach
contain a lot of non-linguistic and cultural information. Using linguistic structures
and lexical items in communication contexts offers several instances of how
language is employed in daily life. Massi and Merino (1996) stated that film is an
excellent medium for explicitly teaching a foreign language's syntactic,
morphological, semantic and pragmatic aspects unless they are allowed to travel
there via the study abroad programme or another way. Understanding the
traditional setting and everyday life through films is a significant step for students
toward understanding the country and adapting well. Thus, movies support the
development of a suitable language environment in the classroom. Using movies as
a teaching and learning tool has a psychological advantage because it increases
students' motivation and enthusiasm to learn a foreign language. According to
Gvozdeyeva (2004), one benefit of employing films in foreign language instruction
is their tendency to affect students' emotions and influence their capacity to
comprehend the practical application of the language.

Films play a significant role in making the lessons more entertaining and engaging
when implemented into the teaching process. One of our primary forms of
entertainment is now watching movies. Therefore, they will undoubtedly make the
class more engaging for pupils when employed as teaching tools because it will
appear more fun than a lesson. The majority of education is theoretical. As a result,
students must go through countless lectures intended to clarify various academic
subjects. This system can be extremely monotonous, which makes this study
method dull. Students find learning more fun and interesting when films are
introduced. Moreover, Students can hone their speaking and listening skills through
movies (Goctu, 2017; Kabooha, 2016; Kalra, 2017; Ismaili, 2013; Liando et al.,
2018). Therefore, this allows pupils to study the language using natural resources
and improves their conversational and communication abilities (Aliyev & Albay,
2016; Ismaili, 2013; Kalra, 2017). Furthermore, by seeing native speakers in the
movies, their confidence in using the language will be increased (Kalra, 2017).

Additionally, reading the subtitles and watching the movie simultaneously helps
children to develop both their oral and written communication skills (Albiladi et
al., 2018). They can hone their speaking and pronunciation abilities in the target
languages by viewing movies. Movies improve pronunciation and teach about
intonation, accent, and stress. Students learn language aspects, such as
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pronunciation, by watching movies in the target language, which they can connect
automatically to the relevant scenes. According to Gilakjani (2012), one of the
most important components of language to be taught and learned is pronunciation.
Even if they make mistakes in other areas, learners with good pronunciation are
more likely to be understood than those with poor pronunciation, who will not be
understood even if their grammar is flawless. This enables them to self-train
quietly and instinctively while watching a movie (Yaseen & Shakir, 2015).

The study result of Ismaili (2013) suggests that students who watch movies to learn
their target language find the use of movies a very beneficial source. Study
participants claimed that because vocabulary words are frequently recycled and
repeated, viewing movies is especially beneficial for improving vocabulary.
Furthermore, the learner can master and correctly employ these vocabulary words
because they are provided in authentic contexts. They expand their vocabulary by
learning new words from movies in the target language. Learning new vocabulary
is more accessible and understandable for students when they observe real people
in real-life situations.

In the studies of Goctu (2017), Kabooha (2016) and Kalra (2017), it has been
concluded that students find it easier and more interesting to learn L2 by watching
movies. The students expressed that they felt more inspired and involved when
their L2 teacher used movies in the classroom. Students claimed that using movies
as language learning resources is more enjoyable than traditional instruction since
it motivates them (Auberg, 2017). In addition to this, they are inspired to
participate in class discussions when they are learning English through movies.
Students also agreed that watching movies while learning a second language
encourages and aids them in acquiring that culture's various facets, such as the
food, way of life, and customs that are shown in the films (Albiladi et al., 2018).

Consequently, when students learn a language by viewing movies, their stress and
anxiety are alleviated. The majority of students claim that watching films in the
target language as part of their language classes helps them feel less stressed in
learning the language (Goctu, 2017; Kabooha, 2016). Using movies to learn
English offers a relaxed and pleasurable learning environment (Liando et al.,
2018). According to Kalra (2017), employing movies to learn a language makes it
easier for students to engage in language-related activities without feeling stressed
out.

For autistic pupils, the traditional theoretical study might appear redundant and like
a boring activity. As a result, these special students are less likely to participate in
teaching activities because they do not find them to be sufficiently engaging. The
most effective method for ensuring that autistic students participate in class and
learn is to incorporate movies into the teaching process. Children respond better to
visual cues than to theoretical lectures. Thus, this encourages them to engage and
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understand what is going on. Through movies, they can easily comprehend the
character's expressions and can respond to the activity. This may also be one of the
arguments in favour of using movies in the classroom.

Like any educational method, using movies to teach foreign languages comes with
certain challenges. These could be technical, methodological and psychological.
The most important challenge is the shortage of televisions and video equipment in
the classrooms and arranging correct and useful tapes. Another challenge is the
irregular supply of electricity. With respect to methodological and psychological
problems, pre-class tasks like viewing the movie, writing questions, typing,
printing, and copying questions etc., consume a significant amount of the
instructor's time, and this could result in losing the interest of students.

Regardless of the fact that using films in the teaching process is not a new idea, the
approach for doing so still needs to be well established. Reasons for the same are
lack of methodology or time to prepare for lectures and lack of equipment and
material. In the words of Kasyanove (2004), pre-viewing and post-viewing
activities of films should be managed appropriately, which causes numerous
cultural characteristics, words, and phrases, among other things, to be missed by
the students. Moreover, a study by Petneki (2007) in Hungary shows that even
though institutions owned technical resources like audio or video devices, only a
tiny percentage of language teachers would use them regularly. This is because
they need to be more knowledgeable regarding the methodology for using films in
teaching foreign languages.

For beginners, choose sources like songs, cartoons, or short videos that students
would appreciate. Good movies can be a valuable educational tool both in the
classroom and individual studies. However, at the intermediate and advanced
levels, watching movies helps students to learn foreign languages much more
effectively because it immerses them in the language, which is especially useful
when they cannot travel to the language's native country. This suggests that the
films could be best suited for intermediate and advanced levels. Additionally, an
excellent movie awakens the learner's sensitivity and encourages him or her to use
more imagination and creativity. It is also vital to employ comedies since they
show the indigenous' sense of humour and aid in understanding their psyche.

When employing movies as a teaching tool, the time required to show a full-length
movie and design assignments based on it has been noted as a significant obstacle.
It is sometimes difficult to display a whole movie in a single class. Mu (2018)
suggests that to promote language development, instructors should at least show a
film six times, including activities that employ the vocabulary and idioms from the
film. However, Pandey (2012) offers various time-saving strategies for employing
movies in the classroom. In one of his teaching techniques, the instructor plays the
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entire film but picks only a few sections and then assigns tasks based on the
information presented in those scenes. Another approach is picking a few scenes
from the movie rather than showing the entire story and holding class discussions
afterwards. Apart from time dedicated to showing a movie, it has been observed
that choosing a movie that is appropriate for pupils is also very time-consuming.

To ensure the learning process is as successful as possible while employing movies
in an educational setting, the instructor must conduct extensive preparation before
employing movies in the classroom. The instructor should avoid showing movies
to students with profanity, nudity, and violence. However, the process of selecting
an acceptable movie can be time-consuming and tiring due to the requirement that
it must be both thematically and educationally pertinent. Mu provides examples of
movies that can be utilised to teach English (2018): Forrest Gump, The Lion King,
and The Pursuit of Happiness are examples because they present relevant issues
like generosity, life and death, and the idea of happiness that the students can
connect to and consider.

Conclusion

Many language teachers do not employ alternate approaches while teaching foreign
languages due to the preparation time and what is regarded as an excessively multi-
staged teaching procedure. However, based on our own and other people's
experiences, it appears that, particularly for advanced students, using films in the
teaching of a foreign language gives students a chance to pick up new vocabulary,
terminologies, and phraseology as well as practise the language in class through
discussions. However, the teachers' readiness and the appropriate technique are key
to the success of employing films in teaching a foreign language. The most
challenging task for a teacher is to develop socio-cultural competence. This
includes interpreting various verbal and nonverbal cues from a particular cultural
context, selecting the best movie, and avoiding imposing one's own conclusions,
opinions, and viewpoints on students. However, most of these obstacles could be
overcome if teachers made more of an effort to ensure that the film's setting suited
students' stages of development. Other significant challenges in employing movies
in English education are time management, establishing relevant objectives for
language development, and choosing good movies for the intended audience. These
difficulties push instructors to consider various pedagogical approaches,
educational philosophies, and the various cultural facets of the target language.
Therefore, movies can allow pupils to interact with advanced technologies and
clearly spoken English in several contexts.
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Abstract: Lullabies are songs, crooned to make little babies sleep. This paper
attempts to undertake a comparative study of themes as seen in lullabies, across
the two cultures of India (Andhra Pradesh and Telangana where Telugu is spoken)
and Japan. The present paper compares jola patalu or uyyala patalu sung in
Telugu Language in India, with komori-uta (nursemaid songs) of Japan. The paper
gives an overview of jola patalu as they exist across various genres, and komori-
uta of Japan. A comparative study of themes addressed in lullabies of both
countries is taken up, to examine how they reflect their respective cultures. While
the primary intention of lullabies sung by mothers or caregivers is of making
babies and young children sleep, they are also storehouses of information that
provide invaluable insights into the culture or society they are sung in; whether it is
about the society they live in, their faith, or their own emotions and feelings.

Keywords: Lullabies, jola patalu, uyyala patalu, komori-uta, India and Japan

Introduction

Lullabies are songs traditionally sung to babies or small children with the main
purpose of making them sleep. Besides this primary intent of helping infants and
little children sleep, Iullabies can be a medium to pass on cultural values and are
said to have therapeutic qualities for infants and adults (typically mothers or
caregivers) alike. Even as lullabies exist in many countries, they differ in content
and have local references to culture. Known to be essentially sung by the mother or
the caretaker of the child, they are emotional outpourings of the heart in some
cases, while in some they are expressions of love and affection of the mother or
caretaker towards the child. In this sense, they have known to be a means of
catharsis for the mother as well, as per Lorca. Federico Garcia Lorca’s research on
lullabies establishes them as a means of therapy for the mother.

The objective of the present paper is to undertake a comparative analysis of
lullabies or cradle songs known as jola patalu, sung in Telugu language in India
and komori uta in Japan to see what themes are taken up in them. The scope of the
paper is to examine the themes in lullabies in India in the genres of classical and
non-classical (popular forms of music) and compare them with those in Japan for a
comparative study. The classical form of music is not taken up in the case of Japan
as a counterpart for examining this subset of songs -komori-uta, since in Japan
Western classical music is largely practiced by people learning the classical form in
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modern times. The traditional music in Japan is called Gagaku which traces its
origins to China. Kokusai Bunka Shinkokai (International Organisation for the
Promotion of Culture) established under the Ministry of Education and Foreign
Affairs for international cultural exchange in 1934, later renamed as Japan
Foundation in 1972 has preserved traditional Japanese music. However, the access
to these was not possible, and as a result the scope of the paper is limited to
komori-uta which are commonly accessible and available in Japan. Similarly, in
the case of India, Telugu jola patalu fall under the scope of research which are
commonly known or sung.

The corpus of songs or lullabies that would be analyzed for this purpose are
selected based on those available in public domain or which are popularly known-
available on websites showing their easily accessibility. The current study has the
limitation of not covering extensively or exhaustively all songs that may fall in the
purview of research and traverses across classical and nonclassical forms of music
in the case of Telugu jola patalu and in Japan to representative examples of
komori-uta. Some representative examples will be taken up for study, while
mentioning others.

The paper hypothesizes that, while lullabies have a primary purpose of putting a
young child to sleep, what constitutes the lyrics of these songs reflects the psyche
of a culture and its society, and the individual singing the songs. Interestingly,
existing research has shown how songs meant to make little children sleep mostly
do not talk about sleep at all. (Hawes 141) And there may be others that refer to
sleep directly or make other references, and analysing these for socio-cultural
motifs, is what interests the current paper.

Jola patalu

In the two Telugu speaking states of South India, namely Telangana and Andhra
Pradesh, jola patalu or uyyala patalu are commonly sung or played to lull an infant
or a young child to sleep. The songs themselves are varied and have evolved.
Traditionally compositions of Classical Carnatic Music (the Classical music form
practised predominantly in the four southern states of Andhra Pradesh, Telangana,
Karnataka, and Kerala) have stood the test of time, being eternally popular across
generations. Added to these are compositions of some Telugu films which have
introduced and made some songs popular. With the expansion of multimedia and
social networking, access to these has become easy.

In the repertoire of Carnatic music, lullabies are usually invocations to a Hindu
deity such as Rama, or Krishna. The melody and pace of the songs in lullabies are
such that they put an infant or child (and in the case of a classical music piece, the
deity it is sung for) to sleep. To this end, many of these songs are composed in
some specific raga (a traditional melodic pattern), and tala (a repeated rhythmic
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pattern of beats) that exert a calming and soothing effect on the listener who drifts
into slumber. For instance, many of the lullabies are set to raga Neelambari which
is usually considered slow-paced and many kritis (classical compositions) are
composed in this raga. When one studies the content of the songs then it is
interesting how the kritis sung as lullabies have a divine and spiritual aspect to
them which have been discussed a little later in the paper.

The Bhakti movement sowed the seeds of Carnatic music and its evolution. Bhakti
is a word that may be translated as devotion to the Lord, and the musical
compositions of Classical Carnatic Music have an outpouring of emotions of the
composers, written in beautiful lyrics and set to melodious tunes and a fixed pace-
tala. Bhakti arose in South India in the 7th to 10th centuries in poems that were
composed in Tamil Language, for the gods- Vishnu and Shiva, respectively.
Drawing on earlier Tamil secular traditions of erotic poetry as well as royal
traditions, bhakti poets applied to God what would usually be said of an absent
lover or of a king. Bhakti soon spread to North India, appearing most notably in the
10th-century. (https://www.britannica.com)

Themes of jola patalu

In the case of lullabies, one of the famous classical Carnatic music compositions
“Jo Acchutananda Jo Jo Mukunda”, is a composition by Annamacharya (a 15"
century saint known for his compositions on Lord Venkateswara, and Lord Vishnu)
in the Raga Navroj and also sung in Rag Neelambari. It exemplifies the glory of
the Lord and devotion of the composer or the performer who then renders it in her
voice. The composer, Tallapaka Annamayya (Annamacharya) expresses his love,
and devotion to the bestower of all the treasures (health, wealth, progeny,
prosperity etc.) to the Lord Madana Gopala that resides in Tirupati (city in Andhra
Pradesh famous for the temple of Lord Venkateswara).

To cite another example, Madhava Mamava Deva in Nilambari raga, composed by
Narayana Teerthar is another notable example dedicated to Lord Krishna of the
Hindu pantheon and sung as a lullaby. What follows is a discussion on the motifs of
one of the very representative examples of Carnatic music.

Jo Achyutananda Jojo Mukunda Rave Paramananda Rama Govinda
Nandunintanuceri Nayamu Miranga Candravadanalu niku seva Ceyaga

Andamuga Varindala aadundanga mandakalu donga ma muddu ranga...

The song is spread across the starting line (Pallavi) and multiple charanams (later or
last sections of a song) that follow. The above example has limited itself to
discussing the first charanam where the song tries to lull the Lord Vishnu to sleep.
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Jo jo is a word used to makes children sleep as well. Here the word that refers to
sleep is paramananda or supreme bliss.

The charanam describes how having come to Nanda’s (Krishna’s foster father)
house, how he played there and describes Krishna as the adorable thief of the
cowherd.

The song, in short, is one that glorifies the lord Vishnu and describes him and many
episodes in Krishna’s life, as the composer Annamayya tries to make Lord Vishnu
sleep.

Research in the area of Telugu uyyala patalu what may be translated as cradle
songs, has been richly contributed to richly by scholars such as Sripada Gopala
Krishna Murty, late Sri Nedunuri Gangadharam, G.S.Mohan among others. A large
part of their work remains accessible to only speakers of Telugu language, with
some references made in English as well. Jola patalu, uyyala Patalu or laali patalu
are some of the ways that these songs are referred to showing the bond between the
mother and child and at times to the divine. The current paper however has not
accessed these songs that exist in the repertoire of folk music as many of the songs
are in local dialects which are outside the purview of study of the current paper.
Bathukamma uyyala patalu (Bathukamma uyyala songs) are popular as well in the
folk tradition.

In India film music is a major component of popular music. In addition to film
music which reaches the masses, independent albums also have a presence though
their popularity is not as consistent or far-reaching as film songs. As the famous
Carnatic vocalist T.M. Krishna states regarding Film music in his book, “In the
Indian context, this is the musical expression that dominates our sense receptors.
Radio and TV channels present cine music through the day. Its popularity is
unquestioned as it is unprecedented. Cinema is the most dominant form of artistic
expression globally, and especially so in India.” (Krishna 23). Telugu film industry
is estimated to produce by far the largest number of movies in not just India but the
world.

Amongst the many kinds of songs that are integral to Indian movies, such as
romantic, melodic, melancholic, happy, fast paced dance numbers, and background
scores, there is a small section of songs —lullabies that have been incorporated into
film music over the years. Laali patalu, when sung for a predominantly adult
audience of a movie are somewhat different from the rhymes for children.

One of the most recent additions to jola patalu in Telugu film music is the song
Komma uyyala, from the much-acclaimed movie RRR a film whose song Naatu
Naatu was awarded many international awards including the Oscars in 2023. The
song talks about a little girl’s desire to be cuddled in her mother’s lap as she works
at her mistress’s house in the backdrop of British rule in India. The jola pata
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Vatapatra sayi ki varahala lali from the movie Swathi Mutyam, 1986 is another of
the representative songs that has remained popular across time. The song is
representative of the genre of lullabies in Telugu film music. It is not based on any
original Carnatic composition but has a semi-classical touch as far as the melody
and singing go. The song is given rendition in the movie by the famous playback
singer P.Susheela, the music composer is Ilaiyaraja, known for his inimitable
contribution to the South Indian film music. The song is set to Ragam Neelambari.
The lyrics of the song are as follows.

Vata patra sayi hi varahala laali
Rajeev netruniki ratanaala laali
Muripala krishnuniki mutyala laali
Jagamelu swami ki pagadaala laali

The song has a direct reference to Lord Vishnu in the very first line where it refers
to Him as the one who rests on the banyan tree leaf. The story of Markandeya
Maharshi’s penance for lord Shiva where he prayed through many natural
calamities of fire and then heavy rain and flood, to witness a small boy floating on
banyan leaf and realizing it to be Lord Vishnu himself is a story that is part of the
ancient texts of India-Puranas. The phrase repeated through the song is laali laali ,
jo jo which is commonly used to lull babies into sleep. The song refers to Lord
Vishnu through many names, such as Lotus eyed (Rajeev netruniki), adorable and
the Lord almighty in the second third and fourth lines of the stanza. It offers a
lullaby of various jewels to Lord Vishnu. The song makes other references to the
Lord such as Rama the son of Kaushalya, as the consort of Goddess Alamelu
(Parvati).

Other famous movie songs sung as lullabies include Illayaraja’s original Tamil
composition dubbed into many languages including Telugu in the song Kathaga
Kalpana ga in the film Vasanta Kokila, is unique in talking of the fantasy world for
a childlike female adult protagonist for whom it is sung and alludes not so much to
divine motifs unlike the examples discussed above.

The repertoire of film songs in Telugu as in other Indian languages is rich. In
addition, it is interesting to see on websites meant for children, as to how many
movie songs sung for children have been incorporated into the genre of children’s
rhymes. While some songs have been inspired by films, some are sung exclusively
as children’s rhymes.

Many of the compositions in Telugu that have been influenced by the Classical
songs have a reference to Hindu deities in them. Some of the famous ones are Jo
acchutananda Jo Jo Mukunda, Rama Laali Megha Shyama Laali, Uyyala Uga
Vaiyya Sri Rama, and even the film song Vata patra sai as mentioned above.
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In addition, Edavaku Edavaku Na Chitti Tandri (sung to pacify a crying infant);
Chandamaama Rave Jabilli Rave (A rhyme calling out to the moon) efc which may
not allude to the divine are also sung as lullabies. The lullaby or jola pata in short
has crossed over to all musical genres and truly reflects how the songs are universal
across all genres of music in Telugu language.

Having given an overview of Jola patalu and their presence across genres of music
ranging from classical to non-classical forms, with selected examples from the sub-
genres of Classical Carnatic music, film music and children’s rhymes; what
emerges is how the lullabies sung for children are composed for adult listeners.
While this may be a given, it is important to note that the songs under this category
are sung to the child while expressing the aspirations, devotion, or desires of an
adult (largely mother figure) with umpteen mythological references. Having
discussed jola patalu in Telugu, what follows is an overview and a critical analysis
of selected komori-uta in Japan.

Komori-uta

The word komori refers to baby-sitters or nursemaids who take care of little infants
and komori-uta would be nursemaid songs. The phenomenon of engaging young
girls from poor families as caretakers of infants whom they would carry on their
backs emerged in the period starting from around the start of Meiji period to the
World War 2. Young girls would either be caretakers of younger siblings or be sent
to other households to do the job of mainly pacifying and taking care of little
children. The employer in these cases is not of a high social or economic standing
either and was usually of the working class, who engaged in farming or sericulture
as a means of livelihood thereby leaving little to no time for rearing their own
children. The komori was needed as an extra pair of hands to help, with tending to
the children while the parents went to work. The phenomenon is said to have
disappeared in the era of post war Japan. However, the songs or lullabies, which
these komori sang to the ward, whose charge they had taken, to soothe them still
exist partly, documented in books, or preserved as a part of indigenous culture of
Japan. As for the girls or women employed as komori, they would sometimes travel
from afar to other regions for work.

Interestingly the subject of komori-uta was varied. There are those sung by older
siblings to younger ones as a duty assigned by parents; and those sung by those
sent on the job as a komori to another village. Sending a kid away would mean a
lesser mouth to feed for poor families. Historically, these songs can be traced to
medieval times where the role of komori is played by the mother, grandmother,
elder sister, or a maid, and are indicative of the role they play.

Major contributions in documenting the varied komori-uta in Japan have been
made by Kitahara Hakushu, and Yanagita Kunio the latter being the pioneer of
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folklore and folk culture in Japan. As indicated by Akasaka in his book Komamori
Uta no Tanjou, (Origin of Nursemaid songs).

The fact that this subset of songs is not a part of mainstream culture is possibly
because of the social standing of the komori themselves and their difficult
circumstances that also influenced the content of the songs. The occupation of
komori was not something anyone with any wealth or social standing would aspire
for. It was a recourse for the underprivileged and poor, that those with no other
options would take, owing to difficult family finances. Besides the social and
economic connotations of komori, their perception was not a positive one. For
instance, their lack of access to education made them use unsophisticated and even
vulgar language. In the early years of modern Japan, a manual for teachers of
komori was published, emphasizing how the komori should take care of the child,
which at times equated them with what is expected of the mothers, even as the
komori themselves were young children, they were equated with women than with
children.

If one examines the themes of the songs, many of the komori-uta are nostalgic in
nature, reflecting a longing and nostalgia of the komori for their home and family
whom they had left behind, of sadness and pity for their own state, some even are
expressions of frustration on their state which comes out as anger. Some of the
songs are said to have bawdy lyrics which are reflective of the young age of the
komori who may have been adolescents and curious about their own bodies as they
grew up, as Tamanoi mentions in the article, Songs as Weapons: The Culture and
history of Komori (Nursemaids) in Modern Japan. Some representative komori-uta
of Japan are Chugoku-chiho komoriuta (nursemaid songs of the Chugoku region),
Edo komoriuta (nursemaid songs of Edo), ltsuki no komoriuta (nursemaid song of
Itsuki region), Takeda-no komoriuta (nursemaid song of Takeda region),
Shimabara no komoriuta (nursemaid songs of Shimabara region), among others.
There have been efforts to preserve the traditional songs by both Japanese
government agencies as mentioned above and other non-profit organizations such
as World Arbiter of Cultural Traditions Inc. which has documented and made
available examples of traditional music across cultures including Komori Uta of
Japan. The organization made public recordings of some rare recordings from
1940 including komori-uta from Nanbu, Aizu, Sendai; Kanto, Nagoya Osaka; and
Chugoku, Shikoku, Kita-Kyushu; Amami, Ryuku and Yayeyama regions of Japan.

Themes of Komori-Uta

While each region of Japan has komori-uta specific to that region, some of them
are well known across the country such as Itsuki no komori-uta, and Takeda no
komori-uta. The latter is an example of a song which shows the emotion of the
nursemaid and her longing for home as given below.
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Mori mo iyagaru, Bon kara saki nya

Yuki mo chiratsuku shi, Ko mo naku shi

Bon ga kita tote,Nani ureshi karo
Katabira wa nashi,Obi wa nashi
Kono ko you naku, Mori wo ba ijiru,

Mori mo ichi nichi, Yaseru yara

Hayomo yuki taya, Kono Zaisho koete
Mukou ni mieru wa, Oya no uchi
Mukou ni mieru wa, Oya no uchi

Here the komori (nursemaid) refers to herself as mori and talks about how she feels
being away from her home, when Obon, the festival when all family members
gather to remember their ancestors. She talks about how it is almost time for Obon,
and she does not have any new clothes and on top of that the child keeps crying.
She expresses her desire to leave for home that she can see in the distance-her
parent’s home.

Another representative example of the komori-uta is the Edo komori-uta, one of the
oldest extant songs in the genre.

Nen, nen korori yo, Okorori yo.
Boya wa yoi koda, Nenneshina~

Baoya no omori wa, Doko e itta?
Ano yama koete, sato e itta.

Sato no miyagé ni, nani morota?
Denden taiko ni, sho no fue.

The Edo komori-uta expresses how a mother asks her baby to sleep. Then she asks
where his nursemaid went off to, to reply that she had gone back home. And then
she asks what he got as a souvenir from her hometown and responds that he got a
drum and a flute.

In this lullaby while the komori finds reference in the song, it is in her absence that
the song itself is sung.Besides these examples, there are komori-uta that talk about
other aspects of life they may desire-such as food, or that they complain about such
as food again, and of the wards they are in charge of. (Tamanoi, 808)
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Conclusion

The paper started out with the objective of comparing lullabies - jola patalu in
Telugu and komori-uta in Japan with the objective of seeing how these are
reflective of their respective cultures.

The paper gave an overview of Telugu jola patalu across the genres of classical
Carnatic music, film music and children’s rhymes which are popular and available
on websites, and discussed some representative examples seen across genres. In the
case of komori-uta, having given an outline of komori-uta in Japan, some
representative and well-known examples were discussed juxtaposed against the
socio-economic background of the komori or the nursemaids. The findings from
the analysis are given below.

First, in India, jola patalu available in public domain on the internet, were seen to
be predominantly present in the genre of Classical Carnatic Music as discussed and
seem to have exerted an influence on other genres of music whether it be film
songs or children’s rhymes. Secondly, the one aspect that was found common to
these songs is how these songs were sung envisioning a divine presence which is a
deity, by the composer. The fact that people have continued to use these kinds of
classical songs even with some changes or modification in tunes, but with the
divine motif intact is a significant pointer to the fact that the divine or spiritual
aspect of the lives of people is included in the songs. Mothers or caregivers seem to
sing these songs with the intent to pass on this value to the next generation through
the songs while referring to important episides in mythology as in the case of
Vatapatra sai ki varahala laali. While the genre of folk songs could not be covered
for Telugu, since the songs available were those sung by some individual singers
through YouTube videos and not documented, thereby increasing the possibility of
bias. However, it is evident by a cursory look at the videos, how the divine
presence is undeniable in the jola patalu of Bathukamma Jola Patalu or Yellama
Jola patalu.

The examples of representative Japanese komori-uta as discussed, were prevalent
especially during a limited period from Meiji to the World War 2 period largely
sung by girls who were driven by socio-economic circumstances and were doing
the job of attending to little children as nursemaids away from their families and at
most times deprived of the many things and love they pined for. The songs are
reflective of this emotion of longing, and sadness, as illustrated through the
examples above, while throwing light on their social deprivation and emotional
state when working as nursemaids. The examples taken for analysis are those that
are easily accessible and available in the public domain, which is also reflective of
the popularity of the song’s existence.
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In short, the Telugu jola patalu across genres have a strong sense of seeking
spirituality by references to the divine, by the caretaker or mother who aspires for
higher goals of spirituality even for her child, by way of singing the jola patalu as
seen in the classical and film song renditions discussed. The compositions have
found a significant presence in the Classical Carnatic tradition, alongside other
non-classical forms which could have possibly given the songs an elevated status
of ‘high culture ‘as they are remembered in public memory and practice.

Komori-uta on the other hand, by virtue of being composed and sung by the
downtrodden, and burakumin (class of social outcastes) of society with little or no
access to wealth or education or even their own families as they struggled, has had
to contend with other traditional art forms of Japan to be recognized at par. Having
said that, the paper reiterates the purgative and cathartic quality of komori-uta for
the singer- komori, set to a melodic tune, which offers great insights for us to
imagine and study the difficult lives of these komori, whose songs put little babies
to sleep by calming them. Singing the komori-uta was perhaps one of the means for
them to vent out their own feelings on their own plight and experiencing loneliness
of being away from parents and home.

The paper concludes by reaffirming the notion that while jola patalu and komori-
uta are understood as songs sung to make children sleep, the way they reveal
important aspects of culture, society and lives of a people and their psyche is
undeniable and noteworthy. One of the important aspects of jola patalu is that that
emerged is that they have a spiritual aspect which talks of a higher aspiration than
worldly affairs, while the songs of the komori were more realistic in illustrating the
reality of the problems that the nursemaids faced in society-this wordly in other
words. The songs in question from both cultures, while aiding little children sleep
are invaluable resources to provide insights into multi-faceted aspects of society
and culture of the people who sing them.
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Abstract: Malayalam theatre, from its inception, has remained as an architect of
shared space and a political medium in the public sphere, significantly shaping the
thought processes of the common populace. The participation and collaboration of
women in theatrical activities in Kerala have brought about profound changes
across various facets of the field. In its early phases, establishing the presence of
women in Malayalam theatre, both on stage and on page, encountered formidable
challenges. Therefore, the women coming into the view of Malayalam theatre
demanded considerable effort and perseverance. This article endeavours to map
out the various stages of women's presence as performers on the stages of Kerala
theatres, spanning from the onset of theatrical activities in Kerala to the end of the
20th century. Furthermore, the paper also attempts to delve into this historical
evolution side by side with the rise of theatre collectives and workshops in Kerala.

Introduction

The foundation of theatre in any culture can be linked back to the folk and
ritual traditions of that period or even earlier. In Kerala, women play a prominent
role in these traditional folk and ritual practices. A comprehensive account of the
history of Malayalam theatre would only be complete by acknowledging the
influence of folk and ritual art forms like Mudiyettu, Theyyam, Thira, Padayani,
and others. Various art forms provide women with the freedom to express
themselves physically and mentally. Mudiyaattam is a notable illustration, with
performers twirling and rotating both their heads and long hair. Aandi kali,
Eezhuvattam kali, Karadiyaattam, Malamakkali, Kovil Nritham, Sarpam Tullal,
Kyatham kali, Theyyanam kali, Tumbi tullal are some other examples. But, at the
same time, there were many theatrical folk arts where male performers did the roles
of female characters. Poraatu Nadakam, Kaakkarissi Nadakam, Kurathiyaattam,
Chimmanakkali, and Vellari Nadakam are some of them. In many other forms,
which blend ritual background and theatricality, women remained only as mere
observers. Mudiyettu, Theyyam and Padayani are examples of it. While women
have been actively involved in folk art forms, their presence on the periphery of
Kerala's theatre history persisted until recent times. When examining the role of
women in Malayalam theatre, it is crucial to reflect on their social status during the
initial stages of theatrical and artistic development in Kerala.
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Setting the Scene

Ajnathavasam, written by Kuttykunju Thankachi, is widely considered the
first play in Malayalam written by a woman playwright. The publication year of the
play, according to the later works, is 1890. The play deals with the life of
Pandavaas during the period of ‘Ajnathavasa’, and it was written in the model of
Sanskrit plays. Although Kuttykunju Thankachi wrote the play with excellent
artistic acumen, it remained unacknowledged in Malayalam theatre histories for an
extended period.

Subhadrarjunam, written by Ikkavamma, was another notable play by a
woman playwright of that period. She wrote the play by following all the prevalent
technical writing styles of a play. Details regarding the movement of each
character, properties, and stage directions are clearly given in the play. It was later
translated into Sanskrit by Karamana Kesavasastri. Ulloor S. Parameswaran Iyyer,
in Kerala Sahitya Charitram (The History of Kerala Literature), comments,
“Subhadrarjunam merits a more prominent place among the plays of its era. Before
this period, the distinguished poets, Kodungaloor Thamburans, were the sole
contributors to such theatrical works. Kuttykunju Thankachi's 4jnathavasam was
the singular exception in this regard. Subhadrarjunam, the second play authored by
a female playwright, was published in 1891.”(my trans.; 681) Kuttykunju
Thankachi is also regarded as the first woman to act in a Malayalam play. But what
becomes important and notable here is that she played the role of the male
protagonist (Nalan) in the play. A male actor played the role of the heroine in the
play.

The Female Personae and the Male Actors

During the fledgling phase, the female roles in plays were done by male
artists. Ochira Sivaprasad Velukutti was a notable actor of that time who played
female characters on stage. P S Andros, Velukutti’s mentor, says, “During that era,
there was a heightened anticipation among the audience to witness performances
by Velukutti and me on stage. Velukutti’s refined grace and outstanding
performance, surpassing that of a typical female performer, combined with my
masculine movements, garnered significant approval from the audience. The stages
in Kerala embraced our presence.” (my trans.; qtd in Madathil 55) But the
historians never gave him a deserving position in theatre history. Following his
performances, there were instances where people would confront him, mistakenly
perceiving him as a woman, and even peer into the green room. In one particular
incident, the audience was reluctant to accept the presence of a female actor on
stage. They only agreed to commence the play after verifying Velukutti's identity
to confirm that he was, indeed, not a woman.
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After some years, he left his acting career, and the later theatre
academicians considered his withdrawal from drama as one of the major reasons
for the entrance of female artists into Malayalam theatre. At the same time, they
never marked the entry of women as a necessity or something demanded by the
time. Velukutti’s female characters had gained high popularity by then, which
compelled the actresses who came later to follow the body language and
expressions constructed by male actors like him. Even though an actress tried to
create her own identity during the performance, the audience and stage were not
ready to accept it. There is an instance described by Dr. K Sreekumar in the
biography of Ochira Velukutti:

Once Velukutti took a break from stage performances and went to
Rishikesh. At that time the actress Kamala stepped in to play the role of the
heroine, Vasavadatta in the play Karuna with Ochira Shankaran Kutty as
the hero. Kamala meticulously replicated every subtle expression and body
movement characteristic of Velukutti on stage, successfully satisfying the
audience. After some performances, Velukutti returned, and Kamala
returned to the role of maiden in the play. (my trans.; 370)

The presence of female artists on stage produced many complex reactions from the
part of the audience. Her performance was keenly noted by the audience, and they
wanted her to act according to their wish. The acting style of each actress was a
blend of the opinions and instructions from the director, playwright, and the male
actors who did female roles. Here, the opinions and the decisions of the actress
never got any attention, and on stage, she became a subject of public scrutiny.

Later, the presence of women in theatre became common, and with the
advent of social plays, women earned a better position in the theatre space.
Sebastian Kunju Kunju Bhagavathar, in his treatise Nadakasmaranakal (Theatre
Memoir), says, “The hall was crowded with the audience. When the siren rang,
indicating the beginning of the play, Sreemati Thankam Vasudevan Nair entered
the stage, dressed as a beggar. By this, our theatre raised their curtains for
accepting social plays.” (my trans.; 67)

Kerala People’s Arts Club (KPAC)

The evolution and activities of KPAC hold importance in the narrative of
female involvement in Malayalam theatre. Kerala People’s Arts Club (KPAC)
emerged as a theatrical movement within the framework of the activities led by the
Communist Party in Kerala. Renowned for its politically charged plays, KPAC, as
mentioned earlier, actively promoted the perspectives and objectives of the leftist
party. Established in 1950, it served as a counterpart to IPTA (Indian People’s
Theatre Association - 1943). The staging of Ningalenne Communistaakki, written
by Thopil Bhasi, was one of their first theatre productions. The presence of a large
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number of female artists was an important feature of KPAC plays. KPAC Lalitha,
KPAC Sulochana, Sudharma, Vijayakumari, and Nilamboor Aysha are some of the
notable female members of the group. However, for many women, becoming a
member of KPAC posed significant challenges. Securing the approval of male
family members was essential for their involvement, a factor that often outweighed
their artistic talents or enthusiasm for acting. The same could be identified in the
following testimonies of two of the KPAC actresses;

“It was only after my father, who was in police back then, who was convinced
after talking to the members of the KPAC that I was allowed to be part of the play
produced by the KPAC”- words of KPAC Sulochana (qtd in Ashwathi 1)

“My mother never allowed me to dance and sing. Though I was very much
interested in those, it was only due to my father’s determination that I could
continue doing the same and join the KPAC later.” - Words of KPAC Lalitha (qtd
in Ashwathi 1)

In her article, “Consent, Choice and Stage: the Ambiguous Presence of Women in
the KPAC”, Ashwathi opines:

KPAC Lalitha had said in the interview that it was women who cooked and
served the food for the entire group (Lalitha, Interview, 2019) and this gave
them the feeling of a family. This suggested that even if women came out
of their homes to work or to be an artist, earning for themselves, there was
a constant reminder of what the men understood as the capabilities of
women were despite them having achieved certain success with their
talents and hard work and also financially independent, and a woman was
naturally supposed to do while recreating the idea of a family even within
these ‘progressive’ theatre clubs... It could be argued that just like the
socialist movements despite talking of the economic equality of women
and speaking of their rights and oppression, the KPAC, like other
movements, only pushed back women to the institution of the family where
there was a clear divide between production and reproduction, in turn
‘emotionally and mentally’ blocking women from moving out of the
institution of marriage and family. (6-7)

The status of female artists within professional theatre troupes, which
experienced significant growth in the 1950s, plays a pivotal role in Kerala's
theatrical history. During this period, theatre had evolved into a viable source of
income for many individuals, providing actresses with financial independence.
However, society often viewed this newfound freedom as unconventional, leading
to constant comparisons with other women in the community. Such societal
perspectives consistently diminished the social standing of actresses. The situation
of most of the actresses inside the troupes was also distressing. The troupes were
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always headed by male members, who considered actresses inferior.
Discrimination based on factors such as colour, caste, and economic background
was prevalent. The stark salary disparities between actors served as compelling
evidence of these inequalities. Kuttyedathi Vilasini, one of the prominent actresses
of that period, says, “Brony is my given name, and I am the daughter of Joseph and
Annamma from Iringalakuda. However, it was Kochukuttanasan, the director of
the play, who advised me to change my name. He expressed concern, saying, You
might face challenges in the art field with this name. The industry is predominantly
influenced by upper-caste individuals, and Hindus and Nairs may marginalise you.
Consequently, I adopted the name Vilasini, which later evolved into Kozhikode
Vilasini and then Kuttyedathi Vilasini.” (my trans.; qtd in Madathil 123)

The Evolution of Women’s Theatrical Associations

In 1935, Thankam, the granddaughter of Kuttykunju Thankachi, initiated
the foundation of a women’s theatre group. The first play they staged was
Subadraharanam, although it didn’t attain much popularity. By the 1940s, many
female artists came to the arena of theatre. One of the primary reasons for this
change was the proper education undergone by the female population. Education
provided women with job opportunities and better social status. It also gave them
the opportunity to spend more time in public spaces. Sri Chithirathirunnal Library’s
contributions to these changes are remarkable. They brought women to the theatre
and tried to propagate the idea that being a theatre artist is something artistically
and socially valuable. This notion also helped to increase the standard of theatre
itself. Devaki Amma K. G and Pattam Saraswathi Amma are two of the notable
artists who worked in theatre for a long time as a part of this library. But even
though there were many serious interventions by women, men continued to do the
roles of female characters even during the early 1940s. The position and status of
female artists still remained in a complex state.

The evolution of a new theatre language in Kerala after the 1950s
significantly contributed to female participation in theatre space. The new language
tried both to resist colonial influence and also to attempt something different from
the traditional way of theatre. The birth of ‘Nadaka Kalari’ and ‘Thanathu’ Theatre
can be regarded as a result of these changes. Along with these changes, many
theatre workshops and camps started to invite participants in different parts of
Kerala. The number of women participants in the initial theatre camps was very
few. At the same time, in some of the initial workshops conducted in Kerala,
women academicians were invited to address the gatherings. Savitrikutty,
Annakutti, and Lissy Augustin took classes in the workshops conducted at
Sasthaamkota, Koothattukulam, and Dhanuvachapuram, respectively.
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The first theatre workshop organised by Kerala Sangeetha Nataka
Akademi was from December 1973 to January 1974. The total number of
participants was 25, and 4 of them were women. They are Baby T Anthony, V
Ramani, T. T Sarojini, and Moly George. Apart from the actor training, these
workshops also provided the participants a vast knowledge in other technical areas
like light, sound, set, etc.

Female participation in street plays was a notable improvement that
happened during the last quarter of the 20th century. Street plays, in the 1970s,
became a popular and vibrant tool of protest against the numerous injustices
happening around. Padayani, Amma, Spartacus, Naadu Gaddhiga, Vellathala
Mudikkaari Penkutti are some notable examples of street plays with female
participation.

The feminist concept that evolved in Kerala towards the 1980s used theatre
as a shining weapon. The presence of feminist ideas created huge protests and
shouting all around the world and in other parts of the country there to demolish
the gender hierarchy. But in the case of Kerala, the women population was unable
to create such a separate political sphere for them. So, instead of large political
movements and visible struggles, the entry of a bunch of women writers who
considered their works in feminist terms can be regarded as Kerala’s first step in
this direction.

In 1986, Manushi, a women’s liberation organization, took its birth in
Kerala. It evolved in association with Pattambi Sreekantha Government Sanskrit
College. They wrote and performed a street play, Stree (The Woman), including
only female participants. The play points to all the brutal miseries happening in a
woman’s life. Stree starts with a vow, taken by all the students and teachers who
participatedn the play, telling them that they would never offer or receive dowry.
The play became popular throughout Kerala. The participants were Sara Joseph, R.
Sumangalakutti, N Parvathy, K. E Indira, K. M Rama, Geetha Joseph, and K. P.
Sreeja. They gave focus to all the contemporary issues faced by the female
population. It can be considered as a parallel approach to the gathering of
Antharjanams that happened in the 1940s, which resulted in the production of the
play Thozhil Kendrathileek.

Samatha was another women’s organisation that evolved during the
election period of 1987. T. A. Usha Kumari, professor of Kerala Varma College,
took initiation for its formation. When compared with the activities of Manushi,
Samatha’s viewpoint was much more comprehensive. It was a large group which
included students, housewives, farmers, etc. They also actively participated in
theatre camps, wrote scripts and staged plays. These women's associations
organized many ‘Kala Jadhakas’ throughout Kerala and in many other parts of
India, with a large number of female participants. The women’s theatre camps and
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workshops organised in the different parts of Kerala largely contributed to the
growth of female artists in theatre. The women’s theatre camp organised by
Kudamaloor Women’s Study Centre is important in this list. It was from 1992
December 19 to 25 at Koothattukulam High School under the leadership of Mini
Sukumaran. It was the first theatre camp in Kerala organised by women for
women. They trained artists to perceive theatre as an art form and also as a medium
through which they can voice their opinions. This camp contributed to many
women theatre artists.

As a result of this, in 1994, Sreelatha initiated a theatre group named
Abhinetri, and C S Chandrika formed another group called Medha. Later, another
group evolved called Nireeksha. All these groups wrote and staged several plays.
Eetho Chirakochakal (An Echo of Unknown Wings), Abhinetri (The Actress),
Kudiyozhikkal (Eviction), Pravachaka (The Spaewife), Aanungal Illaatha
Pennungal (Women Without Men) by C. V Sudhi, Matsyagandhi (The One Who
Smells of Fish), Chakki-Changeeran: Oru Family Reality Show by Sajitha
Madathil, Devasilakal (God’s Pillars), Savitrikutty by Sreelatha, Ororo
Kaalathilum, Kalakaariyude Kadha (The Story of An Artist), Kalyana Sari (The
Wedding Dress) by K. V Sreeja are some major examples.

Conclusion

The socio-cultural conditions of Kerala during the early periods distanced
women from being active social agents and created more difficulties in achieving
social equality. As with the case of theatre, from the very beginning to recent
times, male supremacy was prevalent in all sectors. Accordingly, the identity of
female characters on the page and stage was first created and propagated by male
playwrights and male actors. The female populace that came after, had to follow
the strategies which were already been created by male dramatists to please the
audience and safeguard their positions in the arena of theatre. Eventually, the later
group of women dramatists made some conscious efforts to redefine femininity on
both the page and stage. This led to women starting to showcase new aesthetics,
including those in themes, body language, costumes, and sets to stagecraft; they
tried to develop an identity and style of their own. The establishment of drama
schools, the evolution of women’s theatre collectives, and the increase in the
number of women who earned education from drama institutes aided this change.
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Abstract: Harold Pinter, the 2005 Nobel Laureate addressed the contagious
attitude of man which pervaded everywhere in the post-war world in his plays. A
great body of literature has been written based on the psychological insights of
these psychologists and various themes like Oedipus complex, Electra Complex
etc were shaped accordingly. The main character of A Night Out, Albert Stokes is
an emotionally inarticulate loner, socially awkward and fearful of women. He is a
mother's boy at 28, and still lives with his needy and controlling mother, who
maintains him in a childlike state of dependency and worries that he might be
shaming his long-dead father and grandmother by leading an 'unclean life". The
night out of the title is a work party, a hard-won escape for Albert from his prison
home which turns to humiliation when he is unfairly accused of improperly
touching a female colleague. Returning home, the drunken Albert rebels against
his mother's bullying and comes close to striking her down. When, later that night,
he is picked up by a lonely and desperate girl he cruelly uses her to re-enact his
relationship with his mother, casting himself in a dominant role. The paper aims to
examine the strands of Oedipus Complex in Pinter’s famous play A Night Out.

Key Words: psychology, Oedipus complex, contagious.

Harold Pinter, the versatile 20" century playwright carved a forte for
himself in British drama. A Jew by birth settled in the East End, known to the
world theatre today as a candid advocate of psychological, absurd and political
issues addressed the contagious attitude of man which pervaded everywhere in the
post-war world in his plays. Known as Britain’s most challenging and
uncompromising -playwright, Pinter won the 2005 prestigious Nobel Prize for his
outstanding contribution to playwriting and theatre study.

The findings of psychologists have been a dominant component of
modernism in this century- James Joyce and D H Lawrence in fiction, Eugene
O’Neill, Arthur Miller, Tennessee Williams in drama to mention a few. The theme
of Oedipus complex as evident in A Night Out is examined in detail with a
discussion of some of the theories of psychology and Pinter’s use of them.

Man is a complex being who evades analysis. Since the beginning of
civilization philosophers have tried to analyse man in terms of his mind and heart,
body and soul, matter and spirit to find clues to his conduct and often concluded
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that the oppositions in man result in dissonance. The emphasis has always been on
the purity of soul and man’s effort to preserve it. The body which is sensual is a
bundle of man’s emotions and feelings and that may contaminate the human soul.
The advent of rationalism and empiricism, new scientific discoveries etc created
much change in the outlook of man and even belied the biblical account of the
creation of man. Nietzsche’s philosophy which pronounced the death of God
denied the divine operation in human affairs. Freud’s analysis of human
consciousness into conscious, subconscious and unconscious categories offered a
new knowledge of human nature. Man’s personality can thus be analysed with the
psychological theories of Freud, Jung, Homerelane and so on. A great body of
literature has been written based on the psychological insights of these
psychologists and various themes like Oedipus complex, Electra Complex etc were
shaped accordingly.

The unusual and outlandish relationship between the mother and a son is
rooted in the sexual motive just as the father’s love for the daughter is similarly
rooted. This unconscious attachment between the parents and children elucidates
frigidity in woman and impotency in man. If a young man fails as a lover the
reason could be his unconscious attachment to the mother and if a young woman
fails to respond to the romantic advances of young man, it could be a sexual
attachment to her father. The unconscious becomes more pronounced if there is a
discord in the family. If a wife is disappointed with her husband, in such a woman,
the desire for the husband substitute is more pronounced. She becomes possessive
and prevents her son from taking to a woman. This may cause tension and even
disintegration the family.

Harold Pinter presented these types of regressive tendencies through his
characters in his plays. His plays like The Birthday Party, Night School, A Night
Out have women with psychological disorder. In 4 Night Out, the regressive
tendency in Mrs Stokes makes her define life for her son. The memories of her
husband are so strong that they become the guidelines of every action of her son
who has been under his mother’s sleuth for too long and hence remains stunted
emotionally. He often fails in his relation with a young woman of his age. He often
becomes miserable unable to live by himself and give up his mother. In The
Birthday Party Meg, the childless woman is reluctant to discharge Stanley, her
border who had become for her a substitute son and a substitute husband. Her
strong desire to be a mother, for child bearing is suggested in her holding on to
Stanley and refusing to send him out of the house. The incapability of her husband
might be due to his conception of purity in women which he did not find in his
wife.

The abduction of Stanley by Goldberg and McCann has all the warnings of
abortion of Meg.In Night School, there are two women both childless and who are
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dependent on Walter. They are so dependent on him that they turn a blind eye to
his criminal conduct. They are afraid that any attempt at correction will result in
losing their adopted son.

In A Night Out, Albert finds himself dominated by his mother. At an office
party he is heartlessly pestered by his colleagues and arrives home, his rage rising.
When his mother nags he attacks and leaves her, gets picked up by a girl and is
able to reduce her to humble servility. Yet, when he arrives home his mother is
there fully recovered and ready to reassert her supremacy. Simon Trussler puts it:
“Albert is a failure to kill his mother-just as Stanley had failed to strangle Meg in
The Birthday Party-nevertheless encourages him to exercise a little brief authority.
From this however he learns nothing” (67).

Albert Stokes, an assistant director in a Film Institute needs to be assisted
by his mother in everything he requires which makes her dominate and control his
body and soul. He is still childish and looks younger than his years. Mrs Stokes, his
mother is a nagging harpy, domineering, dominating and garrulous who realizing
her son’s weakness tries to have hold a grip on her grown up son. The crippled
protagonist, Albert is pained and disgusted with her fussy and over mothering
which reduce him a prisoner and convict of her care and affection. He wishes to
free himself from the protective. clutches of his mother by staying out of home in
the nights. He attempts twice in this effort but fails and returns home facing similar
experience of disappointment and disillusionment outside.

The play straight away introduces the problem with Mrs Stokes calling
from the upstairs her son many times and Mr. Stokes ignoring them. Evidently, he
is indifferent to her calls. Taking every decision for him she has denied him a mind
and a will which he might call his own. He is watched over every moment and
cannot have a private life without his mother’s knowledge.

She has become quite amorous and fond of her son since she has lost her
husband. She might have been terribly disappointed with her husband. The
possessive mother expects at least her son, to be obedient and bound to her. She
does not want him to go out leaving her alone at home. She is Pinter’s best
example for parental domination and possession. She stands for the maternal
assertion or possessiveness and protectiveness against the incursion and
interference from the world outside. She seems to be protecting her husband, sons
or lovers or lodgers from others out of the door as if that is the only motif of her
life, dedicating to them.

The passionate and possessive mother Mrs Stokes wants her son’s
company in the night. The moment she hears his leaving for a party she is shocked,
surprised and bewildered. Albert understands his mother’s extreme sense of
disappointment, and tries to convince her by making the promise, “I won’t be late.
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I don’t want to go. I’d much better stay with you” (6). The mother and son seem
for a while become wife and husband and the latter promising to play game of
cards.

Mrs Strokes is possessive and even jealous of the girls from her son’s
office who he would meet in the parties. Albert is indirectly warned not to stumble
in love with his office girls. She cannot bear the idea of her son falling in love with
others. She is afraid of his going outside and meeting people. He is her dream
world. Without Albert she becomes mad.

Mother: Your father would turn in his grave. If he heard you raise
your voice to me.You’re all I’ve got. Albert. [ want you to

remember that.I haven’t got anyone else. I want you...I
want you to

bear that in mind.
Albert: I'm sorry...I raised my voice
He goes to the door
(Mumbling)I’ve got to go.
Mother (following): Albert!
Albert: What?
Mother: Are you leading a clean life?
Albert: A clean life?
Mother: You're not leading an unclean life, are you?
Albert: What are you talking about?
Mother: You’re not messing about with girls, are you? You’re not
going to go messing about with girls tonight?
Albert: Don’t be so ridiculous
Mother: Answer me Albert. I’m your mother
Albert: I don’t know any girls (6-7)

Mrs Strokes devises many modes to bind her son-sometimes by reminding him
about her widowhood which left her forlorn and alone. Playing card games with
him might relieve her for a time. But this is a strategy to detain the son. Another
ploy is invoking her husband’s character and imposing it on him. This is to ensure
that her son does not flirt with women who will wean him away from her. The
concern for her son’s personal deeds, his private life is a mask for her unconscious
attachment to her son. Psychologically speaking, she substitutes her son for her
husband.
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Mrs Strokes never says that she has complaints against her husband. She has
respect for him even though he has passed away physically. If Albert had lost his
masculine power, he is sure that it is because of the mother obsession. When the
party is in progress, the typist girl teases him, Eileen all of a sudden scream sharply
complaining that Albert has taken liberty with her. He is asked to apologize to his
lady colleague for insulting her. Gidney deliberately comments that he is “a
mother’s boy” (30). This teasing experience makes him return to his mother. Mrs
Strokes denies his freedom and even disturbs his natural growth. Her expectations,
demands and observations are unnatural and reveal her Oedipus Complex. But
Albert neither loves nor hates his mother.

Albert is just like a ball in the court of his mother and when she hits him he
bounces back to her. He cannot go anywhere. According to Simon Trussler:

The play’s long penultimate scene takes place later the same night, in the
room of a prostitute who has picked up Albert as he gravitates back to the
closed coffee-stall. The two swop morale-boosting fantasies until the girl’s
pernickety concern to keep the cigarette ash off her carpet, too reminiscent
of the motherly nagging Albert thought to have escaped, drives him into a
second frenzy: he terrorizes the girl for a while indulging in petty bossing-
about rather than overtly sexual assertion-then leaves. Returning home, he
finds his mother on whom the impending blow had evidently not fallen
after all, waiting up for him-reproachful, forgiving, overwhelming. Like
most night out, this, too, has arrived at its morning after. (65)

Albert leaves home to escape, but receives a bitter experience with the tart
and gets back home once again. His mother has again a non-stop monologue that
anything and everything she does is for his own good. There is the likeness to an
absurd play as has been pointed out by Ronald Hayman:

This is writing which succeeds by breaking all the rules of writing. It’s
good because it’s so realistically full of bad syntax, tautologies, pleonasms,
repetitions, non-sequitors and self-contradictions. The characters are not
only uninterested in listening, but they are hardly interested in what they
themselves are saying (7)

As the play ends, we are confused as whether the situation in the house is
changed or not. “Has Albert’s show of domination over the prostitute given him the
confidence to dominate his mother too? His silence could imply that. But, equally,
it might mean that he has surrendered and resigned himself to a life of dependence”
(Esslin 82-83).
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Abstract: According to Dr. B. R. Ambedkar, in his magazine Ostracized cultural,
he states that, “Dalit hood is a kind of life condition that characterizes the
exploitation, suppression and marginalization of Dalit people by the social,
economic, cultural and political domination of the upper castes Brahmanical
ideology.” Dalit autobiographies serve as an expression of the experiences of
marginalized peoples who have historically been oppressed and dehumanized. In
this study, primarily focusing on the two autobiographies of M Kunjama'’s Ethiru
(Dissent) and K K Kochu’s Dalithan (Dalit). The study highlights the importance of
Dalit autobiographies and how its shed lights on oppression and empowerment of
Dalits. To comprehend how individual stories, contribute to a collective Dalit
consciousness, the primary objective of the analysis and comparison of two Dalit
autobiographies is being undertaken. Examining the distinctive elements of each
autobiography, identifying shared struggles, and evaluating the influence of these
works on the formation of social consciousness are the objectives of this study.
The study uses a qualitative comparative methodology that is based on in-depth
textual analysis. To recognize identity, resistance, and empowerment,
comparative frameworks are used. To strengthen the comparative viewpoint, the
study also incorporates secondary sources, such as scholarly analyses and critical
reviews. To conclude, the autobiographies of Dalits go beyond the personal
narratives and influence the collective awareness. This study exploring the caste-
based oppression and the empowerment in each narrative. Its helps to
understanding of Dalits' real-life experiences and the power of autobiographical
stories to bring social change.

Keywords: Dalit Autobiographies, Oppression, Empowerment, Comparative
literature

Introduction

About my race...
I see no alphabet.
About my race I see histories

of many races (Poykayil Appachan, Malayalam
Dalit Writing,5)
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Autobiography is a relatively modern European invention. The word was
first used in English by Southey in 1809 (Krupat22). M.H. Abrams writes about
autobiography in his 4 Glossary of Literary Terms that, Autobiography is a
biography written by the subject about himself or herself. It is to be distinguished
from the memoir, in which the emphasises is not on the author’s developing self
but on the people, and that the author has known or witnessed, and from the private
diary or journal, which is a day-to-day record of the one’s life, written for personal
use, and satisfaction, with little or no thought of publication (Abrams23).
Autobiographies in India are sourced from the ancient Indian mythological
literature. Hindu and Buddhist writings, which resemble autobiography, share
comparable characteristics. The first known biographical work in all ancient Indian
literature is thought to be Banabhatta’s Harsha Charita, written in the seventh
century. Autobiographies were beginning to be acknowledged as a literary form by
the end of the eighteenth century. Many autobiographies were produced soon after
the middle of the 19™ century due to English education. English has become the
language preferred for education, propelling literature to a higher plane.
Consequently, many intellectuals of the time started writing in English. The short
English autobiography of Raja Ram Mohan Roy is among the first autobiographies.
During the 20™ century autobiographies were flourished more and the genre was
crucial in influencing people by providing insights into the challenges, victories,
and viewpoints that shaped India’s shifting socio-political environment. Meanwhile
Dalit autobiographies has been off from the literary canon. The study highlights the
importance of Dalit autobiographies and briefly examine its origin by primarily
focusing on the two autobiographies of M Kunjama’s Ethiru (Dissent) and K K
Kochu’s Dalithan (Dalit).

Dalit Literature an Overview

The term Dalit literature came to appeared in 1958 during the initial
conference of the Maharashtra Dalit Sahitya Sangha (Maharashtra Dalit Literature
Society), a movement led by intellectuals such as Jyotiba Phule and Dr.B.R.
Ambedkar. According to G N Devy,

The Dalit literary movement that has been flourishing in Marathi — as in
several other Indian languages such as Kannada, Tamil, Telugu, Hindi, and
Gujarati — during the last four decades will probably be recognized by the
future historians of Indian literature and society as another such movement.
(Devy: xiii).

Dalits encouraged to embrace their history and culture by the movement,
which gave them a sense of identity and dignity. Poetry, novels, and
autobiographies were used as platforms to affirm Dalit identity and depict the
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complex facets of their lives. Furthermore, the movement was instrumental in
fostering solidarity among Dalits, bringing them together through common literary
experiences across geographical boundaries. Bama (Karukku), Dr. Narendra
Jadhav (Untouchables: My Family's Triumphant Journey Out of the Caste System
in Modern India), Dr. Sharankumar Limbale (The Outcaste), Om Prakash Valmiki
(Joothan: A Dalit's Life), and others are some of the most well-known authors of
Dalit literature. It is conceivable to contend that works about Dalits written by non-
Dalits with a Dalit consciousness, such as upper-caste authors Mahasweta Devi,
Mulkraj Anand, and Premchand, can rightfully be classified as Dalit literature.
Despite not being Dalits, they have depicted the challenges and struggles faced by
Dalits.

In the context of Kerala, Dalit literature grow along with Dalit political
movements. At first, Sanskrit literary traditions have influenced Malayalam
literature. Malayalam literary sensibility was focused on concepts like spiritual
liberation, fulfilment, and sensual ecstasy (Dasan et al, xxiv) Even the term Dalit
appeared in the socio-cultural milieu of Kerala only in the late1970s (Dasan et al,
xiii). From the 1990s onwards the Malayalam literary scenario has seen
celebrations of the differing and plural voices of the historically marginalized,
oppressed, and unrepresented (Dasan et al, xxxii).

In Dalit literature, Dalit autobiographies are powerful instruments for
expressing the challenges, desires, and experiences of the Dalit community in
India. Dalits, who were historically marginalized and oppressed, have discovered a
powerful voice in literature through which to tell their stories and claim their
identity. Through a comparative analysis of two Dalit autobiographies of M
Kunjama’s Ethiru (Dissent) and K K Kochu’s Dalithan (Dalit), this paper
highlights the different narratives that comprise the Dalit experience, providing a
sophisticated examination of personal experiences, oppression, and empowerment.
Through the powerful medium of autobiographies, authors can effectively navigate
the complexities of their identities, share personal stories of overcoming systemic
discrimination, and contribute to a collective narrative of social transformation.
The primary objective of the paper is to shed light on how personal narratives
interact with larger social and political contexts by comparing the approaches taken
by the authors. Additionally, it seeks to emphasize the importance of these
autobiographies as tools of empowerment, questioning social norms and promoting
a better comprehension of the Dalit community's continuous fight for social justice.

A Comparative study of M Kunjaman’s Ethiru (Dissent) and K K Kochu’s
Dalithan (Dalit)

The journey of M. Kunjaman from childhood poverty, caste
discrimination, oppression to expert economist is beyond comprehension for
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anyone. He was always a wounded child, even after attaining enormous success
and receiving accolades in his later years. He is the first Dalit student to win the top
MA economics rank since former President KR Narayanan. In the book, the early
years are set in a village in the Palakkad area of Kerala. The most horrifying
passage in this part is his description of a dog battle that erupted over food. Eating
in little pits dug distant from the kitchen, the upper class used to feed the Dalits
back then. They could not even eat from a freshly harvested platin leaf, or even
from a plate. He creates,

"Now that I think about it, that was a fight between two dogs, not a
relationship or conflict between a human and a dog. For porridge, two dogs
are fighting (Kunjaman:13).

The deprivation and challenges faced by the Dalits in India are mostly
caused by the historical and institutionalized discriminatory systems based on
caste. Economic hardship is a direct consequence of social marginalization
experienced by Dalits, who are often relegated to the margins of society. Dalits are
locked out of basic resources, employment possibilities, and educational prospects,
which keeps them trapped in a cycle of poverty that lasts for decades. Widely held
prejudices restrict their ability to grow as people and make it more difficult for
them to make ends meet. He claimed that when he was addressed by his caste
name,

“I have a name. I am Kunjaman.” (Kunjama:15)

Beyond the boundaries of social discrimination, Kunjaman delivered a
deep remark in response to the derogatory implications of his caste name. At that
critical point, he refused to give in to the degraded implications of the caste-based
address. "I am Kunjaman," he asserted (Kunjama:15), rejecting the caste-related
identity that had been imposed upon him and asserting his inherent dignity and
individuality. This courageous and deliberate act of resistance was a rejection of
allowing oneself to be defined by the borders of a discriminatory social hierarchy.
By putting forth this assertion, he became a symbol of resistance and contributed to
the ongoing struggle against the ingrained prejudices that persist in the institutions
of society.

Dalithan is a remarkable autobiography written by K K Koch and his
autobiography contains very little narratives about his personal life. As Sarah Beth
claim about Dalit autobiographies that.

Dalit autobiographies are designed to be seen as a representative personal
history in which a ‘ordinary’ or ‘representative’ Dalit utilizes his tale to
speak up for others who are suppressed by caste discrimination. Even
though Dalit autobiographies evoke multiple subjectivities in which the
individual ‘I” is related to the social “We’, these two have a complicated
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bond that is neither straightforward nor unproblematic. Because everyone
has many identities (religion, class, occupation, caste, location, gender, and
so on), no single person can symbolize the diverse identities possessed by
each group member, he must consider. When addressing the subject’s
‘representative’ nature in Dalit autobiographies, it’s vital to pay attention
to situations where the subject ‘I’ has trouble representing the ‘We’,
whether it’s another Dalit individual or perhaps the Dalit community (Beth
:549)

This is what distinguishes him, though, and what sets this work apart is his
attempt to go against the accepted autobiographical writing style. He adds more
histories which tells the story of Dalits in general. Regardless of whether Koch's
autobiography is seen to be relevant to the general public's curiosity about Dalit
life, it can be claimed that it is not a part of any one agenda-driven mass
media. This autobiography author gained prominence among the Dalits following
his establishment in the mainstream. Therefore, in his observations and
experiences, his carefully selected collective action becomes more vividly
remembered as a shared historical event. Furthermore, many of the so-called
fragmentary events, struggles, and human movements that constitute up
contemporary history are disappearing. This suggests that the autobiography aims
to portray the forgotten past rather than the distinct or collective region referred to
as the Dalit community. As a result, it is likely to endure as a record of the unseen
forces influencing contemporary events and as a source of creative inspiration.

Kochu discusses the specifics of his own journey through a caste-based
society riddled with prejudice and discrimination. His battle to define himself
outside the bounds of a settled caste identity is compellingly examined in his
autobiography. In the autobiography, he describes his attempts to comprehend the
historical background that created his identity and his quest to untangle the
complex web of caste-based prejudice that has grown up over generations. A
critical examination of the systemic injustices that have affected Kochu's
community is prompted by his investigation, which highlights the brutal realities of
the caste system and attempts to reclaim a sense of identity and legacy. His
investigation into the past of his forefathers to create an accurate depiction of the
social structure that prevailed at the time. As the plot progresses, vivid and
impactful descriptions highlight the intricate relationships, power conflicts, and
widespread effects of caste-based hierarchies. This study provides a historical
perspective on the struggles his ancestors endured as well as a broader social
critique by illuminating the oppressive factors that shaped their lives inside the
intricate caste system.
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Conclusion

A complex web of shared challenges, individual resilience, and a collective search
for justice and identity emerges from the comparison of these two Dalit
autobiographies, each of which offers a unique viewpoint on the Dalit experience.
Throughout the book, the themes of oppression, resistance, and empowerment
develop again, challenging accepted wisdom and providing insightful insights into
the complex aspects of the Dalit experience. Resistance to the systemic caste-based
inequality that dominates Indian society is a recurring issue in both
autobiographies. It is evident from the comparative analysis that the writers take
different routes to complete their journeys. In conclusion, the comparative study of
these two Dalit autobiographies provides a comprehensive understanding of the
Dalit experience, highlighting a range of oppression and empowerment.

Works Cited
Kunjaman M, Ethiru, D C Books, 2020
Kochu K K, Dalithan, D C Books, 2019

Ambedkar, B. R. The Ostracised India (Bahishkrit Bharat) (a fortnight magazine). Mumbeai.
26. 6. 1927. Print.

Abrams, M. H. A Glossary of Literary Terms.Delhi: Akash Press, 2007.Print

Beth, S., “Hindi Dalit autobiography: An exploration of identity”. Modern Asian Studies,
2007.

Devy, G. N. "Introduction." Limbale, Sharankumar. The Outcaste. 2008.
Dasan, M. et. al. (ed). Malayalam Dalit Writing. New Delhi: OUP, 2012

Krupat Arnold, American Literature, The Indian Autobiography: Origins, Type, and
Function, Vol. 53, No. 1 (Mar. 1981), Duke University Press

Sarode, Rani Somnath, A study of selected autobiographies in Dalit literature, Unpublished
Thesis,  Department of  English, Tilak  Maharashtra  Vidyapeeth,
http://hdl.handle.net/10603/87036

Abdul Jaleel. M, Dalit Identity and Literature: The Kerala Context, IIELLH International
journal of English language, literature in humanities, Vol.5 Issue 4, April 2017

https://www.academia.edu/33241427/DALIT IDENTITY AND LITERATURE THE KE
RALA CONTEXT

Chakraborty, Lekha. M Kunjaman, a colossus who sharpened focus on the poor- The New
Indian Express. Jun 21, 2024

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



HOW FAR CAN STORIES TRAVEL? ANALYSING THE ‘MANY
WORLDS’ IN CAVITTU NATAKAM THROUGH THE LENS OF
TRANSLATION

Jemsy Claries Alex

Doctoral Candidate, Comparative Literature and
Translation Studies, Ambedkar University Delhi

Abstract: The paper tries to look at how translation as a process is instrumental
in bringing the worlds together and paving a way to see the texts before as not
recreations or retellings of previously existing literary works but roads to
discovering the converging and mingling of multiple worlds. In this paper, through
the various understandings of World Literature argued and stated by theorists, a
middle ground is drawn to see how stories carried away from their place of origin
have a way of being retold and adapted into new cultural settings, where they
attain new meanings and identities. Through the example of Cavittu natakam, a
musical dance drama, an analysis is attempted to see how stories from different
times, different cultures, and different languages have created multiple worlds in it
and how each performance and each retelling brings together these many worlds.

Keywords: World literature, translation, retelling, Cavittu natakam

Introduction

For a layman, the term world literature may mean the literary productions of the
world. The complexities and vastness the term holds are immense, such that since
Goethe’s renowned coinage of the term weltliteratur and the recent discussions
around it by various scholars, the concept has grown to hold several layers. We all
reside in one of these layers, even at times sliding from one layer to another,
consciously or not. The real question is: how many layers are we familiar with?
How is this familiarity born? Mostly, these questions are rarely looked at, or even if
they are, they get intertwined with the politics and power dynamics working around
globalisation and labour. It was indeed globalisation that brought the books of the
world to our shelves. The invention of the printing press initiated the printing and
publishing of books and journals on a larger scale, and with the advent of
globalisation, the world became ‘visible’ to us. Although the range of the visibility
is something to be debated, this new ‘visibility’ not only helped the readers get a
taste of the trends, cultures, and styles of the other worlds existing around them, it
also presented before them a history of cultural and linguistic exchanges that had
happened before their time. The paper here attempts to address these exchanges that
have happened in the past to draw attention to how certain literary works carry a
world within them, that is, a world entirely different or foreign from the world in
which they live. By emphasising the extraordinary characteristics inherent in stories,
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about them being excellent shapeshifters, a diachronic reading is done on the
musical dance drama of the shore, Cavittu natakam, to understand the many literary
and cultural worlds embedded in it.

As mentioned before, usually when someone traces a similarity or a recreation of an
already existing piece of literature in a new culture or in a new language, the initial
attempt is to attach tags and compartmentalise them, especially as mother texts, or
ur-texts, often treated or revered as the ‘original’, and the later ones as the
translations. Is it that simple? Does confining something into boxes based on their
similarities, differences, place, and time of origin have anything to do with these
texts? What about the historical and cultural nuances surrounding it? Keeping in
mind that loss in translation and untranslatability occur, mostly with a critical eye,
we read these texts as keys that open doors to different linguistic and cultural
systems. This trust we keep in translation is what has spearheaded the translation of
literature to grow and be a major contributor to world literature. However,
sometimes we are blinded by this trust and only look at the translated literature as
works that have been created out of something ‘original’, focusing on the limits and
losses that have happened to these translated works. Seldom do we look at their
sources of inspiration through them to understand what would have triggered a
certain work to relive a life so differently in a different context among a different
public. Once we start looking at it, we start questioning the ideals and definitions of
translation. What does it mean by translation? What does a translated text mean to
us who are reading it? If it is treated as coming from an ‘original’, then what is the
identity you give to these texts? Is it the sense that something is ‘lost’ that allows
the translated literature to be treated as something that is always associated with the
source text? The paper tries to look at some of these confusions that revolve around
translated literature. This paper tries to see if translated literature could be
considered to play a significant role in the literary system, in the making of new
worlds, and in bringing different worlds, cultures, times, and texts into contact. And
for that, I would be taking a look at the various stories, some historical, some
legendary, some mediaeval, in the Christian theatre of Kerala, Cavittu natakam. The
paper is not about attempting a historiography of the theatre or drawing a stemma of
the stories the performances carry, but about proposing how stories retold can hold
altogether new stories of multiple worlds.

World Literature: The Many Definitions

Before entering into locating these worlds within Cavittu natakam, 1 would like to
look at how worlds are understood in terms of World Literature in our times,
especially from an academic standpoint. Rather than pointing out the various
postulations raised by theorists, I intend to explain my understanding of World
Literature and how I perceive it in order to understand the positioning of translated
literature in this literary system.
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It was Wallerstein’s “world-systems theory” that noted the unequal exchanges that
exist within literary production. Even though it looked at World Literature from an
economic point of view as a world system within which literature is produced and
circulated, it would not be wrong to say that the core-periphery binary was
highlighted through his essay. Later, many theorists, like Casanova, studied these
“unequal exchanges” that happen in the literary system. The World Systems Theory
was built on the existence of dominant and dominating countries/cultures/languages.
One way or another, the world-systems theory, with its emphasis on the social
structure of global inequality, could be seen as the entry point to understanding
World Literature. However, it was the circulation of literary texts around the globe
that helped deal with the abyss. With the gap getting smaller, new theories and
concepts came to define and understand the whole idea of World Literature.

Let me enter the discussions through Damrosch’s (2003: 281) threefold definition,
which described World Literature as “an elliptical refraction of national literatures”,
“writing that gains in translation” and “not a set canon of texts; but a mode of
reading: a form of detached engagement with words beyond our own place and
time”. The significance he devotes to translated literature is visible in these points.
“An elliptical refraction of national literatures” is nothing but the literatures
crossing their national boundaries, which to a greater extent happens only through
translation. His very idea of world literature is thus grounded on the efforts of
translation and the translated works being circulated and ‘read’ around the globe.

Prendergast, in his essay ‘“Negotiating World Literatures” (2001: 104) identifies
Goethe’s Weltliteratur as more of his dream of literature crossing national
boundaries. He argues that “‘world’ here thus not mean ‘global’- in the sense of all
the literature of the world-but rather ‘international’, structures that arise and
transactions that occur across national borders.” Going by this view, it is easy to
identify the visible undertones of the necessity of translation in the growth of world
literature. Literary texts travel even without translation. It is not always mandatory
that a text be translated for it to be received and recognised in a ‘foreign’ culture.
On the other hand, many translated texts would not even have the aesthetics or
captivating power to enthral the audience in the way the source text would have
done. Admitting that these fluidities exist, the point here is to draw attention to the
role played by translation in bringing the world together.

With the discussion of world literature and the play of power happening, it becomes
relevant to address the question of whose world we are talking about. From my
understanding, for me, there exist two worlds, which I would try to identify as the
world with a capital ‘W’ and ‘w’, the world in small letters, and not go for the
commonly used binary of West and East. These two worlds exist side by side, but
they do not run parallel. They are created out of the disparities and diversities that
exist in the literary space. Earlier, the issue was about people not recognising the
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existence of these worlds. Now things have changed. We have acknowledged the
differences that exist and are trying to overcome them through translations or by
learning new tongues. Nonetheless, the major concern is how far we have gone in
understanding and studying these disparities and the reasons behind their existence.
Relying on translations alone and treating them as the saviour only makes them look
like texts that were born to bridge the gaps and bring the worlds together. This, in a
way, reduces them to the status of bridges for crossing borders and does not treat
them as new literary experiences in themselves. My major concern here is that we
should understand that translations do not always bridge the gap; they are not
always the pillars on which the planks should be laid to reach the other end. They
can also become individual roads leading to an entirely new literary experience.

If the binaries in world literature were always in question, Beecroft (2008: 100)
spotted the various modes through which the literary system exists. For him, this
model helped him to look at world literature as an “unhyphenated” experience
offering a space of artistic production and not one that deals with the division of
labour. Skimming through the various studies on World Literature, 1 prefer to
understand it in “multiple senses” as Damrosch did (2009: 496). Hence, in my
understanding, world literature should be seen as a form of reading—a way of
coming into contact with the various literary systems around the reader and
understanding the power dynamics existing between them. It is everything that
everybody has discussed and proposed so far, but it is not just that. The very idea of
World Literature lies in not just reading various literary productions from different
parts of the globe or initiating large-scale translations. It is about being retrospective
about the growth and development of the concept, keeping an open mind to
celebrate the linguistic and cultural heterogeneity it provides, and always
questioning the relevance of the very idea of World Literature. It is that
heterogeneity I intend to look at through Cavittu natakam. Scholars who have
studied the musical drama have tied its connections to the European Middle Ages
and the presence of the stories of the legendary Christian emperor of Europe,
Charlemagne. However, these studies have not created that strong a ripple in the
sphere of Charlemagne discourse, leaving the Indian Ocean theatre and its stories of
a legendary mediaeval figure to remain on the shores of Kerala. The histories and
exchanges around the Indian Ocean hub for centuries were all about maritime trade
and colonial encounters. With the Indian Ocean world emerging as an active
discourse lately, a look at the stories that hover around the littorals of this world
could be called similar to going down the rabbit hole. It goes past the already
known, read, and studied markers of colonialism, trade, and the birth of Semitic
religions and opens a world of stories of people travelling across the waters,
surviving, and adapting in new forms on the shores.
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The Worlds in Cavittu natakam

The origins of Cavittu natakam have been associated with Kerala in the sixteenth
century, a time when the Portuguese were vigorously building their empire around
the Indian Ocean hub. The confusion and stories around whether the dance drama
was an after-effect of the 1599 Synod of Diamper or an effort from the side of the
Christian missionaries who came with the Portuguese traders to instill a Christian
spirit merged with the cultures and arts of the then Malabar are still unclear.
However, considering the presence of the story of Charlemagne and his paladins in
the most important play in the drama, Katalman Caritam more or less talks for itself
about the role the foreign missionaries or even the traders might have played in the
scripting of the play. The Katalman Caritam is a play, primarily divided into four
sections, describing four different yet connected stories, namely, Arcélikka
natakam (The Story of Princess Angelica), Katalman natakam — Plorippas
bhagam (Story of Princess Floripas), Kocu Roldon (The Story of Little
Roland), and Parimarute Maranam (Death of the Paladins). As a whole, the
Caritam tells the story of the Christian ruler of Imperial Europe, Charlemagne, and
his twelve faithful peers.

Talking about Charlemagne and his whole corpus of chronicles and chansons de
geste (mediaeval French epic poems of chivalry) written about and around him
could be compared to the mediaeval literary tradition surrounding King Arthur.
Although the Matter of France and the Matter of Britain account for serious and rich
sources of mediaeval literary excellence, Charlemagne was no mythological
character like King Arthur. A historical Frankish king of the eighth century, King
Charles became Charlemagne or Carlo Magno over the years through the chivalric
songs and chronicles, making him both a European icon and a legend. Matthew
Gabriele (2011: 1) states that, “In the ninth, tenth, and eleventh centuries, telling
stories about Charlemagne meant telling stories about a (lost) Golden Age whose
contours shifted across time and space.” The Vita Caroli Magni by Einhard, written
between 829 and 836, which came out as a biographical account of the emperor
during his lifetime, became instrumental in laying the foundation for the chivalric
epics and chronicles to follow later. As written by Thomas F.X. Noble (2008: 15),

Einhard created a fundamentally secular Frankish warrior and ruler, and his
positive evaluation carried the day, even if it was itself subject to various
revisions when East and West-Frankish kings sought to make Charlemagne
their own. This series of revisions handed the future a rich set of
possibilities for reflecting on, adopting, and adapting Charlemagne.

However, the vital piece of work, a classic in every right, that delivers the chivalry
and Christian spirit of Charlemagne and his soldiers is the eleventh-century French
epic, La Chanson de Roland (The Song of Roland). The Song of Roland is a detailed
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account of the war Charlemagne and his peers waged against the Saracen King
Marsile and his army. The text talks about Count Ganelon’s treachery, the death of
the paladins, and the revenge of Charlemagne on his enemies and the traitor.
Parimarute Maranam in the Caritam could be identified as carrying similarities
with the chanson, with the play describing the death of the paladins, especially the
painful death of Roldon, and Katalman'’s revenge upon the traitors with God’s
grace.

A later work, a Latin chronicle belonging to the twelfth century, Historia Magni et
Rotholandi, also known as the Psuedo-Turpin Chronicle, has been credited with the
later translations and adaptations that have happened in other Romance languages.
During discussions with Jace Stuckey and Matthew Gabriele, two Charlemagne
scholars, I learned that around the Middle Ages, especially in the twelfth and
thirteenth centuries, the chronicle was widely in circulation, with over a hundred
manuscripts. They even proposed the idea of the Katalman Caritam being
influenced by the chronicle, considering the origins of the Caritam are associated
with the Portuguese missionaries, whose liturgical language was Latin. However, in
a recent article, “Nummada Kaaralmaan (OH, OUR CHARLEMAGNE)” (2021),
Geetha K. Wilson and Priyadarsanan Dharma Rajan discusses a strong Spanish
presence in the Katalman found on our shores. They have tried to identify the
similarities the Charlemagne stories of the Caritam share with the Castilian version
of the Charlemagne story Hystoria del emperador Carlo Magno y delos doze pares
da Francia & dela cruda batalla que ouo Oliveros con Fierabras, Rey de
Alexandria, hijo del grande Almirante Balan (History of the Emperor Charlemagne
and of the twelve peers of France and of the crude battle that Oliveros had with
Fierabras, king of Alexandria, son of the great admiral Balan) by Nicolas de
Piamonte and how the Spanish performance, Moros y Cristianos could be called a
counterpart to Cavittu natakam opens a new world for the littoral performance, one
that is different from the mediaeval romances.

Stories Retold and Worlds Made

In my earlier discussions on my arguments on World literature, I have tried to
identify the world as ‘W’ and ‘w’. Being the visible, pronounced, recognised, and
accepted world, the stories and classics springing from the European mediaeval
literary tradition still receive quite a warm reception in ‘“W’. Whereas the stories
retold and adapted to a musical dance drama performed on the wooden stages of
Kerala get confined within the world, ‘w’. To change that, what needs to be done is
to emphasise the recreations and retellings of mediaeval stories in our world.
Translations play a crucial role in the new space of world literature. Without
resorting to translation, access to world literature becomes highly restricted as it is
completely severed by the linguistic diversity that should characterise the works
included. Translation is not about translating the literary content; it is not about
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converting something from a source language (SL) to a target language (TL). It is
beyond those two language systems. In the Indian context, we use the words
rupantar (meaning ‘change in form’) and anuvad (meaning speaking after’ or
‘following’) to understand translation. According to these words, there is a
transformation happening in the texts that undergo translation. They come out as
‘different’ texts. Usually, the difference between the source and target texts is used
to evaluate the extent to which the target text has been faithful to the source. Rarely
is the reception of the text in the target culture studied, focusing on the circulation
and readership of the translated text. This seldom happens because of the
uncertainty associated with defining the role and status of translated texts. Zohar
(2004: 200) was the first among the few who noticed this treatment of translated
literature. He observed how a translated text, or the very act of translation, is
regarded as an individual entity. For him, each translated work has a repertoire of its
own. Likewise, if one were to look at a series of translations happening from a
specific source language dealing with a specific genre to a target language around a
given time, the performance of these translated texts would be entirely different
from how we perceive them on an individual basis. It is here that the relevance of
locating translated literature as a new category in the world literary space gains
importance. “I conceive of translated literature not only as an integral system within
any literary polysystem, but a most active system within it.”

On reading Cavittu natakam, and, through it, Katalman Caritam, we see the spirit of
the Middle Ages, the valour of chivalry, the hostility between the Muslims and the
Christians, the treatment of the Muslim as the ‘other’, and the essence of
Christendom. These worlds converge and meet in a single text. However, those are
not the only worlds you see there. The birth of an Indian Christian theatre through
the European missionaries reminds us of the advent of a Catholic way of living on
Malabar soil. It brings back memories of brutal attempts by the Portuguese to erase
Marthomayute Margavum Vazhipatum (the way and traditions of St. Thomas) and
establish papal authority on the land. It reminds us of the birth of a community of
Latin Christians and how they found community and togetherness in a performance
of the littoral. The Caritam is also about how the shores of the Malabar of the
sixteenth and earlier centuries acted as contact zones, coming into contact with
different people, artefacts, cultures, languages, stories, and rituals. It is also about
how the performances have become an identity for the Latin Catholics of Kerala, a
symbol of the folk and the performance traditions of the shores, and a representation
of cultural exchanges. Hence, there is also a world of religious colonialism, a world
of exchanges and contact, and a world of communion. To put it all together,
watching a performance of Cavittu natakam translates as the meeting point of two
worlds: the past and the present.
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Conclusion

Here, rather than negating the existence of the source texts or severing the literary
and cultural connections to the ‘original’ or the world, ‘W’, in which they lie, I am
looking at how they have been translated in the world, ‘w’, and intertwined with the
literary system, shedding the notions of ‘lost in translation’ and ‘untranslatability’.
Accepting these worlds in the Natakam through these retellings provides a ‘space’
for the literature, which has been overlooked for so long as just a musical dance
drama. Translations are often looked down on as secondary creations coming out of
literary texts that have met the benchmark for adaptation. Not every literary text
gets translated. Hence, there lies the politics of choosing which text for translation.
So, when these ‘qualified’ texts get adapted or translated, the utterances these
translations make will not be the same as the ones created by their originals. Here,
new readings originate, and new meanings are made. We need to thus revisit these
texts through a new framework to understand the change in dynamics that occurs in
a new rhetorical environment. When we study a text in translation, we are already
dealing with texts that have faced the crisis of being faithful to their originals. The
only difference will be in the level of correctness in re-creating the original. It is
known that the arrival of magical realism in English literature happened through the
translations of Latin American writers like Marquez, Borges, and Carpentier. The
reception of these translated works in different parts of the world would be
different. How Latin American translations impacted the American literary system
would not be the same as how they might have influenced the literary system of
India. Likewise, how impactful and prominent 7he Song of Roland or The Matter of
France are in mediaeval scholarship does not diminish the retellings and adaptations
they have in the Indian Ocean world. The crossing-over is the focal point, and I
intend to see the generic nature of translation through this point and its role in
creating new worlds.

To conclude, when stories travel, they do not always stick to their forms or genres.
They do not always follow the line that starts with “Once upon a time”, and ends
with “And they lived happily ever after”. They adapt to the cultural and social
etiquette of the places they are taken to. They adapt, adopt, and reform themselves,
making a home for themselves in the unfamiliar. In doing so, they bring worlds
together, they connect faraway places together, they bridge gaps, and they create
new identities, thus making a World Literature through retellings.
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Abstract: Anton Chekhov's A Marriage Proposal or The Proposal may seem to be
a whimsical farce for many but deep inside the play carries elements of nature and
expounds how nature and man are intertwined and affect each other. The three
characters Lomov, Natalya and Chubukov represent the humanity at large and the
meadows and dogs complement their existence and well-being. The ecosophy of
Deep Ecology that calls for a substantial reorientation of our civilisation is visible in
this play. This paper analyses the ecocritical aspects as evident in the play The
Proposal. The play encompasses the inanimate objects of nature as inexorable
and the plot progresses through it. The oxen meadows, birchwoods and burnt
marshes add flavours to the play with the spice of rustic life and nature’s bounty.
Anton Chekhov, through the play, calls for a better living community in harmony
with nature.
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Russian playwright and master of the modern short story, Anton Chekhov
is regarded as the outstanding representative of the late 19th-century
Russian realist school. He was a literary artist of laconic precision whose themes
show the characteristic concern with the triviality of life and the exposure of
human pettiness. Chekhov’s works have been considered as a mirror of Russian
life toward the end of the nineteenth century as they reflect the dullness and
drabness of the reign of Alexander III. His characterisation of the clergy, the
middle class, the peasantry, the intelligentsia and the women are realistic portrayals
of Russian life and pays to his universal appeal. He has given an original
interpretation of human behaviour transcending the limitations of his period. In his
innumerable pictures of Russian provincial life, Chekhov shows ordinary people
doing ordinary things. An interesting fact is that Chekhov alternates the serious
with the trivial things in everyday life. In the comic play The Proposal, mostly
treated as a farce, we can see the triviality of sequences that leads to friction
between the two characters Lomov and Natalya while those trifles in meditation
reveal serious instances of land and animals attached to human life. The play
exposes the tight bond between people and the objects that surround them and
asserts that everyone is bound by his or her material environment and can never
break free from it. The play thus can be considered as a thoughtful act on
environment and its underlying connection between nature and humanity.
Ecocriticism, which is the study of the relationship of the human and the non-
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human, throughout human cultural history and entailing critical analysis of the term
‘human’ itself may be applied in this context to analyse this play.

The increasing uncertainty in anthropocentrism which places humanity as
the centre of everything and considering other forms of life as merely resources to
be consumed by human beings sets the advent of environmentalism.
Environmentalism questioned the assumed moral superiority of human beings to
members of other species on earth and investigated the possibility of rational
arguments for assigning intrinsic value to the natural environment and its non-
human contents. It views environment rather than heredity as the important factor
in the cultural and intellectual development of an individual or group. Ecocentrism,
which emerged as the counterpoint to the human-centeredness of industrial
capitalism and other western paradigms places the eco system — including the non-
human — at the centre. An ecosystem is a purely ‘acentric’ project, with no
hierarchical divisions like the centre and the margin, the top and the bottom, and
foreground or background. In literary discourses, it demands that the landscape
should not function as a background or setting, but as an integral part of the
narrative. Ecocriticism investigates the relation between humans and the natural
world in literature. It explores how individuals in society behave and react in
relation to nature and ecological aspects. Anton Chekhov’s 4 Marriage Proposal
or The Proposal may seem to be a whimsical farce for many but deep inside the
play carries elements of nature and expounds how nature and man are intertwined
and affect each other.

Vera Gottlieb observes that The Proposal is about everything except a
proposal”’(60). Ivan Vasilevich Lomov, a country gentleman and a long-time
neighbour of Stepan Stepanovich Chubukov, has come to propose marriage to
Chubukov's 25-year-old daughter, Natalya. Chubukov is extremely happy about
Lomov’s intention and calls Natalya. Lomov is a hypochondriac and while trying
to make clear his reasons for being there, he gets into an argument with Natalya
about “The Oxen Meadows”, a disputed piece of land between their respective
properties, which results in him having “palpitations” and numbness in his leg.
After her father notices they are arguing, he joins in, and then sends Lomov out of
the house. While Stepan rants about Lomov, he expresses his shock that: “And to
think that that upstart, that monkey brain has the confounded nerve to make a
proposal, and so on and all that! A proposal!”(8). Natalya then realizes that Lomov
wanted to marry her and immediately starts into hysterics, begging her father to
bring him back. He does, and Natalya and Lomov get into a second big argument,
this time about the superiority of their respective hunting dogs, Guesser and
Messer. Lomov collapses from his exhaustion over arguing, and father and
daughter fear he's dead, sending them into another round of hysterics. However,
after a few minutes he regains consciousness, and Chubukov forces him and his
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daughter to accept the proposal with a kiss. Immediately following the kiss, the
couple gets into another argument over their dogs while Chubokov tries to calm
them and offers Champagne. The play though seems to be a farce on a proposal,
the series of events and dialogues that turn out in the making of the plot relates to
nature. The play moves from an anthropocentric setting to an ecocentric one
acknowledging the dependence of man on nature and the web of relationship it
embodies towards each other.

The rural landscape and countryside act not merely as a backdrop, but play
the role of prominent characters in the act. The play encompasses the inanimate
objects of nature as inexorable and the plot progresses through it. The oxen
meadows, birchwoods and burnt marshes add flavours to the play with the spice of
rustic life and nature’s bounty. It speaks about the glory of bygone years when the
two families lived in harmony and shared the land’s abundance. Both the families
were connected to each other through land and their neighbourhood also was
celebrated with the innocence of rural life. Nature was part of their warmth of
celebrating relationship:

Lomov: The Lomovs and the Chubukovs have always had the
friendliest, and I might almost say the most affectionate, regard for
each other. We are close neighbours. Of course you already know
this! My land borders yours! My Oxen Meadows touch your
birchwoods and....(3)

From an Ecocritical perspective, it is ostensible that the Eco-critics search
for the unaddressed nature content in it. The conversation between Natalya and
Lomov at the outset is about the weather and stacking of hay. Their life is centred
on nature’s seasons and in congruence to its bounty. The shade of changing spells
of rainy and sunny atmosphere controls their life’s happiness and labour:

Natalya Stepanovna: The weather is glorious now, but yesterday it
was so wet that the field hands couldn’t do anything all day. How
much hay have you stacked? Actually, I got a bit enthusiastic today
and had a whole field cut, and now I'm regretting it because I'm
afraid the hay may rot. Should I have waited a bit? Yes, I ought to
have waited a bit. (2-3)

The evocation of landscape plays a major feature in the play. The reason
for the first argument between Lomov and Natalya turns out to be the Oxen
meadows, “a tiny patch of land wedged between birchwoods and Burnt Marsh”.
The question of authority over the land let moves forward the first segment of their
quarrel:

Lomov: I can show you the documents, honoured Natalya
Stepanovna. It’s true Oxen Meadows, were once the subject of
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some dispute, but now everybody knows that they are mine. There's
nothing to argue about. You see, my aunt's grandmother gave the
free use of these Meadows in perpetuity to the peasants of your
father's grandfather, in return for which they were to make bricks
for her. The peasants belonging to your father's grandfather had the
free use of the Meadows for forty years, and had got into the habit
of regarding them as their own, when in fact they actually belonged
to...(4)

Here, Chekhov raises the question of land acquisition by man and claiming
their superiority over earth. This usurping of land by a family is a miniature of
appropriating the earth by the whole of human beings. They exploit the nature
asserting their rights of owning the land to suit their well-being. Nature was
generally equated with wild and wilderness and culture with the tamed, refined and
domesticated. However, the concept of nature as wild and something to be tamed
and submitted to the culture of man has undergone sheer resistance and this
utilitarian view of nature has been looked down upon as a deviant aberration. “The
wretched idea of nature as a mere source and resource for the human being
submerged the idea of sacred nature and anyone “wild” enough to sense anything
intrinsically valuable in non-human nature was of course ‘“unnatural”
(Sivaramakrishnan, 5).

Peasants and mowers are silent characters in the act which add to the
environmental aspects of the play. They represent the labourers who work for the
land. They are much more attached to the earth and have knowledge about the
fertility, seasonal variations and time of harvesting etc in the biome. The meadows,
burnt marshes, birchwoods, bricks making, and stacking hay permeates the play
that evokes the beautiful countryside and adds to Chekhov’s brilliance in
scenography. Chekhov was an ardent lover of nature and was very much saddened
by the human -centric devastation of nature like deforestation in the name of
civilisation. His later works Uncle Vanya and The Cherry Orchard express his
concerns over the environmental issues that prevailed in Russia during that time.

Chekhov was a lover of dogs and his love for the dogs can be seen in his
portrayal of Natalya’s and Lomov’s affection for their pets. Man’s authority over
animals is also brought for discussion in this play. As Steve Barker says, “Culture
shapes our reading of animals just as much as animals shape our reading of
culture” (4). Natalya and Lomov are fond of their dogs Messer and Guesser and
consider having them as a part of their status symbol. Even the dog’s pedigree
turns out as an important trope in the play in realising the class distinctions:

Natalya Stepanovna: In the first place, our Messer is a
thoroughbred animal,
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the son of Lesser and Stresser, whereas your Guesser is the son of
Slusher and Pusher and has no pedigree whatsoever. He's just a flea
bitten old wreck.(10)

The animals are part of the countryside living and the rich society
deliberates it as a prestigious position to own the best ones for domestication. The
dialogues on the dogs’ capacity and pedigree become the cause for the second
argument between Lomov and Natalya in the play. They are concerned with the
health, pedigree and price of the dogs that call for their attachment with the animal
world. They give more value to the dogs in the play and never stops to assert that
the one owned by them is the better. The dogs, though are not present on the stage,
grabs the second half of the play with its presence in the verbal transaction of
Lomov and Natalya. The non-human nature acts as being unable to segregate its
immanence from human life anymore. The characters here propound the idea of
Deep Ecology that recognises the intrinsic quality of all human and non-human
existence. According to Arne Naess, “the well-being and flourishing of human and
non-human life on Earth have value in themselves (synonyms: intrinsic value,
inherent worth). These values are independent of the usefulness of the nonhuman
world for human purposes” (68). The dogs or the non - human world have strong
influence in the life of Natalya and Lomov. Lomov forgets his intention of
proposing Natalya and argues with her on the capabilities of his dog Guesser. That
much of a consideration for his dog can be seen in Lomov’s character. Caring for
other life forms is part of individual self-realisation as per Naess’ philosophy of
Deep Ecology. Lomov is upset that his dearest Guesser has gone lame and is
waiting for it to get healed so that he can go hunting. Even Natalia cannot tolerate
Lomov’s comments on her dog Messer’s overshot jaw.

Chekhov brings in the nuances of countryside in the characterisation of the
individuals in the play. Natalia, Lomov and Chubukov are living close to nature’s
beat and every aspect of innocence from the nature are bound in them. The reaction
of Chubukov when Lomov asks for his consent to propose Natalya is exciting.

Lomov: One minute! (Inhales deeply) The fact is.... I've
come to ask for the hand of your daughter, Natalya
Stepanovna, in marriage.

Chubukov: Oh dear God in heaven! Ivan Vassilevitch!
Such joy! ... Can you say that again I’'m not sure I heard all
that and so on?

Lomov: I have the honour to ask...

Chubukov: Oh my dear boy... I'm so glad, and so on.... Yes,
indeed, and all that sort of thing. (Embraces and kisses
LOMOV) I've been hoping for this for a long time. You
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have always been like a son to me. God bless you both and
so on and all that. Look at me, I'm blabbering like an idiot!
Such happiness! (Squeezes Lomov’s cheeks)! Oh, you
rascal! ... I'll go and call Natasha, and all that (2-3).

Chubukov takes sides with his daughter Natalya in claiming that the meadows
belong to their family. Meadows are again indicative of the greenery of the
relationship between the two families and the years of their well-being. The
meadows border the birch-woods and likewise Lomov’s and Chubukov’s families
are long-term neighbours. The land connects the human beings and the
relationships are also built on that premise.

The inter-connectedness between nature and human beings in this play is so deep
rooted that all their life depends on nature: occupation, health, ancestry,
relationship, leisure and arguments. The characters in the play are land owners and
farming is their life style. When Natalya was first introduced into the play, she
came in excusing for her apron telling: “You must excuse my apron ... we're
shelling peas for drying” (2). Lomov has many health issues which are related to
climatic changes. He is a hypochondriac who has palpitations and shivering and
could not withstand cold. Both the families have been living in that land for
centuries and their ancestors have always kept good relations to each other. Natalia
says: “We've had the land for nearly three hundred years .. ” (4) that shows their
attachment to the land and connection with their descendants. Chubukov was
happy with Lomov’s proposal as he was also hoping for it a long time to happen;
obviously because of their neighbourhood and attachment with the land. Hunting
was the luxury of the upper class in Russia. Chekhov though used it to satirise the
upper class society, it is evident that the Lomov’s family and Natalya’s family were
indulged in finding leisure inside the forest. The arguments and quarrelling of these
two families are also based on land and animals. Nature is irresistible here:

Natalya Stepanovna: My mowers will be there this very day!
Lomov: I'll break their necks if they set foot on my land!
Natalya Stepanovna: You dare!

Lomov: (Clutches at his heart) Oxen Meadows are mine! You
understand? Mine

The play though written as a farce spun together the ingrained relationship between
human beings and their immediate surroundings. All the behavioural traits of the
human beings are modified by the environment they live in. Even in the abusive
words they use to deride one another, traits of nature flung in.
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Natalya Stephanova: (Teasing) My heart.... What sort of a hunter
are you? You’d be better off lying down in a darkened room than
chasing after foxes! (Mocking him)Oh My heart! (12)

Words like creep, landgrabber, monkey-brain, snake, young brat and old rat
derived out of nature’s association, to malign people, permeates the distinct
cultural traits of the countryside. It is in a way imbibing the flavour of nature in its
totality.

Anton Chekhov’s one-act plays were widely received and recognised among the
public all over the world. He was an ardent admirer of nature and can be called as
an environmentalist through his works that propagate the need for conservation of
nature. In his well-received play Uncle Vanya he speaks through Astroff: “Man is
endowed with intellect and creative powers so that he may multiply what is given
to him, but upto now he has not created, he has destroyed. Forests are fewer and
fewer, rivers dry up, game becomes extinct, the climate is ruined, and everyday the
earth gets poorer and uglier” (84). The play germinated the thoughts of
environmentalism which was discussed much during the period. In the Play, The
Proposal, too lies the philosophical idea of ecology. Chekhov brings to the
forefront an episode of proposal in the setting of Natalya’s house thereby exposing
the triviality of marriage in upper class society which is done on the basis of social
status or the acres of land they possess rather than love or affection. Meadows and
dogs act as symbols in the play. In the eco critical context, Chekhov’s use of the
Oxen Meadows may be considered as the physical embodiment of man’s greed and
stubbornness. Lomov, Natalya, and Chubukov are so obsessed with owning the
land that they see the ownership of this tract as an extensive one for their status in
society. The dogs also represent human beings’ pettiness in owning everything
around them and boasting about it. Chekhov’s intention is to throw light on man’s
exploitation of nature and asserting authority over it. What we see in the play is
human beings’ interface with land and animals. More than a proposal of marriage,
the act tries to bring out how man views and lives with nature and animals.
Chekhov proposes an identification with all forms of life. The ending of the play
with Chubukov saying aside “and they lived happily ever after” (13) and calling for
Champaign proposes an optimistic vision of their married life though bound by
silly arguments. Likewise, the play also turns out to be a proposal for a better living
in harmony with nature.
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Abstract: This paper delves into the intriguing realm of paradoxes by juxtaposing
two seemingly disparate yet conceptually connected subjects: Schrodinger's Cat
and Joseph Heller's seminal work, Catch-22. Drawing inspiration from quantum
mechanics and literature, the study aims to unravel the profound philosophical and
existential paradoxes embedded within these distinct domains. By juxtaposing
these disparate realms, this research seeks to identify common threads in the
paradoxes presented. Both Schrodinger's Cat and Catch-22 serve as vehicles for
exploring the complexities of human perception, the limitations of language in
describing paradoxical situations, and the inherent ambiguity that pervades
existence. Through a multidisciplinary approach that combines quantum physics
and literary analysis, this study contributes to a deeper understanding of
existential ambiguities as universal phenomena that transcend disciplinary
boundaries. The exploration of these paradoxes sheds light on the human
condition, prompting contemplation on the nature of reality, decision-making, and
the interconnectedness of seemingly unrelated concepts. Ultimately, this research
endeavors to bridge the gap between scientific and literary perspectives, offering
insights into the shared enigma of paradoxes that permeates both quantum
mechanics and the human experience.

Keywords: Paradoxes, Schrddinger's Cat, Catch-22, Existential ambiguities,
Multidisciplinary Approach.

The intellectual wanderings in its matrix found new valleys of cultivation
especially in the fields of science and literature. The priority and primacy between
these discourses have been the evergreen bone of contention in its initial form and
it has never been changed since its impact and progress on humanity and
civilization. The conundrum of reality and paradox has long questioned the
pedagogical premises from the origin of intellectual wanderings. The Zeitgeist of
prevailing post-modern essence subverted the notions of existence and the survival.
The wide skeptical lens of this post-modern gaze synthesized the gene of
paradoxical echoes of current political circumstances. In this scenario, existence
and survival with an anthropocentric concern is open for interpretation and
perspectives. The nature of authenticity is deconstructed in Derridian terminology
and the Foucauldian concepts of power and hegemony make a mark in this
research. This paper converge to the scrutiny and rereading of Schrodinger's
cat(1935) thought experiment conducted in the fields of quantum physics and the
American satirical novel Catch-22 by Joseph Heller. The point of plurality is
evident in these discourse dichotomy and ascends to the progression of meta-
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narrative. The base structure of unity and the idea of prime become polemic in the
study and the question of recurrence falls on the superior singularity. Reality and
existence are destinations of linear pathway and they often confront in its
manifestations. These aspects are considered as the base principle of human
interactions. Problematizing subjectivity on these forefronts questions the
authenticity of this so-called superior notions. Reality and truth are subjective when
considered the incapability of humans to move beyond their sensory perceptions,
‘Stepping in to someone’s shoes’ ends in figurative tongue. At this moment,
viewpoints and perspectives play along the barriers of existence and reality.

In this paper the prime idea is to compare two distinctive discourses such as
science and literature with a specific theme which finds the thread of similarity but
approached in a diverse methodology. The liberty of comparative literature and its
possibilities opens a new horizon of vision and revision. The term comparative
literature has been broadly defined as the ‘study of literature without borders’. It
also implies transcending the frontiers of diverse disciplines and through critical
interventions in the intellectual and cultural inclinations, comparative literature and
its related fields have challenged the traditional notions of intellectual inquiry,
shifting the focus from mere study of literature to cross-cultural and inter-
disciplinary acquisition of inculcating faculties. There were various schools,
techniques, ideas, and approaches to comparative literature. Among them
American school of comparative literature took a stand of universal inclusion of
pedagogical domains. It is evident from the definition of comparative literature by
Henry. H. Remak:

“Comparative literature is the study of literature beyond the
confines of one particular country, and the study of the
relationships between literature on the one hand and other areas
of knowledge and arts which includes painting, sculpture,
architecture, philosophy, history and fields of social sciences
and humanities with the factuality of the sciences, religion and
beliefs etc., on the other. In brief, it is the comparison of one
literature with another or others, and the comparison of
literature with other spheres of human expression”.

Identifying this ideology and exercising its manifestation is the prime aim of this
research with the aid of comparison and contrast methodology. Critically analyzing
diverse disciplines like quantum mechanics and literature can be a new pathway to
interpret and analyze the happenings of diverse behaviours. This paper
problematizes the thought experiment, Schrodinger’s cat in the fields of quantum
physics and the novel Catch-22. Analyzing the paradoxical nature of these two
specimens with a resonating effect on the contemporary existence of human nature
becomes the shared objective.
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Erwin Schrodinger, an Austrian theoretical physicist who made contributions to the
wave theory of matter and other foundational ideas of quantum mechanics was the
person behind the problem of Schrodinger's cat. Schrodinger’s cat was a thought
experiment in the fields of quantum physics proposed by Austrian-Irish physicist
Erwin Schrodinger in his attempt to illustrate a paradox of quantum superposition.
The experiment states that a hypothetical cat is locked in a box with some
radioactive substance controlling a vial of poison. When the substance decays, it
triggers a Geiger counter that causes the poison to be released, thereby killing the
cat. Since the box is locked, and we on the outside don’t know whether or not the
radioactive substance has decayed and released the poison, we can’t tell if the cat is
dead or alive. So, until we open the box to know for sure, the cat is both dead and
alive. In simple terms Schrodinger’s Cat, as a thought experiment, states that if you
seal a cat in a box with something that can eventually kill it within a specific time
limit, you won’t know if the cat is alive or dead until you open the box. So, until
you open the box and observe the cat, the cat is simultaneously dead and alive
(Metwalli, 2023). After the specific time, the very instance just before we open the
box, the cat exists in a dual state, which becomes a paradox of reality and
existence. In this thought experiment, spectators are forced to choose the absurd
outcome of cat’s dual existence of dead living. The very instance just before
opening the box creates this another reality. It is by the limitations and restraints of
human incapability to see beyond, makes the absurd notion ‘viable'. When the box
is opened the result falls on to a singularity and the fluctuating phase of this reality
questions the authenticity of what we perceive. In other words, a chance of dual
possibilities happens simultaneously. Human comprehension is limited to linear
equations and singularities. Schrodinger's Cat continues to be a paradox in
consideration of human rationales and logical interpretations. The entire system
remains as a cross between the two scenarios. The Cat is killed and alive
simultaneously. Because the concept of a cat being both dead and alive
simultaneously is preposterous and doesn't exist in reality.

This idea of the cat paradox is compared with the literary paradox Catch-22, where
it becomes the link that conjoints Joseph Heller's novel Catch-22 with that of the
paradoxical Cat. Catch-22 problematizes a similar paradoxical notion, placing the
protagonist, John Yossarian, at the center. What is a Catch-22 situation? In Catch-
22, the catch refers to an obscure rule that states, "A man is deemed insane if he
voluntarily continues to fly hazardous combat missions, but if he submits the
required formal petition to be relieved from those missions, the mere fact that he
submits the petition proves he is sane." Catch-22 has entered the English dictionary
as "a situation in which the only possible solution is rejected by a factor inherent in
the situation.”

The Cat in the Thought Experiment, Schrodinger's Cat, and John Yossarian in the
novel Catch-22 share similar aspects. In both instances, the involvement of a
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system, more specifically, rules, regulations, and a body of hierarchy, is present. In
the thought experiment, Schrodinger's Cat, a hypothetical cat is trapped inside a
'box' containing a radioactive substance that controls a bottle of poison. As the
radioactive decay occurs, it sets off a Geiger counter that releases the poison into
the box, creating a possibility of killing the Cat instantly. Because the box is
sealed, and we, on the outside, do not know whether the radioactive decay has
released the poison or not, we cannot tell whether the Cat is alive or dead. As long
as the box remains unopened, the Cat will exist in a state of both being alive and
dead.

Similarly, in the view of literature and figurative shades, in Catch-22, John
Yossarian is entrapped in a figurative 'box,' where he is trapped by the potential
threats of rules and regulations. Freedom of will is questioned in the context of an
army camp, where every individual in the system faces their lives at stake. The rule
of Catch-22 is of a paradoxical nature where the strange nature of the rule creates a
trap in the solution itself. Readers are pushed to the verge of questioning, 'was
there any solution to it?' or 'was it just a mirage of it.?’

Schrodinger's Cat and Catch-22 share many similarities and parallels in their
manifestations. In Catch-22, Yossarian is trapped in a figurative box, where the
threat of rules and regulations ambushes him, hence yossarian becomes the cat
ensealed in a system enclosed by its inherent threats and since the system being the
system, where the concealed nature continues to the extend where John Yossarian
is dead living! Joseph Heller introduces the concept of anthropocentric fear and
portrays this existential crisis in the form of a rule called Catch-22, which every
soldier in the camp is bound to obey. The rule of catch-22 is paradoxical in that it
creates a trap within the solution itself. The reader is forced to question whether
there is a solution to it or if it is only a delusion. Here, insights into our own
existence are reflected and revealed. An introspection on modern lives are
subjected, and retrospection on the paradoxical happenings has to be scrutinized to
define the existential crisis of surviving today!
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Abstract: Published in the late nineteenth century, the texts Middlemarch and
Anna Karenina represent the mood of their age by dealing with the characters who
carve out an individual place of their own in the world. However, since their world
itself is undergoing a lot of fluxes, therefore they are faced with various kinds of
external pressures which then test their ability to hold on to their personal ideas
and simultaneously reflect the struggle between their inner world of desires and
outer world of responsibilities. Both the authors present a different picture of
‘Realism’ as they explore human relationships. Taking cue from this struggling
picture of human condition, the present study paints a larger picture of the world
during nineteenth century which seems to be suspended between a belief in
rational human progress and a nascent awareness of the futility of human
endeavor.
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Introduction

Published in the late nineteenth century, the texts of George Eliot and Tolstoy
represent the mood of their age by dealing with the characters who are strong
willed, decisive, assertive etc. and struggle carve out an individual place of their
own in the world. However, since their world itself is undergoing a lot of fluxes,
therefore they are faced with various kinds of pressures such as social, moral,
cultural, political, psychological etc. which then test their ability to hold on to their
personal ideas and simultaneously reflect the struggle between their inner world of
desires and outer world of responsibilities. Both the authors present a different
picture of Realism as they explore human relationships and their inter
connectedness in detail. And from this struggling picture of human condition, they
paint a larger picture of nineteenth century world in general which seems to be
suspended between a belief in rational human progress and a nascent awareness of
the futility of human endeavor. With this argument in focus, the following article
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attempts to examine the major characters of Anna Karenina and Middlemarch, as
they struggle to reconcile with a world that does not accommodate their imagined
interests and aspirations.

Anna Karenina

In the beginning of the novel, Anna Karenina is shown as a self-assured, strong
willed woman who is called forth by her brother Stiva Oblonsky, to restore order in
his house. However, as she leaves Stiva's house, there is an implicit ironical
suggestion of the upcoming disorder in her own life as she struggles to ward off the
emotions that had surged on after dancing with Count Vronsky and had seemingly
disturbed her tranquil state of mind. This is the first instance when she becomes
aware of the internal conflict between her public responsibilities and psychological
desires. However as it is further revealed in the novel, Anna is no longer able to
repress her inner desires and “a driving will” (Tolstoy 101) leads her to break off
her marital bonds with her husband in the search of a higher vocation, that is, to
follow her true 'love' and “set her soul free” (Tolstoy 68). Yet, she eventually finds
herself trapped in her own social moral insecurities about her new lover and in the
end succumbs to committing suicide. Her tragedy can be observed as one of the
poignant ways by which Tolstoy attempts to reveal the emptiness behind the
nineteenth century discourses that stress on the belief that one or the other kind of
rational theories may be used to answer “what is to be done” (Berlin 444). As Anna
struggles to find this answer, she is eventually shown to reduce to despair, as she
reflects, “Why not put out the candle, if there is nothing more to look at, if it’s vile
to look at it all?” (Tolstoy 766-67). Her tragedy not just becomes a comment on the
society that hampers the free growth of an individual but also acts as a lens to view
the complexities of human condition in a different light, which is also what Tolstoy
aims to present through his unconventional mode of Realism. As is rightly pointed
out by Isiah Berlin,

the great illusion which Tolstoy sets himself to expose: that
individuals can, by the use of their own resources, understand and
control the course of events. Those who believe this turn out to be
dreadfully mistaken (Berlin 450)

Tolstoy showcases this in his novel by putting the characters in morally ambiguous
situations where they fruitlessly attempt to bridge a gap between their individual
ideas of righteousness and the social values regarding the same. For example, both
Anna and Vronsky believe in the righteousness of their affair, despite violating the
sacred laws of marriage; they also come to realise that their psycho-moral selves is
intricately linked to their social selves and that their passion is not sustainable
enough to maintain an eternal peace within and between themselves. And yet when
they still choose to go against the natural forces by maintaining the dissect between
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their public and private selves; their own passion becomes a fatally destructive
force.

To contrast this kind of human condition and still present a similar idea of the
futility of human enterprise, Tolstoy introduces the character of Levin. The latter
being an eternal unbeliever and a seeker of the truth behind human existence is
shown to be negotiating with the spiritual nature of life around him. Like his
brother Koznyshev, he also engages in the nineteenth century occupation of writing
a master book that may provide rational ways for social reforms. However, his
thoughts keep on shifting on further engagement with the already prevalent
theories and philosophies of his time and he is left grappling with the worth of his
own existence.

He decided it was impossible to live that way, that he had either to
explain his life so that it did not look like the wicked mockery of
some devil, or shoot himself. (Tolstoy 796)

As this question becomes increasingly pertinent for him, he tries to seek salvation
by observing and getting inspired from the simple lives of peasants around him,
whom he believes to be the true “stock of natural virtues” (Berlin 468). He believes
that a similar peaceful existence can be achieved by his marriage to Kitty, however
his attempts are rendered vain when he realises that Kitty is not identical to his
imagined ideas of a wife, and possesses different opinions of her own. This point is
employed by Tolstoy to show Realism at its best, as to what happens when
individuals are faced with the factual realities of life that are in contrast with the
imagined ideas of their selves. Through Levin, Tolstoy also shows the general
dissatisfaction of humans with their surrounding social structures and yet their
brave but largely inconsequential efforts towards bringing a change for better. As
Levin pushes himself to hold on to his otherwise happy, successful married life, he
is simultaneously haunted by ideas of self- vandalisation. Occasionally he satiates
himself by contemplating over the lives of peasants but this does not lead him to
find any concrete solution, till he finally realizes the true essence of Tolstoyan
realism; that one’s history or destiny and thereby reality of life on the whole is
determined by a variety of events which cannot be pinned down to a particular
cause. And therefore, the rational attempt to transect the path to one’s final goal is
futile. He realises the ephemerality of his visionary moments of transcendence as
well as the beauty of the quotidian manner of life where some sense of peace, if
any, may be achieved only through appreciation of others' soul.

Apart from Levin’s intellectual dilemma and Anna's psycho- social struggles,
Tolstoy also presents the bourgeois reality of characters like Oblonsky and Dolly,
who despite having a sense of social security, face unhappiness in their
relationship. Through their description, Tolstoy tends to highlight the general
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human condition in nineteenth century which requires compromising one kind of
desire in order to make peace with the rest. While there is an increased focus on
individualism and a seeming divide between traditional social values and secular
private desires, there is also a simultaneous need of attempting to bridge this
divide; as a way of recognising one’s complete self, no matter how futile this
attempt may be.

It may be observed here that Tolstoy presents before us a world where the
characters are suspended between their beliefs in the power of human reason as a
means to resolve all conflicts between them and their surroundings, and a
simultaneous realisation of the sheer vanity of such attempts of resolution. This is
shown through a deep insight into the broad, fluid nature of human conscience that
prompts people to react to their surroundings in a certain manner, which not only
becomes reflective of their own inner character but also emblematizes their social-
moral learnings. In this manner, Tolstoy resists historical determinism and presents
the multifaceted character of Realism.

Middlemarch

Like Tolstoy, George Eliot also navigates her mode of Realism through a deeper
understanding of the wide canon of human relationships and the simultaneous play
of socio-cultural-moral-psychological forces. In the novel Middlemarch, she
presents a society in transition where we observe the rise of urban bourgeoisie and
the consecutive changes in the hegemonic functioning of other classes. However,
these are presented to be of incremental nature. As we see her characters facing
several chance events which then work together to bring about large social fluxes.
She showcases the tragedy of individuals who have been middlemarched, that is,
they have great ambitions but tend to come up short because of being deeply
enmeshed within social threads. The central idea deals with the characters'
realisation of the narrowness of their individual egoistic selves and a simultaneous
recognition of the need for a broader fellowship with the society. While the major
characters are engaged in almost unachievable and yet grand vocational pursuits,
the noble overall illustrates The subtle pulls and pressures of various psycho social
moral realities which hamper these characters from achieving their full potential.

In this light, we may examine the character of Dorothea, who is described as a
prototype of St. Theresa. She is shown to be in search of a world which would
support her philanthropic ambitions and thereby satisfy her vocational desires.
However, as Eliot places her in a social framework where, “sane people did what
their neighbors did” (Eliot 2); Dorothea is shown to be trapped in a conservative set
up that hinders her intellectual growth. While the internal world of the text sees her
among those war either have a lack or excess of emotions, a deeper objective
analysis may reveal the presence of a radical potential to transgress the limits of her
gendered role and carve out a significant individual space of her own in the society.
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However, such vocational ambition which is also characteristic of nineteenth
century heroes, is somewhat suppressed by the end of the novel when even after
having acquired an expansionist vision, Dorothea is forced to realise that she can
only have a small part of the independent life she had initially desired. This is one
of the reasons why she is unable to truly live up to the character of Saint Theresa.
Since her altruistic goals are ill matched with the socio- temporal context of
Middlemarch where 'belief' does not exist in the way it did in the sixteenth century.

A new Theresa will hardly have the opportunity of reforming a
conventual life, any more than a new Antigone will spend her
heroic piety in daring all for the sake of a brothers burial: the
medium in which their ardent deeds took shape is forever gone.
(Eliot 352)

However it is not just the social set up, but also Dorothea's own character that
contributes towards her tragedy, one being her decision of marrying Casaubon.
This is evident from the very beginning when she deludes herself by aligning the
image of Locke with that of Mr. Casaubon and by filling in the gaps of his cold,
distanced marriage proposal. The narrator mocks her desperate attempts to find a
route to fulfill her scholastic ambitions, in the course of which she fails to either
rationalize or actualize her intellectual drive. Though the criticism here is not
directed against her ideals, but the space and person where she chooses to invest
her ideals in. And that is why, she is truly freed from around illusions only when
she realises that the salvation she had been seeking for, since long, will not come
from the books she has read, instead lies in the larger idea of sympathy of heart
which asks for sacrificing once independence in order to serve the larger good of
others.

Also, it may be noted that by being ironical towards both Dorothea and the
patriarchal society she lives in, Eliot is hinting at the larger issue of human
condition in a world that is undergoing social transformation. It is a world that
allows people to have faith in their reformist goals and yet makes them aware of
the socio-cultural-psychological-moral nuances that will result in the futility of
their efforts.

Such a compromise of one’s idealised goals can also be examined through the
character of Lydgate, who, despite being on a superior gender position than
Dorothea, is equally trapped within the complexities of social bonds, in a manner
that prevents him from achieving his true potential. He is shown as a newcomer
who is intellectually and morally capable of bringing great reforms in the medical
profession. However, like Dorothea, he is also bound within conjugal bonds that do
not support his ambitions. His tragedy is not only predicated on a life partner who
has completely different notions of happiness or a society which is unwilling to
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take risks of adopting the radical, new theories introduced by a probable upstart
doctor like Lydgate, but also his own attraction to absolute conventionality with
regards to female subservience. Coming close to the character of Casaubon, he sees
the role of a wife as a

perfect piece of womanhood who would reverence her husband’s
mind after the fashion of an accomplished mermaid, using her
comb and looking glass and singing a song for the relaxation of his
adored wisdom alone. (Eliot 245)

In such a scenario, both Lydgate and Rosamond fruitlessly seek recognition from
each other to realise their own conventional self in their fullest potential. Here, it
may be observed that the narrator casts irony on both of them for being “too” (ibid
2) socially conventional, to the extent that the individual vocational ambitions take
a back seat. Lydgate also psychologically analyses himself as a misfit,

only those who know the supremacy of the intellectual life- the life
which has a seed of ennobling thought and purpose within it- can
understand the grief of one who falls from that serene activity into
the absorbing soul- wasting struggle with worldly annoyances.
(Eliot 311)

Apart from these psycho- social realities faced by the characters, Eliot also put
them all in a comparative framework with respect to their moral selves. While the
Garths can be seen at the center of her moral framework, Bulstrode can be placed
at its extremes. But Eliot shows that even he is capable of getting sympathy since
he is suffering from the entrapment of his own false ideas of what moral
uprightness and vocation means for him. Even as Eliot mocks his attempts at self-
justification for his evil deeds through the means of providential paradigms,
simultaneously we are also shown that it is not just Bulstrode but other characters
also seek to ensure one’s self interest through the notion of providence. For
example, Rosamond believes her beauty to be a providential gift which should be
used to climb the social ladder and her brother Fred Vincy has to be released off his
'providential belief' after knowing the truth about Featherstone's will. And thus, it is
not just Bulstrode who needs to be condemned rather the need is to identify the
generational angst that prompts these characters to use 'religion’ or 'providential
belief' as a means to shape their identity and personal faith in a particular way. It
may be observed that by showing various moral attitudes in parallel to that of
Dorothea's philanthropy and Garths' moral-intellectual order; Eliot hints at a largest
phenomenon of changing pace of nineteenth century where individual aspire to do
moral good and yet face various morally ambiguous situations and psycho-socio-
cultural pressures that test their strength to stand by their individual ideals. Such a
world then requires adaptation of one’s actions and ambitions to a larger matrix of
social requirement.
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Conclusion

Overall, it may be observed that Eliot and Tolstoy, in their own unconventional
ways, try to project a larger picture of 'reality’ of nineteenth century. By
simultaneously focusing on characters from different classes and gender and the
interconnectedness of their individual realities; they are able to locate a higher
reality that the larger social changes are dependent on the often unnoticeable
smaller changes and chance events that work together to create an unpredictable
social future. These chance events, by putting people under various psycho- social-
moral stresses, test their potential to survive in a world undergoing transition;
where traditional notions that preach the need for socio- religious requirements in
formulating one’s identity have not been completely erased by the emerging ideas
of ‘individualism’ and ‘power of scientific, rational theories’; and therefore any
human endeavor to rationally transect one’s individual journey while neglecting the
implicit social factors at work is bound to be rendered vain. Rather, the need is to
realise as Levin and Dorothea do, in the end, that one’s vocation can find means of
fulfillment only after being able to appreciate others' soul and sympathize with the
larger social requirements over individual desires.
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Abstract: This paper provides a comprehensive exploration of the nuanced
presence of elitism within the realm of Indian dance culture. The examination
encompasses both conscious and unconscious manifestations deeply ingrained in
the Aryan ethos, particularly focusing on symbolic ideas, performance gestures,
and settings within contemporary Indian dance. The study illuminates how these
elitist ideologies, whether acknowledged or not, contribute to the unintentional
perpetuation of feudal obscurantism. Notably, performers, often unaware of their
role in reinforcing social disparities, unwittingly become vessels cultivating a
consciousness that extols elite narratives as inherent human principles. The
analysis extends beyond the performers to encompass audience reactions,
delving into how such artistic expressions inadvertently contribute to social
inequality. With a primary objective of identifying instances where Indian dance
inadvertently upholds social disparities, the paper advocates for a critical dialogue
within the field, aiming to foster inclusivity and social awareness. Through specific
examination of performance trajectories, the research underscores the imperative
to transform Indian dance into a platform actively challenging elitism and
embracing inclusivity.

Keywords: Indian Dance Culture, Elitism, Symbolism, Aryanised Performance
Gestures and Settings, Social Disparities.

Introduction:

This research undertakes a profound exploration of the subtle yet impactful
manifestations of elitism within the landscape of Indian dance culture. The inquiry
delves into the presence of elitism within symbolic ideas, performance gestures, and
settings, rooted deeply in the Aryan ethos. By closely scrutinizing unconscious
manifestations, the study brings to light how these ideologies inadvertently
contribute to the reinforcement of social disparities, with performers unknowingly
playing a role in cultivating a consciousness that elevates elite narratives to the
status of inherent human principles. In examining audience reactions, the paper
seeks to unravel the intricate link between artistic expressions and social inequality,
thereby prompting a critical dialogue within the field. The ultimate objective is to
encourage sustained efforts to transform Indian dance into a platform that actively
challenges elitism and fervently advocates for social justice and inclusivity.
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The Dominance of Classical: How it Eclipsed Indigenous Traditions:

This phenomenon is emblematic of a pervasive manifestation of white elitism,
wherein a voracious consumption of invaluable goods and ideas ensues without a
semblance of empathy or acknowledgment. Particularly poignant is the ruthlessness
with which these practices are conducted, especially when the possessions in
question belong to the marginalized and downtrodden indigenous communities.
This dynamic reflects a broader pattern of cultural absorption, highlighting a
troubling disregard for the historical and socio-cultural contexts of the appropriated
entities, perpetuating a cycle of exploitation and erasure.

The categorization of art into distinct nomenclatures, such as Fine Arts” and Folk
Arts™, is not a neutral act but rather a deliberate strategy with underlying socio-
cultural implications. This intentional division serves to marginalize certain groups
of people by perpetuating a hierarchy that places so-called "fine art" on a pedestal
while relegating "folk art" to a perceived lower status. This classification system not
only establishes an artificial dichotomy but also implies a hierarchy that assigns
greater value, prestige, and cultural significance to fine art.

By ascribing the label of "fine art" to a specific realm of creative expression, often
associated with institutionalized and elite art practices, there is a subtle yet powerful
suggestion that other forms of artistic expression, such as folk art, are somehow less
sophisticated or culturally significant. This deliberate use of nomenclature creates a
societal mindset that may marginalize certain communities or individuals, rendering
them seemingly less relevant or esteemed in the broader artistic discourse.

Moreover, the categorization reinforces economic and social disparities within the
art world, making it more challenging for artists outside the fine art sphere to gain

3 Currently, the notion of classifying certain objects as "fine art" or labeling art as

"classical" is frequently criticized as a form of elitism associated with the upper class,
and the idea of aesthetic experience is sometimes seen as promoting a mystified
ideology. Levine aimed to protect the field of literary study from being overshadowed
by cultural and political influences. The question that arises is whether this effort should
extend to encompass all forms of art

The term "folk" originated in European contexts, originally delineating rural, peasant
culture from the sophisticated elite. This classification perpetuated a hierarchical
structure, with the elite at the top, common folk in rural areas, and tribal communities in
a separate category. Alan Dundes reshaped the perception of "folk" by expanding
folklore beyond rural traditions, embracing a broader cultural spectrum. Despite his
efforts, the historical division into elite, folk, and tribal categories reflects societal
stratification, reinforcing stereotypes and power imbalances. These categorizations
impact societal attitudes, marginalizing certain groups and limiting their representation.
Dundes' work was part of a movement challenging these hierarchies, aiming for a more
inclusive understanding of cultural expressions.

34
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recognition, support, and access to resources. It becomes a mechanism that
discourages exploration and appreciation of diverse artistic traditions, contributing
to a sense of exclusivity and inaccessibility surrounding the so-called "rich fine art"
domain. The deliberate use of distinct nomenclatures reflects a broader societal
tendency to perpetuate hierarchies and reinforce inequalities, ultimately influencing
how people perceive, value, and engage with different forms of artistic expression.

The contested ownership of the Indus Valley Civilization has become a focal point
for complex socio-cultural dilemmas in India, contributing to issues related to the
perception of skin color and the dynamics between different ethnic groups. This
historical battle is often framed as a struggle between elites of Indo-Aryan descent
and Indo-Africans, with significant implications for the broader narrative of a
"white over black" syndrome in various aspects of human life within the Indian
context.

The Indo-Aryan elites, who have been historically associated with the Vedic
traditions, sought to establish a cultural and historical lineage that positioned them
as the rightful inheritors of the Indus Valley Civilization. This assertion, in turn, has
played a role in shaping power dynamics and societal hierarchies, with the narrative
of a superior Aryan heritage influencing various spheres of life, including politics,
religion, and social structures.

The "white over black" syndrome, in this context, extends beyond literal skin color
to symbolize a hierarchy where the Indo-Aryan elites, often considered as having
lighter skin, are positioned above other groups, including those with darker skin
tones, often associated with the Indo-African communities or Dravidian
populations. This narrative has permeated various aspects of Indian society,
influencing perceptions of beauty, social status, and opportunities.

These historical and cultural dilemmas manifest in contemporary issues such as
colorism, caste discrimination, and socio-economic disparities. The legacy of the
Indus Valley Civilization ownership dispute has contributed to a complex interplay
of identities, where the concept of superiority based on historical narratives
continues to impact social relations, perpetuating inequalities and reinforcing
prejudiced attitudes.

Understanding and addressing these dilemmas require a nuanced exploration of
historical narratives, acknowledging diverse cultural contributions, and fostering a
more inclusive and equitable society that values each individual irrespective of their
historical or ethnic background. It calls for a reexamination of entrenched beliefs
and the promotion of narratives that celebrate diversity and challenge harmful
hierarchies rooted in historical disputes.
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Irony of Resistance: Confronting Casteism in Dance while Retaining Elitism
Within

To grasp this complex issue, it's essential to contextualize the irony within India's
historical and societal landscape. Casteism, deeply ingrained in the nation's history,
profoundly influences various aspects of life. Elitism in dance adds another layer of
complexity, with institutional barriers impacting access, opportunities, and
recognition. Concerns of cultural appropriation when resisting casteism highlight
the nuanced balance needed for authenticity.

The dance community is witnessing a surge in identity struggles, where artists
grapple with internal conflicts while dedicated to challenging casteism within elitist
practices. Exploring intersectionality in dance, considering factors like gender or
socio-economic status, deepens our understanding of these challenges. Examining
historical movements challenging societal norms offers valuable insights, drawing
parallels with the current dance scenario.

Performers, often unaware of their role, unintentionally contribute to reinforcing
social disparities. Their artistic expressions become conduits for cultivating a
consciousness that glorifies elite narratives as inherent human principles. Unaware
of the broader implications, performers may unintentionally perpetuate social
hierarchies by reinforcing established elite perspectives in their depictions.

The unintentional contribution to social disparities lies in performers' lack of
awareness regarding the consequences of their choices. Instead of actively
challenging prevailing narratives, they may unknowingly reinforce the status quo,
embedding societal norms favoring the elite. This phenomenon underscores the arts'
influence on shaping societal perceptions, highlighting the need for performers to
critically examine their portrayals and consider the broader social impact.
Encouraging reflective practices among performers and promoting awareness can
lead to a more conscious and responsible approach to artistic expression, mitigating
the unintentional reinforcement of social disparities.

“The Devadasi system in India, religiously sanctioned, epitomizes
intersectional oppression based on gender, caste, and sexuality. Historically,
Devadasis, known as "servants of God," were women dedicated to temple
duties and considered sacral figures with ritual powers. Despite caste-based
segregations within the Devadasi community, with distinctions like
Kalavantin/Isai Vellalar/Kalavantulu for non-Brahmins and
Jogini/Mathamma for Dalits, they shared a common duty of offering sexual
services to economically and socially powerful patrons, perpetuating social
and economic disparities within this system”( Geetha, 2021).

Over time, the Devadasi community has experienced a transformation from a
revered status associated with religious rituals to one marked by oppression,
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disrespect, and societal marginalization. This historical trajectory continues to
reverberate today, particularly evident when dancers from the hereditary
community of Devadasis participate in contemporary urban dance practices.
Despite inheriting a rich cultural and artistic legacy, these dancers often find
themselves relegated to a position of lesser importance within the dance landscape.
This discrimination is rooted in deeply ingrained social biases related to caste, race,
and color. Even though their dance is a hereditary asset, these artists face systemic
challenges that impede their recognition and appreciation. This enduring bias
underscores the persistent influence of historical inequities, reflecting a need for
broader societal awareness and a dismantling of discriminatory practices within the
realm of dance.

During a session conducted by a distinguished emeritus scholar at a renowned
university, the present writer observed a disconcerting instance where the speaker,
instead of celebrating the artistic prowess of Balasaraswathi, resorted to body-
shaming and colorism. The speaker, regrettably, portrayed Balasaraswathi not as the
accomplished artist she was on stage but rather as a home maid outside the
performance arena. This derogatory commentary not only focused on her physical
appearance but also extended to criticism of her dark skin tone. Such remarks are
not only disrespectful but also perpetuate harmful stereotypes and discriminatory
attitudes based on physical attributes. It highlights the need for a more inclusive and
respectful discourse within academic and artistic circles, emphasizing the
importance of recognizing and appreciating individuals for their talents and
contributions rather than perpetuating biases based on appearance.

Nrithya Pillai, a dancer hailing from a hereditary family, raises pertinent issues
concerning political and hierarchical interventions in Bharatanatyam orchestrated
by white elites. She underscores the significance of critical scholarly work,
exemplified by Davesh Soneji's contributions over the decades, which sheds light
on the pervasive influence of caste-based power dynamics within Bharatanatyam.
However, Pillai notes a concerning trend where such scholarly endeavors are often
criticized and vilified within Brahminic circles. This resistance stems from the fact
that these critical interventions question entrenched regimes of power that have
persisted over an extended period. In essence, the critique and exploration of caste-
based power structures within Bharatanatyam face resistance and condemnation
within certain circles, indicating the need for a more inclusive and open dialogue
about the intersection of caste, power, and cultural practices in the realm of classical
dance.

“Even those academics who produce critiques of caste and class in other
contexts love consuming these modern forms “for their beauty.” Such is the
cultural nostalgia of the intellectual class in India and the Indian diaspora; it
cannot read the political into the aesthetic, especially when it comes to the
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so-called “classical” arts. We therefore need a new pedagogy for Indian
dance that is not articulated and voiced by the Bengali bhadralok or by
South Indian Brahmin “intellectual elites,” or by Hindus alone. The
discourse on “culture” in India cannot seem to free itself from the tropes,
signposts, and biases of twentieth-century Indian cultural nationalism; it
rarely speaks beyond this inherited framework™ (Soneji, 2020).

Much like India's Kohinoor displayed in British museums, Bharatanatyam is
asserted and embraced as the cultural heritage of Brahmin and other Brahminized
communities. This analogy highlights a dynamic where specific groups, particularly
those aligned with Brahminical traditions, position themselves as the primary
custodians of Bharatanatyam, influencing its narratives and norms. The comparison
underscores the intricate interplay of power dynamics, representation, and
ownership within the cultural realm, prompting a broader conversation on who
holds the authority to define and represent significant facets of India's cultural
legacy.

Examinations of Elitism: Symbolic Constructs in Makeup, Costume, Musical
Tonal Structures, Language, Body Posturing, and Setting Symbols:

Artists frequently find themselves reluctant to embrace their natural skin tones,
compelled instead to conform to a discriminatory aesthetic that elevates white skin
as the only acceptable, clean, and standard norm. This coercion into adopting a
specific skin tone reflects a systemic issue rooted in racial bias, perpetuating an
environment where artists feel compelled to conform to predetermined standards
that marginalize and undervalue diverse skin tones. The pressure to conform to a
narrow definition of beauty hinders artistic expression and reinforces harmful
stereotypes, underscoring the need for a more inclusive and accepting environment
within the creative sphere.

In the backstage area of a respected institution, as performers readied
themselves for the stage, the senior Guru vocally advised a student named
Vidya®, who had a dark complexion, to apply a generous amount of yellow
powder to improve visibility and presentation during the performance.

The complexity of stage attire in Indian Classical Dance, often involving the use of
luxurious silk fabric adorned with gold-embedded borders, introduces an element of
extravagance that contributes to its high cost. Consequently, this emphasis on
opulence creates a scenario where financial resources, caste affiliations, and
positions of power take precedence over the genuine talents and creativity of the
performers. The exorbitant costs associated with these elaborate costumes create

¥ To safeguard the privacy of the student who experienced racism, a pseudonym has been

assigned.
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barriers for artists without substantial financial means, reinforcing a system where
socioeconomic factors and privileged backgrounds play a significant role in
determining access and success in the realm of Indian Classical Dance. These
dynamic highlights a broader issue within the cultural domain, where artistic
expression is, to some extent, overshadowed by considerations of wealth, social
status, and traditional power structures.

Tonal structures and melodies in classical Indian dance receive special treatment,
with a deliberate emphasis on infusing a religious aura rooted in the Aryan ethos.
This intentional approach to tonal elements aims to evoke a spiritual and cultural
resonance associated with the traditions and beliefs linked to Aryan heritage. By
weaving specific tonal structures and tunes into the fabric of classical dance,
practitioners seek to create a performance environment that not only entertains but
also resonates with the deeper cultural and religious contexts that have shaped this
art form. This deliberate emphasis adds layers of meaning and significance to the
dance, enriching the audience's experience with a connection to the spiritual and
historical dimensions embedded in the Aryan ethos. The original singing and
percussion styles of indigenous traditions have waned in prominence as the art form
has become more sophisticated. Despite employing indigenous syllables and tonal
structures, they intentionally steer clear of capturing the authentic spirit, instead
overlaying it with a glorified Aryan elitism.

Elitist dancers choose for the Aryan temple premises as a more comfortable setting
even while conveying ideas about the marginalized. Utilizing the teachings of social
reformers such as Narayanaguru, they tainted them by infusing elite aesthetics and
further divided people based on Aryan and non-Aryan distinctions. Kindly watch
how Kundalini is being portrayed in many elite dancers. Thereby you could see
how indigenous treasure is being manipulated into a bourgeois form of super elites
retaining the term subaltern.

Detrimental Impact: Elitism and Favoritism in Art Criticism and
Entrepreneurship: A Recent Case Study

It is similar to what happened with Veteran dancer Balasaraswathi the recent
occurrences of Anita Ratnam’s judgemental remarks on the dancer Kali
Veerapathiran.Numerous performers and activists are voicing their concerns over a
casteist joke made by Anita Ratnam targeting a particular artist. Instead of
acknowledging and appreciating the artist's talent and creative abilities, Ratnam's
focus was exclusively on the individual's caste. This incident raises broader
questions about the impact of caste biases within the artistic community and the
need for a more inclusive and respectful approach that values artists based on their
merit and contributions rather than their social background. The controversy
highlights the challenges faced by individuals who encounter prejudice based on
caste rather than being evaluated on the basis of their artistic prowess and
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accomplishments. It underscores the importance of fostering an environment within
the arts that is free from discrimination and promotes equality and recognition
based on talent and skill

Audiences will be mostly from out
of town and out of India. | can
safely predict that a special
contingent of rasikas will arrive
ONLY for Kali Veerapathiran's
performance at the Music Academy
- solely due to his caste location -
and leave immediately after his
performance ends. That flourish will
be a performance in itself!

In reaction to the incident, T M Krishna, a prominent musician and social activist,
shared his perspective on social media. Krishna, known for his advocacy for social
justice within the arts, likely offered insights or comments concerning the specific
incident, addressing the broader implications and the importance of fostering an
inclusive and respectful environment in the artistic community. This response could
involve Krishna's views on combating casteism, promoting equality, or advocating
for a more empathetic and considerate approach within the cultural sphere.

“Being allies means two things, giving space for multiple voices and
standing up in public when those on the margins are being attacked. And
these are personal attacks that diminish individuals, their work and agency.
These are not criticisms. Standing for what is right has nothing to do with
aesthetic preferences or opinions. They are irrelevant. It is even worse that
so many of you will fill your social media pages expressing concern for
animals, black lives matter, the LGBTQ community and feminism, but will
hide when it comes to someone from your own community being belittled
because of their caste identity. Solidarity must begin within your closest
circle and not the other way round” (Krishna, 2023).

The phenomenon of prioritizing the aristocratic aspects of dance has been persistent
since the concept of 'classical' emerged. When Sadir transformed into the urban
manifestation of Bharatanatyam in South Indian society, critics like Leela
Venkataraman and others accentuated the significance of an Aryanized refinement
in the art. They bestowed abundant praise upon elite artists, glorifying their
contributions lavishly. This critical practice of Brahmin-accultaration can be a
concern when individuals from dominant racial or caste groups adopt elements of a
culture without understanding or respecting its significance.

The elites engage in the performance of subaltern narratives primarily as a means to
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garner specific fame and recognition, rather than as a sincere effort to disseminate
and advocate for the ideologies of the oppressed. In this context, the utilization of
subaltern-lores becomes a strategic choice, emphasizing personal acclaim over the
genuine promotion and understanding of the struggles and beliefs of marginalized
communities. This selective appropriation of subaltern narratives for personal gain
underscores a disconnect between performative gestures and a sincere commitment
to addressing the issues faced by the oppressed, revealing a nuanced dynamic
within the realm of cultural expression. It would sustain stereotypes and undermine
the genuine essence of the art form. Dance performances' themes and narratives
might inadvertently uphold stereotypes or add to the continuation of racist or caste-
based ideologies.

Proactive Measures for Preventing Detrimental Influences

Moving into the elements of resistance within the dance community, it becomes
crucial to explore the symbolic gestures employed by dancers to confront and defy
caste-based discrimination. This exploration extends to the dynamics of collective
movements against casteism within the dance community, shedding light on how
individual artists navigate their roles within these broader efforts. Dance could be a
powerful tool for empowerment and social change. Dancers from marginalized
communities often use their art to reclaim their identity, challenge stereotypes, and
advocate for social justice.

It is welcoming to see artists and young scholars like Amith, who is a performer of
Mohiniyattam, aligning with the artists of oppressed communities. He
communicates his ideas boldly through minimal makeup, utilizing body movements
and swirls as expressive statements and pioneering expressions of life and freedom.
His bodily stances, postures, and glances transform into graceful tools for him to
combat societal injustices. With his peer perspective and artistic work, he
emphasizes the value of the presence of marginalized individuals in the stream of
Bharatanatyam. He points out the malice in the research and academia of Indian
dance; “A collective of dancers, spectators, and self-proclaimed dance 'researchers,’
devoid of connections to other disciplines, lacking interaction with ordinary people,
displaying a lack of compassion, and exclusively acquainted with the privileged
realms of class and caste, are compelled to engage daily. This constant interaction
leads to numerous conflicts that manifest both mentally and physically, even
encroaching upon my dedicated creative time” (Amith, 2023).

Addressing racism and caste discrimination in the dance realm necessitates
heightened education and awareness. Dance communities can benefit by fostering
inclusivity, providing education on diverse dance traditions, and encouraging cross-
cultural appreciation. Promoting collaboration among dancers from various racial
and caste backgrounds holds the potential to enrich the dance community. Engaging
in open conversations about these issues is crucial for fostering understanding and
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dismantling discriminatory practices. Looking ahead, prioritizing inclusivity and
breaking down elitist structures within the dance world emerges as a key goal.
Serious artistic discourses and movements could foster informed discussions and
paves the way for positive change within the cultural landscape.
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Abstract: Being one of the earliest novels written by women in Malayalam,
Premabhajanam by Saraswathi Amma is a significant text in the evolution of
Malayalam literary landscape. It introduced a new female subjectivity into the
novel tradition which has been mostly male-dominated and carried the narrative
language of social realism. Malayalam novel, being the modern genre which
gained its significance along with the advent of Kerala modernity, was influenced
by the social reform movements of the modernity project and endorsed the
grammar of the same. The representation of women was, therefore, burdened by
the ‘male gaze’ and the expectations of ‘ideal womanhood demanded by
modernity. Into this tradition which views women as the ‘subject’ and passive
consumers of the genre, Saraswathi Amma translates a new subjectivity from the
female authorship position. The paper attempts to critically approach
Premabhajanam through the wider lens of translation going beyond the definition
of linguistic transfer.

Keywords: Women writing, malayalam novel, translation, modernity, female
subjectivity.

Introduction

The rise of the novel as a prominent genre in the literary landscape of
Malayalam aligned with the reform movements and ensuing Kerala modernity.
Having arrived in the Malayalam literary sphere in the later part of the 19™ century,
the growth of the novel was influenced by discourses of colonialism, caste-based
social structure, nationalist movement, movements against casteism and feudalism
and English education and the democratization that followed (Ramakrishnan,
2017). As in the West, the novel in Kerala also emerged as a realist genre and took
inspiration from the socio-political changes happening in the society including the
spread of female literacy, ideas of modernity and reverberations of nationalist
movement (Ayyappa Panicker 58).

This, in turn, culminated in the emergence of a public sphere where issues
of ‘public interest” were debated. It is to be noted that the access to this public
sphere was restricted to a few groups. It has been observed that what sprang from
these waves of changes was a transformation (or replacement) of the social
organization from one based on caste hierarchy to one based on gender. The early
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20™ century public sphere became a structured space promoting gendering in its
structuring and circulation of new ideals of gendered subjectivity within it (Devika
7). Roles and slots were allotted to individuals based on gender-division between
public/private domains. The enquiry undertaken here gains its context in
understanding the influence of literary sphere in Kerala wherein crucial efforts to
question and reframe gender in non-masculinist terms via various literary forms
have been attempted over time. Along with various socio-political movements,
literature played an important part in the ‘translation’ of feminist themes into
public discourse across time in accordance with the changing perception of gender
and feminism acknowledging the plurality within the category of ‘women’. The
paper attempts to understand Premabhajanam by Saraswathi Amma, the earliest
Malayalam novel written by a woman writer, to be some of the earliest feminist
ideals and consciousness within Malayalam novel tradition.

The genre of Malayalam novel and female authorship

Unlike other literary genres in Malayalam, women writers began their
engagement with the genre of Novel a little late. Even as the presence of women in
the authorship position was delayed or sparse in number, the earliest Malayalam
novels written by male authors had women in subject position or thematic
representation. As given in the preface to Kundalatha by Appu Nedungadi, the
novel was considered as a harmless means of entertainment for women who were
struggling to fritter away time especially as they didn’t have grueling work to do.
So, women were initially relegated to the position of novels being written about or
written for. Interestingly, most of the earliest Malayalam novels carry ‘woman’ in
their titles, as in Kundalatha (1887), Indulekha (1889), Sarada (1893),
Indumathiswayamvaram (1892), Meenakshi, Meenakshikeshavam (1892) etc,
indicating their treatment of women as the subject of the novel. Resonating the
echoes of the reform movements and English education, novels like Indulekha
portrayed women characters who asserted their autonomy and subjectivity but told
from the perspective of a male author. It also showed the influence of a rising
public sphere set by a gender-based order which, while marking fresh beginnings,
provided for the continuation of traditional norms in an altered guise. While
Chandu Menon’s Indulekha portrays a social critique on the polygyny or
Sambadham practiced with social sanction among Namboodiris and narrates the
monogamous love story of the educated Namboodiri woman who exercises her
agency in choosing her life partner against all the odds, other novels were more or
less imitations along these lines. Though the Malayalam novel of this period was
able to address some of the social challenges faced by women through the
representation of the ‘modern’ woman with her ambitions fulfilled, the narrative
voice was essentially that of man. Man created the ‘woman’s world’ of experiences
within the fiction. Udayakumar notes that the sense of autonomy that such novels
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introduced for woman in fact made her the object of desire, by making her
innerself “obscure and inaccessible” (155).

The number of women novelists in the Malayalam literary sphere is fewer
when compared to their presence in other genres and narrative forms (Rajasekharan
1999 & Lekha Narendran 2002), at least till the later part of the twentieth century.
A reason for this may be ascribed to the lack of access by women to the larger
literary sphere and its development springing up from her being restricted to the
domestic sphere (Narendran 2002).

Saraswathi Amma: The ‘eccentric’ author

Acknowledging the significance of the literary sphere surrounding the
socio-political discussions in Kerala society, the location of women authors within
literary tradition demands a careful analysis considering the presence of what J.
Devika refers to as ‘male homo-aesthetic circles’. These were informal,
nevertheless hierarchical cliques composed of male critics, readers, authors and
publishers (Devika 9). They weren’t an orthodox group but a progressive and
liberal community driven by the ethos of modernization and reformist movements.
Devika uses the metaphor of ‘consecration’® to suggest how the women writers
were received in the literary sphere based on their conformation to the standards of
these male-dominated circles. Examples of this scenario lie with the case of critical
reception of early women novelists Saraswathi Amma and Rajalekshmi wherein
the former was rejected as eccentric and the latter for being too personal in her
writings.

As Guptan Nair recounts in his writings, Saraswathi Amma was labeled as
a man-hater for her general nature and radical writings (Amma 9). According to
him, she was free-spirited, outspoken and engaged with male students without any
inhibition (quoted Devika 2013 109). All of these earned her the nickname- “vattu
Saraswathi” (crazy Saraswathi). He also recollects an instance wherein she comes
forth on a stage uninvited and talks about her literary creations. In a public sphere,
literary circles in particular, maintained by the rules of a patriarchal order,
‘eccentric’ seems to be an identity which refuses to stay within the conceptual
system asserted by the same. Her eccentricity, or making herself forcefully visible
in a literary sphere which barely offers a space to her, also signifies an introduction
of a new authorship position into a male-dominated literary tradition (the genre of
novel in this case). In other words, it symbolizes a translation of a new authorship
position, eccentric as it may be termed, into a long tradition alien to the same.

36 Refers to a ritualistic process where supernatural and powerful forces (normally

associated with religion and commonly female) are gathered into an idol or some kind
of totem and routinely worshipped. ‘Aavahanam’ is the term used in Malayalam.
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Premabhajanam: A novel depiction of a liberated female self

Premabhajanam narrates the story of Louisa (also called Booni) from the eyes of
her sister. Educated in Western tradition, Booni is depicted as a radical and
independent woman living among a conservative society (yet aloof from it spatially
and ideologically) following her own philosophy of life. Instead of longing for a
normative married life, Booni, who maintains liberal attitude in her
communications with men, chooses to have multiple romantic affairs. The story
narrates the life of Booni who deviates from the ways prescribed by the society in
every manner.

The novel, published in a reformist time period in the history of Kerala, posed
challenging and radical views on existing notions of gender differences and gender
roles. In her only novel Premabhajanam, set against a backdrop of an engagement
between tradition and modernity, Saraswathi Amma approaches feminism and the
institutions of marriage and motherhood with a radical vigour. While Saraswathi
Amma followed an approach of realism in most of her stories, her novel presented
an altogether different style of narration and thematic settings. Premabhajanam
narrates the life of Louisa (Booni), a woman with radical and individualistic
perspectives associated with the project of modernity, living in the conservative
society of Kerala at that time. While looking at the radical gender ideas projected
by the novel, it is important to probe over the cultural and social movements in the
first half of the 20" century that dealt with themes of modernity.

J Devika opines that the writings of Saraswati Amma have been shaped by
the debates in the literary public as well as the debates around gender reforms in
1930s and 1940s. Saraswati Amma’s writings were during a time which saw the
emergence of the notion of womanhood as a distinct category irrespective of the
class/ caste locations. “These almost invariably drew upon a certain notion of
womanhood as a distinct collectivity, with distinct and identifiable interests,
problems and capacities, not reducible to community or class positioning” (Devika,
“Beyond Kulina and Kulata” 202). In spite of being written at a period when a
modern public sphere was emerging in the society of Kerala, the Western
upbringing of Booni was quintessential to make her radical opinions possible. The
novel is narrated through the voice of Booni’s sister. Saraswati Amma locates
Booni in such a space that she need not be burdened by constant human
interactions. Living in a large ancestral home left behind by her father, Booni stays
aloof from the happenings around her and enjoys the freedom of being not in direct
confrontation with the societal impositions.

Conceptualizing writing-as-translation

Conceptualizing writing, women’s writing in this case, as translation,
transcends the general perception of translation as a transfer of meaning between a
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source language and a target language. As Brinda Bose points out, “the act of
translation, that is not merely to “express in another language,” nor even to just
“convey (an idea) from one art or style into another" but to “transform,” “transport”
and “retransmit” the entire trajectory of a particular aspect of socio-political
experience into a variety of artistic and cultural forms” (x). In this case, Saraswathi
Amma not just introduces, but transforms a new female subjectivity which does not
simply conform with the language of social- realist narrative so far existing in
Malayalam novel tradition. In Premabhajanam, Booni believes in an old Greek
myth which says that human beings were hermaphrodite creatures with two heads
and four limbs, immensely powerful in the earlier days. Fearing for their power,
God divided them into men and women, forsaking them into desperately searching
for each other. Booni uses her will and believes in this myth. In fact, the myth
provides Booni the freedom to live her life as per her wish and not be constrained
by it. Saraswathi Amma’s choice of a myth outside the repertoire of Malayalam
language as the guiding principle of her protagonist points towards the inadequacy
of Malayalam for the author to portray the character. As mentioned above, Amma
locates Booni in such a space that she needs not be burdened by constant human
interactions and being the head of the ancestral home left by her father, she pays no
heed to the moral code imposed by the society. Her story is narrated by the younger
sister, who voices a mixture of awe and fearful distance at Booni’s disregard for
societal impositions. The employment of this narrative technique was, perhaps,
prompted because the language was not yet mature enough to tell the story without
the texture of awe. The author position of Saraswathi Amma, defined by a
combination of her gender identity and feminist ideology, may have found the
language falling short. In the introduction to Translating Women: Indian
Interventions, N. Kamala refers to Barbara Godard who had proposed translation
employed by feminist discourse as a tool for ‘transformation’, Michele Causse’s
concept of ‘androlect’’ and also to Susanne de Lotbiniere- Harwood™, all of
whom highlight the ‘genderedness’ of language and the possibility of two language
worlds of women refers to the possible two language worlds at the disposal of
women (xii). These theoretical engagements affirm the notion of women writing as
translation.

Driven by the spread of colonial education and reformist movements, the
project of modernity in Kerala transformed the concept of familial system and

7 Michele Clausse coined the term to term denote the languages in which sex-class

hierarchy is both embedded and concealed. The term is used by Clausse to refer to the
muted voices of women within the language of dominant (here, male) group.

In her work, The Body Bilingual: Translation as Re-writing in the Feminine, Suzanne
de Lotbiniere- Harwood engages with the translations of provocative works of gender-
conscious French feminist writers to emphasize on re-gendering of English language,
suggesting the genderedness of language.

38
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domesticity. Colonial influence of Victorian morality was reflected in the shaping
of a reformed idea of family. As Devika points out, “These decades saw the spread
of modern domesticity and conjugal family; earlier modes of domestic life and
marriage came under increased threat due to legislative interventions and economic
change, and as new ideas regarding civilized and moral family life gained greater
velocity in circulation”. (Engendering Individuals 12) . Modern novels, or what is
referred to as Nayar novels, shared this disposition and sought to pioneer it. “One
of the visions in his [Chandu Menon’s] works is that the Keralite society has to
achieve what he thought as the liberated state of the Western society” (Vijayan 77).
This can be further asserted in the light of Chandu Menon’s memorandum as a
member of Malabar marriage commission. In the novel, while the character of
Booni is an embodiment of modern individualism, the domesticity Saraswathi
Amma sets up for her appears to be ‘out of modernity’. Through the absence or
minimal presence of male characters, the domestic space of the novel conveys a
subtle but definite matrilineal aesthetic. The attempt is neither to recover the
formal, premodern matrilineal structures nor to present an ideal for social
transformation. It is rather a sense of unreality that this ‘out of modern’ matrilineal
aesthetic presents. In order to create what seems to be a universal setting within the
patriarchal social setup of the time, Saraswathi Amma chooses a language devoid
of dialects or locational particularities except for some community-specific kinship
terms. Unburdened by the need to write abiding to the reformist wave, she creates a
modern setting quite aloof from the surrounding society and places Louisa, her
central character, as the matriarch. In order to present this normalized or what
seems to be a universal setting within the patriarchal social setup of the time,
Saraswathi Amma chooses a language devoid of dialects or locational
particularities.

The ideal models of family proposed by the community reform movements that
heralded Kerala modernity also demanded and expected specific models and roles
of ideal womanhood. The emphasis of these models was based on the concepts of
sexual morality and the ideal family woman (Kudumbini) (C.S Chandrika 80).
Talking about the early ‘Nair novels’, Arunima argues that “despite the variations
and conflictual representations involved, it is interesting that an idealized picture of
femininity and womanhood does emerge out of these texts, reflecting the gendered
desires of their male writers” (writing culture). Taking the example of Indulekha,
she points out how the novel portrays the epitome of romantic love and a prototype
for a modern, chaste woman, even though the text refuses to address the questions
of sexuality and desire directly. Moreover, it is the narrative surrounding marriage
that makes the concept of love possible. According to Udaya Kumar, “Romantic
desire in early novels, mostly written by Nayar novelists, finds its most intense,
definitive expressions in a marital, institutional vocabulary articulated in terms of
socially sanctioned institutions (152). If the early, ‘modern’ novels represented
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marriages required to be founded on autonomous desire, they also suggest the
desire also has to be institutionally oriented. Sarswathi Amma, through Booni who
takes up numerous lovers and rejects concepts of marriage and motherhood with
reasoned-out arguments, translates into the language of the novel a new,
unrelenting female subjectivity not conforming to the ‘ideal’ womanhood as
suggested by the modern genre so far. In Arunimas’s words, “the attempt of men
involved in marriage reform in the period was to discipline female sexuality and
monogamous marriage removed the threat posed by polyandrous relations.
Henceforth, sexual activity, wrapped up in the confines of monogamous
conjugality, was largely for reproduction. Moreover, it sanitized the subversive
possibilities of female desire that polyandry represented” (278). Booni, who gifts
her former lovers with contraceptive pills for their wedding and thereby suggests
that physical pleasure is the only intention of marriages, deconstructs the idea of
modern, monogamous family the reformist project strove to realize. In the same
manner, Booni also expresses her scorn at the ‘sanctity’ of motherhood when tells
her sister, “is woman a great manufacturing unit for producing great men? I didn't
know that woman was only such a machine”. It is important to note that Booni
rejects everything that is considered as the telos of the ‘domesticity’ as projected
by Kerala modernity by means of rational thinking and reasoning. Saraswathi
Amma, transforms the rational grammar of the genre to introduce a different
female subjectivity in the form of, borrowing Teresa de Lauretis’s concept, a
“figure-of-resistance”. Extending E.V Ramakrishnan’s conceptualization of
translation as involving “transferring a new set of codes to a culture which lacks
those codes” (165) to a metaphorical level, Saraswathi Amma’s writing can be seen
as the translation of concept of “figure-of-resistance”, a female figure who refuses
to adhere to the rules and norms imposed by the society. Translation, as Barbara
Godard proposes, becomes a topos of feminist discourse in its figurative meanings
of transcoding and transformation, wherein the intention is to “evoke the difficulty
of breaking out of silence in order to communicate new insights into women’s
experiences and their relation to language. An analysis of Saraswathi Amma’s
writing from the focal point of her engagement with modernity elucidates Godard’s
argument that translation, within feminist discourse, signifies a notation of codes
from a ‘muted discourse’ and displacement of a dominant discourse.

Conclusion

Devika, in her book Womanwriting=Manreading? locates how the fiction writings
by women in Malayalam became the vehicles of feminist thought in a public
sphere which lacked feminist theory in translation. This indicates the blurring of
creative writing and theoretical thinking as proposed by Godard and it is interesting
to note the role played by ‘women writing as translation’ in bringing feminist
themes to the Malayalam public sphere. Not limited to the introduction of feminist
themes, what becomes distinctively writing-as-translation is how it introduces a
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different female subjectivity when women are at the authorship position. An
analysis of Saraswathi Amma’s Premabhajanam points towards the possibility of
understanding women writing from the lens of translation, wherein, as Capperdoni
suggests writing to be a “rereading and rewriting of language and subjectivity’
constructed by a hegemonic patriarchal discourse”. Instead of limiting translation
to a linguistic exchange between a source and target text, translation in this case,
stands as a metaphor asserting their marginalized subjectivity into the authoritative
codes of the dominant literary tradition.
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Abstract: ‘Familial spaces’ in cinema have led to numerous academic
dispositions. In this context, the paper attempts to demonstrate the possibilities of
distinct cinematic and narrative styles capable of challenging and deconstructing
traditional familial structures. To evaluate the familial dynamics in Malayalam
cinema across various genres involves an analysis of two distinct films:
Kumbalangi Nights (2019) and Joji (2021). These films specifically revolve around
the households of the late Nepolean (Kumbalangi Nights) and Kuttappan (Joji). In
contrast to the conventional familial settings of Malayalam cinema, they explore
layers of familial hierarchy and restructure the notion of ‘family’. The cinematic
narratives of these films diverge significantly; however, they collectively explore a
shared thematic locus, namely the concept of familial dynamics. These families'
social and cultural backgrounds are entirely different, even though, on some
grounds, they annihilate and interrogate the stereotypes of domestic arrangement.

Keywords: Familial spaces, Film Genre, Comparative analysis.

INTRODUCTION

This paper attempts to conduct a comparative analysis of familial spaces as depicted
in two different film genres: romantic drama and thriller drama. The selected films
for critical examination are Kumbalangi Nights (2019) directed by Madhu C
Narayanan representing the romantic drama genre and Joji (2021) directed by
Dileesh Pothen exemplifying the thriller genre. Kumalangi Nights is considered a
significant work within the New generation Malayalam cinema, where the
conventional sense of family and love is redefined. In contrast, Joji was made
amidst the challenging backdrop of the COVID-19 pandemic and received global
appreciation from all around the world for its loose adaptation of Macbeth. The
socio-cultural contexts within which these films were conceived and executed are
different. Beyond their thematic and genre distinction, both films share a common
screenplay writer, Shyam Pushkaran.

Kumbalangi Nights (2019) narrates the story of the four sons of the late Nepolean-
Saji, Bonny, Bobby, and Frankie. Set against the outskirts of Kochi, specifically the
area of Kumbalangi, their house is located in a place where people throw their
rubbish. The dynamics among the four siblings deviate from the conventional
familial portrayal in preceding Malayalam films, characterized by a nuanced
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interplay of affection and hostility. The narrative then unfolds to the character
Shammy, whose dominance over his wife’s family is a symbol of heteronormative
masculine power.

Joji (2021) revolves around a familial estate presided over by the hypermasculine
figure, Panachel Kuttappan. The narrative navigates through Kuttappan’s
household, inhabited by his three sons- Jomon, Jaison, and Joji- as well as Jomon’s
son Popy, and Jaison’s wife Bincy. Kuttappan exerts dominance over the entire
family, symbolizing hypermasculinity. And no one in the family dares to speak to
him directly.

This paper is an attempt to unfold the commonalities and disparities in the portrayal
of familial spaces. Beyond the genre differences, the study extends to the socio-
cultural backgrounds of these films and examines how they shape ‘family space’.

While belonging to distinct genres, the common thematic thread binding these films
is the exploration of ‘familial spaces’. Both Kumbalangi Nights and Joji avert from
the conventional familial narratives established in Malayalam cinema. In
Kumbalangi Nights, the portrayal of the domestic settings transcends the
conventional norms and, presents an intercultural and interlingual family space,
which is uncommon to the Malayalee audience. Initially, Shammy’s family is
depicted as a ‘Normal family’, which we have seen in many Malayalam films
before, but gradually his toxic masculinity unveils and ruptures the images of a
‘perfect family’. Kumbalangi Nights embraces inclusivity as the narrative
progresses, notably, saji’s hospitality to his deceased friend’s widow and child, and
the unconventional living arrangement of Bonny and his foreign girlfriend. The four
siblings and their extended family/friends coexist peacefully, disrupting the familial
conventions of Malayalam cinema. On the other hand, Joji delves into a more
complex and dark exploration of familial spaces. Unlike the prior Malayalam family
drama films, like, vatsalyam, Rappakal, God Father, etc. which often depicted
hypermasculine familial environments with toxic interpersonal bonds (Shafeeq, M.
Kunhi), Joji shatters cultural and social burdens associated with pretentious and
toxic family spaces. In essence, Joji unearths the dark aspect of familial spaces and
Kumbalangi Nights presents a transformative journey towards inclusivity. Indeed,
the mood of these two films is different because one is a romantic drama and the
other is a thriller drama. The romantic drama genre, in Kumbalangi Nights,
emphasizes the potential for the emergence of a neoliberal family space. The thriller
drama genre, in Joji, scrutinizes the darker consequences of a dysfunctional familial
structure.

The late Napoleon and Kuttappan have quite distinct familial dynamics. Napoleon is
already deceased when the film starts, and the only information we have about him
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comes from his sons. Saji describes his father to the psychologist in the following
ways:

“Dad was a good guy who had many dreams. He wanted to build a house.

He was a good worker.” Saji in another situation says:

“ Napoleon’s sons can’t go bad”

In a private conversation with his girlfriend Baby, Bobby describes his father as:

“ Do you know about murrel fish? Usually, it’s hard to catch murrel fish. But when
they are with their little ones, there will be an orange aura around them. Then it
becomes easier to catch them. Murrel fish die because of their little ones. Our dad
was like a Murrel fish” (Kumbalangi Nights, 1:17:43-1:22:22).

From the above situations, we can describe Nepolean as an exemplary father with
positive parental involvement. Contrarily, Kuttappan is portrayed as a domineering
father exerting control over the entire family. Even in the situation of his physical
paralysis caused by a sudden stroke, kuttappan’s three sons restrained from talking
to him face to face. This is exemplified by Jomon asking permission to take an
alcohol bottle from his father’s shelf. When Kuttappan is hospitalized, Jaison’s
entry into his father’s room for a hot water bath is marked by palpable agitations.
When Kuttappan is taken home from the hospital, he isn’t taken to any rooms
downstairs but to his room upstairs, which denotes kuttappan’s power over his
family members. Napoleon and Kuttappan are distinct parental figures, causing a
profound divergence in the familial dynamics of these films. Napoleon’s sons
display deep and genuine affection towards him. On the contrary, Kuttappan as a
terrifying figure is substantiated by instances of abusive behavior, such as, beating
Joji for stealing money from his account. He insults Jomon when he asks for money
to buy personal property. Joji’s descent into criminality is caused by Kuttappan’s
toxic parenting. And none of the inhabitants of the house eat from the table or eat
together, we only see Joji eating food from the kitchen slab. Kuttappan’s demise
caused some changes in the familial atmosphere, such as Joji wearing colorful
clothes, Bincy designating a maid at the house, etc.

Napoleon’s family tree breaks the conventional family kinships portrayed in
Malayalam cinema. Napoleon married Bonny’s mother when Saji was a boy, and
then Bobby and Frankie were born. Bonny and Saji are not brothers by blood. They
get teased by others who claim they have multiple fathers. At the beginning of the
film, the brothers are hostile to each other. As their circumstances change later on,
they seek each other's help and coexist. However, the case of Kuttappan’s sons is
entirely different. Joji kills his brother Jomon when he finds out about Joji’s role in
Kuttappan’s death. The adverse situation in Kuttappan’s family results from an
extreme patriarchal disposition. Passionate affection is absent in Kuttappan’s
family; there isn't a single scene in this film where Jomon and his son Popy
converse, which is akin to Kuttapan and his sons' relationship. Kuttappan’s sons
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depend on him financially, and they run Kuttappan’s business under his strict
supervision. On the other hand, Nepolean’s sons choose their father’s job, fishing.
Shammy and Joji are the ‘victims’ of toxic parental arrangements. Whenever Joji
tries to be autonomous, strong, and independent, his father drags him back. When
Shammy loses an argument with his wife, he hides in the corner of the house. That
can be read as the consequences of childhood abuse. The traits of psychopathy in
Shammy and Joji can be read as the after-effects of an unhealthy familial
circumstance In Malayalam drama films, women have always had a submissive role
to men that has been normalized and romanticized. However, the cinematic
narratives of Joji and Kumbalangi Nights depart from this. In Kumbalangi Nights,
the mother character leaves her family after her husband’s death to join a religious
mission. Typically, Malayalam familial dramas would portray such a mother
character as an unloving mother, nevertheless, this film defies that traditional
narrative. Bobby and his three brothers invite their mother to stay with them to
impress Bobby’s girlfriend’s family by forming a traditional household. Contrary to
the conventional expectations, she refuses to accept it and continues to be a loving
and caring mother until the end of the film. The character Baby, Bobby’s girlfriend,
is financially independent and opinionated. She hits her boyfriend, Bobby, when he
tries to kiss her without her consent. Additionally, despite familial resistance, she
expresses her disagreements with her brother-in-law, Shammy, who insults her
foreign guest and expels her. Baby’s sister Simmi is portrayed as an archetypal
‘obedient wife’ in fear of her husband, which changes when Shammy mistreats her
sister, Baby. In Joji, the character Bincy illustrates a recurring female character
observed in many Malayalam films, where she is compelled to undertake household
chores all by herself. However, unlike traditional portrayals, Joji refrains from
romanticizing or glorifying this portrayal. Bincy’s portrayal reflects a sense of
desperation and frustration, which is absent in many Malayalam family drama films.
Like Kuttappan’s sons, she also lacks identity within the household.

The socio-cultural spaces in Kumbalangi Nights and Joji are extremely distinct.
Kumbalangi Nights unfolds the locale of Kumbalangi situated on the outskirts of
Kochi, Where fishing and tourism are their major source of income. Contrasting to
the most prevalent narratives of familial drama dominated by upper elite caste,
Kumbalangi Nights differs by depicting the life of marginalized people. This
deviation explores the complexities and realities of socially marginalized people.
This film demonstrates the potential for coexistence within marginalized spaces,
and such narratives are absent in familial dramas until then. Notably, the physical
setting, particularly the house, has the greatest significance (picture 1). Napoleon’s
house, notable for its lack of doors, emerges as a symbol of an open and embracing
environment, subverting the conventional boundaries associated with domestic
spaces. And this house is a visual metaphor of inclusivity.

The socio-cultural space described in Joji is entirely different from Kumbanagi
Nights. The narrative unfolds within a vast household, where the house is situated
amidst its spacious surroundings (picture 2). This estate is characterized by an
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atmosphere of exclusivity, which is an opposite trait of the house in Kumbalangi
Nights. Kuttappan is economically privileged, which is entirely different from the
background of Kumbalangi Nights. Even Kuttappan’s sons are unable to traverse
through the estate freely without his vigilant oversight. The estate and its
surroundings contribute to the depiction of the dysfunctional family dynamics.
These two stories happen in extremely different cultural and social contexts, but
unlike many familial drama films in Malayalam cinema, these two rewrite
conventional familial narratives.

Picture 1

Picture 2
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Conclusion

Kumbalangi Nights and Joji are two district genre films that narrate the story of two
different familial spaces. The familial dynamics of these three families, especially
Kuttappan’s family and Nepolean’s family, vary in many aspects. The familial
space of Kuttappan is overpowered by patriarchy, and Nepolean’s family is
inclusive and transformative. With the use of two distinct cinematic genres,
Kumbalangi Nights and Joji changed the conventional perception of a familial
space. Malayalam films have created a male-oriented, toxic, and non-inclusive
familial space, and that has been the seminal notion of family spaces for decades.
Films like Kumbalangi Nights and Joji rewrite the conventional familial spaces.

The portrayal of familial spaces in these two genres is different, Kumbalangi Nights
gives the hope that an inclusive familial space is possible. Joji exhibits the real
danger of familial abuse and the suffocations of a toxic familial arrangement. In his
death note, Joji says:

“““ This is not my suicide note This is my marana mozhi

The society has fucked me the society has killed me

Arrest them.” (Joji, 1:45:53-1:46:25)

Society and its demands push him to the end where he has to kill his father to

survive and then kill his brother to hide his father’s murder.

By taking Kumbalangi Nights and Joji into account, unconventional family spaces
in two different genres have been explored and analyzed.
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Abstract: Pleasure and unpleasure are the two binaries upon which our psychic
behavioural development is built. An inconsiderable past memory, event, relationship, or
what Jacques Lacan (Lacan 1955) calls a ‘lack’ can drive us into a state of harsh emotional
shock, as a repercussion of which we may encounter an unconscious feeling of unpleasure.
The Freudian elaboration on what happens beyond the ‘pleasure principle’ in
psychopathology is closely intertwined with how we suffer from repressing our pleasures as
well as unpleasures. A repressed ‘emotional burden’ known or unknown to us, even as
basic as losing our favourite toy, may pull us into a state of Traumatic Neurosis’ (Freud
1920), creating distress in the psyche. This displeasure finds its transference into
gratification via repetitive dreams or activities with one or more manifestations. Our mind
works on the principle of repetitive compulsion. Recreating images, events, games, or
activities helps us gain control over similar situations that have caused all the unpleasurable
experiences, thus helping transfer the resisted repression held by the ego to the pleasure
principle and master the negative experiences. The backward movement to encounter a
deathlike effect of despair in intimacy, without restoring the original balance of life and
death instincts but an inclination to attract physical and psychological pain, is more like a
death-in-life confrontation. In this study, we intend to show how Anna Karenina, the
protagonist of Leo Tolstoy's novel Anna Karenina, in pursuit of her unfulfilled pleasures,
repetitively follows the same destiny of unpleasure, losing her balance between ego and
sexual drives, and losing life to inexorable death.

Keywords: Pleasure, unpleasure, Anna, drives, repetition, neurosis, psyche, death.

Introduction

Leo Tolstoy’s Anna Karenina (1877), purported to be a fictional work
encapsulating the plot of an adulteress, Anna Karenina, morally and spiritually
punished for the rectification of the ‘misdeed’ conducted by her, is veritably the
story of how a woman attracts pain when in search and need of a pleasurable life.
Anna, a married woman, when locates love outside marriage and outside the
instructions of Russian society, her psyche deteriorates, and eventually, she loses
grip on her life. Karenin is a reputed government official with a name and fame in
Saint Petersburg but not a treasured life partner for Anna. In the spirit of reparation
for the marriage of her brother Stiva and his wife Dolly, Anna inadvertently drops
off her marriage to find love in another relationship with Vronsky. She gives up on
some enticing possessions to commence with this new yet fulfilling and intense
love with Vronsky, unlike Karenin’s dissatisfying and dull love. Anna considers
herself liable for the sufferings of Karenin and their son Seryozha, yet realises that
a partner who loves her [Vronsky] is her desire and not a loveless marriage, and
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eventually chooses Vronsky over everything. This decision changes her life
completely; she travels to Italy, suffers sleepless and insecure nights, and becomes
an outcast in Russian society which ultimately edges her to death.

Anna Karenina, the heroine of the novel, becomes an ‘adulteress’ in the
process of following her happiness. But was it happiness indeed? Happiness has
slight difference from sensory pleasure. According to Margaret Paul, ‘Pleasurable
experiences can give us momentary feelings of happiness, but this happiness does
not last long because it depends on external events and experiences. We have to
keep on having good experiences -- more food, more drugs or alcohol, more
money, more sex, in order to feel pleasure. As a result, many people become
addicted to these external experiences, needing more and more to feel a short-lived
feeling of happiness’ (Paul 2015). Thus, while reading the novel, it becomes
difficult to apprehend the needs of Anna. Nineteenth-century was the time of
unmasking the miseries of women in marriage and puncturing the societal code of
conjugal duties. Tolstoy presents two contrasting marriages to the readers: Anna
and Karenin and Kitty and Levin. Both the females are contrastingly portrayed,
where Kitty becomes the comfortable, dedicated, and compromising wife, whereas
Anna doesn’t adjust to the bland marriage and elite lifestyle and chooses to be
called an adulteress, rather than a part of Karenin's life.

The present article does a textual analysis of Leo Tolstoy’s Anna Karenina
by drawing attention to an alternate comprehension of Anna's decisions, life, and
death. The article follows the pursuit of pleasure in Anna's life to investigate how
Anna's lack of pleasure leads her to seek it elsewhere, like Vronsky, Italy, and her
multiple accommodations. The study would also highlight how this pleasure
pursuit is an alternative to an unpleasurable pressure in her life that she thirsts to
abate. This substitution further leads her to discontentment and an unsatisfied life
as the quest for pleasure leads her to Vronsky, but the satisfaction is temporary,
superseded by unpleasure and death. Sigmund Freud thoroughly discussed the idea
of what exists beyond pleasure in his article “Beyond The Pleasure Principle” in
1920. A brief discussion and understanding of Freud’s essay becomes mandatory to
locate Anna’s identity, her psychological projections towards pleasure, and move
beyond it.

Beyond the Pleasure Principle

In psychoanalytic theory, we assume without further ado that the evolution
of psychic processes is automatically regulated by the pleasure principle; that is to
say, we believe that these processes are invariably triggered by an unpleasurable
tension and then follow a path such that their ultimate outcome represents a
diminution of this tension, and hence a propensity to avoid unpleasure or to
generate pleasure (Freud 1920, 71). Pleasure Pursuit is something that
psychologists have had an interest in for a long time. It is the propensity to chase
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sensory excitement and pleasures. It’s the trait of people’s intense and complex
sensations, love experience for its own sake, and who may take severe risks in
pursuing such experience. The psychology of characters and writers has been under
the notice of researchers, critics, and psychologists since the start of the 20"
century. With his psychoanalytical concepts and theories, Freud paved the path for
psychological literature too. Not only did he [Freud] introduce the pleasure
principle but also drove us to what is beyond pleasure and how and why one
reaches there in his essay, “Beyond the Pleasure Principle” (1920).

The essay is framed with four major high points. First, he [Freud]
highlights the contradictory forces of ‘pleasure’ and ‘unpleasure.” He believed that
the level of excitation in the psyche determines whether the experiences are
pleasurable or not. Freud argues that the facts that have had our belief in the
domination of the pleasure principle within the psyche of humans also familiarise
our supposition that another inclination of the psychic machinery is to keep the
quantity of excitation within it at the minimum possible level, or at least to keep it
constant, where both are similar. If the psychic apparatus is adapted to lowering the
quantity of excitation, then factors tending to increase that excitation are bound to
be experienced as unpleasurable. But another noteworthy point here is to remember
that unpleasure cannot be identified with pain. Instead, unpleasure is a vast term
inclusive of pain of all kinds along with other negative feelings and emotions.
David Bain & Michael Brady, in their essay “Pain, Pleasure, and Unpleasure,”
explicates:

We use pain, narrowly, to refer to so-called physical pains, experiences in
which a subject has—or seems to have— pains in a part of her own body,
for example, in her hand, immersed in freezing water. We, therefore,
eschew its broader use, in which it refers to all states of suffering, not only
those involving physical pain but also grief, depression, anxiety, and so
forth. Our focus on the negative side of the sensory effect extends beyond
pain, however, to all unpleasant sensory experiences. We'll call these
unpleasures (Bain and Brady 2014).

Second, Freud dedicates a portion of his essay to discussing Traumatic Neurosis.
He states that a ‘frightful’ or ‘dangerous’ memory from the past could trigger
psychological turmoil creating a pattern of actions based on those memories to
fulfil the ‘economic perspective’ of these psychic processes: the concern of the
individual to gain pleasure (Freud 1920,71). He further writes:

In the case of ordinary traumatic neurosis, two features stand out very
clearly and have proved a useful starting point for further thought: first, the
fact that the key causative element appeared to lie in the surprise factor, the
fright experienced by the victim; and second, the fact that if any physical
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wound or injury was suffered at the same time, this generally inhibited the
development of the neurosis (Freud 1920, 76).

Third, with the example of a child's play, Freud focuses on how traumatic neurosis
works on the principle of ‘repetitive compulsion.” An unpleasant experience
develops unconsciously in a person’s psyche, ‘repeating itself” like a dream, action,
game, likes, jokes, etc. One continues to compulsorily repeat the same outburst of
unpleasure [the child repeatedly likes to involve in the same playing activity that is
pleasurable to him once] as it unknowingly imparts pleasure to him, thus replacing
the unpleasurable experience with an authoritative sensory pleasure. Robert Clark,
while referring to Freud’s theory of pleasure and beyond, states that Freud's theory
of ‘the compulsion to repeat” is “a psychological phenomenon in which a person
feels the need to repeat, remember and work through [traumatic] memories that
have been repressed’ (Robert Clark 2005).

Finally, he expounds on the theory of instincts/drives. Drive, according to
Freud, is a powerful tendency intrinsic in humans to ‘restore a prior state’ that
they were forced to renounce due to ‘disruptive external forces’ (Freud 1920,
100). He followed the dualist approach and introduced the dichotomies of
Ego/Sexual drives, the drives towards death and life, respectively, where one
leads to the opposite other. It is the balance between these drives that maintains
the balance between pleasure and unpleasure. Repetition of a psychological
phenomenon is the re-establishment of the compromised and partially satisfied
drives. When an action fails to satisfy us entirely, the resulting frustration and
indignity increase the tension to a point where we go after the nearest potential
gratification, striving for the action again. Freud exhibits in his essay that:

The repressed drive never abandons its struggle to achieve full
gratification, which would consist in the repetition of a primary
gratification experience. All the sublimations and reaction-formations and
surrogate formations in the world are never enough to resolve the abiding
tension, and the gulf between the level of gratificatory pleasure demanded,
and the level actually achieved produces that driving force that prevents the
individual from resting content with any situation he ever contrives (Freud
1920, 105).

Anna’s Unpleasure

Tolstoy’s Anna Karenina diligently searches for the pleasure she has been
deprived of in her marriage with Alexei Karenin. Unaware of the dissatisfaction
she unconsciously holds inside her psyche, she drives herself to alternatives to
gratifying her incompleted pleasures — ‘enjoyment’ in Lacan’s vocabulary or
‘desire’ for Deleuze. ‘Your wife gets older while you're full of life. Before you've
time to look around, you feel that you can't love your wife with love, however
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much you may esteem her,” Stiva Oblonsky summarises his outlook of pleasure in
and outside marriage in the stated line, which develops into the exact identical
perplexity of his sister Anna (Tolstoy 1877, 76). She remains associated with her
husband in an unpassionate, loveless marriage only out of the fear of being
separated from Seryozha, her eight-year-old son, whom she loves the most. But
when she meets Countess Vronskaya on the train, they ‘have been talking of
nothing but you (Vronsky) all the way’ (Tolstoy 1877, 114). She gets captivated by
the description of Vronsky and imagines him as a person while on the train itself.
This is why, at a glance, Vronsky could notice the ‘suppressed eagerness’ that
hovered between her ‘brilliant eyes’ and the ‘faint smile’ of Anna (Tolstoy 1877,
112).

With the introduction of Vronsky, Anna finds it irresistible to ignore him
because he becomes the picture of her desires. Anna’s unpleasure drags her to an
unconscious play of satisfying herself, with the control being in her hands in the
form of a love affair with Vronsky. While she talks to Vronsky about him, Anna's
bodily description of Karenin is clearly an indication of the repulsion she suffers
from him. At the same time, Vronsky’s physicality is stressed to the point where
even purely mental activities, such as settling one’s financial affairs, are described
as bodily pampering. This differentiation of the description of the two rivals for
Anna’s attention amplifies the perception she holds of the two. Tatiana Kuzmic, in
the essay, ‘The Mind, the Body, and the Love Triangle in Anna Karenina,’
observes:

The few times that Karenin's physical features are described, they are
literally devoid of flesh, such as his "easily chilled and bony legs" (297)
and his incessant joint-cracking, in itself a hint at boniness. His face is
described as "bloodless" and "worn" or "thin and his eyes as "motionless"
and "dull" (375), invoking more of an image of a dead than a living man.
Even his voice is "thin," in both his conversation at a committee meeting
(335) and his confrontation with Anna (337). Finally, when Anna speaks of
him to Vronsky, she repeatedly describes him as "not a man, but a
machine" and a "ministerial machine" (375) (Kuzmic 2007).

Traumatic Neurosis in Anna

3

The Encyclopedia defines Traumatic Neurosis as a psycho-
pathological state characterised by various disturbances arising soon or long after
an intense emotional shock’ (“Traumatic Neurosis” Encyclopedia). Further,
Traumatic Neurosis, as per Freud, occurs due to a frightful experience, a danger
that comes as a ‘surprise’ when we are not ready for it. Anna suffers this
psychological agitation when Karenin confronts Anna regarding her closeness with
Vronsky. ‘Her face was brilliant and glowing, but this glow was not the one of
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brightness; it suggested the fearful glow of a conflagration in the midst of a dark
night’ (Tolstoy 1877, 263). Anna's marriage to a reputed government official, but
without love, affection, or attention, leaves her in a state of emotional tremor that
we don’t notice initially. Her disturbed marriage and dull life, without passion and
love, piled up a series of differences and shocks in Anna, leading her towards this
state of neurosis.

Anna undergoes stupefaction with pain in her life with her ‘not a man, but
a machine’ husband: ‘Love? Can he love? If he hadn’t heard there was such a thing
as love. . .. He doesn’t even know what love is’ (Tolstoy 1877, 267). Karenin tries
to guide her in the name of religion and spirituality to stop her from pursuing her
affair with Vronsky, which Anna superficially handles admirably but affects her
unknowingly. As Freud argues in his essay, ‘I am not aware that those suffering
from traumatic neurosis are very much preoccupied with their waking life with
memories of their misadventure. Perhaps, instead, they are at pains not to think of
it” (Freud 1920, 77). As a result, Anna is considered ‘evil and deceitful’ by Karenin
(Tolstoy 1877, 269), yet she continues seeking pleasure from elsewhere and fulfils
her ‘entrancing dream of bliss’ (Tolstoy 1877, 270). Peaceful yet agitated, this state
of mind overpowers her completely; nonetheless, while her ego is at work, she
successfully manages to repress her unpleasure and escapes to anything that could
aid her in disguising her unpleasure with the otherwise alternate pleasure.
However, when asleep, her distress plays like a film to her, and she dreams of
everything that she has been rejecting. In her dreams, she saw everything she had
feared in her day. Tolstoy mentions the uncontrollable nature of Anna’s thoughts
and dreams and expounds:

But in dreams, when she had no control over her thoughts, her position
presented itself to her in all its hideous nakedness. One dream haunted her
almost every night. She dreamed that both were her husbands at once, that
both were lavishing caresses at her (Tolstoy 1877, 272).

Not only was her emotional suffering due to the ‘lack’ that her marriage suffered,
but also because of what she had in the marriage. She enjoyed being a part of the
elite society, which was not an available opportunity with Vronsky [as she was
insulted and questioned at parties from then on], and what she relished with
Vronsky was unaccounted for in her relationship with Karenin. This is why she
dreamt of both men as her husbands and her liberty of fulfilling all her desires.
‘Alexey Alexandrovitch was weeping, kissing her hands, and saying, “How happy
we are now!” And Vronsky was there too, and he too was her husband’ (Tolstoy
1877, 272).

Furthermore, Tolstoy successfully portrays Anna as a tender, loving, and
motherly figure, genuinely in love with her son, the only zone of satisfaction when
she was amidst an unsatisfactory marriage. When Anna visits Seryozha on his
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birthday with toys, she is overwhelmed with love and joy and is full of tears: ‘Anna
looked at him hungrily; she saw how he had grown and changed in her absence. . ..
she had so often kissed him. She touched all this and could say nothing; tears
choked her’ (Tolstoy 1877, 954). Amid her strife of passion for Vronsky and duty
for Karenin, Anna was not only in the misery of not living a passionate love life
with Karenin but also compromising on her pleasure and her child. She expected
her life to be usual; ‘Thank goodness, tomorrow I’ll see Seryozha and Alexey
Alexandrovich and my life- my nice everyday life, Life- will go on as before,” but
she couldn’t avoid dreaming of the trauma that all these incidents have had on her
psyche (Tolstoy 1877, 856).

In Tolstoy's Major Fiction, Edward Wasiolek writes: ‘The peasant who
appears at this point [immediately after Anna's suicide] and who has appeared in
her dreams is probably a symbol of the remorseless, impersonal power of sex. As
she beats the iron, he pays no attention to her’ (Wasiolek 1978, 153). Though it is
not easy to figure out the disturbance, Anna suffers from the start of the novel, yet
gradually as the life and story progress and her dreams start operating in her
thoughts, it becomes evident. Therefore, it would be correct what Freud points out,
“The fact that the traumatic experience repeatedly forces itself on the patient even
during sleep is assumed to be proof indeed of just how deep an impression it made.
The patient is assumed to be, so to speak, psychically fixated on the trauma” (Freud
1920, 79).

Repetitive Compulsion in Anna

While going through the novel, it becomes evident that Anna established
contentment only when she was with or around Vronsky. Her affair with Vronsky
gave her the opportunity to become the master of this relationship, with full
attention on her, which was missing in her relationship with Karenin: “Oh, not over
my husband,” she said “. . . I don’t know him; I don’t think of him. He doesn’t
exist” (Tolstoy 1877, 342). Anna’s affiliation with Vronsky could not provide her
with complete positivity; however, she overlooked the miseries caused, as the
satisfaction obtained from dominating this relationship, unlike that with Karenin,
gave her more joy. In Freud’s words:

We might also bear in mind that the form of play and imitation practiced
by adults . . . does not spare its spectators the most painful of experiences,
for instance in the performance of tragedies, and yet may nonetheless be
regarded by them as something supremely enjoyable. This encourages us in
the conviction that even under the dominion of the pleasure principle there
are ways and means enough for turning what is essentially unpleasurable
into something to be remembered and to be processed in the psyche (Freud
1920,81).
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Freud divides the structure of the human psyche into the id, ego, and superego
(Freud 1923). The Id stores our libidinal desires, and the Ego becomes the rational
part, bringing us back to reality. Therefore, a pleasurable experience for the Id can
undoubtedly become displeasure for the ego, but a repressed desire would be
fulfilled for sure since it opens the “workings of repressed drive-impulses” (Freud
1920, 84). This is why even a threat to our repressions produces pleasure. This
“pleasure of relief” (David Bain & Michael Brady 2014) induces the compulsion to
repeat in a person. Anna repressed all her unpleasures in her Id and was
accustomed to being with Karenin, but when she met Vronsky, she felt inclined
towards him in the very first meeting. She was fascinated by his looks and the
grandeur that Madame Vronskaya narrated, yet her Ego resisted her from acting
toward fulfilling her repressed desires.

On the contrary, she felt the same ‘pleasure of relief” every time she met
Vronsky; “I am like a hungry man who has been given food. He may be cold, and
dressed in rags and ashamed, but is not unhappy” (Tolstoy 1877, 347). This
became the reason for her unconscious compulsion to repeat her meetings, passion,
and relationship with Vronsky, for which her internal and external flexibility were
activated. To quote an example, just after the news of Vronsky’s accident in the
horse race, Anna’s sole concern lies in, “Is he killed or not? Is it true? Will he
come or not? Shall I see him today?” (Tolstoy 1877, 385). She could not think of
anything except the meeting with Vronsky and will he visit her and keep his
promise or not. Anna’s attachment to Vronsky is not only about love but about
filling in the gaps that Anna had in her life. She enjoyed being with or around him
till she got everything she wanted. After the life returning to the typical family
structure, even with Vronsky, Anna denies that too.

Anna and Vronsky’s love is passionate but superficial. Anna loves
Vronsky for all that her life lacks, and Vronsky loves Anna for her beauty and
elegance. They continue meeting, even when everybody seems to be against them
because they fulfil the empty voids in each other’s lives. Vronsky is “a man
unprepared for a relationship of any permanence” (Williams 1995). Also, as Gary
Morson indicates, “For Anna, everything seems to fit a melodramatic plot centring
on a great passion” (Morson 1995, 834). Thus, it would not be wrong to claim that
their meeting, re-meeting, having a child together, travelling to places to avoid
criticism, and all the efforts to continue with their love life were just a measure to
seek pleasure otherwise unavailable to them. However, as Aaron Schuster, in his
book, The Trouble with Pleasure, points out: “Repetition is not a secondary effect
or the consequence of something going wrong, but expresses the very core of the
drives, the fact that they are skewed from the start,” Anna’s repetition of being with
Vronsky, acquiring attention from Levin, were the forces of her drives that have
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been tempered from the starting of her life full of monotony and compromises
(Schuster 2016, 77).

Thus, repetition acts as a curative agent to the repressions and becomes a
highlighter of the dominant instincts within a person’s psyche.

Anna’s Death
Guy M. Thompson, in The Death of Desire, writes:

He [Freud] was the first to recognise the powerful effect that our parents, in
fact all our relationships, have on us and how our capacity to love is also
the source of the most profound suffering. Freud was also the first to
recognise that the myth of mental illness, our demand for love, is
unremitting and insatiable, no matter how much we get, and that we are
most vulnerable when at the mercy of the people we love (Thompson 2016,
10).

Anna’s need for love is unremitting and insatiable, and this is why when she meets
Vronsky for the second time, she experiences “a strange feeling of pleasure (eros)
and at the same time of dread of something (death instinct) stirred in her heart”
(Tolstoy 1877, 138). This feeling since then has been a continuous one, the
pleasure of her unfulfilled desires being fulfilled and dreading her conscious self-
criticism. This struggle of Id and Ego is what leads us to the “energetic external
influences,” or what Freud also terms as a danger to cut short the way to one’s life
goal, i.e., ‘death’ because “all goal of life is death” (Freud 1920, 103). Every
individual is born to die, but death in natural form is the restoration of the organic
drives (life instincts). So, what is the reason for death instincts being activated
when these drives attain the initial state of life? The compulsion to repeat goes
beyond the pleasure principle with the admission that there was also a time before
the purpose of dreams was to fulfil wishes. This is because one defends oneself
from these internal dangers by subliming them into dreams. The function of these
traumatic dreams then is to master the stimulus retrospectively. But when this
mastery doesn't occur, and the repetition occurs even to the point where it turns out
to be unpleasurable, the two driving forces that one holds inside (life and death),
the organism suffers from negative emotions like anxiety, aggression, suicidal
thoughts representing the death drive.

Anna’s drives of passion and aggression dominated her life throughout. When she
chased pleasure, her death drives were under control. Her relationship with
Vronsky is the repetition that could restore her past state of order. But this
repetition goes beyond pleasure and stimulates unpleasure. Vronsky, even though
in love with Anna, realises that he is not as happy as he imagined he would be, as
Tolstoy writes:
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Vronsky, meanwhile, in spite of the complete realisation of what he had so
long desired, was not perfectly happy. He soon felt that the realisation of
his desires gave him no more than a grain of sand out of the mountain of
happiness he had expected (Tolstoy 1877, 833).

A sudden change in his priorities reduces the amount of control Anna had over this
relationship. They travel to Italy, where Anna feels utmost pleasure; she confesses
to Dolly that she is “inexcusably happy” (Tolstoy 1877, 1095). However, Vronsky
starts missing his professional life; he does not want to have a dream world of the
two but a world with his occupational success too; “I am happy, happy in her love,
but I must have occupation” (Tolstoy 1877, 1120). This clash of priorities and
choices fades the line of passion between the two, as the rosy tenure of the
romantic relationship appears to be nearing an end. Anna had been with Vronsky to
gratify and master her repressions, but with her desire getting a shorter life, the
conflict of the life and death drives within Anna seems to have a bent toward the
death drives. She mentions depression, denies motherhood, which she agrees was
“different with my first child” (Tolstoy 1877, 1105), and later states, “I shall have
no more children” (Tolstoy 1877, 1137). Eros that brought her to Italy, to Vronsky,
to pursue her pleasure is now laid back. Since the start of the novel, Anna is seen
struggling between her love for Seryozha and Vronsky. She definitely chooses
Vronsky, but her contentment transforms into discontentment, and she becomes
“simply unhappy” (Tolstoy 1877, 1143), in clear contrast to her prior emotion of
being “inexcusably happy” (Tolstoy 1877, 1095).

Freud mentions that “The manifestations of a compulsion to repeat . . .
plainly bear the stamp of drives, and wherever they are in opposition to the
pleasure principle, they equally plainly exhibit their daemonic character” (Freud
1920, 99). This is what exactly happens with Anna; her compulsion to repeat goes
beyond pleasure, and her death drive overpowers her life instincts. She tries to
calm herself down with the morphine addiction, but she becomes more and more
‘irritable and jealous.” Aaron Schuster further observes: “For Freud, the death drive
has two basic expressions: a compulsion to repeat that is not reducible to the
reproduction of a prior pleasure and aggressiveness that is not explainable in terms
of deprivation and frustration” (Schuster 2016, 86). Correspondingly, Anna’s
aggression is not only about not being able to reproduce the prior pleasure but also
about the repetition of the same destiny that she and Karenin’s relationship suffered
after a certain period of time. She undergoes anxiety about standing in a similar
position again, with an even more significant loss than before. In his article,
‘Peasant Dreams in Anna Karenina,” Gary Browning observes that “Anna’s loss of
unobtainable ideal results in an accompanying despair at perceived coarse and even
sexual relations with her men finally impel her to self-destruction” (Browning
2000, 2).
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Anna tries to turn her drive of self-destruction outwards and becomes
anxious and aggressive towards the outside world. For instance, back at the hotel
from the party, Anna explodes an unfair attack on Vronsky; “You, you are to blame
for everything!” (Tolstoy 1877, 980). Further, her erratic actions of sometimes
flirting with Levin, and writing multiple letters with mixed emotions to Vronsky to
return at other times, become a replica of her obnoxiousness but goes all in vain.
She tries to exert her misery in the relationship away by attracting Levin, and she
“likes him indeed extremely.” She noticed something that “they [Vronsky and
Levin] had in common” that made her like him (Tolstoy 1877, 1255). But failure in
carrying out her repressions successfully, her ‘Thanatos’ turned outwards and
suddenly experience an inward shift, where she feels “sorry for herself and burst
into tears” (Tolstoy 1877, 1258). Anna’s neurosis becomes evident in the second
half of the novel, and towards the close of the novel, her frame of mind worsens
even more. Her uncontainable thoughts of the unworthy life she leads make her
vulnerable without any rescue. Discovering herself engrossed in such a position,
she realises that her love has grown “passionate and egoistic” (Tolstoy 1877,
1360), and Vronsky cannot reciprocate the same feelings anymore. Distressed, she
succumbs to the forces of the ego drives and runs in front of the carriage at the
railway station, thus embracing death.

Gary L Browning also observes in his essay ‘The Death of Anna Karenina: Anna's
Share of the Blame’ that:

The poisonous fruit of Anna’s romantic and suicidal fantasy, of her more
frequent recourse to deception, and of her disintegrating personality
combines with Vronsky's inability to keep pace (his awkward movement,
general ineptitude, superficiality, dilettantism, insensitivity, and annoying
overconfidence) to claim its victims. (Browning 1986, 337)

Conclusion

The analysis above clearly follows how Anna’s psychic development
suffers in the conflict of life and death drives. As we study her life closely, her
suicide becomes an example of what happens when the quest for pleasure goes
beyond the principle of pleasure. It becomes indisputable how Anna pursues her
ungratified pleasures, yet does not stop there and just as her relationship with
Karenin repeats the similar destiny with Vronsky, going beyond pleasure. Her
longing for a passionate relationship creates distress for her, and Vronsky comes as
a fix to her miseries. Vronsky’s passionate love appears superficial in fulfiling
Anna’s unceasing demand for romanticity superficially. She establishes Vronsky as
an opportunity of retrieving her repressions that have been resisted and hidden
somewhere in the unconscious for so long. Sabina Spielrein marks in her essay,
‘Destruction as the cause of coming into being,” “With the abatement of the

A Journal of Russian & Comparative Literary Studies, ISSN 2394-7853 155



Assonance, No.24, January 2024

feelings of pleasure and displeasure, the life of the psyche also is obliterated, but
not in equal measures” (Spielrein 1994, 8). The conflict between Id and Ego
[desires and rational reality] leads to the dominance of any one of the paradoxical
drives in our lives. In the process of reducing unpleasure, sometimes we end up
attracting even more unpleasure, and pain. The struggle between pleasant and
unpleasant living forms the base of the majority of our psychic productions.

There are instances in literature where the death of a character has been
critiqued and looked at from multiple lenses. But we often don’t acknowledge how
the person himself shares the blame for the suicide that happens. Psychologists and
critics have had multiple opinions regarding the implication of the pleasure
principle in life. Nevertheless, when observed microscopically, we often find
behavioural instances, as in the case of Anna, where an otherwise evident structure
could have a lot of loopholes imperceptible at the surface. A minute or unimportant
thing sometimes becomes the sole reason for a person’s distress. The conflicting
forces of the drives either maintain balance and let one be resisted in remembering
the repressions locked in the unconscious or trick into actions of overpowering
these repressions by engaging in behaviours to conquer the unpleasure caused by
the repressed desires. In the case of Anna, the latter happens, and she gradually
loses control not only of her thoughts but also of her life. Anna Karenina is a
famous as well as loved character, but this critical perspective of looking at her
love, life, and death remains unexplored.

Although Freud is correct when he accepts striving for pleasure and
suppression of displeasure as the basis of all psychic productions, Freud’s theory of
drives has been misinterpreted by multiple critics. As a result of which, not many
people have researched the area positively. While analysing the psychological
constructions of literary characters, these arguments of Freud offer a vast area to
explore. Unfortunately, although some of the Freudian concepts have been
accepted very well in the field of psychology as well as literature, the drive theory
is not very well acclaimed and remains underrated.
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Abstract: “The Master of Petersburg” (1994) is a fictional work by the South
African author J.M. Coetzee which depicts the renowned Russian novelist
Dostoevsky as the protagonist. The year 2021 was the 200th birth anniversary of
Dostoevsky, who had an astounding influence and a lasting impact on 20th
century world literature. Coetzee distorts historical facts to create an imaginative
and intense tale that basically explores a traumatic father-son relationship, that
perhaps inspired Dostoevsky to write “The Devils.” This dark psychological fantasy
focusses on the grief-stricken Dostoevsky's frustrating attempts to find out the real
cause that led to the death of his stepson, Pavel. It has autobiographical elements
too as critics observe that Coetzee had lost his son in 1989. This article analyses
the complicated plot of the novel by deconstructing the power and process of
writing, and the validity of how Coetzee interlaces excerpts of Dostoyevsky’s
fictional trauma with his own experiences.
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The Master of Petersburg by the internationally acclaimed South African novelist,
John Maxwell Coetzee, is an intriguing blend of fact and fiction. Coetzee began
writing fiction in 1969 and is also a critic, an academician, and a translator of
Dutch and Afrikaans literature. It was the novel, Life & Times of Michael K (1983),
which won the Booker Prize that established his reputation as an international
author. Other celebrated fictional works include Foe (1986), Age of Iron (1990),
The Master of Petersburg (1994) and Disgrace (1999), which won him the second
Booker Prize. In 2002 Coetzee emigrated to Australia and was awarded the Nobel
Prize for Literature in 2003. Coetzee is “rigorously engaged in exploring the
ontological and other issues crucial to the fictional discourse. This engagement is
primarily for marking his ‘authorial position’ and choosing his own voice of
articulation” (Baral 11-12). A recurrent theme in Coetzee’s novels is a critical
situation, where right and wrong are put to the test and where the characters’
weaknesses and downfall become central to the evolution of the plot of the story.
His prose is rigorous and analytical (www.nobelprize.org/prizes/
literature/2003/coetzee).

He (Coetzee) is not for the radiance of fiction but for its starkness; not to
protect the being but to ensure becoming; not to make writing of fiction an
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end in itself but a means to explore the unexplored; going beyond the real
to have the grasp of the unreal in representing the unrepresentable. (Baral
12)

The central protagonist of Coetzee’s The Master of Petersburg, is the renowned
Russian novelist Fyodor Mikhailovich Dostoevsky (1821-1881) who had an
astounding influence and a lasting impact on 20th century world literature. The
200™ birth anniversary of this talented author who offered realistic mirages of
Russian life and culture, and well-known for the timelessness of his themes, was
observed worldwide in 2021. Dostoevsky who is “an icon for 20" century
consciousness” (Jackson 1), has been praised by admirers as the Russian
Shakespeare. He was attracted to literature from a young age and was drawn to
Romantic and Gothic fiction, especially the works of Sir Walter Scott, Ann
Radcliffe, Nikolay Karamzin, Friedrich Schiller, and Aleksander Pushkin. Though
his novels often narrate very dark, morbid, and depressing stories and “encompass
antagonistic philosophies and value systems” (Terras 6), they are also inspiring as
they highlight the importance of living a good life despite all the trials and
tribulations. “Due to their polyphonic nature, his dramas deal with varying issues at
once, but the problem of suffering is a theme that Dostoevsky consistently tackled”
(Ewald 4).

Dostoyevsky’s professional activities “spanned fiction writing, criticism,
journalism, editing, publishing, and a responsible post in Russia’s first association
of writers” (Todd III 66). His famous works include the novella Notes from the
Underground (1864) and the four long novels, Crime and Punishment (1866), The
Idiot (1868-69), The Possessed (1872) (also known as The Demons and The
Devils), and The Brothers Karamazov (1879-80). Each work is unique for its
psychological perceptiveness, and philosophical and ethical debates, that made
Dostoyevsky to be considered as one of the greatest psychological novelists in
world literature. “The fascinating paradoxes of his life and character: an epileptic,
an invalid, a man condemned to execution, a convict, a gambler, a brilliant
journalist, a political turncoat, a passionate orator, an apostle of love and an anti-
Semite, a heart torn between sacred and profane love, a devoted father, a soul rent
between faith and doubt, all this is reflected in his heroes who are assumed to be
concentric mirrors of their creator” (Catteau 1-2). He focussed on the analysis of
pathological mental states that led human beings to madness, murder, and suicide.
He also explored emotions such as loss of self-esteem, disgrace, self-destruction,
oppressive dominion, and deadly fury. These major works are renowned as great
“novels of ideas” that treat timeless and timely issues in philosophy and politics
(https://www.britannica.com/biography/Fyodor-Dostoyevsky).

“Dostoevsky’s entire oeuvre is an attempt to come to terms artistically,
spiritually, and philosophically with a reality striving towards
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fragmentation- an attempt to give creative meaning to open-ended conflict”
(Jackson 16).

Coetzee’s The Master of Petersburg that begins in October 1869, is primarily a
dark, but moving account that depicts Dostoevsky as a grieving father who is
extremely remorseful for not having maintained an affectionate and intimate
relationship with his stepson. The dense plot of the novel is divided into twenty
brief chapters. The setting is the Haymarket district of St. Petersburg in late 1869.
Dostoevsky arrives from Dresden when he learns of his stepson’s suicide. The
author portrays a “depressive Dostoyevsky who tramps and glooms through the
pages of The Master of Petersburg, adrift in the perilous political currents of late-
czarist St. Petersburg” (McGrath www.nytimes.com). The murder is based on a
real incident, that of a young student, Ivanov. The police believed that the brutal
crime was committed by nihilists led by Nechaev. The real Dostoevsky had a
stepson but he was not involved in political activities and survived his stepfather.
In the novel, the author deviates from historical facts and portrays the dead student
as Dostoevsky’s stepson, Pavel Alexandrovich Isaev. Coetzee had lost his twenty-
three year old son in an accident in 1989. Critics believe that through this novel, he
has probably dealt with his relationship with his son and related issues that could
have been disturbing him.

The fictional Dostoyevsky is obsessed with thoughts of finding out the real cause
of the death of his stepson. He feels guilty that he had never been close to Pavel
who lost his mother at a very young age. In Petersburg he rents the same room
where Pavel had stayed, in the home of a widow named Anna Sergeyevna
Kolenkina, who lived with her young daughter Matryona. It seemed as if he was
trying hard to connect in some way with the spirit of his dead stepson by staying in
his room and going through his clothes, letters, and diary. In a letter to his wife,
which he tears up immediately afterwards, he reveals his grief and longing to see
his stepson returned to life.

He is still here in his room. He is frightened. He has lost his right to stay in
this world, but the next world is cold, as cold as the spaces between the
stars, and without welcome. (Coetzee 52)

He opens his son’s suitcase and dons the white suit as “a gesture to the dead boy, a
gesture of defiance and love” (Coetzee 71). He narrates the history of Pavel’s white
suit to the grief stricken Matryona, to show how chivalric and kind hearted Pavel
had been as a young man.

In the novel, the married Dostoevsky has a very brief but tumultuous affair with
Anna as he believes that she holds the key to unravelling the mystery surrounding
Pavel’s life and activities in St. Petersburg that probably led to his death later.
Dostoevsky visits Pavel’s grave in Yelagin island with Anna and Matryona. He lies
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flat upon the mound of earth and cries freely. Anna tells him that Pavel was very
close with Matryona who persuaded him to make a small shrine for Pavel in a
corner of the room. Dostoevsky is questioned by Councillor Maximov, a sly
judicial investigator in Pavel’s case, who asserts that Pavel was affected by an
epidemic, Nechaevism. According to him, Pavel was a follower of Nechaev and
was later murdered by his own accomplices violently for being a traitor. At first, he
refuses to hand over Pavel’s papers to Dostoevsky. Instead, he shows Dostoevsky a
story written by Pavel which he considers as evidence against Pavel.

I read you his fantasy, as you like to call it, simply to indicate how deeply
he had fallen under the influence of the Nechaevites, who have led astray
heaven knows how many of our more impressionable and volatile young
people,...Quite an epidemic, I would say, Nechaevism. An epidemic, or
perhaps just a fashion. (Coetzee 42).

Dostoevsky tries to explain to Maximov that Nechaevism is a spirit, that he names
as Baal. The reference to Baal is rather ambiguous, as in The Holy Bible, Baal is
portrayed as a demonic god worshipped by the heathens. Dostoevsky also clarifies
that he has never supported ideals like Nechaevism because he considers
“Nechaevism as Russian as brigandage” (Coetzee 42). Maximov’s real intention,
however, was to provoke Dostoevsky’s guilty conscience, and thereby persuade
him to help the police track down his stepson’s “child conspirators” (Coetzee 43).

Dostoevsky is also approached by Sergei Gennadevich Nechaev, the dynamic
young leader of a clandestine organisation called the People’s Vengeance.
Maximov had disclosed to Dostoevsky earlier that Pavel had had in his possession
a list of names of people to be assassinated by the People’s Vengeance. Nechaev
claims that Pavel was murdered by the police and attempts to involve the author in
the revolution. Nechaev reminds Dostoevsky of Christ in his wrath, the “Christ of
the Old Testament, the Christ who scourged the usurers out of the temple”
(Coetzee 103). Nechaev’s outbursts disgusts Dostoevsky who is appalled that Pavel
had been friends with such extremists, “people ever-eager to whip themselves into
frenzies of self-righteousness...sensualists hungering for the ecstasy of death-
killing, dying, no matter which” (Coetzee 104-105). After the heated discussion
with Nechaev, Dostoevsky wonders wearily,

And is that the true reason why he is bereft: because the ground of his life,
the contest with his son, is gone, and his days are left empty? Not the
People’s Vengeance but the Vengeance of the Sons: is that what underlies
revolution. (Coetzee 108)

Nechaev tries his best to provoke Dostoevsky to retaliate by reminding him of the
revolutionary ideals he had upheld during his youth. The interactions with the hot
blooded Nechaev show Dostoevsky not as a nihilist-antagonist who seeks revenge
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for his stepson’s death, but as a mature and humane individual who has accepted
whatever life offers on his own terms. According to Jackson, Dostoevsky recoils
from violence in man.

The power of his exploration of violence in his work, however comes not
from a deeply felt dissociation with the act of violence and rejection of
complicity, but from a psychological and, ultimately, metaphysical
recognition and acceptance of complicity and guilt. We are all guilty
because in one way or another we are making other people suffer and
enjoying that suffering; we are guilty because in each of us lies the
propensity for violence and evil. (Jackson 5)

Dostoevsky climbs to the top of the old shot tower along Stolyarny Quay where
Nechaev showed him the spot from which Pavel was assumed to have jumped and
committed suicide, accidentally fell, or was pushed to his death. Then he feels he
should not have gone to see that place. The height makes him dizzy and many
thoughts flood his mind. It is evident that he is still reluctant to acknowledge the
fact that the twenty-one year old Pavel is dead.

A metaphor, he tells himself, that is all it is — another word for lapse of
consciousness, a not-being here, an absence. Nothing new. The epileptic
knows it all, the approach to the edge, the glance downward, the lurch of
the soul, the thinking that thinks itself crazily over and over like a bell
pealing in the head: Time shall have an end, there shall be no death.

...Metaphors - what nonsense! There is death, only death. Death is a
metaphor for nothing, Death is death. (Coetzee 118)

In the fifteenth chapter, Nechaev reveals the real reason why he needs Dostoevsky,
so that Pavel’s death will not be in vain. He shows the author an illegal printing
press — a hand press, in a hidden cellar and demands that the story of Pavel’s death
should be written with his name, and then printed and published widely to incite
students to rise and protest. When Dostoevsky refuses adamantly, the enraged
Nechaev insults him by calling him “an old, blinkered horse” who is “nothing but a
dry old man, a dry old work-horse near the end of its life.” He also shouts in
disgust, “Isn’t it time you tried to share the existence of the oppressed instead of
sitting at home and writing about them and counting your money?” (Coetzee 186).
Dostoevsky realises that “Pavel’s death was merely the bait to lure him from
Dresden to Petersburg. He has been the quarry all the time” (Coetzee 203). There
are various snippets of Dostoevsky’s life interwoven into the narrative to make it
seem more plausible. Incidents like the violent murder of Dostoevsky’s father,
references to his older brother Mikhail, his epileptic seizures, financial difficulties,
addiction for gambling, the relationships with his stepson and other women,
revolutionary activities that led to his Siberian exile, his religious views, political
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inclinations and so on have been liberally employed by Coetzee to paint his
fictional Dostoevsky with realistic hues.

The bleak novel ends with Dostoevsky endeavouring to overcome his pessimistic
thoughts and loss of inspiration. He understands how Pavel had suffered a lot
because of his stepfather’s neglect and indifference. The “surreal clash between the
dead past and the living present” makes Dostoevsky realise that he has been an
utter failure as a father to Pavel (Chatterji 118). According to Chatterji, Nechaev
and his peer group helped Pavel towards identity formation and provided him with
a home that the seven-year old Pavel had lost the day Dostoevsky became his
stepfather. The father-son debate in the novel reflects the spirit that inhabits in
Nechaev which is the spirit of all sons to overthrow their fathers (Chatterji 125).

The real Dostoevsky’s characters undergo some type of transformation towards the
end. In the same way Coetzee’s Dostoevsky also is transformed. Finally, the writer
in him prevails and Dostoevsky begins to write a new novel in Pavel’s diary. He
had been trying to humanize and resurrect Pavel. Now he feels that he has been
miraculously transformed into the youthful version of Pavel.

In the blood of this young man, this version of Pavel, is a sense of triumph.
He has passed through the gates of death and returned; nothing can touch
him any more. He is not a god but he is no longer human either. He is, in
some sense, beyond the human, beyond man. There is nothing he is not
capable of.

Through this young man the building, with its stale-smelling corridors and
blind corners, begins to write itself, this building in Petersburg, in Russia.
(Coetzee 242)

Coetzee’s fictional protagonist is “an immensely complex Dostoevskian personage
in his constant spiritual torment and searching, his psychological and ideological
oscillations” (Jackson 11). Dostoevsky had mostly portrayed his characters as
people with some physical handicap or disease, constantly struggling to unravel the
mystery behind human suffering. Prince Myshkin (7he Idiof) is an epileptic, Ippolit
(The Idiot) and Katerina Ivanovna (Crime and Punishment) are plagued by
tuberculosis, and Marya Timofeyevna (The Devils) is physically crippled. “His
heroes may be perceived as ideas incarnate and his plots as conflicts of ideas”
(Terras 6) His protagonists, who suffer consciously like Christ for the sake of
saving another individual or to purify another person’s heart, are respected. Ewald
says that Dostoevsky “accepted suffering as a metaphysical truth” and that his
characters “are so consumed with their respective ideas, and their inability to
resolve them, that their entire psyches break down” (Ewald 45-46).

Dostoevsky’s ideology concerning suffering, as voiced through the
characters of his novels, was multifaceted. It was a social, temporal,
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emotional and moral issue, which could not be dealt in a manner of pure
faith or of pure rationality. He advised that man look to Christ as a model
for self-transfiguration, but did not necessarily believe that man could
achieve it. He prescribed boundless love for man’s fellow man here on
earth, but did not necessarily trust that man could provide it. He embodied
an attitude of the highest hope, tempered with unyielding, grounded
expectations. His paradoxical attitude accentuated the mystery of suffering.
(Ewald 46)

Dostoevsky in The Master of Petersburg tries to look to God for answers, at
various times. When Matryona questions him why Pavel took his life, he answers
that Pavel “put himself at risk to see whether God loves him enough to save him”
(Coetzee 75). During the heated debates with Nechaev there are numerous
references to God, Christ and the Mother of God. Coetzee imitates the real
Dostoevsky - “a world that God has forgotten is so alien to Dostoevsky that God
will appear in his works, at least by virtue of the denial of His existence, even in
moments of doubt and rebellion” (Terras 20). Dostoevsky even warns Nechaev not
to tempt God, or gamble on God’s mercy under the assumption that all sins will be
forgiven if it is for a good cause. Terras observes, “despite his efforts to discredit
atheistic humanism, Dostoevsky became a prophet of the ‘death of God” ”(11).
Coetzee’s Dostoevsky seems to have given up on God. Hence, he becomes “a
symptom of the total moral breakdown of individual, the loss of spiritual
equilibrium in society, and its consequent plunge into an underground of
destruction and self-destruction” (Jackson 12).

The novel reveals Coetzee’s efforts to fuse fiction and authorial polemics. A key
feature in Coetzee’s The Master of Petersburg is “its thematization of the
inevitable implication of literature in the relations of power which determine the
social context in which it is produced” (Marais 102). Marais observes that the same
historical incident of the student’s murder had inspired Dostoevsky to write The
Devils. “Coetzee’s decision to focus on the above-mentioned incident suggests that
he too, like Dostoevsky, wishes to examine the ethical ramifications of political
nihilism in his novel” (Marais 103). The indomitable vigour of Coetzee’s novel lies
in the indisputable fact that is that it is set against an ambience of agony and
morbidity.

The complicity of conventional Western morality in the state’s power
structures is made especially clear at the end of The Master of Petersburg
when the fictional Dostoevsky starts writing The Devils. By presenting his
novel as the pre-text of The Devils, Coetzee contrives to make his reader
evaluate the historical Dostoevsky’s novel in terms of the fictional
Dostoevsky’s relationship with the nihilists in The Master of Petersburg.
(Marais 107)
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Interestingly, the final chapter of the novel in which Dostoevsky decides to “follow
the dance of the pen” (Coetzee 236), is titled “Stavrogin,” who is the protagonist of
Dostoevsky’s renowned novel The Devils (also called The Possessed or Demons).
The part that the fictional Dostoevsky writes in Coetzee’s novel closely resembles
Stavrogin’s confession in The Devils, both in content and context. Thus, the novel
ends by suggesting that “Dostoevsky- who at the beginning returns to Petersburg to
establish, among other details, whether it was the police or the revolutionaries who
pushed his son from the tower — sired the ‘devils’ who were responsible for this
act” (Marais 114). It can be said that in Coetzee’s novel — an “Odyssey of the
human spirit”- fact and fiction undergo a transition to become “figures of fact” and
“figures of fiction” where “every figure of fiction contains a figure of fact and
every figure of fact contains a figure of fiction” (Terras 36-37).
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Abstract: Mythological stories are endowed with the potentiality to impact the
cultures in which they prevail. All possible civilizations possess their own
mythological stories to sustain and perpetuate their cultural heritage and to
prevent it from disruption and demolition. The Ramayana and the Mahabharataare
such imperishable Indian myths, existent even today, which children of the Indian
household are fed upon by their grandparents making the stories the sagas of
undying inspiration. The two great epics have played key roles in presenting
stereotypes of ideal Indian women. Women have been presented as devices in
the great patriarchal scheme and not individuals in their own rights. Contemporary
feminist retellings of mythological women characters assert their humanity and
interrogate the mythical narratives. The present paper studies the reiteration of the
story of Ramayana from Urmila's eye, as presented by Kane.Urmila was
overshadowed by Sita and did not find any recognition in Valmiki’s Ramayana.
Kavita Kane has given Urmila a well-built feminist identity by giving her the vocal
rights. The paper investigates that how Kavita Kane made Urmila speak and
decide for herself after she had been left alone by her husband and traces the
feminist elements in the retelling of the story.

Key Words: Mythology, Feminism, Retelling, Patriarchy

Introduction

The Ramayana and the Mahabharata are the most widely known epics and have
been extensively adapted or revisited in the works of modern writers.
Contemporary authors have been reexploring the mythologies to render numerous
standpoints and perspectives to change the age-old mind frame of the reader. The
greatest epics of our culture the Ramayana and the Mahabharataare essentially
patriarchal in nature in which the story line is built around male characters by male
writers and the complications,predicaments, and their solutions, in the story, are
also widely woven around the male characters while the female characters have
been kept on the margins or are used as devices to support their male counterparts.
The Ramayana widely focusses on the virtue of dharma. Putra dharma, Patni
dharma and Bhraatadharma were fulfilled by Ram, Sita and Laxman respectively
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and eventually became the epitome of virtues. Urmila, the wife of Laxman, also
fulfilled Patni dharma but her character has not been given any importance, voice,
or action. She remained dutiful, renounced all her happiness and desires, and
waited for her husband who left her alone and followed his brother to the forest.
The Ramayana did not impart any individual identity to Urmila. She remained just
a name as Laxman’s wife or Sita’s sister. Kavita Kane, in her work,Sita’s Sister,
explored her characterand brought her to the centre by vocalising the unvoiced
Urmila. The present paper traces Kane’s attempt to bring Urmila to forefront and
explore how the authoruncovers the story through her perspective by making her
stand tall despite of stubborn patriarchal norms and adversities.

Mythological stories in our country lay the foundation of value system in
our society. Children are brought by reciting the stories from the epics, the
Ramayana, and the Mahabharatato inculcate moral values and ethics. The women
in Indian households are still expected to follow the footsteps of Sita to be a good
daughter, obedient wife, and devoted mother but somehow our mythology has
forgotten to paint the female characters as humans who can be wrong, desirous and
with flaws. Contemporary writers have revisited these mythological stories to bring
out a different logical perspective and reconstructed the stories from a feminist or
human point of view. Breaking the patriarchal shackles knitted by Indian
mythological stories and shattering the stereotypical image of an ideal woman as
presented by these stories has been one of the major concerns of modern feminist
writers. We all have heard or read the story of Sitaand about the sacrifices she had
to make in Valmiki’s Ramayana, but the epic certainly has neglected Urmila,
Laxman’s wifeand Sita’s sister. She must have been suffered, sacrificed, and
braved a lot more than Sita, as she was left alone by her husband in her in-law’s
patriarchal household for fourteen long years. Though Urmila was a neglected and
unvoiced character in the Ramayana, but Kavita Kane has presented her as a
feminist, powerful and intelligent character who can speak and question for herself
and can follow her own mind. The author has presented the story of the Ramayana
from Urmila’s eyes by giving it a feministic angle. DrS Reema Devi in her research
article, “Marking a Muffled Murmur in Mythology: A Feministic Approach to
Kane’s Sita’s Sister” highlighted the feministic approach which Kavita Kane has
adhered to in the retelling and rewriting of the character of Urmila in her book,
Sita’s Sister. The research article establishes that Kavita Kane has presented
Urmila, not as the sister of Sita but as an intelligent, caring, and loving individual
who did not turn bitter and spends her life grieving when her husband left her alone
for fourteen years without her consent, but she stood by her in-laws and carved her
own identity.(1)

Urmila was the biological daughter of king Janaka who was the foster father of
Sita. She was married to Laxman, Lord Rama’s brother. We did not find any
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mention of her in the epic. She was overshadowed by the character of Sita. A
Telegu ballad, “Urmila Devi Nidra” did talk about her suffering to some extent but
except for the mentioned ballad, she was left unnoticed and silent. The ballad
eulogised her sacrifice and strengthened the idea that women should have no
identity of their own except supporting the males in their life by silently carrying
their emotional, psychological, and physical burdens.Kane parted company with
this idea and has come up with a different version of story where Urmila
manifested herself as a learned scholar and woman of dignity who did not spend
her life wailing for her husband.Urmila and her three sisters, Sita, Mandavi
andShrutikirti were all well-educatedbefore marriage.In Kavita Kane’s narrative,
the three sisters were shown to be well informed about all the disciplinesbe it,
music, art, religion, literature or politics (Kane 9).Urmila was very caring and
protective about her sisters. Unlike Sita, she rejected the notion to remain in the
shadow of her husband but became a brave and fearless heroine who refused to
accept injustice for her or even for her sisters. When women of the Dashrath clan
refused to accept Sita as Rama’s wife and planning a second marriage of Ram, she
felt no fear or shyness in raising her voice and said, “This is tyranny!” (101)
Sheeven suggested Sita to not become the victim. She advised her not to endure
quietly but to raise her voice in time. (100)

Kane’s Urmila was a very strong woman at heart. She also wanted to accompany
her husband like Sita, but Laxman did not allow her. She felt rejected and dejected
but her silent suffering went unnoticed.Kane very aptly described her pain and said,
“Urmila’s first instinctive reaction had been a flood of hurt for being rejected by
both her husbandand sister, followed by a deep and bitter anger. No one in her life
had given importance to her own will but used her for their own benefits (103)”.
She did not let that rejection control her and become scornful and bitter rather she
turned that into her strength. Laxman requested her to make the farewell easy for
them. According to Kane, he wanted her to be strong and should not create
hindrance in Laxman’s intent of accompanying Lord Rama by being emotional
(145). With great resilience and endurance, she pretended to hold Laxman in
contempt and made the departure easy for them. She, in Kane’s narrative,
convinced Sita also by asking her to be strong for these fourteen years as this time
would be a test for their patience, courage and resilience and they turn out to be
better humans (153). She did not wail like a weak woman dependent on her
husband like Valmiki’s rendering, but Kane’s Urmila emerged out as a warrior and
bid farewell to her husband by saying, “Come back, dear warrior, as you would
from a war.” (158)

The Urmila whom Kane gave birth to, was an extraordinary strong-willed woman
with a mind and voice of her own. She did not want to get confined within the four
walls of the palacebut wanted to learn.According to Kane, instead of getting
married and wait for a suitable suitor, she wanted to excel in the study of Vedas
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and wanted to accomplish all the major art forms (9). She even resisted the
patriarchal custom of working in kitchen which patriarchy holds mandatory for a
woman after marriage. She decided to paint and learn art instead of helping
Manthara in kitchen. Her character portrayal by Kane aims at changing the age-old
notions of patriarchy which does not allow woman to learn art, get educated but
want her to be inside the kitchen, serving men. She used toparticipate in numerous
conferences where she would indulge in healthy debates about religion, philosophy
with respected and learned rishis.

Lavanya R Mohan in her article, “Giving voice to the voiceless: A clash of
dominant and divergent ideas in Sita’s Sister and Menaka’s Choice by Kavita
Kane” mentioned clearly that literature carries an ability to influence and change
societal norms and retelling and rereading the myths from a modern perspective;
presenting an ideology different from the dominant ideology, from a logical and
enlightened point of view, aids in bringing change in society.The way Kavita
Kane’s Urmila assert her feministic side by contradicting the dominant idea of
subservience and silence as practiced by the mythological female characters is one
such effort of bringing a pleasant change. The character of Urmila had a man like
determination throughout without loosing her essential femininity. She made her
voice heard every time she confronted injustice. She stood for the rights of
Mandavi, her sister, when Bharat decided to go to Nandigram at the outskirts of the
city and become an ascetic, leaving his wife behind. She said, “so be it Bharat, like
your brothers, Ram and Laxman you too shall live a life of an ascetic, free from the
bond of love and worldly care...Today in this room, we have talked about all sorts
of dharma-of the father and the sons, of the king and the princes, of the Brahmin
and the Kshatriyas, even of the wife for her husband. But is there no dharma of the
husband for his wife? No dharma of the son for his mother? Is it always about the
father, sons, and brothers? (223)” Urmila’s fundamental questions had torn the
very fabric of their patriarchal household. She was very right in questioning that
why no one stopped Ram and Laxman from going to exile when they had duties
towards their newly wedded wives and their kingdom.

Life offered same circumstances of separation to Urmila and Mandavi but the
reactions of both defined their identity. Urmila followed the path of learning and
self-growth and did not sulk and grieve whereas Mandavibecame bitter and
contemptuous. Urmila never had any greed for throne,and she never became the
slave of circumstances and male dependence. She rose above all worldly desires
and chose the path of freedom, learning and individual choices.Mandavi, on the
other hand, after her failed ambition of becoming the queen became embittered and
resentful. She, unlike Mandavi and Sita, did not fall a prey to her emotions and
destiny but took care of her family after the death of king Dashrath. She took bold
and brave decisions and saved the kingdom like a queen. She felt no inhibition in
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interrogating Ram when he asked Sita for agnipariksha. Urmila became an
embodiment of feminism, how contemporary women should be, long before the
theory of feminism came into existence.Beena rightly puts her viewpoint in her
research article, “Giving Face to a Name-Urmila’s Identity Quest in Kavita Kane’s
Sita’s Sister” that Urmila’s love for learning, her fearless and logical questioning,
her disbelief in patriarchal norms and structure, her participation in affairs of the
kingdom after the death of her father in-law, her resistance, perseverance, and pure
loving heart clearly made her a powerful feminist without leaving behind her
femininity.

According to the phallocentric Hindu mythology, a woman is created to be the
expeditor of a man’s posterity and her own identity as a breathing individual finds
no space in our epics, as they were written by men. Women have always been
presented as a manifestation of submissiveness and subjugation and the creators of
the greatest myths did not allow them any chance to voice their sufferings,
grievances, struggles and even their formidable spirit. Kavita Kane by making
Urmila breathe, feel, speak and question ; by giving voice to the unvoiced Urmila
shakes the sham umbrella of patriarchy which was created by men for their
convenience and to camouflage their faults. Kane has very successfully given voice
to the voiceless Urmila whom we now know as Urmila and not as Sita’s sister or
Laxman’s wife.
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Abstract: Language and culture are two entangled entities that cannot be moved
apart. A plethora of languages have come into existence in the cradle of various
cultures across the world since the advent of the human race. Translation is the
critical tool with which we foster, comprehend cultural exchanges, and explore the
realm of world literature. This paper attempts a critical analysis of the basic
translation strategies, “Domestication” and “Foreignization,” specifying how they
affect the refraction of culture in translation. Domestication and foreignization are
two distinct approaches to translating a text, with the former involving adapting the
text to the target language and culture and the latter involving conserving the
foreignness of the original text as much as possible. This paper will critically
examine each approach in terms of cultural representation and how they affect the
target audience's perception of the source culture, and it will also examine the
significant spokespersons of each approach and their arguments regarding the
same.

Keywords: translation; culture; domestication; foreignization

Language and culture are two entangled entities that cannot be moved apart. A
plethora of languages have come into existence in the cradle of various cultures
across the world since the advent of humanity. Although a unanimous definition
of language is not possible, plenty of theoreticians have come up with various
ones that, in one way or another, agree upon the fact that it is the sum of the
means of communication. It is also obvious that language carries massive
namounts of information or manifestations of culture; in other words, culture
and language can only be examined by reaching out to each other. Hence, what
is identified as culture is another question to ponder upon to get a wholesome
scenario of language. According to Peter Newmark, culture can be identified as
the way of life and various manifestations of it that are distinct for a community
that employs a specific language as the medium of expression. 'The way of life'
is the crux of this observation, which is the most agreed specification when it
comes to the argument of what can be defined as culture. Hence, the disparity
between various cultures revolves around the way of life, comprising the ethnic,
religious, superstitious, social, historical, and gender aspects and expressions of
particular groups of people from different geographical frontiers. Since the
aspects mentioned above play a part in molding culture, the language will also
comprise them and more.
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The process of comparing or comprehending different cultures highly relies upon
the challenging task of translation, which acts as a bridge between

languages and, hence, cultures. By reproducing a text from its original language to
another, it is not only the language that gets transplanted to the quad of a new
audience but also the culture in which the text came to be. Literature illustrates the
way of life and all other circumstances of it, in the most fascinating and curious
ways possible. It is not viable to learn the original language of every literary work
in order to decrypt it. Translation is the solace here, with which the comprehension
of cultural exchanges and exploration of world literature becomes possible. Orbiting
translation, various definitions, strategies, and techniques have evolved so far.
Newmark, in his Textbook on Translation, proposes to approach the translation
methods as the continuum between the emphasis on the source language and target
language. He further proposes eight levels or methods of translation, such as word-
for-word translation, literal translation, faithful translation, semantic translation,
communicative translation, idiomatic translation, free translation, and adaptation.
Among these, the word- for-word method has the strongest emphasis on the source
language, and adaptation has the strongest emphasis on the target language. And it
is from the level of communicative translation the focus on the target language
starts to dominate.

Domestication, and foreignization are strategies in translation that can be
observed as associated with the sense-for-sense and word-for-word translation
methods, respectively. They differ on the degree of confirmation to the targe
language culture in translation process. Domestication makes the translated text
closely confirmed to the target language culture, compromising plenty of
information or original meaning of the source language culture. Foreignization
makes a translated text closely confirmed to the source language culture
involving the deliberate demolition of the target language conventions to preserve
the original meaning of source language. These strategies have been in

the smithy of ceaseless argument for a very long time, and the first person to carve
the flesh from the silhouette was Lawrence Venuti. He introduced them to the realm
of translation studies in the year of 1995, through his work The Translator’s
Invisibility: A History of Translation.

Eugene Nida and Lawrence Venuti are the major advocates of domestication and
foreignization, respectively. Domestication denotes the type of translation that is
basic sense to sense in which a transparent and fluent way is courted in order to
minimize the alienation of the foreign language and present the text in a seamless
way for a better understanding of the message by the readers of the target language.
Foreignization deliberately preserves the foreignness of the source language culture,
insisting on the process of sending the target text readers abroad to experience the
foreign culture more authentically. In simple terms, in foreignization, the original
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meaning, along with the cultural differences, are transplanted from the source
language to the target language, where it would be received with the strangeness of
the original text unaffected. In domestication, as Nida suggests, every word of the
source language is replaced with the closest natural equivalent of the target text.
This way, the readers of the target text will receive the work in a format that is
closer to their culture and comprehension, but the original meaning of the source
language is lost. In short, domestication means replacing the source culture with the
target culture, and foreignization means preserving the original traits of the source
culture while translating.

Many arguments over these two approaches are there in the contemporary realm of
translation. According to German philosopher Friedrich Schleiermacher,
translations from different languages to German should preserve the original
cultural and linguistic traits of the source language and should sound different. The
readers should be able to identify the Greek culture from the works translated from
Greek and the Latin traits from the works that are translated from Latin. According
to Venuti, domestication strategy presents the translated text in a way as if had been
written in the target language following the cultural values of the target reader, after
severely erasing the cultural and linguistic values of the source text. He thus
strongly recommend the foreignization method, considering it as the most ethical
path for a translator to strode and to embrace the original meaning by sending the
reader abroad instead of making every translations alike by reshaping them to the
target language culture. Nida advocates for the domestication method considering
its ability to pass the message smoothly to the target reader even if the original
meaning is compromised. Venuti identifies foreignization as the resistant method of
translation against the smooth translation concept of Nida. However, the extreme
ends of both these approaches cannot be followed in the process of translation. The
more a translation depends on domestication, the more the original meaning needs
to be recovered. And the excess of foreignization will take a lot of work to follow
by the readers of the target language. Still, when the authenticity and faithfulness
towards the source language are considered nothing other than foreignization, it is
the ideal method of translation. For instance, if the degree of gender discrimination
is higher in the source language than in the target language, that variation should be
represented as such and vice versa. Since the difference between cultures

includes gender discrimination and beliefs over gender roles, it will also be there in
language, interlaced in almost every word and phrase. In such a scenario,
domestication may be an unfaithful method to approach. Both domestication and
foreignization have advantages and disadvantages in translation. Domestication is
more effortless to understand but may lose cultural and stylistic peculiarities.
Foreignization maintains original features and cultural background but may
overwhelm readers with strange content. Both strategies involve losses, and the
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better choice relies on the translation's specific circumstances, and the better
judgment would be based on readers' intentions. If the reader wants to grasp the
message only, she may consider the domesticated translation as better, and if she is
interested in familiarizing herself with the strangeness of the source language and
culture, she may prefer a foreignized translation.
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Abstract: Present Research paper is intended to explore the Representations of
Land and Water in Dravidian Folk-cultural texts, therefore, selected folksongs and
Rituals from Kannada, Malayalam and Tulu languages will be used for this
purpose. Hola Bitti Baruvaaga (Song after sowing seeds), MaLi Haadu (Rain
Song) in Kannada, PalLL Paattu (Agriculture related song) and Kulikett Paat (Bath
Song) in Malayalam, Polsodi Popine and Keddasa (Song on Inviting the luck and
Menstruation of the land) and Kaaveri Purusha (Song on Kaaveri Male) are the
selected texts to be investigated. Human bond with the land is depicted as Child
and Mother Correlation in the Dravidian Folk-Cultural texts, the concept of
menstruation of the land, Invoking luck for the land and people are narrated. MaL.i
Haadu is a longing for the rain in a dried and barren land whereas Kulikett paat
explain the bathing of the dead. Surrender of human being in front of the natural
surroundings, Quest about the secrets of mother-nature, worshipping the land and
its flora and fauna could be thoroughly grasped by revisiting the Dravidian Folk-
cultural texts. Objectives of the present paper are to find out the correlation
between these folk-cultural texts in Dravidian languages and conceptualizing the
ecological representations narrated in the folksongs. Scope of the paper is limited
to selected folksongs and rituals from Kannada, Tulu and Malayalam languages.
Basic texts of folksongs and rituals will be primary sources and their
interpretations will be used as secondary texts regarding with the methodology of
the present paper.

Key words: Land and Water, Divinization, Humanization, Demonization

Land and Water have been considered as major powers in Dravidian Cultural texts;
land always have been termed as a female or mother, but the existence of water in
clouds designated as male and on the land it has the role of both male and female
as ocean and river. The folk cultural texts illustrate the processes of Divinization,
Humanization and Demonization of Land and Water. While representing the Land
and Water in these cultural texts, the narrator establishes the Mother-Child, Friend-
Friend, God-Devotee, King-Subject relationship.
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Divinization of land

In a Kannada folk song available in Karnataka, the village women asks,
‘whom should I remember in the dawn of the day’ and answers herself ‘I should
remember the mother land who grows Ellu or Sesame and Jeerige or Cumin’. The
first Goddess whom she remember is Goddess of Earth who is directly connected
to her work and her food. The great classical poets can initiate their poetry
invoking Goddess Saraswathi as part of Mega narratives, but in small traditions
Saraswathi is secondary or tertiary to the mother earth.

‘Belagaagi Naaneddu Yaryaara Neneyali
Ellu Jeerige beleyola | Bhoothaya
Eddondu Galige Nenedenu|(Siddaramayya 2006: 3-4)*

The Kannada Folksong related to sowing, ‘Hola Bitti Baruvaaga’, narrates
the land as dressed in a green saari who is asking for Curdrice or MosaruAnna.
Curdrice is a symbol of abundance and in chorus it is a common farmer’s food
also.

‘Hasurudugeyanuttu hasansada bhoomamma(Wearing green saari and
satisfied Land-mother)

BesagondalLu halLLi Gowdana-Thammayyana(Asked the landlord, my
elder brother)

Mosaru annava tharaheLi )(To bring the Curdrice) (Siddaramayya 2006:
499-504)*

‘Rain makes the plants energetic, gives the poor a beaming face and it also
makes some people worry. Adri or Adra and Punarvasu are the rain stars. On the
rain star days cousins, wearing colourful dress, bring seeds filled pots to the fields.
Seeds of pot, tiller, and rope were brought to the farmland. Elder brother should
come to make sowing lines. Elder brother grows avaresaalu or a kind of bean and
younger brother grows thogari salu or arhar or masoor dhal’ — these words of folk
woman capture the involvement of the people with earthen activities. Her elder
brother came after tilling the land in the first rain. On the land it is not mere rain to
him, it is rain of pearls. Swathi rain filled in the ocean and lake, light-pearls are
flown. He says the Hombaal e or a kind of Banana plant is longing for the rain, it is
opening its mouth for the rain water. In other words, farmer kissed the mother

¥ Siddaramayya SG, Sandhya Reddy KR (Ed.). 2006. Suvarna Janapada Kavya. Dept. of

Kannada and Culture. Bangalore.
Siddaramayya SG, Sandhya Reddy KR (Ed.).2006. Suvarna Janapada Kavya. Dept. of
Kannada and Culture. Bangalore
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carth and the rain kissed him, thus Divinity-Creativity-Productivity are interrelated.
All these folk cultural texts are part of the folk agricultural activities, therefore
working and worshipping are undevided process here.

Humanization of Land

In another Kannada folk song, the pregnant earth is longing for Hesaruggi
or green gram sweet. Narrator says, elder brother must provide the sweet. Mother-
Earth has just delivered, she is craving for milk feast. Elder brother may provide
milk feast. Onion, butter milk, Raagi water or finger millet water, Rice have to be
offered to the Mother-Earth, then the crops will be provided to you is the secret of
the farming. Pregnancy, Delivered lady are the human biological stages as it is
applied to the activities of earth. The folk woman expresses that ‘let the sudden
rain may come, may the lake filled, bent banana plant may sprang up, and the
mother’s house may blessed with prosperity’.

‘PaLL paattu’ of Malayalam: In Kerala, a Malayalam folksong called
‘PaLL paattu’ is sung in the morning when PoorakkaLi *' concludes. The song is
hummed along with the dance at Kaavu or small forest and Kalagams. The song
has its own agricultural backdrop. It presents every dimensions of farming. The
song is being connected with Shaiva Purana. Chera, ChoLa and Paandya kings go
to swarloka or Heaven and they get the rain and seeds as a boon and start
agricultural works. Parameshwara and Parvathi and their Bhootha ganas appear as
the farm workers or Palla’s. Parameshwara 1is depicted as senior
PaLL (Namboodiri 2014: 89-93)*.

Shiva, Parvathi and accompanying Bhutha ganas turned into Pal.Las on the
earth and they engage in the agricultural activities. The dry land is sprinkled with
water, digged and flowed. The land is converted into virgin or new agriculture
land. Then suitable special seeds are spread over suitable soil. Therefore the land is
called as "PalLLi Vayal’ or the field of PalLLi. Then they have to prepare bullocks
to till the land, they need much people and accessories. They need to understand
the seasons and sow the seeds. To get enough rain, they have to perform
Devarajapuja or Indrapuja or worship the rain God, and they have to offer other
religious rituals. Farmer must have enough money with him. If he is poor or has no
money, the farming will be quiet a difficult thing. In this case, such farmer will not
see the progress, he will be under great peril. If the farmer is in smiling face, if his
wife and companians consider the farming a serious matter, then the farming will

1" PoorakkalLi is a traditional dance ritual performed by men during the nine day Pooram

Festival in Bhagavathi temples acroos north Malabar in Kerala state of South India.
2 Namboodiri VishNu M.V. (Ed). 2014. Keralatthile Naadan Paattugal. Sahitya
Akademi. NewDelhi.
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not be a tough task. He won’t loose the money. Each hour of a day is ruled by
certain stars, therefore auspicious rituals must be conducted under the auspicious
stars. Farmer must not waste the time. These are the beliefs and rituals related to
agriculture narrated in the ‘PalL paattu’. Farmer Shiva requests Indra to pour
enough rain.

They have great pleasure seeing the crop. The news is sent to the rulers
Cheran, ChoLan and Pandyan. On the auspicious Muhurtham, the blacksmith
comes and pays the respect and receives the sickle. At first they cut the leaves of
Kanbhira tree or strychnos nux vomica and later on the chingam( Simha) maasam or
month they host Kani *. Then start the works of collecting paddy from the field
and its separation, safe procurement and all other works. Gods, like Indra and other
appear. Using the word "Poli’, richness or luck, farmers would measure the paddy
for Ganapathi, Bharathi, Srikrishna, Nalakesha and all gods and human beings.
When they are measuring the paddy, they use the word Poli, intending the richness
may come to their field in the comig years.

"Polsodi Popine’ in Tulu: Agricultural related dance in Tulu Culture in
Mangaluru and Karkala region of Karnataka State, formerly in Tulunadu, is
performed by the women of Nalike community is called "Polsodi Popine’. When
they harvest the "Enelu crop’, they bring the five sudi or bundle of rice paddy
straws to the courtyard where Tulasikatte ** is situated. After beating all the paddy
straws, women in the house lit lamp beside the sudi and draw swasthika on the
floor. They show lamp to the Pairu sudi and throw them to roof of the
house (Palthadi 2017: 278-280)".

The Poslodi team arrive after the deepavali, in Jarde or November month.
Once they complete their singing and dancing, they take the Pairu sudi and beat
them to get some rice paddy out of it. Poli means luck; Filling the luck is the
meaning of the word. After completing their dance, they invite the poli or luck to
the house reciting Poli, Poli, Poli. Poli may increase, Pandavas poli, God’s poli, Tie
the Kanaja 1*° and see the fortunate, Poli of that courtyard or this, Poli of Sixtysix
courtyards may come to our own house is the message of the Tulu song.

TulLu speaking people consider Enelu Crop as the crop of the truth. The
mother earth can save human being from all kind of adverisities. The single rice

# What the Farmers reaped will be made a heap and the first sight of this in the morning

of Vishu is called Kani.

Tulasi Katte is a platform or pedestal for basil tree in front of houses.

Palthadi Ramakrishna Achar Dr. 2017. Tulunadina Janapada Pradarshana Kalegalu.
Karnataka Folklore University. Haveri.

Usually a storehouse for threshed grain or animal feed, but here is a ball like bag made
using paddy straws to keep the rice inside.
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can be multipled if one has the luck. The magical power of the multiplication rests
in the sons of soil like Nalike, Mera, Koraga- and other people belong to the
backward communities.

Keddasa KuNitha HeLike : Keddasa' is special ritual in Tulunadu, now
the southern part of Karnataka and Nothern tip of Kerala. People belive the earth
as mother God. Puyinthel 27 *to sankramana, the Keddasa is practiced as the
menstruation period of earth in Tulunadu. In these days Earth is considered as very
delicate and no digging, no tilling, no cutting the trees are allowed. In ancient days
collective hunting was observed during the Keddasa. Those animals attacking the
crops were hunted during the Keddasa. People belong to Nalike community go to
the houses and give the message of Keddasa along with the Thembare or drum
beat (Palthadi 2017: 281-283)". *Monday is the beginning of Keddasa. Middle
Keddasa is on Tuesday. It concludes on Wednseday. Don’t cut the green. Don’t
break the dried. All are requested to participate in the huntng of the ruler....” are
the statement uttered by them.

Divinization of water

‘Hotthaananthe eddu yaaraara nenedenu

Kallu Kaveri Kapaniya| nenedare

Mailidda paapa parihara||” (Siddaramayya 2006: 3-4)

In Kannada, village woman also remember the rivers of the land, Kaveri
and Kapini or Kabini. If I remember the rivers, curse on my body will be
disappeared, folk woman argues. Both land and water are pictured here as a devine
entity. According to the Vedic texts Land and Water are part of Panchbhootha or
Five elements.

Well and River are female: As part of the "Beldingalappana Puje’ in the
Golla community of Tumakur district in Karnataka, they perform Gangammana
Puje. The Muttaides or Married women folk go to banana grove and sweep banana
flowers and make a heap and invite Gangamma or water Goddess. They also go to
lemon grove make a heap of lemon flowers and invite Gangamma. Gangamma,

4 Keddasa normally celebrated in winter, where its belived that Bhoomi Devi gets

menstruated and becomes fertile for farming. As a symbol of devotion towards the

earth, people worshiped this day as Keddasa since ancient times. Keddasa normally

falls in the month of February.

Ponny/Puyinthel month is in January or February.

Palthadi Ramakrishna Achar Dr. 2017. Tulunadina Janapada Pradarshana Kalegalu.

Karnataka Folklore University. Haveri.

30 Siddaramayya SG, Sandhya Reddy KR (Ed.). 2006. Suvarna Janapada Kavya. Dept. of
Kannada and Culture. Bangalore.
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according to the folk narration, is like Rambhe or nymph on the top of shiva. She
will unveil herself and those who needed can go and bring her. She glitters like
gold. Needy can bring her. “Suttalladage sutti sutti hariyole’, She flows swinging
here and there in in a ponds, Needy can bring her.

*A beetle leaf, a beetle nut and a sandal ball came for Gangamma. Please
fill the pots with water. Gangamma came like a curve in banana fruit, Gangamma
came like a quick movement of lemon fell on the ground
(Siddaramayya 2006: 102-104)*" — are the movements of Ganga devi.

Stone well was dig. There are flowery steps to the well. In the well the
wife of God Iswara, Gangamma thaayi will appear. The well is constructed giving
away the pearls, the steps are like pearls. Folk women asks Gangamma, what are
you cooking inside the well. Gangamma replies * Nothing, I am making payasam
or sweet in the mud. [ am preparing food for shiva. It is too late’.

Nagaswara or the celestial music is needed to bring Gange or water
Goddess. Gange wakes up and hears the sounds and sleeps like consuming
medicine. But they never allow you to sleep. She also sleeps like consuming
poison. We called here but she went there. "Come here climbing the bank. We
brought the golden ornaments. You can wear it. What she is doing in the mud. She
is doing curdice for Shiva’. ‘What are you doing in the water Gangamma’. ‘I am
making Payasa feast for Shiva’. ( Siddaramayya 2006:158-160)"*- these are the
conversation about Gangamma appeared in Kannada folksongs.

They invite Gangamma breaking the coconut. Well is like ear-ring, water
is like milk, Jasmine like stone construction. They put Sanna samrani “smoke
inside the well and invite Ganga.

Humanisation of Water

Clouds appear like cows in the sky and Rain-Gentleman is strolling like
delivered woman smearing black eye brow to her child. When drawing eye brow
child would try to skip and the eyebrow would be spread over its face.

Rain is personified as Devendraraya. As the folk woman describes, Land
lost its richness after the death of father, Cattles are feedless, and they seem like

3 Siddaramayya SG, Sandhya Reddy KR (Ed.). 2006. Suvarna Janapada Kavya. Dept. of
Kannada and Culture. Bangalore.

2 Siddaramayya SG, Sandhya Reddy KR (Ed.). 2006. Suvarna Janapada Kavya. Dept. of

Kannada and Culture. Bangalore.

Samrani or Sambrani is called benzoin resin. It is the resin of a tree that is dried,

powdered and sold in the markets. Samrani emits a very happy peaceful fragrance

when burned on charcoal tablets.
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lifeless vein. Therefore Devendraraya must show some pity. Land is so dried
because elder brother is no more. Younger brother sow the seeds but there is no
sign of rain.

Ambaradali thumbyado Maliraya|(Oh Rain man, you are ambling filled in
the sky)

Gombe hacchudada dorimagane neenillade|(Doll like dressed prince
without you)

Nisthre hakida pairu uridhodo||(The paddy straw is burnt )

Gudugida Gudugida Gubbili minchida|(Thundered, Thundered and
Lightned in Gubbi)

Habboorina myale mali biddo Nanjanagoodu|(Fell rain on Habbooru)

Therina myale hani biddo(Fell drops on the chariots of
Nanjanagoodu) (Siddaramayya 2006: 91-93).>*

Rain man makes the border of the saari of women wet. How is he coming-
One cart full of flowers and another with Coconuts: Hoovu and Kayi. Maliraya is
sitting in the front cart and he extends his leg to the sky or cloud and also extends
his kneck to the sky or cloud. Maliraya comes to Kikkeri, carrying small bags of
Southekaayi or Cucumber, where kikkeri soole or prostitute stops him. He is also
stoped by the Dodderi soole or prostitute when Maliraya was carrying big bags of
Cucumber. May Swathi rain come to East where my mother is sitting and , ‘Jaggisi
huyyo Maliraya’, you may pour some more. In another folksong narrator says,
Rain man’s wife is mother of her children. Where has he come? Rain man may
pour into tender banana spring. May Rain pour, may lake man be filled, May
twelve rivulet flow, May small rice field of Heraanalli grow.

Demonisation of absence of water

The folksong in Kannada narrates the absence of rain as a demonized
character. Rain is considered as the self and the scarcity of it is termed as the other.
The rainless day is called as "Anyada Dina’ or the other day or opposite day. ’Oh
Rain King, The colourfull sparrows went under the soil, in the farmers street they
sold their children and got money, holding money they wandered for paddy. The
Solagi flour was adulterated by adding lime stone. The street which is so hungry
consume it, struggled to life and lost their lives MaLiraja. In small rice they add

>4 Siddaramayya SG, Sandhya Reddy KR (Ed.). 2006. Suvarna Janapada Kavya. Dept. of
Kannada and Culture. Bangalore.
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narcotic contents, they feed it to small kids. Kids close their eyes Maliraja or Oh
Rain-king. Wives, whose husbands are alive, went to begging due to ‘Other Day’
Maliraja. Oh, Rain King, Swathi rain may come, the surrounding states are waiting
for rain. The ponds and lakes were filled with dead bodies. When are coming to us
MalLiraja?’ (Siddaramayya 2006: 499—513)*

Water for Moksha : ‘KuLikett’ is an important ritual performed after the
death of a person in the Paraya community of VaLLuva naadu. Few days or one or
two years after the death of a senior person "KuLiket’ would be observed. But the
ritual is not compulsory for all families. The ritual is intended to please the
bereaved soul of the senior person who passed away. There will be two characters
and Two phases in the ritual and the first phase is Kettumuttutheerkal. A coconut
leaf string will be tied to a coconut in this process. Later designated lady and
gentleman will beat the Dudi or small drum and sing the KuLikett paattu. Then the
Karmi will start the Puja. The first part of the song symbolizes hen as a soul of
person and in the second phase it elobarates that the hen belongs to the courtyards
of Nayar, Thiyya, Pulaya, Paraya and other communities (Namboodiri 2014: 308-
310).%

Kaveri Purusha: Ten days before the Kaveri sankramana of Kodagu, on
the day of Nirnala 20 (October) Nalike community persons perform the dance
called Kaveri Purusha in Sullya taluk of South canara district. Sulya is nearest
place to Thalakaveri, the origin of Kaveri. Jogi Purushas in the yester years went to
thalakaveri via Sullya is a belief. An artist dressed in Kaveri purusha and an
assistant who beats the drum thembare and has the dialogue with Purusha.

Musician: Ayya (addressing the people), Jogi came
Dancer: isn’t so?

Musician: born at Kashi mutt, brought up at Kadri Mutt.
Dancer: isn’t so?

Musician: I have toured eight Mutts and also went to Sringeri. Visited Thumbe,
Golimutt, Ambe mutt. Bedra mutta. Ittela mutta, markanja mutt.

Dancer: isn’t so?

> Siddaramayya SG, Sandhya Reddy KR (Ed.). 2006. Suvarna Janapada Kavya. Dept. of
Kannada and Culture. Bangalore.

¢ Namboodiri VishNu MV (Editor). 2014. Keralatthile Naadan Paattugal. Sahitya
Akademi. NewDelhi.
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Musician narrates the story and Dancer Purusha replies isn’t so. Wants to go to
Kaveri, has to see Ganga of Kashi in Kaveri. To reach kaveri one has to go through
Thodikana (Palthadi 2017: 327-330).”’

Conclusion

The Silent spring (Rachel Carson) warned about the ecological disaster in
the sixth decade of last century. Even before the publication of The Silent Spring,
Dravidian cultural texts presented the discourse in a different way. The Agrarian
society of south India considered land as their Mother, Friend, God and Water in
the well, lake or river as Mother and in the sky as Father, King or God.

Menstruation of land and Relationship of Rain with a prostitute are very
important elements when considering the humanization process of land and water.
Land-Female-Menstruation-Pregnancy-Delivery  and  Rain-Male-Cucumber-
Pouring-Tender banana spring are all symbolic and unfold the layers of meanings.

TS Eliot’s "The Wasteland’ and Kannada Folksong ‘Maliraja’ has many
simililarities and narrate the barreness of humanlife. The wasteland is a picture of
industialised urban land and MalLiraja is a image of agrarian rural area, but the
cruelity, selfishness, inhumanity, degradedness- are the one and the same.
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Abstract: Intersectionality, as a theoretical paradigm, views identities as
multifaceted and mutually reinforcing. As a critical theory, it emerged in the context
of social justice efforts to challenge ‘single-axis’ forms of subjectivity and power.
As an analytical discourse, it seeks to address the deep suffering of individuals
who are crushed as a result of comparable systems of political dominance and
economic exploitation worldwide. The paper analyses one of Nigeria’s most
acclaimed women writers, Buchi Emecheta’s autobiographical narrative, Head
Above Water, as a resistance writing to the diverse and multiple intersectional
identities that make up African womanhood.

Key Words: intersectionality, Black feminist, Black women, resistance writing

The term ‘intersectionality’ is coined by Kimberle Crenshaw, an American civil
rights advocate and leading scholar of Critical Race Theory in her insightful essay
"Demarginalizing the Intersection of Race and Sex: A Black Feminist Critique of
Antidiscrimination Doctrine, Feminist Theory, and Antiracist Politics" (1989).
Everyday logics that support and explain systemic patterns of asymmetrical
inequalities are called into question and challenged by the idea of intersectionality,
which has its roots in collective social movements aimed at social transformation
and anti-subordination. According to Vivian M. May, Professor of Women's and
Gender Studies at Syracuse University in New York, intersectionality provides an
important tool of resisting dominance by highlighting the concurrent interplay of
many structural, philosophical, and material variables (6).

Black feminist theorist Patricia Hill Collins joins Crenshaw in her argument that
cultural patterns of oppression are not only interrelated but are bound together and
influenced by the intersectional systems of society, such as race, gender, class and
ethnicity (42). Black feminist writers take the aspect of gender as not enough to
understand the social world of their women community and take the challenge of
resisting other oppressive institutions through their self-revealing narratives.
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By speaking eloquently of the complex identities and ambiguities connected with
their lives, Buchi Emecheta tries to disrupt the oppositional binaries and underscore
the heterogeneity of feminist scholarship. She attempts to demonstrate that
victimhood and agency are not mutually exclusive, and that victims can also act as
agents, changing their lives and the lives of others in radical ways. Speaking about
womanhood, identity and resistance in African Literature, Obioma Nnaemeka,
Nigerian-American academic, opines "They recast the victim status that is
fundamental to feminist scholarship by foregrounding as agents of insurrection and
change operating within an oppressive situation. What is important is not whether
these agents survive their insurrection or are crushed; what is crucial is the fact that
they choose to act" (4).

Buchi Emecheta engages in acts of resistance and acts as agency through counter-
discourses that address gender and identity issues. She speaks for the community of
subaltern women who face socio-economic challenges, and exposes the reality of
their lives through her literary representations. She uses her writing as a form of
resistance and agency to address and challenge the power structures that exploit
and marginalise them due to their multiple intersectional identities.

Stereotypes generated by representational systems play an important role in
defining the identities of people on the margins, as well as reflecting the power
hierarchy within society. Power asymmetries are well explained by
representational asymmetries. Power shapes and controls relationships at various
levels, as Foucault investigates ittheoretically. Dianna Taylor, Professor of
Philosophy at John Carroll University, observes, “Foucault’s theory of power
suggests that power is omnipresent, that is, power can be found in all social
interactions” (15). Power and hegemony, as they are inextricably linked, naturally
elicit resistance. However, ways of resistance evolves over time and space with the
change of operations in power.

Black resistance manifested itself in a variety of ways. According to Tony Talburt,
a lecturer in the Centre for African and International Studies at the University of
Cape Coast, “The historical experiences of Black people in Africa and displaced
black people across its diaspora is replete with examples of freedom fighters who
fought or campaigned for some form of political change and independence in their
encounters with European slavery, colonialism and racial discrimination” (1). They
all challenge the oppressive European domination and attempt to preserve their
own Black identity. Another medium of resistance includes songs and oral
testimonies, through which Black people try to resist, reflect and reconstruct their
own forms of Black identity. Emmanuel Saboro, Senior Lecturer at the Centre for
African and International Studies, University of Cape Coast, consider it as a means
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for consciousness- raising and thus “seek to subvert the narratives of passivity and
docility often ascribed to enslaved people” (26).

Black women writers attempt to raise awareness of the various factors that isolate
them from the mainstream through their representations, thereby challenging
hegemonic social structures. Their lived experiences shape their consciousness,
enabling them to imagine and construct a counter-hegemony. They redefine their
identities through their writings, bringing together Black women separated by time
and space. Multiple and variable subject positions' perplexing locations play an
important role in determining their distinct identities. They challenge the taken-for-
granted assumptions of dominant discourses through the retrieval of counter-
memories and the representation of their complex cultural identities.

Buchi Emecheta's heroines speak in resolute and defiant tones, representing
African women who have been silenced by the patriarchal society in Africa and
white supremacy. Emecheta creates strong heroines who declare their demands
and become agents of self-actualization in order to counter stereotypes of Black
womanhood. Emecheta's identity was shaped by her African heritage as well as her
experiences as an immigrant in the Western world. Her works acknowledge
various aspects of black women's victimisation as a result of class, gender, and
institutional racism, as well as their survival and resistance strategies through
education and empowerment. Through their representations Black women strive to
express that voice and visibility are the essence of selfhood and they discover the
precise place of resistance beyond the hegemonic domains that confine them to the
margins. They create their own distinct language in these places of resistance, away
from the centre of hegemonic discourse, to recreate their history and affirm new
identities.

Since language is phallocentric, women writers challenge the system of language
itself to find their own voice by disrupting the norms that oppress them and
recreating their own means of representation. Representation is possible for
gendered subalterns when he or she has a clear understanding of the life being
represented and when it is done through a language that questions and subverts
existing hegemonies. Sheena J. Vachhani, University of Bristol notes, “The
practical significance of écriture féminine sees the body as a site of experience to
effect change and to empower the silenced energy of the feminine” (20-21).

Black women writers attempt to raise awareness of the various factors that isolate
them from the mainstream, and thereby challenging hegemonic social structures.
Their lived experiences shape their consciousness, allowing them to envision and
build a counter-hegemony. Racism, slavery, tradition and culture, social inequality
and fight for freedom are some of the issues frequently addressed in black literature
Through their writings, they redefine their identities, and find that the perplexing
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locations of multiple and variable subject positions play an important role in
determining their distinct identities. In their retrieval of counter memories and in
the representation of their complex cultural identities, they challenge the taken-for-
granted assumptions of prevailing discourses.

Black feminist writers attempt to theorise various institutions of dominance that
collaborate to disadvantage black women and to uncover the social conditions that
limit their life opportunities. In Pursuing Intersectionality, Unsettling Dominant
Imaginaries, Vivian May argues that intersectionality goes against dominant logic,
questions established political models, and challenges conventional assumptions
about subjectivity and agency (11).

Black women's history reveals glimpses of how they are permitted to appear and
sustain hegemonic discourses. Mapping the genealogy of Black British feminism,
Heidi Safia Mirza a British academic, who is Professor of Race, Faith and Culture
at Goldsmiths, University of London, opines that “In her representation she is
without agency, without self-determination, a passive victim waiting to be
inscribed with meaning from those who wish to gaze upon her and name her. She is
an object, not the subject of her story” (6). Black feminist discourse, allows them to
celebrate difference, and as long as there is discrimination and exclusion, there is
room for a diverse range of representations. They give strength and wisdom to
other Black women by sharing their pain and pleasures, and they explore the
possibilities of claiming their space.

For subaltern women writers like Emecheta, life writing is an immediate way to
express their frustration and anger at injustices, and thus can be a socio-historical
document rather than a literary work. Through ideological and textual resistance,
they attempt to challenge existing norms and make others feel their presence. Their
literature reflects their unique social, political, and economic experiences. They
attempt to deconstruct myths about their community and to portray them in a new
light, paving the way for them to develop a positive self-identity and reject
stereotypes about them. They affirm the importance of creative writing in
establishing a revised identity for their people through their writings. They have
used race, caste, class, and gender as analytical perspectives in interpreting their
own experiences. Cross-cultural studies of various feminist discourses would
provide more progressive opportunities for marginalised subaltern women to
reclaim a subject position.

Emecheta's writings, the most of which are based on her personal experiences,
address the numerous and intersecting identities that comprise African women. She
deftly combines ancient and contemporary identities, cultures, and politics to create
modern African sensibilities. The societal framework in Africa, particularly in
Nigeria, where Buchi Emecheta is from, permits males to rule women through an
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oppressive patriarchal system. Men exercise and retain control over women by
excluding them from positions of authority, limiting their access to productive
resources, and controlling their sexuality. According to Godiya Allanana Makama
of Nasarawa State University's Faculty of Social Sciences “It [patriarchy] is a
system of social stratification and differentiation on the basis of sex, which
provides material advantages to males while simultaneously placing severe
constraints on the roles and activities of females” (116).

Buchi Emecheta tries to deconstruct the concept of women as passive, mute, or
secondary and try to be liberated from the culturally defined characteristics.
Emecheta goes out of her exploitive married life to be a liberated person and a
writer. She undergoes helpless conditions of suffering, which make them stronger
to speak about the subaltern female predicament. For them, writing is a political act
of resistance and announce their liberated lives through the detailed and direct
depictions in their narratives, which are often different from the male stereotypical
representations. Throughout her life, she spoke for black women in and out of her
works, helping to subvert the male-dominated African literary tradition and
reconstruct the subjective status of African women.

Buchi Emecheta uses frank and inimitable style in her powerful autobiography
Head Above Water (1986). Her style is brave, honest, and deeply confessional. She
left her husband at the age of twenty-two and found herself alone with five small
children to support in London, a long way from her native Nigeria. In her vivid
portrayal, Emecheta captures the life difficulties of the poor, black and
unrecognized woman in London, her struggle to establish herself in the UK, and
her subsequent career as a writer. Head Above Water is a story about a woman who
tries to find her own place in society by resisting traditional patriarchal thinking in
her Igbo society as well as prejudices in British society. It's a story about
discovering one's own identity. Furthermore, this is a journey from marginalisation
to empowerment. The narrative is not in a chronological order and the author tells
her story in the first person, beginning with her trip to the United Kingdom. She
does not place too much emphasis on her childhood memories, instead
summarising them all in three short chapters. Emecheta focuses more on her daily
life and identity formation in London. The text is divided into several plots: her
own story of becoming a successful African woman, and the story of a woman who
is constantly at odds with the patriarchal society of the diaspora in London and
desperately wants to be free of it.

Head Above Water is a narrative that constructs an individual's identity, the women
of Nigeria in particular and Africa in general, and the Nigerian way of life is
contrasted sharply with the Western way of life. A black woman who writes
autobiography becomes a historian of her own black community. Exploring Black
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women‘s autobiography Meta Y. Harris observes, “The redefinition of the self
through the writing of autobiography places power into the hands of the writer to
define who she is and to share her self-identity with the readers. This is the
initiation of the changing of global societal views of Black women” (38). Emecheta
fights alone for her dreams to come true. Being born a woman she struggles to
adapt to her socio-cultural environment. However she asserts her “self” rejecting
all patriarchal as well as hegemonic norms that limit her individuality.

Women in Nigerian patriarchal culture are frequently denied formal education,
abused, and forced to work as house servants indefinitely, and the ordinary Nigerian
woman is often considered as a ready object for prostitution, forced marriage, street
selling, and other forms of exploitation. In Africa, imposed gender roles can limit
women's potential. As a result of such stereotyping and distortion, they are denied
opportunities to use their creativity, and are vulnerable to all forms of abuse. When
women migrate to Europe, their sexuality is frequently governed by an unbalanced
sexual division of labour sanctioned by patriarchal hierarchy. This is because
gender, as a social or cultural construct, entails a complex set of relations that
intersect with other complex relations such as race, caste, and ethnicity.
Buchi Emecheta's works mostly depict the lives of Nigerian women who are
subjugated in an indigenous society highly impacted by the Western ideas imposed
by British invaders. She also highlights Nigerian women who have moved to
England and how they commonly feel the emotional effects of being immersed in a
strange nation, as well as how Nigerian men who still retain traditional beliefs
complicate their lives. Emecheta fictionalises these and other discriminatory events
in her works after struggling to gain an education in Nigeria and being beaten by her
Nigerian husband in England.

Second Class Citizen, her semi-autobiographical novel, explores issues of race and
gender, as well as the oppression and exploitation of Black women in a male-
dominated society. The story depicts the challenges, the oppression and
subjugation of African women in capitalist, male-dominated cultures on two
continents: Africa and Europe. Adah, the protagonist, struggles to overcome the
intertwined oppressions of gender and race in two different settings: Nigeria and
England.

Emecheta has had no regrets about being a single parent. She worked very hard to
provide a good education for her children, knowing that they would need it to live
and survive in England. As Shiv Govind Puri, Associate Professor, University of
Lucknow, observes, Emecheta has also successfully combined her early and late
life experiences both in colonial Nigeria and postcolonial London. As a Nigerian
Ibo, Emecheta translated her local experiences into a global context through her
knowledge of another language and culture” (20).

A Journal of Russian & Comparative Literary Studies, ISSN 2394-7853 191



Assonance, No.24, January 2024

Whites have internalised the concept that racial segregation is required in housing,
medical services, and other sectors, and as such, it was practised in England.
Emecheta learns in her dreamland that her skin colour is something to be ashamed
of as she confronts events that make her life difficult. It describes her painful
house-hunting adventures, during which she sees notices with the words ‘sorry, no
coloureds’ inscribed on them on all shop windows. In Head Above Water,
Emecheta shares her experience, "No respectable landlord wanted a black family.
We realised that however well-educated we were, our colour which we had hitherto
regarded as natural was repulsive to others and posed a great problem. Our hosts in
our new country simply refused to see beyond the surface of our skin" (45).

Social norms are always developed in favour of the white dominant society in a
Eurocentric society, so that coloured people are compelled to accept them as
natural and normal. "As in other modes of social difference, such as gender and
sexuality, race participates in naturalising asymmetrical social relations," writes
British postcolonial theorist Robert Young (38). One of the most influential French
Marxist philosophers of the twentieth century, Louis Althusser’s theory of
interpellation explains how a person conforms to be a racialized subject.
Categorising people based on their race is a power play and an example of how to
control and use others.

After experiencing the initial joy of moving to London, Emecheta quickly faces the
harsh realities of a failed marriage, poverty, and caring for five children as a single
parent in the hostile, racist environment. The dream that had drawn her to the UK
is obviously very different from this reality. In England, blacks are discriminated
against, oppressed, and positioned at the bottom of the social order, and she
encounters this second-class treatment in a variety of ways while staying with her
family. Emecheta talks about her disappointment with British culture as a result of
her gender and skin colour. These variables have a substantial impact on her
marginalisation and exclusion in everyday life. Emecheta as a black woman, faces
prejudice based on her skin colour and gender throughout the many stages of her
social life in England.

As shown in Second Class Citizen, colour discrimination has a significant
psychological impact on people. Francis and his compatriots are so moved by the
discrepancy in treatment that they accept their lowly status as normal. Internalised
racism is a construct in which individuals, according to Marie L. Mivillea,
Associate Professor of Psychology and Education at Columbia University, and
Angela D. Ferguson, Associate Professor at Howard University, "Com[ing]es to
believe negative or inferior attitudes or stereotypes about themselves and their
racial-ethnic group" (5). Racism throws a terrible shadow on the status of black
people, particularly their women, because it overlaps with gender in their case.
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Women in heterosexual relationships are assumed to be men's property, with
the expectation that they will serve and sacrifice sexually and otherwise for them.
According to Catherine MacKinnon, an American radical feminist and legal
scholar, male dominance over women is established through sexuality. She
believes that the masculine sexual role revolves around an aggressive intrusion on
people with less authority. In her paper titled "Patriarchy and Inequality: Towards a
Substantive Feminism," Mary Becker, Professor of Law at DePaul University
College of Law, quotes Catherine MacKinnon, saying:

. [A] theory of sexuality becomes feminist to the extent it
treats sexuality as a construct of male power - defined by men,
forced on women, and constitutive in the meaning of gender.
Such an approach centers feminism on the perspective of the
subordination of women to men as it identifies sex, that is, the
sexuality of dominance and submission, as crucial, as
fundamental, as on some level definitive, in that process. (37)

Emecheta demonstrates that in order to become a good writer and an independent
human being, she must free herself from the exploitative relationship with her
husband. Writing was the only way she could discover her ‘self” and find relief
from intersecting oppressions. When her dream of a better life in England is
shattered in every sense, she makes the decision to live apart from her husband and
walks to freedom with her children. She wants to keep her ethnic identity and
expects to be recognised as a first-class citizen. Emecheta, a migrant writer, is
constantly negotiating competing social and ideological discourses in order to
carve out a space for herself.

Conclusion

Western feminism, which focuses on the problems of white, middle-class women,
is largely silent on the dehumanising living conditions of black women. Hence to
place themselves in their own cultural place, black women disengage themselves
from the existing theories through their own resistive measures. Through the
autobiography, Head Above Water, Emecheta reveals how the various oppressive
forces act as cumulative factors in the development of the subaltern female self by
seeking to disrupt the strict hierarchies in African traditional culture as well as in
white racial society. She asserts her ‘self’ rejecting all patriarchal as well as
hegemonic norms that limit her individuality. Emecheta is an activist writer who
belongs to the group of Black feminist writers who employ touching depictions of
intersecting life experiences of women in her community to challenge the supposed
centres of power and privilege.
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Abstract: This article examines the role of “others” in the award of the Nobel Prize
in Literature by taking a case study of Mo Yan’s Literature Nobel in 2012. Here,
“others” refer to translators, publishers, literary agents, movie adaptation, and the
state. Mo Yan started writing and publishing his works in 1981 but it was the movie
‘Red Sorghum’ directed by Zhang Yimou in 1987 based on Mo Yan’s novel which
brought Mo Yan into the limelight. Mo Yan was awarded many international literary
prizes before the Nobel. When he was awarded the Nobel Prize in Literature,
literary critics argued that it was Howard Goldblatt's translation that was mainly
responsible for Mo Yan's Nobel Prize in Literature. The Chinese people and state
waited for more than 100 years to end their “Nobel Complex”. Therefore, it would
be interesting to identify the “others” in literature and their contributions that
brought Mo Yan and his works to the Nobel Committee.

Keywords: Nobel Prize, Mo Yan, Howard Goldblatt, Zhang Yimou, Publishers,
Agents.

Introduction:

The Nobel Prize was an outcome of the great scientist, Alfred Nobel’s Will. It
started awarding laureates in 1901. The Nobel Prize has been an unconventional
cultural tradition since its beginning and continues to be so in its execution. Its
primary purpose is to honour individuals who have contributed the most significant
advantages to humanity while promoting cultural exchanges worldwide. This phase
of cultural exchange allows numerous cultural agents with their unique resources
and benefits to participate in the creation of cultural value. In James F. English’s
words, this “cultural value can’t emerge in the absence of social debts and
obligations, of the very unequally distributed credit or respect that certain
individuals are granted by others. Its production is always a social process. Neither
can it emerge in a political vacuum, the participants uncoloured by and indifferent
to prevailing hierarchies of class, race, gender, or nation; its production is always
politicized. And neither can it emerge in perfect independence of or opposite to the
economic marketplace itself.” (English, 2005)

When Mo Yan was awarded the Literature Nobel in 2012, it was the first to be
awarded to a Chinese national in more than 100 years of the history of the Nobel
Prize. This article inquires how a writer acquires a prominent status, and where it
resides. What rules govern the circulation of literature? It involves, indeed,
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questions about translators, publishers and its cinematic adaptation. In brief, this
article's scope is more extensive than it may initially appear. While it appears to
concentrate on a manageable and seemingly minor subject of study - the 2012
Literature Nobel awarded to Mo Yan - it actually delves into the broader aspects of
literary circulation, exploring the rules and logic of world literature beyond this
specific event. The core ideas explored in this study revolve around ‘capital’ and
‘field.” Here, ‘capital’ goes beyond its traditional economic or ‘human capital’
meaning, encompassing anything considered an asset that can be effectively
utilized in various human pursuits. Each field possesses its distinct forms of capital,
rules of negotiation, boundaries, and unique stakes, and none can be simply
equated with others. My approach aims to shed light on the larger sociohistorical
context in which literature and literature prizes exist. However, it primarily focuses
on different agencies as instruments of exchange and seeks to comprehend the
intricate nature of the transactions they enable.

The Nobel Prize to Mo Yan (2012):

Mo Yan (1955-) was born in 1955 to a farmer's family in the Northeastern region
of China. At the age of 11, he began working as a cattle herder. During his youth,
he joined the Army, and it was there that his literary talent was first recognized. In
1981, his debut novel was published, and from that point on, he diversified his
writing across various genres, including short stories, novels, drama, and essays.
Initially, his literary career aligned with the established trends and framework in
post-Mao China. However, as time went on, he ventured into experimenting with
new narrative techniques. What set Mo Yan's writing apart was his skilful blending
of written literary style with popular oral traditions, allowing him to effectively
address contemporary social issues in China. It must be noted that most of Mo
Yan’s creations were published during the two decades at the turn of the new
millennium. This was indeed a time of great diversity in Chinese literature in terms
of style, technique and concern. For someone with Mo Yan’s brand of realism, this
was perhaps the most ideal time to flourish. He started writing during the period of
the Reform and Opening Up period of China. His works are majorly social
commentaries. He uses epic historical moments, such as the War of Resistance
against Japanese Aggression, the Communist Revolution, the Cultural Revolution,
the farmers’ riot against gastronomy, and alcohol filled with black humour to
showcase human greed and corruption. He portrayed the blur between the past and
the present, dead and living, the good and the bad. His work is also a satire on
Communist society. Mo Yan’s work was later described as ‘hallucinatory realism’
by the Nobel Committee. He got his recognition through Zhang Yimou’s film Red

Shorgum, based on his novel of the same name Red Shorgum (Z1SRZEKIE). As

Mo Yan’s works were translated into French and English, he garnered more
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attention in the Western world than in his home country of China. Many scholars
believe that Howard Goldblatt, the translator of Mo Yan's works, played a crucial
role in bringing Mo Yan’s writings to international prominence. The publication of
“Red Sorghum” in English in 1993 marked a significant turning point, elevating
Mo Yan to a select group of Chinese writers who achieved global recognition and a
widespread readership (Kumar, 2022)

Translators of Mo Yan:

Before being awarded the Nobel Prize in 2012, Mo Yan’s works were well-
received and analysed in literary terms. He was often praised for his use of vivid
imagination, and his unique ability to blend borrowed magical realism from foreign
writers with literary Chinese-ness. Even though statistically speaking, especially in
the anglophone world, a very small percentage of translated fiction is from China,
Mo Yan made his mark among that small percentage of enthusiastic readers. Mo
Yan joined the ranks of only a few Chinese writers who reached a global audience
after the publication of the English translation of “Red Sorghum” in 1993. English
translations of his works gained good readership and were constantly reviewed in
famous newspapers and journals which further led academic researchers to
critically examine his works.

Howard Goldblatt (1939- ) is among America’s most influential Chinese
translators. He is known for his expertise in modern and contemporary Chinese
literature. Born in 1939, he served in the US Navy and was stationed in Taiwan,
where he was exposed to the Chinese language and culture. Subsequently, he
generously imparted his knowledge to numerous English-speaking readers through
his translations and teaching endeavours. He is not only an academician but also a
translator, and additionally, one of the founding editors of the academic journal
Modern Chinese Literature. Although he wasn’t the first translator to render Mo
Yan’s works into English. Prior translations were undertaken by Michael Duke,
Janice Wickeri, Christopher Smith, Mei Zhong, Yu Fanqgin, and Jeanne Tai.
However, Mo Yan himself designated him as the official translator of his works,
making him the most renowned one. He has undertaken the translation of nearly all
major works by Mo Yan. The below table enlists translations of Mo Yan’s works
into English by Howard Goldblatt.
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Table 1: A List of Mo Yan Works translated into English by Howard Goldblatt

S.No. | Chinese English Name Translator Publishers Date
Name
8 (R4 Red Sorghum: A Howard Arcade 1993
» Novel of China Goldblatt
10 (F%) The Cure Howard Grove Press 1995
Goldblatt
12 R H: | The Garlic Howard Penguin Books | 1995
=D Ballads Goldblatt
13 GE ) The Republic of Howard Arcade 2000
Wine Goldblatt
14 Ui {H5EK Shifu, You’ll Do Howard Arcade 2001
seBkKYER | Anything for a Goldblatt
Y Laugh
15 C k7)) Soaring Howard Renditions 2001
Goldblatt
16 {F5LIE | Big Breasts and Howard Arcade 2004
JEEY Wide Hips Goldblatt
18 (38 ) Horse Talk; Aili Mu, Julie Columbia 2006
&) Strange Chiu and University
Encounter Howard Press
Goldblatt
19 A AEYS Life and Death Howard Arcade 2008
B Are Wearing Me | Goldblatt
Out
20 D) Change Howard Seagull 2010
Goldblatt
21 {P4+— | Pow! Howard Seagull 2010
1) Goldblatt
22 CRE I Sandalwood Howard Chinese 2012
Y Death Goldblatt Literature
Today
23 Q5D Frog Howard Granta 2012
Goldblatt Magazine
24 gy Frog Howard Viking, 2015,2016
Goldblatt Penguin,
Hamish
Hamilton
25 GEIRMY Radish Howard Penguin 2015
a8 b Goldblatt
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Goran Malmgqvist (1924-2019) stands as the sole permanent member of the Nobel
literature committee with proficiency in reading Chinese, and he is recognized as a
talent spotter for Chinese literature. In his view, the primary reason why Chinese
literature lacks broader recognition on the global stage is the dearth of high-quality
translations. The relationship between Mo Yan and Géran Malmqvist, the academy
member and translator, appears to be much closer than previously known, giving
rise to questions about a potential conflict of interest in the decision-making
process. Mo Yan wrote the foreword for Malmgqvist’s latest book, where he shared
their longstanding acquaintance. Earlier, Swedish media had reported about a
potential conflict of interest within the academy, as Malmqvist had translated Mo's
works into Swedish, and academy rules prohibit members from profiting from the
selection of the prize winner. Nonetheless, the Academy’s permanent secretary,
Peter Englund, clarified that Malmqvist’s translations would not bring him any
financial gains, as he had pledged to donate any proceeds from the translations.
Furthermore, Englund asserted that Malmgqvist’s expertise in Chinese literature
enhances his capacity to contribute effectively in selecting a deserving winner: “It
would be absurd if his competency within this field would bar him from taking part
in this.” (The Local, 2012)

In addition to the English translations, his works were also getting translated in
other parts of the world. It is essential to look at the translations of his works in
French, German, Japanese, Vietnamese, Korean, Swedish, Norwegian, etc. to gain
a more comprehensive view of his communication to the world. Culturally, Japan
is closest to China, and this is one of the reasons for the availability of major
Chinese literature in Japanese. According to reports, Japan’s acceptance of Mo
Yan began as early as the 1980s. Since the publication of Naoko Kondo’s
translation of Mo Yan’s Novella ‘Transparent Carrots’, as many of 54 works of Mo
Yan have been translated and published in Japan with more than one million copies
in circulation. Mo Yan’s most famous work Red Sorghum was translated and
introduced to South Korea in late 1989. Since then, with Mo Yan winning different
literature awards in China and abroad, he has received the attention of literature
academics and enthusiasts. By the end of 2012, nearly all of Mo Yan's novels had
been translated into Korean. After Japanese, French has the highest number of Mo
Yan's works translated into any language. His first work was translated into French
in 1988 Kuhe {#if]) and since then almost all of his works (9 novels, 10
novellas and other short stories) have been translated into French.
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Film Adaption of Mo Yan’s Works:

Mo Yan’s international journey began in 1988 in Germany. Zhang Yimou won the
Golden Bear Award in the Berlin Film Festival for the movie ‘Red Sorghum’
adapted from the novel Red Sorghum by Mo Yan; ever since Mo Yan has
continued to receive international attention. (Lu, 45-56) Apart from being
translated into more than 50 languages, Mo Yan’s work has also been adapted into
four films and one TV series. One of the major reasons for his fame is Zhang
Yimou’s directed Red Sorghum (1987) which won a number of awards, including
Golden Bear Award in Berlin Film Festival (1988), Golden Phoenix Awards,
China (1987), Huabiao Film Awards (1987), Golden Rooster Awards (1988),
Hundred Flowers Awards (1988), Shanghai Film Critics’ Awards (2005) and
screened in Zimbabwe International Film Festival (1988), Sydney International
Film Festival (1988). Red Sorghum (1987) has been liked by 79% of users on
Google Reviews, has an 82% rating on Rotten Tomatoes and is rated 7.4/10 on
Internet Movie Database. (IMDB, Rotten Tomatoes, Google Reviews) His work

hong gaoliang (Z1S3) was further adapted into a 60-episode long TV-series
in 2014 and has also been awarded all the major national TV awards of China.
Other movies adapted from his works are The Sun Has Years (1995) from Taiyang
you er KB4 H) and screened in Berlin International Film
Festival (1996); Happy Times (2000) was adapted from Shifu

yuelaiyue youmo {JT{EERELUEL) which won Huabiao Film Awards (2001),

Chinese Film Media Awards (2002) and was also screened in Valladolid
International Film Festival (2002). Nuan (2003) was adapted from Baigou
qiugianjia {B¥FNTFZE and was screened in Tokyo International Film Festival
(2003), Beijing Student Film Festival (2004), Huabiao Film Awards (2004),
Mannheim-Heidelberg International Film festival (2004), Shanghai Film Critics’
Awards (2004), Changchun Film Festival (2005), Chinese Film Media Awards
(2005), Golden Phoenix Awards, China (2005), Golden Rooster Awards (2005).
The cinematic representation of Mo Yan’s literature in different film festivals
outside of China and awards for these works added to his fame and reception.
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Table 2: List of films based on Mo Yan’s works.

S.No

Novel

Movie

Year

Awards

(L)
hong gaoliang
Jjiazu

Red
Sorghum

1987

Golden Bear Award-Berlin
International Film Festival
(1988)

Golden Phoenix

Awards, China (1987)
Huabiao Film Awards (1987)
Golden Rooster Awards (1988)
Hundred Flowers Awards
(1988)

Shanghai Film Critics’ Awards
(2005)

Zimbabwe International Film
Festival (1988)

Sydney International Film
Festival (1988)

(KREEE)

Taiyang you er

The Sun
Has
Years

1995

Berlin International Film
Festival (1996)

QT e ok sk ey
99
Shifu yuelaiyue
youmo

Happy
Times

2000

Huabiao Film Awards (2001)
Chinese Film Media

Awards (2002)

Valladolid International Film
Festival (2002)

(BF2E)
Baigou
qiuqianjia

Nuan
BR)

2003

Tokyo International Film
Festival (2003), Beijing Student
Film Festival (2004), Huabiao
Film Awards (2004),
Mannheim-Heidelberg
International Film

festival (2004), Shanghai Film
Critics” Awards (2004),
Changchun Film

Festival (2005), Chinese Film
Media Awards (2005), Golden
Phoenix Awards, China (2005),
Golden Rooster Awards (2005)
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International Literary Prizes to Mo Yan:

Mo Yan was nominated for the Neustadt International Prize for Literature in 1998
by Howard Goldblatt. The Neustadt International Prize, also known as “the
American Nobel,” is a biennial award given by the University of Oklahoma and
run by the university’s literary journal, World Literature Today (WLT). The
prestige of the Neustadt International Prize for Literature is very high, with its
record of 34 laureates, finalists, or jurors who have been awarded the Nobel Prizes
in the past 51 years. Interestingly, the University of Oklahoma created the Newman
Prize for Chinese Literature in 2008. The Newman Prize, the first major American
honour for Chinese literature, is given every two years. Mo Yan was awarded the
first edition of the prize in 2009 for his work “Life and Death Wearing Me Out.”
Moreover, the University of Oklahoma established a biennial magazine in 2010,
Chinese Literature Today (CLT) on the pattern of WLT, in collaboration with
Beijing Normal University, China. Howard Goldblatt was both the nominator and
juror (along with other members) for this prize. The Prix Laure Bataillon is an
accolade presented to the finest foreign work translated into French within a given
year. It was awarded for the French translation of “The Republic of Wine” in 2000.
Further, in 2004, Mo Yan was awarded the Ordre des Arts et des Letters. It is an
order of merit awarded by the Ministry of Culture in France since 1957. Mo Yan
was awarded almost all the major literary prizes established by PRC. His work
“Hong gaoliang jiazu” was included in the Top 100 Chinese Novels of the 20th
Century by Asia Weekly in 2000 and among forty outstanding works from the
world in the past 75 years of “Modern World Literature” in 2001. The same year,
he has conferred the Feng Mu Literary Award. He was awarded the second Dream
of Red Mansion Award in 2008 for his work “Shengsi pi lao.” These national and
international prizes helped Mo Yan to grow as a writer in China and at the same
time, they helped him to propagate Chinese culture beyond its national boundaries
through translations.

It is important to note here that the cultural capital in the form of institutionalised
capital of the international literary prizes was high and acquired by Mo Yan. He
keeps acquiring such high standards of prestige and cultural capital along his
literary journey. A list of literary prizes and nominations for Mo Yan outside the
PRC is provided here:
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Table 3: List of International Literary Prizes and Nominations to Mo Yan.

S. Name of the award Year Country
No. (Winner/nominated)
1 Neustadt International Prize for | 1998 USA
Literature
2 Kiriyama Prize 2005 Japan
3 Man Asian Literary Prize 2007 Asia
(Man Group)
4 Manhae Prize 2011 South Korea
5 1" Newman Prize for Chinese | 2006 USA
Literature 2009
6 Ordre des Arts et des Letters 2004 France
7 Nonino International Prize 2005 Italy
8 17" Fukuoka Prize (Grand) 2006 Japan
9 5EBE 2001 Taiwan
+KiF 52
Taiwan lianhé bao
shi dahao shi jiing
10 The Laure-Bataillon Award 2000 France
11 LiBBAS N 1989 Taiwan
Taiwan lianhé bao xidoshud
jidng

Literary Agents and Publishers of Mo Yan’s works:

Existing sources indicate that commercial publishers play a crucial role in making a
writer famous in the English-speaking world. Their distinctive topic selection,
successful marketing strategies, and multi-dimensional sales channels have a major
impact on a writer’s success. The involvement of commercial publishers has been
instrumental in contributing to Mo Yan's success. English translations of Red
Sorghum, The Garlic Ballads, and Frog have been published by Viking Press. The
Viking Press (also known as Viking Books) is a publishing house founded in the
United States of America in 1925. Since its merger with Penguin Random House in
1975, Viking has published many well-known authors of fiction and nonfiction.
Amongst its celebrated authors, five have won Nobel Prize in Literature, and one
has been awarded the Nobel Peace Prize. Viking publications have also won
numerous Pulitzer Prizes, National Book Awards, and other prestigious literary
awards. All English publishers of Mo Yan were already established in the field of
literature and were in possession of huge cultural capital. For example, Penguin
already published 25 Nobel Laureates before Mo Yan. English translations of his
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works were given importance by commercial presses as well as university presses.
Columbia University Press started publishing Mo Yan’s works in 1994 with the
translation of Shenpiao (##3ZDivine Debauchery). Further, it translated and

published Qiu shui (FX7KAutumn Waters) in 1995, Mayu (5i&Horse Talk) in

2006, Qiyu (F&Strange Encounters) in 2006, and Sihiyi pao (EH+—4EPow!) in
2010. University of Oklahoma Press published Mo Yan’s famous novel Tanxiang
xing (¥ & #lSandalwood Death) in 2012.

Role of China as a State:

In the post-Mao era, China’s arrival on the global stage as a regional and global
power added to the pressure of winning the Nobel Prize, which was termed the
‘Nobel complex’. However, this ‘complex’ has its roots in pre-liberation, semi-
colonial China which became evident by the May Fourth Movement (1919). As
printing presses start publishing international news by the 1920s and 1930s, news
regarding the ‘prestigious’ Nobel Prize is also circulated. Particularly, Tagore’s
victory as the first Asian to win the Nobel Prize for literature becomes a significant
factor in making the Chinese realise the potential of the prize in creating cultural
capital on the global stage. Rabindranath Tagore was awarded the Nobel Prize in
literature for his “profoundly sensitive, fresh and beautiful verse, by which, with
consummate skill, he has made his poetic thought, expressed in his own English
words, a part of the literature of the West.” (Nobel Prize, 1913) Another example
that is relevant in this discussion is the case of Pearl S. Buck, who was honoured in
1938 for “for her rich and truly epic descriptions of peasant life in China and for
her biographical masterpieces” in her work The Good Earth (1931). (Nobel Prize
Website) Contrary to common belief, Buck’s opposition to the nationalist
movement and the course of history made her a target of the CCP. She was refused
by the CCP for visa to visit China in 1972.

Chinese writer Gao Xingjian has been conferred the Nobel Prize in Literature in
2000 “for an oeuvre of universal validity, bitter insights and linguistic ingenuity,
which has opened new paths for the Chinese novel and drama.” (Nobel Prize, 2000
Contrary to China’s hope for a Nobel and the reaction of the Academy, the Party’s

(CPC) official mouthpiece Renmin Ribao (AERB# The People’s Daily)

commented: “It seems the Nobel Committee has used a political criterion for
giving the prize for literature, instead of doing so from the perspective of literary
value. . . . This shows that the Nobel Prize for Literature has essentially been used
for political purposes and thus has lost its authority”. (People’s Daily, 2000)
Subsequently, an immediate ban was slapped by the Chinese government on the
publication of Gao Xingjian’s works.
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Norway established diplomatic ties with PRC after its liberation in 1950. Yet the
Nobel committee’s choice to award the prize to the jailed human rights activist Liu
Xiaobo, who passed away in 2017, saw China in a matter of months suspend trade
talks with Norway and restrict exports of important commodities. Norway is the
world's biggest producer of salmon and its market share in China dropped by
around 70 per cent four years into the diplomatic deep freeze. Chinese officials did
this by putting stricter quarantine measures and import controls in place for
Norwegian salmon and limiting the number of import licences it granted.

Conclusion:

First, it must be clear that this paper is not an attempt to discredit Mo Yan’s literary
merits nor to go into the debate of his political stance. It is just an attempt to
explore “other” factors beyond literary merits which could possibly contribute to
the award of the Nobel Prize in literature. In this sense, it can be concluded that Mo
Yan’s prize-winning is a success of collaboration with the author as the nodal point
amid a necessary global network of translators, publishers, nominators, readers, the
media, etc. However, not only these commercial, controversial and claiming are
stakeholders of his prize but his mother, his family, friends, literary tradition of
China and the West, his village Gaomi and all stories he listened while growing up
are non-claimed stakeholders of his prize but given due credit by Mo Yan in his
acceptance speech. However, it will remain confidential till 2062 why was Mo Yan
awarded the Nobel as per Nobel’s rule of secrecy which only allow to declassify of
nominations and award documents in public after 50 years of the award.
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Abstract: While the Anglo-French rivalry is often the fulcrum of several historical
events across the globe in the 19th century, the English reception of the French
remains a problematic space that exhibits both desire and derision. Thackeray's
Vanity Fair, through the portrayal of Becky Sharp is a classic example of that.
While Becky elicits a customary Francophobia among the English society people,
she simultaneously evokes a strong desire to acquire and appropriate a culture
which the English people, albeit implicitly, considered superior to themselves. This
results in a unique xenophobic anxiety and the novel represents this janus-faced
response that the paper wishes to explore as the most profound aspect of the
post-mercantile cultural mobility in the 19th Century England. The paper further
intends to consider the representation of the ‘alien’ Becky in the novel as the
gendered space of ‘talent’ where the xenophobia gets negotiated through the
praxis of this apparent contradiction of repulsion and seduction. In this, the paper
will take into consideration the haunting of the Napoleonic contemporaneity on the
English psyche, that finds fictional representation through Becky.

Key Words: Xenophobia, Anxiety, Seduction, Money, Mobility. Talent

The French Revolution and the rise and fall of Napoleon created a dichotomous
sense of appreciation among the English people not only for the historical
developments across the continent but for the French people as well. William
Makepeace Thackeray in his ‘The Fetes of July’ captures this discomfort to
perfection. He claims that there can be nothing serious about France as to him all
the revolutionary developments are stage crafts and rantings. From liberty,
monarchy, glory and justice, to Thackeray, all the French claims to them are
nothing but shams. (The Paris Sketch Book, 38) While on the surface, this is a clear
admonition of the French, one cannot miss how categorically Thackeray lists the
positives, viz, ‘Liberty’, ‘Glory’ and ‘Justice’ only to debunk them all as ‘sham’.
The desire for these, what can be called the fruits of the revolution is evident in
Thackeray. However, he has a profound cultural doubt about the romantic idealism
of the French. Like The Paris Sketch Book, where the romantic picture is
constantly undercut by the narrator’s consciousness of the artifice, Vanity Fair too
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resists the rhetoric of romantic ideology. However, the sheer lure of the romance
can hardly be ignored and this simultaneous seduction and resistance plays itself
out to form a curious anxiety in the very portrayal and treatment of the protagonist
of the novel, Becky Sharp, the daughter of a French dancing woman.

The novel follows the lives of two schoolmates, Becky Sharp and Amelia Sedley.
Amelia comes from a well-to-do family. She is simple, gentle, and loving. Becky is
intelligent, resilient, energetic, and poor. The novel shows the gradual fall of
Amelia into distress because of her father’s once prosperous business going broke
and the rise of Becky through means highly secular and amoral. Through several
ups and downs the novel shows a resurrection of the fortune for Amelia, while
Becky banking on her own resources, legal and extra-legal, attains a life of semi
respectability. The novel published serially between January 1847 and July 1848,
has as its background the turbulent time in the European history from the French
Revolution to the fall of Bonaparte. While the novel shows Becky, of distinct
French origin, creating havoc among the rank and file of the English genteel
society, its language is replete with French phrases, often untranslated, too creates
a sense of intrusion. Patricia Marks finds this intrusive usage of the French
language to be a textual counterpart of the invasion of Napoleon. (Brantlinger 76)
However, a high society novel in itself, Vanity Fair, true to its title exposes not
only the vanity of the ‘sham’ French language, but marks the English language
exchanged in these ballrooms and bed-chambers with the same hollowness. Thus
the invasive language and culture is at once resisted and internalized, resulting in
an unprecedented anxiety.

The invasion of the French language, in the days of Vanity Fair would not have the
significance of the anxiety of the possibility of the French invasion unattached to it.
Though the Waterloo was won, the French was viewed with considerable
animosity and in this context, Becky emerges as the social counterpoint of
Napoleon as far as her ‘invasion’ of the English high society is concerned.
Interestingly, what she uses as her weapon is the French language itself. At the
very onset of the novel, we are told that Becky is there in Miss Pinkerton’s
academy for her fluency in the language. In fact, she is allowed food, lodging,
some tuition, and a very small salary in return for speaking French with the
younger girls in the school. The first chapter in fact shows a fascinating linguistic
antagonism of sorts. As Becky evidently wins a livelihood with her mastery over
French, her tossing off of Johnson’s Dictionary is almost a disowning of the
English language and the thereby the correspondent culture and society. This is
almost a displacement of the battle of Waterloo onto language, and this illustrates
the dialogic nature of discourse in Vanity Fair. The novel would unfold itself as
truly multi-voiced that represents, in M.M. Bakhtin’s terms, both the professed
intent of the character who is doing all the talk and the intent of the author that
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refracts itself through that speech. To Bakhtin the prime cause of such multi-
voicedness is rooted in the sociology of the speech itself. It is the heteroglossic
society that surfaces itself in those speeches through individuated oppositions.
(Bakhtin 324-326) Becky thus emerges as the social counterpoint of Napoleon as
far as her invasion is concerned, and what she primarily uses as her weapon is the
French language itself. The ‘refracted intention’ of the author, through Becky’s
portrayal is perhaps to accept, albeit grudgingly, that in the post Napoleonic age, an
Anglo-Saxon univocality is impossible and the carnivalization through the
incursion of the foreign phrases as well as with individuals such as Becky, has to
be accepted.

The novel would always display this simultaneous attraction and repulsion for the
French language and culture. Becky knows from the very beginning that it is her
mastery over the refined French that should give her access to the high society.
Even at an early age she would cause discomfort to Miss Pinkerton by replying to
her in French, the language the latter was ashamed to accept in public she was not
proficient in. Her job as governess was largely because the high society English
households wanted their wards to be fluent in the language of their otherwise arch
rival. But at the same time the negatives in the novel often seem to have distinct
French connection. For instance, Lord Steyne’s profits from gambling is reported
to have financed the French Revolution. In fact, at the very start when Becky flings
Johnson’s Dictionary, to Amelia’s dumbfounded disgust, she screams out, ‘Vive la
France! Vive [’Emereur! Vive Bonaparte!” (Vanity Fair 14) This reference to
Napoleon would bring obvious parallels between Becky and Bonaparte, but greater
significance lies in the way Bonaperte’s reception and that of Becky run parallel to
each other. As a schoolboy, Thackeray caught a glimpse of Napoleon, captive at St.
Helena while he was on his way to England from India in 1815. Thackeray records
how the popular imagination spawned around the figure of the emperor as his black
servant would tell him that Napoleon eats three sheep each day and even gobbles
up every child he finds around him! (Ray 1)

The same Thackeray seems to be oblivious to this representation of the man when,
as a young man making his maiden speech at Cambridge Union, he focuses on
another facet of the Napoleonic myth and declares that all the esteem and accolades
that Napoleon had received from his nation are well deserved for his excellence as
a lawgiver and a monarch. (Ray 45)

Thackeray’s position on Napoleon seems to be exactly the one that he holds for
Becky. When she is climbing the social ladder with an effortless ease, she seems to
him the perfect representative of the Napoleonic idea of talent over birth. Her sharp
intelligence is praised and her ability to sway men’s favour is almost reveled at.
But as she suffers a fall, it is the same Becky who ends up becoming a siren with a
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diabolic and hideous tail. (Vanity Fair 577) In fact, in her rise and fall, Becky is the
heroic archetype that Napoleon went on to become. In the word of Shoshana
Knapp Napoleon was all dichotomies in one. He was the cult hero and the outlaw;
the angel of the revolution and the demon of the misadventure. (Putzell 76) These
apparent coming together of the opposites manifests the primary facet of the
anxiety that the treatment of Becky, both by the novelist and the society, exhibit;
namely, the simultaneity of attraction and repulsion, desire and disgust.

This is where Thackeray’s use of French interpolations in the novel becomes
intriguing. Becky’s indomitable rise, in spite of her alienness and oft deplored
French nature, is latent in the very need of French in the world of this novel. Vanity
Fair uses French language to camouflage the truth in the aristocracy where even
those who sit on satin cushions may have a secret that tends to surface every now
and then from the embroidered cover in the most uncanny way. (Vanity Fair 419-
420) Becky is a success in Gaunt House as she is needed there to cover up the
foibles of the English high society and transfer them all on her. Thereby the native
shortcomings are hushed up. Likewise, the French untranslated interpolations in the
novel perfectly complement the characteristic reticence of Thackeray. Maria Di
Battista connects Thackeray’s reticence in interpreting the charades and the issue
of Becky’s guilt with Lord Steyen as a studied reluctance that generates out of fear
as the deeper enigmas or the veiled secrets that govern a given society may come
out otherwise. (Brantlinger 79) Di Battista terms this anxiety as the fear of
complete annihilation. While Thackeray stops short of describing them, he does
cause enough arousal of curiosity regarding them — creating a seductive charm
around the same. This is highly in tandem with the apparently dichotomous desire
and denial that the narrative is constantly subjected to.

In this respect, the novel seems to take an interesting turn from the Bakhtinian
refracted desire of the author to a reflection of the ‘readerly’ desire in the
theoretical premise of Wulgang Iser. This seductive anxiety of foreignness is
captured in the novelist’s reticence about the translation that in a way, puts the
onus on the readers to translate. Consequently, as Iser suggests, Vanity Fair
emerges as the crucial ‘readerly’ text where the reader draws inference and fills
‘empty spaces’ in the text with her own interpretation. In this way, an interesting
shift takes place as the readers’ criticism of social opportunism is turned back on
herself. The narrator thus overtly identifies with the reader. To Iser, in this process
the reader gradually identifies himself with the objects of her criticism. Hence, the
critique and characters that are criticized confront each other in an uncanny
doppelganger of sorts (Iser 51). Thus what at one point in time appeared the
pathology of the narrator becomes almost a record of the historical mood of a race.
The anxiety towards foreignness and its negotiation through simultaneous

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



Assonance, No.24, January 2024

attraction and repulsion thus, through Vanity Fair becomes almost the general
response of the age.

That historicity and the way that has shaped itself around Becky Sharp has a
distinct politico-economic background to it. Paul Delany in Literature, Money and
the Market argues that there is a prominence of money in the Victorian literature as
the people started appreciating the transformative power of money as the global
trade started to centre itself in London (Brantlinger 49). The intrinsic value of
money is of lesser significance now as the things it can buy and the changes it can
bring became the matter of greater significance. Karl Marx captures this unique
shift most poignantly as he declares unequivocally that it is the extent of the power
of the money in one’s possession that determines the extent of that individual’s
power. Individuality plays little role now as what one is capable of is determined
by the money in possession rather than character or mettle. (Marx 103)

The case of Becky is captured in this critical turn of history. While she is a
determined social climber, she is always conscious and desirous of the issue of
money. In chapter 49 of the novel the Marquis of Steyne bullies his wife and
daughters-in-law into inviting Becky and Rawdon to a dinner party. The women
are rude to her but her singing once again charmed the men. While she is basking
in the high society luxury and attention, the audience is made critically aware that
her goal of wealth is continuing to elude her. The Victorian novel has given us a
character like Heathcliff of Wuthering Heights, who has learnt most dramatically
that power does not come from hoarding money but by the social relations built
into the exchange when it is given away. Becky wishes to attain that kind of wealth
that would undo her less than modest history and lineage and transform her into a
lady of the respectable society. Towards the end, with Jos’ insurance money, she
attains exactly that. Becky thus is a product of this curious turn of the history of
money as it was transforming itself from the feudal coffer hoards to the merchant’s
medium of exchange.

What the novelist and the world of Vanity Fair took Betty for, at least initially, is
this mode of exchange itself. The social structure of the novel, as has been
mentioned, is permeated with French phrases and an ardent desire to acquire a
certain French refinement in conversation and manners. Though Bonaparte’s terror
looms, the society deemed it fit to welcome French as lending a ‘distingue’ air that
heightens the value of the mundane and, perhaps more importantly, gloss over the
shortcomings of the native society so that it can “make a great show with very little
means” (Vanity Fair 456). The narrator comments, “people’s daughters are
universally sold in marriage ” and in England, daughters are ‘finished’ to speak in
French so that they marry well (vanity Fair 102). Thus what constitutes the
distinctness of the English supremacy is their daughters being adequately tutored in
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French. The smugness that the common Englishman exhibited in his country
emerging victorious over Napoleon kind of gets undone by this desire of
‘Frenchification’. Hence we see at a family dinner, where the table is set with silver
and linen, the menu includes ‘mutton aux navets’, ‘potage de mouton a I’
Ecossaise’, ,, ‘pommes de terre au natural’, and ‘choufleur a I’eau’. What they eat,
of course, is a mutton with turnip, barley soup, plain potatoes, and cauliflower
cooked in water. Pit Crawley would claim this to be the refined custom to extend
French nomenclature to the familiar English dishes to make them fit the high
society dining etiquettes. (Vanity Fair 69-70). The French serves as that exchange
value which offers camouflage of aristocracy perhaps in lieu of a grudging
acceptance of the arch rival’s supremacy in culture and refinement. Becky emerges
victorious in Gaunt House as well as in her earlier expeditions at Brussels and
Paris, in spite of being penniless at times, because she has learnt to use her capital’s
exchange value and reap benefits out of the same. She invents an aristocratic
background which was grossly untrue. However, the society accepts it because of
her fluent French was considered enough of a proof. At one point we see her
comforting a despondent Amelia with her ‘genteel jargon’(Vanity Fair 253) and at
Gaunt House we see her height of social success with the charades. With Becky
both intermingle as she uses her French like the abstraction of currency money to
the exchange value of which the continent was gradually maturing into.

Regenia Gagnier in her essay ‘Money, the Economy, and the Social Class’
considered this transition in the 19™ century society to be one of property moving
from being private and hoarded to becoming subsequently an exchange medium in
the hypermarket. According to her, this movement blurs the erstwhile values and
creates a vacuum of sort as money emerging to be considered as community and
communication blurs the boundaries of relative and absolute value, of presence and
representation (Brantlinger 62). Becky’s positioning even in this paradigm is not a
unilateral one. This hypermarket of community and communication, according to
Gagnier that is built on this abstract transformative power of money, will produce a
dialectic of wealth and waste. While wealth is the employment of money in
transformative communication and therefore dynamic, waste is the sheer lack of it,
and thereby static. Becky hated anything static and her desire for upward social
mobility from the very onset is enough proof of that. But this desire is never
something that found a concrete destination. In other words, her desire for upward
mobility is without any specific form and shape about it. In this way, Becky
becomes tantalizingly similar to the design that the concept of money was maturing
into at that point of time in history. The common English attitude at this transition
is one of sheer anxiety. Thomas Carlyle in his ‘Chartism’ rues how exchange of
cash was becoming the singular connect between human individuals (Carlyle 199).
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He goes on to lament even further on the gradual undermining of the intrinsic value
of things and being:

And now what is thy property? That parchment title-deed, that purse thou
buttonest in thy breeches-pocket? Is that thy valuable property? Unhappy
brother, most poor insolvent brother, I without parchment at all, with purse
oftenest in that flaccid state imponderous, which will not fling against the
wind, have quite other property than that! I have the miraculous breath of
Life in me, breathed into my nostrils by Almighty God. (Carlyle 194)

Becky’s world is essentially a divinity independent one. She knows that she cannot
rely on her intrinsic value alone, she needs to utilize it using all her resources,
moral or otherwise. The contemporary society was finding this rather fiendish.

But what is fiendish to many was talent to some. And this idea of talent, from the
perspective of the European history, would have a distinct post-Napoleonic identity
about it. Eric Hobsbawm contextualizes ‘talent’ in the French post revolutionary
period in the following way:

It was a society of the parvenu, i.e. the self-made man, though this is not
completely obvious except when the country was itself governed by
parvenus, i.e. when it was republican or bonapartist. It may not seem
excessively revolutionary to us, that half the French peerage in 1840
belonged to families of the old nobility, but to the contemporary French
bourgeois the fact that half had been commoners in 1789 was very much
more striking; especially when they looked at the exclusive social
hierarchies of the rest of continental Europe. (Hobsbawm 226)

Hobsbawm refers to a popular saying of the times that went ‘when good Americans
die, they go to Paris. (Hobsbawm 226)’ However, Thackeray places even this
element of talent in a problematized terrain for Becky. While in Paris, she and
Rawdon manage to live near royally and that too after the latter was disinherited.
The chapter is sarcastically termed as ‘How to Live Well on Nothing A-Year’ and
shows how the couple, without any income thrives in Paris by convincing their
creditors that they will eventually pay their bills, although they have neither
intention nor the resources to do the same. Becky later would convince Rawdon to
sell his place in the army and then they settle in England by paying a small portion
of what they actually owe. Perhaps out of their sheer respect for Becky’s ‘talent’,
the creditors by now were happy to get anything at all!

This euphoria of talent, historically, did emancipate a certain portion of humanity
and recognized their due right to the wealth of the world. But as Hobsbawm insists,
even this emancipation followed a distinct pattern of selective emancipation. In the
English context, the emancipation is handed over only when the receiver accepted
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the norms of Utilitarianism, a philosophy that found a substantial support from the
British manufacturing bourgeois. Hobsbawm generously quotes from Charles
Dickens’ Hard Times and shows how the Gradgrind school was nurturing and
advancing the ‘industrial’ talent. To find the roots of this, Hobsbawm investigated
the very pathology of the popular ‘talents’ of that time:

The fringe of agnostic eighteenth-century intellectuals and self-made
scholars and writers who spoke for them should not obscure the fact that
most of them were far too busy with making money to bother about
anything unconnected with this pursuit. They appreciated their
intellectuals, even when like Richard Cobben (1804-1865), they were not
particularly successful businessmen, so long as they avoided unpractical
and unsophisticated ideas, for they were practical men whose own lack of
education made them suspect anything that went much beyond empiricism.
(Hobsbawm 229)

Thus, it may appear that the British concept of talent would have a distinct idea of
productivity associated with it. However, soon that too is seen to be not the real
case as the manufacturing-industrial talents of Britain simultaneously showed a
desire to be like the feudal masters in all the other aspects of life, barring the
factory, with ample money to splurge on pseudo baronial mansions, near gothic
and quasi-Renaissance town halls and the on rebuilding of the mundane looking
chapels with the perpendicular style of architecture (Hobsbawm 230). The desire to
learn French is an off-shoot of this desire of aristocracy itself. But at the same time,
the revolutionary France was one hard pill to swallow. In the twilight of this desire
and derision, thrived Becky. She makes a parody of the manufacturing bourgeois
talent as her upward social mobility utilized everything from adultery to literal
horse-selling to an alleged murder. But still, such a character is not ostracized by
the English community. In fact, at the end we see her very much a part of the
society itself with an apparently regained reputation who is a regular at church
services and a regular donor in many charities. She has made herself accepted to
the English society by most dexterously utilizing the seductive grey zone between
the desire and derision.

The negotiation of this xenophobic anxiety that Becky posed to the English society
is distinct from similar anxieties of non-European kind. Immanuel Wallerstein in
The Modern World System, that the capitalist xenophobia has an Anglo-European
core which demands the surplus of the labour of the non-European periphery
(Gagnier 63-64). In Vanity Fair, this is illustrated by the character of Miss Swartz,
the rich, orphaned, Jewish-Jamaican heiress who was wanted to be utilized by Mr.
Osborne for her wealth against Amelia, the fortune of whose family took a sharp
downturn. Becky and the anxiety that she engenders are distinct from that. She is
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somewhat an excess desire who could not quite be compartmentalized as per what
the English society demands of her. And she took the full advantage of that, in the
form of a literal femme fatale. Her distinct Frenchness is maintained throughout
though. Towards the end we see her singing Napoleonic songs to the ailing Jos, a
self-proclaimed Waterloo hero. Becky thus undoes Waterloo and emerges as that
seductive French anxiety that the English had no other option but to grudgingly
domesticate.
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Abstract: Influential study is an integral part of Comparative literature. A
significant cultural exchange is possible through the recitation and imitation of
works in different languages. The period when Russia and the United States
evolved as the superpowers of the world - Capitalism and Communism strived to
expand the powers of their ideals. Kerala had a situation similar to the Russian
feudalist society. Anton C. Chekhov's 'Vanka' was recreated into the film 'Ottaal’ by
director Jayaraj. The nuances of the miseries experienced by the marginalized
community in Kerala society were brought to the fore by extracting the theme of
the story. In the thesis, the similarities and dissimilarities exhibited in the levels of
plot and theme of the story and film are analyzed through the theoretical methods
of comparative literature. Through the social and economic conditions in Russia
and Kerala, Chekhov and Jayaraj seek the answer to the enigma - human life.

Keywords: Comparative literature, Influence, Translation, Adaptation,
Modernisation, Imitation, Post-colonialism, Feudalism, Cultural Study.
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MBOXY B CHOBQJo BIOMAAIVIGB MIDEU1HANLINOMINGG LldHyo. @REBOHM
cﬂ)éGTTﬂ(TUO @193 MW@ M10E)BIAUCOMINS Afl86ERImM @SB

1880, 1966 soerreigom@d 502 @@1e:g806m” alaIdomm &®1&80W1 Ma@s” LIE] 4o
44 9503 '@RMA1E'EBEIVN eIgla). 0aty@1@ Moo 106 &@1::g06m” alaide®Mo
921Q00]3®.  AlINOIDIENIOL!l  CUYHHD®HE G0 0)$OINN8s
MO 3HO0MBRINOWo  GHEIIGHIOMBAINOQe 2a00IBIGHAaJOIWIAN. BRI HIOEMo
@RAIYI® Mlogom MIAN OEIOMYPLILIVEL|EBSIV]IWIN. af)Lld GHIeleISOD]LISs
)0V HIBHBe  BRAIYILIB8  HNWMOMINNG ODVOWRo  @RYAUIaOla]  AVIMAIW
@®@12001leRMVEmIE3 @RAIG alMBaYlHUd MSADHQENOW]. @R GMINILIG:Io,
HLOWINI0, BUD MO Y NEBTBSOW avianlo, MISH»o, DOmo M0IOWLINOW]
aJMENaYDTHNNGS.  BJAHHUMHOM,  BUYIMIOIOM, @RI alh0 03 amalom
@RA®M MelIlcd mlane @EM:e @esgl SVAM mlelvlcelss” aloladommo
021Q0M  aldGHOM eS8 63@@8@094950 GMSIOWSHNIMD  OaHy, QGCOJa|, G@RCAGHE
agamiaflseBglon! @aal of) DHIBHN” MVIWls). R10NDGHAMHOS DeMalondW]
20Q0M88  QDEBSIVIBAND  MABOS  HOHEIOLIRN0  BRAVALIWV] 2 [IBIM®Y.
210®O0Mq|FlQ8s 30300M]HMV B HIKaloS MAIBHS HD]HSIG eOSEIe0)
M1@HBM0.

MV00MPIT]HAIW HSHIFHNM AUIBBEIBHBHS BRMIEAUNGEWOTY MIWIAREM” MIMIa.
8@ MISIHA VIeMIAle: E21HVIT B@EEE] MITISBEMIOgo, FUDIRIWIAEBS]EIHS
aomlond  aqudapelEsud  oflolw  e3wEBEIeRIEs”  Aljdaldlasm.  NINaWSI(@)
90150 D VAN @®laneiMojo 2flaMINILAIPEWINMAj AOQI@ AWIAGTIMAL].
@006Mo  voenjajo  all@Ale M0 af)eldo 63<m1_3d CaglHBHQo  AMaUIAMAN]G
BRYYODIG3 ol {lenmo MIMIAECWIBo VAMAIW AOQIT AW ALl

m)Ooqgo«ﬂoe)oq» albeinldazlo

MICHZ:® 1 Qfl3 QHSY0 00008@’6)16)@@30 @RONEANW  &H®a] CRIDH0IaYBRUI
®oe|88  BOYMIG:  @BRG:LIlo *0a). oflGlan  E2aUERU  HEMIMo  @RAIWYOS

A Journal of Russian & Comparative Literary Studies, ISSN 2394-7853 229



Assonance, No.24, January 2024

MVoMPINEBBHG  EROTVIMAYSS  BRBAINIW  GBRYGaNo AMAUIMI@  ORSIS.  AUYGITY
BB, (BoHDHUS, AMVIaOI® Yo, BHHEMO, aldaldhdel af)MMVEAINE VoI 1Y
TRHI000EERUE CMSIYBS (@JWIEMo @RYOOE1HBIND AB@IEM” IYQAIBEBBUBHE QMG
0109895 @A MVBNITAHMWQOS DOAUBUW  HOMBOVIV® @IW V6T 5
mseEREled MMM H16a00], QuHlW, «I8s100M, @sEFYSs BFIHWMBaIC®IBo
SIS  Aflg1aN  ALoMYIVEBBOS  al01E2I3EBIVIGBMD.  GRANHOD  (JOH®IWo

@10@0(@040 2101@0Jo RIDROLIEBBSB0 08’104(03054 MINWAOJo af)D  GAlN
Klalleenan Da0IMVANVI QYOS My HI0U06EBU3 BHLOOTNVIaOT® OO

aNwoeIEdlaglejps  monud ARl olans.  TVIMIOTYHAIW  GRAGHIMINITVNWV
MOV BH@EVWISSS [lwlells @RE1gaIA1e0Q®o 0e10Igas” 2108
«o“]m@,aam%ﬂooggg 0maui10flGo  HIEMIGHMIWIW]. af)@leje  2eI0IsIWes
amnmilead OAUBHIVNH0Jo 0901a100150JN0W DH»HOB woala{leanme®o
@1RYQUUD § RV TAD. aflaidomm  H@aglgjpswiem”  2lalleomlond o jomad
MONVIHBOS HaOBBHUW CMSIVDo HOMAV]IVWDo. QYEOa], OaHy, EREAQTHHM
Daf)BiMISHUW  MOflSEBSIoel  TVI0I®e  MMPS  RIHWICRISH  OnI¥INIgo
MSOMVWEa U3 @Y MISIHAF AVoPIVo Mo @gﬂgd. @R@AIY] @Y GBUD VoI
MERHS ERUNINIWVT BB MVIMVIT]Ba 0eINGAAI® MVIW §AIBE].

aVOGasld: MINIOTHALISHEEBUI & Do WLl CHASOMIE
aJ3QI0atyWleal MVIMIAHIBI0IMN

@RS1IWIMR, HSWOIMR IVEYBIVWAIWIMAN B30 W]@d MIRINTANIGBIMMDY. 3HIBGaH1d:
QIO ER@IRIGBEMAIVI@BAN.  BAYSAHBIVIGBD  EIRYOW]OHG  AVICN1HWFWo
MYOAHUQHSQo @RWIEHIAHUI. HAIA (@ JWIMAIQo YA ANlBINEEBBIMRIW]WBANG).

1. VI3 ali@nIAO]
2. DAVNAINEBRUD
3. (QJBHNHMWMIA

MAIEIG  0aHUIQOS  MVINIODIH0Je  EHIVWAJo  AVIPaOTdOlo  HIBaHIBHAYAIW
$H00YEBRBOS WO MIBEMV1JAId (@JSHHOMOEIVIGMN. BRSIWOM  TVAYB0Wo B
A8AMD® (@JWIMAIYo MAUMBOS TLMNBZOQADEBRU  AUFIVIV @M.  MAIGHS”
MBe9IEIE M’ YWO3ow1 @Al elgls). ®adpelo ELIAMVEEBSIT EI2R00IOM
Ma00W1E90Mo  QRLo RWIBHIMAYBB af)Bl0 OAVEBBGBo  MSCOMENED” (JBIOBOS
2J0@EIIRI@BMN.  af).All 15 9o, 16 20 M@QITEHSIT  (JUWIMBOIQ  BMZWMWA0
&HaH109000WI@BAN  DMBIVIGBIN@.  @PSIVWIMAIWo  AVIDADHBGaHSHMo. DTG
IO BHatflo9od09  R1allmo FOTMaBaPA0V @M. MVAEHIB MGB®ES ajosn
BOJSAHUWBS” ald50Jo MTIHIM @RAIG MIDWIMNEIW].  G@RAIVLLISEBRSO  @RAIA
B0IS1Ed Mo alsMo ANWHANFOD. af)aIMNIGI HILIIATNOOMIG3 £36MEMNIIW § WG
@RAIGT MZo ™IRO  MOVWAUTVOAYIGE MIAMo  GHABHWOIMB  MINBHILIGONES
2S0BHBOS GHaHl GV  CAUGMAILO®  aleM]  H2ICQPMEIQUMD.  DEBBHSOMHAN
@M@l GAISAHUBHS” ANT3EHENME TVIa0.2I0 0 NVORIMAIWS.
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TVBHHIBo  (GOISABBOS MO0 MalGH@EEEURBES” MATIR®Io M@, 1580
A®ensem” MM mlene MSafleno®. 1766 apoWsSs &IrIreISOMIG  aG®Ime”
af)Mal@DUMDIMo  LMEBBUY  @RSIAOMOMIG3  ERWIBMIHAUAN 210D CO6IDHS B3

soemoan  (Schwartz:46).  qLOMIEEN®0@  a10qjOC®Aj @AWY PIVEBBo
MUPeOOONWIOD:  (YMa). @M@elo  $HIBHHEANILIVIOS  EROIR®HOMo  MSAOS].
aJOM Bl AN S0 Uooqgm)om) al01a40068880 BB SOMIM TVIW]LHIOD®
@RS1WI8  AVMYBIWo 9HoHlOY  JWIZemOR]  mIoWla). HaH1H650@
HMMDHILNDHOBHNIB  HoY®ODIWV]  aliMIHVSOD. DSWIWBAAITE MIMVo  HFOD
aflusmeBgo  @RAIALY emaElesamslaim. ®@elo  GRSIVOMIRIG  HOLlHEREM
@RMo@afl MIOMD" (@®]HIERLIVIVT GR® GRSIHNOD]. @EBBOS  ajaHeMo
921D 2B EMONI@W  ERMINAG &0V JDTaneNe8MN@” VIIRINMBG:NI6M
202155108 MVQYBIVOMINE! HINMFoBWEMHBIW MV (BASARHOB M1WA ORIV
@RWIRA1HMIQe MMM IWIGBMM®” @RS1AGm AljoInuCl@ WO @,

DD GBIAHAOLIBRUWANBNL0 0o  @RSIAOD  AV@MBIVOMINM  DHBa|Po
@RS1WINBAIMHS  AERIAIMOEMIMNoe  AUFIH®S] 2] 29 HIQEMEBBUI  alel®OW]@amn.
@ROIVIGS afQnjo QRIINIVIBI®” MVIMICTNH $HIVEMEBBBIVTBN.

AlOOMIJal® o QoM=1ongd @1RB*LISOYG3 20301003 O™o¥1es 508
prenal | YIS0 O [ Ieg o @RAINIHHS  @RSINOOMIY]ILNG]HOBHNIGE"  BHOQJHUNDQ)o
@0a Q880X  af) N’ 2SABHUBHS” GMIOWIMW].  @RS1AGOMIPICIS] & U3H”
OSOHEBIS” &Qo BRYORAMNMWQo DGLIJ0 HOTIY. HIVMo @RAUAHS &:elleWwI, @RAIG
2M2asaM  aflgaflon) fIVEW®ERd BMMo MEIGIVIBMMILL &SIO® @RSIARBIW
@RAIGH" WIHMI AVIADI0Jo MLNO® MM o IUIMEEBRUE M@V
MY I@BIN®. &LlO@™IFILNS] 03 BRISHNEMIIWo  &SMEIBSBAAIWIG@MD. aflgal’
GOOUWORAIS @PRAINVEEBREICE @PRS1WIMBMINE ®1g1ealdeQMme  @RAINEOMIG  0IN(la)
VIMICD > @m%aﬂ@(ﬁﬂa 20dales” emolesangl  aim.  molel’ Mloamelass
2N 1BBEAUME] @RSIWIMRINHO MI@aldWldo BB

QRLODIEOS Onﬂdé(‘lﬂﬁg@O@ﬂ. aJO®IW] QAN (@JEBUEBRo  (JSHOMDOBHS”
MEB:0q]3. alddH QRLABIM” GAINE HHIVMIBHEO MEFBHEMo af)aM HEIOTEL. ®MYElo
SHaHlosBo  HHAVMIOMIGLINB0  WIVIBo @BRSIAMOS GRYQUWIMIW] AU, o JOOIW]
BUSAHB0W  RMWATINIB  aleQRMANNOBOS  ARSIAHOS  albl  (@JERIBMEBBO
QNWBIMEBBBo METD:] MEBBBOS BRSIABBISH]. DO (BAYSAH03 ®1@3 AlLlIYAERLEYC
& 1SOONO6BBUIAB RIL4ITEYN MVBHHIAB @RS1WINBNIGBOS alfloMEBROSs
MRODEO0M alel MSalSld8o af)IAY. af)IMIM (@JBSBHMWRAIGBOS MSWIeL! ANV
VG O1HMNINLEBBAS DLIPYHWVo BRD” an éaueﬂcm@zmem'g ®HB 2] AlIFloOMS OB H Qo
9alQ.

1854 o 1856 mo @swlgEI® @NVWMR ©ELEMIT Oady BOMIVWAIW]
al00RWe]g. MY alodRWo GRSIANILAINCIGIOW Md:1So A0l Bojo OaHHH” EBBUI
VIO 1HMIWVY a1 @AOV0 LIMIOD T HAIVYo af)@R@o
BO@EMINUMNNWVILIOMAM @1@14j010l" EMSIHWFHHING AlLlloWIE8AEd Ma0dW).
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QRELAICIRVAM M’ GREVIAUGHON]IMEUAHo  @RSIVWIBMAIBAHY”  af)IMEMMBBRIW]
MO0 METD:eq]S.

@RSIWINBNI®BOS ad@Qs0el ALIMUAD - AMVIYa O s 2101@Om1oEl B0
mo¥lmaoenem” 1861  eel  @RSIWIMDOmOS  0lEmdaiMo. B IR
aflgomIoOMIgOs  afeld  @RSIVOM2AIMWo  BRSIAZBo  AVIGE@DAIWT  af)aM
@Ja1}0all890q]g. HaHl H21QIWBAN @RSIWOMAIBLH” BRAUG B)at] 2IYIBM@ Qo @all
MWL BB NVIOA HBaHd  ABNOOD  QIVBOONFIBHWIV@BATO 1861 oael
aI@layooOm @3 @RANAND NI @O Jo. (@JBHHMOIBOS COTICHNIQYWY”
@QMIWMBOW].  Mitlo (@JeWIWlal HUIANIOO alM]HWGa [N MVOWIHNIO®
QM. alddH @RSIWINGMIG ©RAIMMBAIBHL M@EB1AUAN  GIVAIMEEBBUIBH  ald0o
MaYal01a0000 MEIH:EMo af)aM AlJAITLOQNZIW].

@®6BBUIHE MVIO®QD yo ells) af)MD WOLNOA®N Yo @M. al®) U
MoLia IO 1HWIMaID QI36BBU3 B3B3 Mo 161000 > @AM HBOW]
@S @IBHHEMo oV QIJOITVO  ©21Q. DD MaYalGla0OEDS:  alelQS3
WAEMOAMY HSa|@EBBBIV]T M@WHO]g. NAUMMOAM DY D& alelltd  Madl®o
HBaHHA1@3 MM DAUMBHBIW] o f1016)2|S0D.

oMM BEOWSS Garlmlelmsuwd 1861 eel Galdlayoemo gelo @ aH1HHIAHE”
eiglaflel.  oflenoalMEUaHjo  aldSEREIT  altMIHWSONIBAN  BBaHHRMDOVHS
210OOMIG 2 lOVODHO MIQERUE  MVoRIGAIWLL  IVMIDAMVIDEDYe  GaldLlo
@Inod@mOymoilel  eaveIpamilQoe  @RYFe. aUl.oaleald0le  @RSIACOB1HFW0
2021930 @@@omodm(gma@ csmmgqoemhd. @™o  all@nmEBgo
GAUBM®:Bo E2l006a10STQAN @RUT] nygenomeengoqzﬂ. 2J§6a10880N VILOIBMNEBOS
MANICAHOPSS DVA2R(@JAUIOTMIHBIH] M0QIMWB HMOLIGIYIM 2 HBWEEBUICH
®91Q. 6S0U3GARIVI, 20g1oGUIBGH], DSEBIWAIB MINaOIEENGHON]NM (RODHOS
aJooam1an ofléHls] @@ @RYYEROE @RADERAINIGH] MBTVHYAD] MSTMI.

9aICaI0aj HALEMATMINL ERYOERANGOS DB8S1TICA0]. BB BIYOMIOA QYA
a0BVARLOQPS AYBMERSIVIGBAN  21¢a1001003 HOHSIEPsWo  emoalelle)pswo
MISHOMIEDSWo 2 JO@DAIMD.  0aHYad adalomalyairudle]es  AVAIMAIW
800NNV DADIVIB  @JeDdhlajo GHOZOMI@ MleIMIMIBIM®. RG]
ady QIBem)  AUI®LOMVEBRBICE  ((IMLIVaW] 201w EHEgOMIEE  2adal
@RS1WIBMWAIND  saHEMo  H2IYAN  ERAINVLOFY AVAIMMIVIGBAD  0aHyd VOGOl
2lafllmomlec! @Jsenmaniolad MM @RSIWIMAIBHE GMEIGSME] AUMDY.

GHOBOYo an écweﬂq,g" alyaInCImIQo - MIGasld: MVIMIGNID: 2LISHEEBU3

Oay@Ieel  MIMIOM]H  MVoallWIMo  GallLl  GHESOMIEje  KhIGaH]HQYOMHW
@RSINNIMAISHIQYSS qVaU3" Ay AINNI @A M1AINTIANIBANGY. CHOSONICLIGY
@I®el MVIMIOMId: (GRAIVIWBIND  (@JWIMNAIQo OMRIWVIGANG. RMATTVY30Wo,
&S1VOY, 9V MAUVIVIWID @Y  AVINUOD]S  BUYIMIYSS (G Ro.
@RWIHI0LISMQYS @)oe3Wld ®eInWI@mM  '9MEIe.  9VEISMMIV" o)A
aflgommolman (eZXE() el [T QImiaf QAR HBOS OSOHMLNINIHHIUD0
MO 2{l@BIMOY. ODOININIGHIU00 aldOMIQY QAUF1EHIG:M M’ ami’
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210l®0Iomo AIOE  ERD  AVIAMAOW] Qls) «JRIADAN  BRADOIGLISOILI0M
20301QOS Po(@EJEAUUWo. OMOIBMNIQ allaMS” AILNW BGHEMIOMN20IQ BI0].

DVEISMAIBHN TVMUAD) S1IVWGMAVO s VMY m@@mgﬂ. moQoe;oe(oos” @AIG
@REEBYQ0  (OMW] Hal®@?I0]. MIMOOROW AfIGHWHs QOO G@RAIG dhgOMallY
2O al®IANWI@BAD.  HDOEISMWBAIBOHS (Tﬂo?&@ YO HUWBBS” DhSo 2103OWAN
9322006MEBW  WallBo GHU@OMIeE! coaldgled mlan  eglasmm.  omeflod
a I BHN0@3, 2102103 HAISBo B2IBAD of)ATV lOEHTY; MVoMVIBTAREMINUS @RMaYo
C@OMMIWI@, ECANE  NIpOAOMo  MAVIPLIID  eMIMNIWIES,  AlBaJH:06NZNIEIN
@IDMV12J0@3.....06BBHM  Galdd:dH®IAN DDOISMAIGBNS m%%g(oqygmoﬂ@)u&
2R001VAIW O2|MT2I®I6BBUI AUISHO NIBONAIWI@BMD.

@NBAUAD0&:0103  MOBMITMLAIGLD  Aa0IOIRINJe  OHI2fIWG3  VOBMM  @MYOIMo
@Y2a06eMUHMT SIS aflel E»medRud Mmsom]. "mog@méem{g(mﬂ@qg afladenielo
&Sl 9MWIBIN@IMIGE  @UYIademM  CAWIAIDIOOMWo  GRAIBIAINS  GAIMmO4)
2MANOMEOMQo DLIYPIM alddH DD YREBUIGH” Modwlaflel’ (airvamnad, 2011:85)

@D CORIMBUD 2lDa] B oHIHNIVOM HBBEHNTYMHSI 55001 afludlaflasd af)anDo
201e10m190 AlEMVIRIAINIWYT@BID. RMATOMON1HA MIRISINOINDHUB HBAHURHNO
af)BBOMAWINGS  AUDIERAQHNICRI  BREJHIVOAL0  AUA1IRAQH].  OHE1QeS
MElseEBRYl, HWA@ @SRV EMINR)HUd MMIOM e®EI0eM.  9e]jiMaq (IE10)B:0d,
B0L1HASEM®]HF B8IWo @Sea’] E@Hemqao@@s BRWIONODIOM ME] 6302001803
afeloo =@l AVIM2VES].  ®IW  2LOACTaf  HaYeq ]RGN omelo 29
BAULOITYHOGo @RM1HERIDA0Ud0 MI(@o mefl ajoH6Mo 9.21QaM
@RAINNININENAHRIVIGBAN  cHesOm]ceI®. 2malQes aflsloel GRYELINAHUBBBOS
®aleln) aldgH90003 ajaefled BIWlHm0®] alc oflo. MIAISEs] aleM] & alQod
20@o ANWEHHSIBAN 2 103BHOOM” MVaO1O?:3E 008 BRAIMe @1@14Sla). 19-@ryo
QNI MSAN 00q I8 HLIDAIEBRUS MO0 2JaHEMEBBUTNINDHOWBS MVOOEEBUY
@R1@MD.

201 V@YRIVHTD  DEPNDISNIT  HLNHILIERSEe3  (@Jomielyom]cs i
@I0layosm MoeBgleps mowla). 1963-ef Gaidlwl MBeR@IeOOq]S. ollay@al
aVABHHIA oBOQSOD). e elnomaIdas” @D aflezdl o) M@
20010V@JBOVONTHG GLIPT BRYEMIWSIENN|S. 20321 &:S1WIM” MV@YBIWo
M2 10000]  NVPOEDIGIMIMNo  MEI®IGHOVEsIele @Y  TVAYBIVODIHY
@RIAIMMEBUI DSGMMo MVYPOOH @3 B M1P@GaIILI allBDSAD.

@RMGL|IMOmI6AI (T\)Oo(TRO(Zﬂxﬂ; VDM Yo

8@  20WINOOM  AOQIANIGLIHN  (GalalondW] 20QaM @S 1owIan”
@RMHL|Mo. MDD IHDNQ  3U0IAIWIAODICRINN  aldhATDAD ()&’
'alElsl@OM0dE|Mo’. MIBEamosmuaIdan, mul.ofl.es emoaleNom Dalmlofs] M3 o)
DEIWISOMINR!  BRYBIOOD  2lLlal@IMHL|MAE.  oflaN1s’” MaOI®IGD]Has8
@RAILIMINIGS] (@D e @HE], af)o.Sl, ©aldOQendg; MIaH1G, ©aldd:Mo
QBHN, 00Walass], eigl®moomiled  @RADADERMo, osarless afllelyom
o) EODHIWOS  QalNHOB  2lLla(@INVHE|NOB WA IQSMAIS].  aldl0d, oy,
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mioelydoeliruall, aoleje.ud, @saEsl mloawl CMONIE|®HB0  BLOD:SB0 Moo
al@lemalafIgene. M2a01® o MIMIAWIGEMIIUE 3UdOMBAICNINNG 2B Ga)dHDHM
LIE1H80M0. ERMAIGEMMo MVANICAGR:AIBG0. TVARKIL N @JMVEDIQBS allaHJRnOW]
MINWOSDAGHEMNINWE @RANSS BB MVIMPITH: M1GAI®T MSazmM. HaId2RINW
0jBBa0” 1926 @ 'd1 Ima' agyam celmImom1ed avlmlaoe  emoaleje ®aNle|ss
aldEMEIOMIOMQo  GMIAIGE (Gl TVoRAMEGIENINIIN  BRALIQONIHMRYo
TVOIWIDHOG 2 103ABUM ANEWVAIABBMN. MONIWBHNNN] ST AW Ca DMV
2916 SOM” AEHOM MUDla {EB0ECAINLIVIEM® af)MIM” HAIB2EINIW 0judadlea]
mdloHamo.  AVIMIAIWIRje  MISHAIWIRJe @R GRAMOla[lHBaM 630600
2OW ROV B@IEBMIW AVE(lH: TVDABOJOJe BMMDIVIWIDGHBo DMNE. BRDIOM
) @DO@0  MVIoUWHOlEBHWoe  MIBAUY  AVANEBUE  AlEIWIE8®:Qo  §a1Q)003
LOW1HBMMEAI0 @RANHSWIEN” HLIGHIENMF TYaH1ONIBAI0 af)aMIM” @JUTY @O
MIM120 MG lHMOW BRE®@MIMIM” @RETEJIWe,|S1SBS®).

o) OGN BOQIMINNLIMVo,  MVANICABH®, QAW lO®,  GRIIHBEAMIMo,
HOLIGMNIIWo, @alMI HRAIBAIS, GRAIMOEM HAVDMBALe  afNIAUNY @RYYYWI2jI0)o
BRMOSHL|M GI® @G®]HG SDIN@IOMING alSqdud  aflanigan®: mlmla agam
Selvlges  @RAIPMINHNNSIN® aMaHRIA®  AljAIa000EBEeS MVANEUAHAIW
@RADATHHUNEN. @) QIJAIn0IREBHS  MVANGUAHUNIY  AMaHIMIEU] Do lCWIWla)
@RYIVIIBMEJE00® @RS8AG3 GRINGHO®MIM MG BRAIME A {lABMNISEmIEM” BOQIM
RN ORI  CMFAND. DO FUIID MCIHORIFENIIWE U0 §EIHQYOS
MIW D HOS QeI DalEWIN GO aBQ0jo mel BHL100MY a1
B DI0OIGEOMIE@ME.  @afloswian”’ M @@l  2emaaElomoe
MBQYeO1HBM®.  ERELIBIG  CldHHM, 6216010003 HOOW  AVINIAWISS]
MWlafla] HBOVG af)Malald@IQo  2NB0J. HLOO® MIMIAWIH] ogz(g(mouﬁ
@MND3 (@JAUBOMABAN DNOANLNIO 211N MVANWIVWHMo BREICMMIGN VAR
BJ000000Mo  af)WIQOIMe BRAIVAIGBHS (@JAIGEMMAIRIW] MIMLOA]S TVBRICYLD®
@RAINIMIEM. @RANHSWIIM” &l MVIMIaWIWT GRMG:E|Mo @m@d@moaa @R 193
af)Bl0 TMUDMBOLIUEBGBo BMSIHVWFOM” A JOADAUGTH. QEM]RERIW BRAIMAEMONIEIOS
WimaE” @R®1H0g MVIeMIGIHEODMIA CAM®o BMSIM  HY1QN.  (@JOEBUWBlH:0lo
MLOCMIATHOYAIW CLISH:EBUE MRV @RSONEE LIVHBEMINPIMN” QAM]REAIV
aIM1R0amEAe  BaSHHM  TVERIMIBEHIMW TVIW]BBAN®. 9©32: a0lml avImlaw 13
@JeM®@o QIMMI@ OSM MSEOIWI@3 mlamn’ woaﬁmgomg;.fb, aflanado  MSHBEMINUY
al2omE®I@ M0 aJotQatf] MSODE, QAUMRWIVHM AT]HUWE,  DVOID: 3HIVYEBBUI
2eIIglQHS QHMIGMDWORIM” B0 MEMEBRMDE]. BRMG®L|M (@J&1VWI@ oBQ0jo
@OWIMIABaO1HBAN BANIEM GRIDHZEAMIMo. PRI 021 MINNHF BRIIH2EHMIMo
&0eIomIMo  MVeMPIEEWIMo  aflew®ad]  PRIP@IVIC LIV 5)d:1Sq]mBo0o.
@RMHL|Mo @_ru%)csmjoua @ROMOo BRAUTNVOGHOSHVE0  AflKBHLIMANCWRAIBRHWQo
@M @RAI®To{lE8IM  BlaHPo TVPAOAD Mo TVoMPICOD Mo GWIRa] OO
Vga0ld @JMVEMIQB8 @ llart@ino®] micWla{laf AIGEDAIMEH:L! (JUIEROHS
af)STDHIGEMo.  MOWIA  AVIBIAIOMIMe  HIRIOMIMo  GRUOMIMo BRIV IABS
221SH6E3U3 2516w {1990 BRAE1CIVISIBE aBQajo ERWlde DVDANT HHIFOMIGBAN
mog«m»oam‘“ HILIGMNIOWo. HLNWI@ 921G GHLOWHOS AlAIEEMOEMIM” ag)SHBaM
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@0e190338eljo 20@En MM MoAlWIVEHMo  af)FHBIMSS. 621601001603
ReIGNW]T AN GHQes  Rlalemomln  V2ImE20W] &G [0 QRS =Nallmo
HAMPEDFO” @RAINIZ AMAVIENS HSATEA BN BIAINHELIEM” 2lLIMICANHAIW
300 RIIMDEBEBEIW] alelafl@o OHMWHO@FO 1B HBIN D). IO ®NOHHLOQ)0
21213 {I@OIDOH:EMING” AHOJQDICHMNE VNG “LISHEBRE &SIQEME. ERAIMOMAB A

aQUDMBOYOJo 021MIOHAUBAINO. MLICED | HO QYOS MLIW YD BHOBWIEM”
®1QHHLOIBHIOMVo MVNNWIVWEH:M0o (@JCWILMA |SEODENED). efaflo
BIaHWIORIE®Ea S HLOOW QoUNEBRBIGH | o@lowleIes MIW D HOS

DalCWINHASOD] 21l [@RIBBEMNIIWE D HOD aGHIWOWIRHNS N@CD @D
VoW M0). ellalmeIuwlans U@ G IWMIGHEMo. BR@ADIVG 1)’ TV GHEIW]
@1@1% Galemo  @lodon  OaflHndad. @R  EIWIVWIT  HIYKWIAIHSWQ
212IM6EBS1A)HSWo KD @RYAILIMILNIM MVIWIBRBo. @RMBIHUWIGE @RAMO1HNNIS
aVIMIaWIWILje MYV ATVG@o MA1HO1HHNAISIT oBD BIHANIOMo @RMIWINo
Wnleo®  amaY1ensEImo  GRMINM  TLVVBOLOME®IVIT  PWTMHMIBHIMVo
MIWHRBo. Ga)AHHDHAHM MVoNWIVWHHMo G ALHLNIGTDo @YW AO1HBIN DO ]L|8s
20BVAVEaYIR GMS1HWSHNIMo @AIHM 220} )®NIRLO QYSS B
AYSTVOMHWIW]T  al@lemala {le8dHQe GaleMo. @RIl HRIYHS @R YN ]HAW
alll@fafl®o  Qelyojo  HOBHIBIOBMD.  CAMIQ |06 AUNROHOS mﬁgaﬂnsgom)’l
oleIdIBEDEMNW  ©216H90M100 HNX@ Mo AVIMIAVICLIERBB o IG1eMON
@S 1VI@E  HOHTVELITNTHDHWVW QYo ORI 3G 0oR0fld avlenl aVoalWwIE>0d
NOOIR m@m1@1§@mem§§@" MaRB@eO@6M

BQom3: HIINMIIGOTIVIV @Jeaw MIPWIM®

8060  af)YTDHHOOMo  ERAUICRMIVELIHe  @RAIMA ] {lesm. DU
DaOOMOAISH:IND®  af)§ODHI0NMW  GRIDHHON2EMIMo, @RaDRAIMBBRUI, ©00IM,
80aH0a 1020  HOHAIBABLLe o) IMTAUNWEIe  &S1B2|EANIEM.  VAMAIW  (JECAWAEM”
@RYBIAMBICAINB®.  alURNOMEl,  HLOJAID@6BBUY,  @RY&ILOMo,  MVoEAIEBUI,
MoRIAHEMo, HIAUYICAG:®, PEIYUWIN HAIWIEM (@JCAWHDD ((GIBBR0LHH1OM1AHEa
Ap0ISH68BUD. OHF0q BB VMO @csqz)oam“'sagoeﬂ'el“ 08B, MBI HSMQUGBBAN
S0 N@MYal]l  AYSDI®DINI0N] o JRIB@DMVEME.  &H06Mo  MEMIGlHHIFI0MN
@Jcoaloel®l@d MOMo  MYaHl MSEMOIMINMEL  HLNIa @Yo @JEAWOJo
®21@3 MEBHIG2JAIN BT NITWAINMBBD®). @RAINHS MMMV MVoRAIBRUY (BaloddhIens’
VEINH2IW al@lTVAIaf]l &O1E3HW0 ®.21Qo.

'8Q0@8  ap)an  AVIMaWI0Ll  $:5a ],  QLljasjo), DSEEIY GO0 IN@EBRU3,
BS0OHNHENG MFo MNEIQYIN BBt R10NMEBBUY, ERA®OS FOIDaJBMAOW Nall™o
MOMEN0 H1Y RNollmom]1ead av1cd0e: ®IgalyoITuN1Ed MIME W 8jmIem'.
@R@OMIMNE '8l M’ (JEAWaIomW]  VHMNIW  ERSICINOQENE.  DaOANHIW
gelyslanQoe O®12aQo HLOWISE! (@JEAWAMILINS Mo@ il {IeBEMIIUd B ldhn0je
@ROLNIGMOY0IAIW B (@JCAWo gely 2llanleos allIMEIT]GRIHs” DWEAD.

(@JBRWo aF@INENIBGBCAIINLINWINGBH @RYAIBGINM TVIRIAUCOININS D 1HS1T3 QIMdo.
' '

af)@lejo '8Qiell@d MoV @J®IRIAMNLIDIVAMIGE GMMMIV AlYHMDINSS

8@ 9ORAUNYaHIWOV] M0QMDMET
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$LIGRUIN RO H08 MEIHA1R0 WASS @JCOVMIM’ BQILNAIBR®. af)aNICE
'alnm'®  agyam 2IGH0001008  HOYWOSWo  BQIT  afaM  AVINAWHSWQ
TMUORIMOOAURIMEBBS”  GREMInH2B8  aloMo  QISOOVWWIdo MVIW § @ HUI
®OO@AIMVIOIMYa IOMERRILIVITE  DOABAV.  GROMONAIW o lOMON]LIHSCW
Al RIMAB®QOS  aBHI0RE:  TVIRIAICHICRISB0  BRMIN  EUYHOW]GEIHB0
af) O} HY1QYHQBS. B3600 VIRIOWHINLIYo 2M® GRMHISSBIM QYEIYEBRUI, CUDAY
MVoMYIAEBBRUD  af)aM]QIO®ELI0 QMO H2IYOR|FA. @ERDAIET  AM:AMVeVOEMAJo
QY] TVoMYEEMOJo  AVYPaOMVMVEMAo  af)LI0F1eJAn I1T]  QOMAIYM]d0 ]V
MoLRIMAIHMN.  BJAHUDHAMMIG H@BMOMVOOD 2FTallaflaf ajatten Alsgleel
HME|HOB  oJnElHnog], Rlaloomloag  WlaNa0IV®mQo  @RUB:20013YCN O3
nisomoanslomale  AVIMa  GJatmHm Mo @05l MoallwIVH: 3
olgoalenmeme  m» ailnla 8@ 90RAIMYHIWIVT  aldlemails).
@JCDO®AIBBRSEIG3 MVINYEBRUE  DHMBH;ILje  BRDEAIYEJD]BINSMIWIT  HHROI DG
68 H IO 1H63aT.

'00MBE oM HO®1CWISSS ®Sqjos1oad @owdeEBRUd Ml  al@lEUIWMEY aflew®
MOH63EMIDUY aJoOmad @RAfaHI0ERUIBSS OMRDROJo melnfleiss@long
B0QIMIMVI@MBAOJo MIDRVIHOYAIW WMSHAISE)HOB DO BHISH Yo §.21Q008 MHSAUBAN.

2OMEIRM]H:  TVMNICOM O  GRLIOWILNHW IVIMIDIT3  Q9ERAN.  OAVaHIIo
@OHMIR0LIBMBo  ABEHIBORNIOMIT  MIelDBIgsam  @oallw  allyyevlew
@RYAUINOTABAN  HLOIAD@EEBSIWIN” 35[0 1Wo  QlRIYa 200 HSADAUIBAND).
Mmieljo MMS8eSs AlgM1LInoeaMIN O®IONINM J®1Ha0W] S, HMIYo AIQIOD
MmRQeS M@0 Slsallond  @eon.  EREMIH®WRS, AV WHS
@®1H00w  Slmaflloa @omd. MVIMIOD]HEUAHIWIEMWIBHS  AMaUIO]
@RSBOYEHID. MIHHQYSIAUCINSEI0 BRWIUBAE afalMdeM. aMIMo af)HTF (@JUIEBBSBo
o)IM BRHRM]H BIOGH@ICMIGE MIMMWo afHA AMAY” @R I0603 GAIBMWYILle ERAIROS
@@emsglele @rEloalandme @RAIE  EWOEHIMWe RMUEL  GRAIVICRIH”
ChHB1HA1H00MY88 DDEDWR0, FUdJUYHAIY TVIOIMY MIWIABBRS]EINSWo BRAIGRBS
al01a000ORAEIMIEMo  MLIPOSBHS BRDHINEN D0 flendmo AIMM]d: aldladammo
MOWYMIHHNIMo D88  TVOWI® ARl (lEBMD. ®RIYOHOS  AIMIV]HHA0W]
aflaeN&@la)” aaviail MVIE0030§EINICOMINS AflGH]HHIMASS AOMAV]D: aldI1®
emSlowsHnImas  aflaeflléhemMel@l®  &S1wiem”  oalWIVHM  B3Qiellees
BBEH1DN01HBAND.

VIBUDYOHNKTVIRUDY6ERUA: QEWIejo BQoellejo

Relg®IVOI® @»demd aUl ealealooland ‘o' @lejo  GRMAIBOMMo  H21Qeals
‘agoeil'ejo SHSANAUTAN MLOBUDIPHAITVIZULEBOBA [JTQBB  BREMIaHEMo
@002 M 1HHMO Mo BRDAIYT IR} TVIOI®cRILION. Oflelfa|SMmIe.
8@ HLNNH09  avlel  afllerauom1en)  omslage  VWRlAe  af)e)ed0o
MenIB1H96a |0 af)MN8s @RGEMInH6Mo ®IAMRYTVIOT® GO ILIY] T3
MVOOMVIATHAIW 2ILIMEBBUD MY atlH63o.
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DEIVISOT]HEI BRDEIY(EIZINIMIW MoONWIVGM RWOIR MVonlwiMo »alg”’ 2015
@ aJoomlosrlw 'agoco%' o)M alelafl@o AMaHIRINOODINA TYaHERINIERHSWV0
301®6EROH8WY0 a10QUD1QIG3 )@ MVPaOOm1H3 @RAIMOHOSBWYo
@RENS]BHSICEIEN0I0n01s). 21601001603 &HLO0EATHVIG 2l10fl5] MIE3EREMIOgo
®o03 MIS1Had  AVAGILNS:00IIMN@IEM” VMV aYBla@. ERE®INSIajo '3
20103 BN @O®IE VAIROS] BH@BMIGHTQYSS MU laHYG BrNIEZIWIANA ohémoga”
BHI6MAIB aldBOMIW 2(@0)o '6390(0“8' o) 2 @OMIOG  MPHUT HMVHMFHHIB
20002210 (@JE2108MNIW] af)ANEZa0o HAISIHq SO

2014 @EowIYled  @eaRIAIAINEIY  GalmddlWIele  ©AISSHNISOOmIR O]
aLMINBYMOW, bl af)B10OALI000W gan’ @BRYSHEBWo O»HeNe’
A9 (1N 06NZN2OHH W B@3 2I6BBISOM B3 aHGBUdo g3 G®IMM1HBAN ST
alQmM’ @O @M Galdd:aD  2(@?206M° G3UIW  @RANABNY  GMSIHHEHISOID
'‘80oel'9a aoaleamlzommO®. DMy ®a @REYMIY] @RI milmla
@JB3Bwlafla] Blaime @O BEMOOLINB  BRYWo @ye@uzﬂ%:ﬂgd. QIH:QNS
SHLOOOIOMNT  QQOMdflSla] MAgOOm  MVIPaOlH-0af10  aldl®: NOID 108
MWwl®2001 AVIMa 1@ afladuom AlGWAIHBAN.

wimlag” ealealonlled  H@IGWIS eMOIZS8  MINLAEMSI®.  AMaH 0o
Rlalloomlne 8@ afleie  He(lendom GRYUMIE:  &HIgaldssemlalles emsEeom)
MM MGl OfBHIMo Mafea g Cald® BT MELIYOQOS MUN2I@®o '0108,' Qo
'8oej’ HAISINNABM. FalEBge FOIMEBBo af)Galdgo  CAISWISIHEHIMEIGHBIN
MRV Om1Hd BB $HOEWIINIANS  BU0IRIGHIND. HHIEBIMIV @I
afl3}o8L9Mo MIYHS MVPaOONIGE @ERAIGWAHA [la] AOMANBHEWHS GREIAI 'RWVWEIR"
80elled @aImalqe{lesemned @oallawlw allgyeulwes Q“lmquo BORAYo Malfdq s
®eINOYHS BMIWEINI0 &S] @REAINS]HEG3 @Y BN |S.

IMWHS DSHHOMIB 50 [0 1Wo  HLOWHS DSHNOMIG QU0 AYEAIIAT af)am
BMal® QAUDIRHO0Mo @I Q@ 1W1E3 20ERIGITBAN” HOOHEDANDIMN” DSERo.
MNZEaIBo @RAIVAIBOS QYO 2 BRAIBHE HOMYPAD.  HOM DSERMD® HLOWejo
avlmlawleje 86ATHIWIGE @HANWIE. ”cgtrgoooggg o)A Qlelja]ajow] @RO1WI
@G0 0] af) @™ af)am avlma1o3. HLOW1 @3 ")l
QO ol @HIINIRIFINDHNIT o @ROIQN@IM,  aMOM” @REERHY B
HOOHEDHWIM” DSAMSS @BRYUOMNB:Bo MO EABNGHSo AOM 2IEMIF alOQYINDo
SHoleer  avlmawlele @60  QI®IWlendm. EMZ3GaIGo  OM3  AVLIPaold:
al@lemoninunaaglelnem’ =Nofllesmmemslejo @RAIMROS GAIBMQYHSWYo
BRYOEROMIMIQEBBBHS QYo @) 96BRUI, GalayHUd af)eloo B3G0O ORIV H
@lvawloem” @RMONAIGMIAle  GaJdHdbMIeje 20 o 1AM, 630003
alseomiBamosmuooeidlele AR aeatoal” @relyoallm’ @mma&meg@s
M0 IQROW] ¢2R0efl O21QID. H216RANOM3 Q0B Vloel QO 2N MG
ag)am 20M §& 3 G®ISO el @] HIQUBBHHIOMIE. ol Y
BMHOEMAYIMOIM” 290 af” af)N @BREZaOTM]NG BT IYSY QIGENMWIEM” 6.216HHIOI"
MsOMIVIBlHBN@.  NVADGDMVa0210CTIWOIWBS  'HVM@  af)dmn  MIW. 200x1o03
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mlmlawleje MAIMAW] B@B MIW HSMVAUBAN. GRAIM CalHOIMMo (@JECDYH1aflel.
330|001 BRDAOGHIMNE” DOHAM 'cgnJ(o’l%gngT ag)an@leom aflglasao.

@SB’ 2012 AOM 21003 MB2RN0 DBMYIM HLOWI@3 AflAIBleseMI0d MM
HOOMEDIN HGa 00 JOD 2JHRIADBS MO alvWRIa®o ERWANOIBHHWIEM!
GH5MISIOL! ®I000)HHaH1890®es 210lmOm]H3 BOMILOD o, @RYEOIGBAILIOD VNG
2MaHy 26ERU3 aflslel, mInyeglel. @RAIGeS R1aMPHEM OO HLOWIEMN”
WMe1@3 DU 01SE@DMN®. HLNW]LNG:OF Q1E: M9 BMIW =lollmom1nad
@RAINO YOD 2lOM HOMIE)NS BRO1V]EBMM0. Do VIRl K:IBaHID: RlallmemIeag
@RAINNQ »HIBaH]d: QAILAITVOQHS o EIMIGHININNW0 621601001603 L3
OMSIQMOME. @RSIA OSAH MVQYBIWo MIINEI@BN &:oelreISomInel RamolYesyo
(QJBSHMAIBOHSWYo @@@da,(fa £21GR1001" QIEHQAS AOBHSLHS G0l IG5,

"sameel  af)Nes mel @%goeﬂgl @ABOS &S0 O®mISIeNgMGIMIeS
9206381Cq @M’ QZROIMM” af)®amn asles @O0 (1Sl AQCOMH”
Q1efl {19 20 H0MZE 10, @aumgz@oe)om“ @RSla).  HYIATMHWIKVIHLNGEINIT
©RAIMOD]  af)BINIS”  2108Q01HHIMW  al0SOY.  EMIM®IOAW AT ADD@I
MINISHADSERIVER P03 GRAIGT @Y 210ZPVSOM BIGING GLIDRHIME af)Had
eUo  HOml. g eRENENI®@o afOID  d&Elwosdso....." (Chekov 2010:111)
ABQOS  aEBHESIel  @J@lanelly]  MIM MIQReOIV®OPo  BRWIGATB® o,
DMVHUI®IEIOITDONT00 MLAIMIVODMHINWIEM” @50 d8e ¢yl mlane
@OWIBHS  alSeHwdiel  engloled  mlawe  @GpMEAlessmElaIMm®. @D
QMNZHL0I0 D@EBRUIER0 BRAIMRAS RTAUM” WIH@IB MYOHUQATL].

@RYUWMBHMWQOS ERS@®@HUd MVlmlawleje c:Luwlejo

a®: 210NOEmICE ERMEANEBIN AGdhIaN® alfiGa]dgo @REM @RBANG @d:5a |01V
BRMERANABHWIEM.  &:Gaj0WIWe QB:Ye  @RAMOS  AOM2VI®OS  @6eMellod
GOYaOOM1OMBQo  AOENVLILEODIOM®  aJSAHAM.  01E::Q) Al fld BHUEMERD
2DVEDI  MREad BMDo DRMIMM M@HIVGL.  ¢HAILl BMBal®  AIVIPAI@o
@OVAS8 @RAIM” GAIEMo WRAIMHTF AHOHM Qolﬁs)mggd GMIHHIMo HDISIEINFIM0.
@50 PDNIDIDHOF  al0lHHMOHAM BRMIVWIVW  @RYYWaO0jo. B:Ga|oWlow ®allLog1ed
alSHOIHMINT  @eNgles  oflg” »IUHOIERIM  ®EHon O Mlefesan  eadyl.
BRIWBAHS  HSlOWEIMI  AIVIVHMEINI WIO®I®W  aldlemmualel. @R
@RAINEOMILINEM” ¢MSIW g8l &Iell@ 2J910WAN al0QoEa1IOLI OlRla 20018
GEOWo QABailasmMy. @@)o%&@mo@@m_@d@g DMB:EN BPVINB MRADOo GAUSWIFAN.
@VIZ" MO 29BWHOMABIMEIo HBHIME” MO AYORHUE CAMIEWIS” aloQaD. MV
@RAINAO DalGWINHAISOM] aldlaflondo af)aM AIYIGERM @RAIOM alSanSHMIMI]eel
O@englewis’ alellw afleléalunl aflleiasamn. @SAANEERIS  @RAIM. @RMERANEBIM@’
0h0S1W o flAUmMEERSBIOM .

QABQAHS @RAINO OGN HFaPWdRB0. BMFEaITo GITYAIV EI@1W]L16em”
QO 2JBNOBHH”  HOODEDAND. QB (YWIDODIOLI  EHITNARIAFIM”  DHHIQ I’
af)OME®T ®ald@3NaISIVNLNGEMIWB &:Fa P "alelja]afod] @&:gmos™  agmomdem”

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



Assonance, No.24, January 2024

o) §DAND. QMNZEAIBOSYo ~ HTDNHUY BOTHOLJ  LISHHITVOINOD), QO 2lNIBOS
ODHNHGFNTB o) OMILI0 af)an” MYH” Qo%;lma“.

SLoWejo avlmlawlejo 6216600 ROOIB0 VRN JLIBODANG’
QAINIWAID BHOEMAJo MUNAAUD BHAEMAOYo HHINE” M1 §MOH20W1HHNIME01H83aM
N3 GBUD ALY @lHsMOmIeNEM . Q®:Wlel” @relydnlm” @m@%doeamzmmg@smgo
@RWIBHS  &HGoMIOWBBBOSWo  aflumoje  aQiefloel  caayldlgoe  amenglo
Sl&alload  @oalo  afLlo MO  alOLOWEBBEM.  AAGI  MINLEBBSILIOD
amaty=RIoloom 1003 WMEAIO1HU3 IO DU RMNTBOS
BRSO HWFOMIAIABAN MaOIW@No. AMaHIMo @JH®IWe @1LI8s mImbom1ond
@RYPREM” AMaHYMVo AMaU Mo GAEIBS MINWON O DVHYBDQOS BRYBY DN

BRYRN]HOQNS HSAVHQWYOB @3 DOSBAUGBOS @emeflejo uamWlejo MVIWo QWA
6al06830M (raosatggﬂﬂ@emgos GMABHNILVo  MVoONWIWHM DOMMHIFAD.  OBI:
*3o 001 Slgall  GeomRd; MIdMs) OHIFIRHQo BRAMNNGERNIY BT Gald’
M1BE3UWBBHWQo §.21QM0. GRY AUBHOOD aBQ0jo ME] GRS, S18: Ol '@y@ﬂl@ﬂd'%
eI@']_H. Goalaw1@ allgRUIYHS MU MaYnIW GHO8TWal@o 'BQoBJo’ HIMEM o
QIg1Q OHGIRA MMBHUB, MaYNOW 0ot TGP0 l@o CEWVIEJ0 QIR4)B:0gM.

@RU1HH00IBY HB:GHIYMOM

921601001608  HIOWIG  Oatj@leel  @ERSIAN@YBIVON]NBWo  aJaHIMODHFV
BRW1HH000IBNOBHFHIOLNVNGWOHSWo NIOLICAILIYHS (BHHDQHSYo cBJOGTT)O(HOGGTS(Ia
@RSWIBHISOM].  @RMIOAIGHIM  AARLM YO  HHISIW 1ol sglejo
210lomeom ojeafldleins emolgan ad9dlaflond  2Rlallmaje oJommd 1ol
al0068BU3 M@ @RADAUROHMAIW 'agoeﬂ' e’ adao D&HBo EYOVOMY 621Q
ZINV®mio  QYELMIW  AHOWM2OM  QILIO®  GBRLISINME. G0N IMEAMEINN@ASS
2lalleoe. RNoloo®]19ad 00Ul emels” aomalMl@d Mo )™V mlaoe
330001 GMSIHWSHBIN.

MUAGIEE:  BHOSOMIGE AUVMISIEJo &SMISIE CHOASOMIG alel  SEBEIejo
BBUSB  SFEOMIOS BYORAODMY 92l VANV  EM2IV00  ADEISS
BHOLIPLIS0.  HBAUBBOS  HSEBOBEI0 2 §DITMBBo 4™ MVABBHIB  MIEADO0o
@APOOIMHHUB  MOBBMOMEE]RJ0 B0Mo  QMNRIWVILL.  HBaHd: BRYOVAOMYHUD &S]
QIA.  BHE8OMIG3  M1eImIan1@am nﬂé(weﬂq,g” TV@JBOVOW]NAF  @RADEEMMEBBUI
Mo MWIO®  MVPaOOO®  HIGMP@ 1M, 2012001 AUBAN  AVAHHITBHUY
alGRIAHUNIW] RMBATCHOHIMEAUMNE BOMIVDHUI M@H:GHQo @IGCYOMSIe|ss aflaflw
HBuH@OS  Raldo  MOB@ENO0)®:Qo  O21QID  BIMMall@o  ROER"

0I8160a SO,

QAN YOS BRYBLIDRHBo OMIMIQEBBG0o QI Homl 2lallesan
MV9Za01HH@ILNIBANYERERIS” IRV MITWEISIBlERIMHAIN” "0, Qo '8Qoe)e’
MVIHHDSODAN.  AlWIN  §HISIV WINIAGOYEMIMD MG  WIODMIT
allgaflgsgo  M@BHOOD  MVIPBMOGEIA IR  MIDAOJGLINHOOD  AMZMHLOBSIEJo
0600,
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@I201g>EU1H® HIBMOBIAAN MIWNETLH®

2l @JHOIWOS  YUIIMAIN”  MYAEEBUD. MWD HHOEMo  (YINOYYRLIHW
@B 2l@o @RYAINHBIBBEMINgo MMQYOS 6 21QMIVDHEBRUY Mo (FA1W1 @3
@RaYAlaflslel ahan @1@1aj010je &S] ©a1EaI001903 SO RWEIE]NMG BQILje MAHE
eaigloqalsoman.  @oaflw  Rmo®es  allgyrul oo afel  eruEBElerIYoe
)OOV HIBHO” (@Jeasmaod@mm.  mlmlavieel  @aldlePalsle  Hlowleel
@oHOHLQo  afLldo @00l  210N®0rEmIHE  BIWMIEM.  HayoE:01@3  MIMdo
QU@ V200 'moel’  ERYRMIGH®WNS  alB1GAlHAMIET)  MILFEBIMAINIVIGBID.
" GREB® 020 aflWo MIMI®Qoe ANYDIIVAJ e®oMMq flasammolaan mvellond
@®®o. Y)W INUWBHBo @RI IOESB0  BWENOL! AT BONSBIN  @ROIOMY
GOS0 alodH @RSV @RYOLAINUIIME HHSOMIBNBWo. @RAIOAZ  AOMIDWo
@RMIVOEMYYe  ald@OSVo  FGoYOQOSWo  @RYQIEMAIW]IBAN. o I®6EB1E 20N
a 0BT HS1IBIMD]jo 6HIFlHO8 daHlasmm@lele  MlaleMMIVI@AN GRAIM'
aleimalem @%gs)oe)oma” @AIOM o lB3e)®H0d  aslaon SBoslolgms.  odglwls”
2GHMDADO OLVIGME. alEaH GRAIM” GROIOMOWINHE «mmgﬂm%." (Chekov
2010:110111) eoanes @RYOEIMMYDIQS  (@JOaDRIMEBRUD ABQAI0EERM ool
ROLIGBBOSWo  Halealdal’ MA9e” amilelnmaelaflesm.  Goaflaw  aALeaPIeEm 1]
GMNA200W]@  CaldlelNa|SIoV®e  Alflia 20X oV &:Sa0WOVQ  RWOILE
@RAIMOT1q {12)Ca j0ud @RYOLTVoNPICOT]NAF ATRIMWe MNP0 Aflald0je AI@o
@ anme” 210flmo AEIMIZ MWVTHBAN (HOOIW AMaHUIBOS Bqjo 2210fls) AIGBAM
@RE® BOMAVID: B0l GalQaN RIAURIG]HBOS @J®1BHaIW] ‘somef’ MEIDSI8BMM.
'‘meN'vad @1oNmo M@BH:M BR@IRININODING 9DEDRo '01E' d5o LIG1GB0 af)ID
@O1EH 6216601001 QIO1HWBOB0 ERAHVBBUIIBAISVIM af)olloscwd 8 lq{laflgms.
alodH @BROMOOMHLIOG3 Q@ 1HUQOS ®1oleaIg0 2001003
'‘a8goell' el #:50j0010a g1 GaJoHHMIG Demdgmanlel.

'3QoeN @ Galdleqals] GRMIVEIMWHNSQ WRAIM GIROANORW0 (IO 1HAIWIETD”
M1eD®HOBBMM®. GOV mVellom  A600Cla]  AOM®M  (@JeOR1HBEMIOU3
Gal@180a|S190 ©alMDEAINLl EMIBBIN AODalM” QlLlya]a]dW OV’ diGq 0]
BBABM®.  (@JHMWleel R1aRoelERslod  MHVUWIOM  BAWIHHIMS8S  &¥lal’
@oaflulw m)mg(aﬂ MQYHS AV2AIM] 2| A 1D0MIEM.

anauzlallmo emEISaM 210 VAN YB3

330 001WOSWo  Qltlya |20 WesWe  Rlallmomleel  WIDMHUW  &Ga 01O
2loloomlon  2Q®10oMOD]2l018HWIM.  alddd  @RANOS  @RYUIIVOJo
@O18HQo @RI @RAIM TVARIMT 2| A0laf HMELIGIQIM 210MFOONERSIV]GBAT.
0108 29900 aflo  &:Ga 00 ld8e  Gale0MEIAIAN  @JAIMVo  FAIMIAIVDo  aBD
mlalat0jo  AEOMOHOD  QQIIQ6I0  GHIGMANDAIY  BRGITVIAOTVIB:0J0  aflusmesBud
MoM@AIYI@BM.  MAlOs RVEIE CHOBOMINEI @anmiRlalloon1ead
000l2l@32o0IEBge ®Ha3 NNV (@JD1HICRBHRIW] aRalla{lese@eMT MIgo
oflgo  9CalaHla] HRNNOOBIOMW  alsja] S GRMOIMISHSICLIHN EalCGHHQAM
DM@  @RMEANLBIM  MloAWIWIW ﬁuea;semgm”. Qlotd1®, 0IB6Mo, @aH
@REBROM  Balddsdh@INM (@JANIVIGH8MERANH8BMM  aflealalmeBud. maflos &0
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#3aPOIQo  al0ls] Maa|IMN® MO0 YLINIEM.  OEBBBOS aJ@qjdmoel
0®OB]H PaOIDO® GRAIDO AISNO® GAISWIFIN. B01B0Eje @1V]2)En 103003
SFlY1OLIAM  @ILNIBMOJe BT QAUVOD. afErlejo OTRUCVIONS @OAIG MEBSOS
QO 2JM HOODE] 221A®o YEAMIFHHHIMNZEaIIBHN.

@RORIY MVIMIo, anell®o, o]

Oauym’ 2Moelmnzo1@an @RYYENOlW ODUDIO aflualoavo
ANHBONE  HHMBADANDGalIOLl 'agoeil'elo Mo D@D, QRSH:WI@ I,
QAOD2]EMIS”™ alOQAN B0 'aflooals QO al0, HOBAUOHOMEVIBTM af)daM Molles
M1OINIMOBHIMNZELD. af)M1BH1aN1OS 830 MVa0lEHIMB HYIQMMIEL. AT 20, NI
H O CalHHI BB HWIEN', mIM” af)Ga]ogo @REEEBABCAINE]
@d@1e620."(Checkov,2010:113) avlmaweeios aimemng " ageloisomo
o @layaueel? alelya|ajo@1es” af)oal (rg(oﬂ" (22 8QIM) DSTBANAINTY
6)m§Qﬂ<6%;!oe>§1<68 OIS EY ol [ IS TN WO} ORI Ecolo [ EY I ecelap aleabiele i [eloploicy
ADBQo  aloWIN  QADSBHBOS  AVDIMDHU3  ME2D  AULPOD  ®OBa)BO®Bo
GRAGMRIBRIND. AUIBHQHS QIGBHUT "GRMo GREBOW  cAUBMIa{lendad  aMomd
@rmaI1eslel. @633 IGEYEA ol oo GRIDGBGAIMNE]
(@JOBMONEHIQBBDCa100L]  BRERQNS @RYOWINNMEAIMEIYL MM (JOBMAH9%0."
(Checkov, 2010:112) avimla®leje CUAIMAIW MoWEERUY GHSMAIMBMMME". " amoad
QARJ®INMIo  QAIRILN|a0W]OW  HaldMOGAIINL]  EMIGH]OHBNIBBI0.  QlLIya 2|0
DE1HB3EMUIUI 610003 agf)amo 218810103 oW ONYBMIB1OA]
@PBMONE2J08%0" (2WOIR" HQO@). @PMANIGMIE  Ga)dMdbMIejo HMIMIVEBUS
MI0E91QIBH] DOMVAHIBHMOW E®IFIMBONI '8 Vlejo '8gielejo ERERIV®W
BYDIHOQ0 OhGalleMen) &;1SHBWIEM.

@012  210®0ININHUWE  BRMEANESMAIBE  aMAVIGE  MIMPAM”  CGRIIGHOHOD
a0BaHA BB 1MOIABAN  MOOMIEIB8  nell®emN3Heud Q@(ﬁmommﬂ%gg. @RAUMOS
QLI 2ailmo alelBqj0go caIBMIM1d_EMWIldso0. '8Qoell @3
QO alM”  QILI§a ] j0VIQOSQo  DaIQABM’  &SaPWIYHSQe  MVoRIAHEMEBBSEIR)o
anel®mom1oa WININIAYD]IHUE MASBHAMNBOMI0. QYB3 0B9I01af QOO0
@RSHHBWINE! (@JYODHIHU anNLl@ TVYRLEBBSBIEM.

ansleje 89defleje @@ BP®1OHM M0 2GMIEMIGE DSMIT MIGMESIM &I
£I0QIIM JTVZUMEIEBBSOS  BRAVE2JBRM.. &SadWds80 Altlja]ajoldso afls” @Je®]
OOV, @H@®T  M@BHAN ald0@Bslad  MIaMo  *3a PV (@JICWIWTH
ge“]cm@mho%ﬂo%gg @RO10J5HU3 GmMgMN. (ol aLIBUYAIEM
S1e:01006MBIHH 16 HHIFHBAM GajoRBo @R®IM LIE1ABMM BRoU1B:000)0. (@Jd)®1W1m3
mlano eMaelg afldy @ERIMIIGBIM D@Ll AflB1ELOIVTNING NaODI0jo AIMANB:M
MoYDe 3610 ERUMIS:  0Nl3LEPMOTINM  EaldEIQdhge '3qoell @ TyYHYRIW]
@RAMGo {losa0. HIWleel AeQes mieL1MINV®o HIWTdHh AHHUIDMOWDRHHIUI
&5aj0010®  MealWIVHM  mcLIeeAIRAIODINRQo  LVIR1VTE:  VAMTYOSYo
@®1%:00861 2091 H100a10@ MBAHWIGE HOHAINVIZUDY0 aleldom].
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DM RWBAOD]OG  MIWIODQe  GR®  TVaLeflH:ElenMas MIMIMMVI@ Qo
@RAIYSS AflafLIOB:80S H¢0oam1elnlglgoe Oal¢aal RIZI® MYBO  ADSSHS]G
QBDWEBBUY  Yatfl2|Gajoud 200027 FUIMIToMIBBRNS 2DBMEVIOS  Gla)dHd
a0BVOMICEIn  BREIVINE].  aVgado @iy RNAUMEBBOS  DTBUYqOFHU
921¢a10000d SOV )@ GRHYODITE CORINQISODICVI GRE® @RYONIELI
@®lejo  aldgfleen AlMIMIENIMo  AMaUIAMIVISHIOW  H@®IFEMAOMT  @PAUN
ammlom  2B0®WRS 2AQE®IEAIMEIeRles MW@edme @M mmlawlges
LOOIZIM cmow’lgd. awlmla  o®ms&1wla) REIYERBOSWVYo 20M0aH1H® IO HFV
omilalaaige allyyrUICWINS RMaIBWEBRO8 R2ieflo{la) 63:06MBY101680 af)M®I©3
NG laualel.
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@2aHOTNOMIBANOJo aNLIEERS0: @ROMI2RIMIS. - @ROMICmATY eflalle:08
AMBMBON QKBS o I0OMo
Ba003” mvod1e” ag)ad.

NGAHGHD, DRIVWIS-CHOB alom AflRdWo
B3 IY1GHHIS” MVAQYBHEIIUIELI
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@sIMVAVo@aOo

DWYMB  AVYBRIIDDTOL!  @ROaIBIaMI  AVAUTGHNo  MIeIW]  AVEHO
800U WD (BaloM@Betr1Igms. @001 £/10/1D1TT @)o6B3001e  BIaUT
oPEDAN  DOMVo  BIUHBIOE  B60 25188 @YRUIM  (BalsBUd
Ml IBAN@IW] 5961020 GRDITT  2101@al020@o  TVICAYIQTBHAIYo
MO0 HBHIBBOINISHNE)HUT  MSOMIW  TVYaOsEBBITN”  ALINII0TOA]
200 /1820@30 @2A]PISINO! HIW@aISEANADo (JE30068B316/20W] 2]0/12) @21$”
galsasgo. ellal], @alo, 288So90 DSeBE] oLy GaARILIVIE/ @ROM]
281098 VIO JCOMIS”  AVAIMD 2 JRIGADANITD”  @RoMICm2TY”
@MV2a0lD)fo.

A IGHY, @ROMS] ALIWIB VIa0IB) alOMEBBBNS BINAIW] DEa oo DVOY
avBoIOMITE  @pom/lomaly”  avianld)fo  &SAPAUBINILY. BICI
20IS6TBOBWYo YABMIFOM] D@ BIUBNBWo @ICDAfo §21Q)" alolIzAN®”
@eom1261wI8  qVIaolo e  50lsfs MILIE88 altl WIVMDOBWQo
OIBODIEDDs30.  AVAUDTLS — BIaHI (/oo%)(rv?@uonmm%ms D)2 12y ) o]
@POMS12£IDIB0- @ROMIOMATS" Lllof10:89S VNN LT 210101863 Yo
@I0D2J0 MSPDB>WQYo 621> WIEID” (@ s IMDO D,

DICHNITE  AUIABBU.  BInHITVMNIBLD0, @ROMIIALIVIS0,  BRIMIMATY;
Aflaf§an6o, MVIe0TD) (@3 to

@Rl

aURa00jo BOaHQe @ERlOEl BRESBY MITWHOD &:0lyss ™IAlaolafled mlanoem”
MOQaOld  BIaUI  VITYo  allOONOWFBRIN@.  AVIPaOlH:  PLISHEBUE  BIUOD
af)BBOHM@IEN” AVIWIMIABAN®” )M’ MDD  alOMUDIE! GHOMBOIMING  (UBHAHE30.
augenailmemomo(Sociology),  mealwwoayo(Anthropology),  avgeoamuooaye
(Social Psychology)agam’ caaleisgnio@eloo iaweq|g $1Sa8am qudgadla 8IaHd
(0OMYo B AlAMIQOS BHIMOMIG MVFOTHIDZ AVIWIMo  af))B-00006eMaD”
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@OEMJnH1HRMD. MVIPaOld BIaHI UDINY A lOMEBBZHS DSA2JW1RI6M” BIHITVMIBHNO
af)aD @YUV ONIM” (@JTVE®] HBQUAN D).

Q@AY BIaHI  AVPa06EBRU  @IRIB8  TVBHLIMAEM BaHI  TVMIGSHOHIM
SHOQMAIGOMD. DD BIaHI uooc%«mﬂ@(@ @REMIaHEN  AlaHOANIEM.  BIaHDUB
omleal  amMIGHo (TUQO(TQO(D’]@)QO@ AUEHLLIMo &Sl DENBIHBANMNE.  MOQIUD
moq@@oﬂ@(@ al@lWII@ AI@BAN  MVIMPIALEH:  AVBLIDAD  BIaHITVMIBENQJRIW]
MITWASOD]  al01HBaN  BRADAAUDEMIN]TH:  AVATalM 131 an” quRlainow]
Meim@3ssam.

aflaflw @aHINYPa0EBU3 EHIVWERD MVIPaO1HERI AMalOER) BRYW EHIVHMEEBBIGI
aloYEo  NIMWERJFEMIU  DNBHIM  AUSDMIAY  BIaHDHSBOS  MSalPAOOO  B0aHI
avmidsano(Language Contact)agam” alglendo. MUMIBEOOMIONG (@JOLOANHAIW anElo,
@0aHd  MLo@almo(Convergence)@yeam. qUMIBED  TVIaD2IOTNIOL!  BIaUBUD,
V1B2aHW DRI 0 10101D]HO8 @OMYRIaHI VDMIEEBUS HHIME” o I6la0B1EBM@OM®IM”
82aHO  MVo(@RMo afMN” ANSIABIN@. BIaHI MQRMODINM @MU oDLIEBRSEITI
8anoem” @eomo(Borrowing). 8@ cau 0090 @IUVIG MM @alldo, allo,
@cInaflguoatto MAIVI® aB@1OWBOVE Lo BIWIHERI oJBMER) BRYW  &So
Q1268B16MIM” @YRBIMo af)aM alOQYIN D).

@RRIMo  MNZMOOMITG  MVoRAIENI0; BN, AM@)2l06Mo, &aldlSo @SBRIV
@RYAINLERREHIV] 8@  G3UE®  MIAN”  AOQI@ RO o) OM]G BN
@RANOHSYSBAUMNIW]  DSaI9H:EMINGE  aVoRANBBAM ﬁuomg@m)osomo(Cultural
Borrowing). oee;, 8@ @JE3WHOm RN®OW HOIW]HEN0 20MIVHERI @Ryl
DNOSENOEHINE” muoraflassam @2aH0 VTG @RYWIMOJAIET.
MVNIBHHOILNG:MN  BIaUDHEI0E  BANILP@INYHEWI  TVMNIBHN0  AUYl  aJD]OWIT
BOH®OM  aflo0OWSHBHEWI  ©21QAN  @RayBQjo  AVMBAREBUS  BIHO
MVNIBHHONOF aLLINIW] DENBIBHIQENE"

@2aH0 auMIREH anelBBRs1©3 @JWOIMeag 29Qaamoem”  eflailavfle:00o.
TVMIBHHOM]LIG:MN BIaHHEI8 30193 Lflall 9alcIWTlaf” AOQI@W BIaH af) DA
olol@oeml®. aflaidomm 1IeIW1Gd OIOM Eflaliad®sMo af)aNo al0Q)o. DAMYM
a3 aloleel  @eomil  @aHd  aTVMUBHHo, MIEAIW] @63  BIAHZHOSB
@omfella 101G o)e@an  eflaljd®oem @GP H00M2VWIgME. 0§30
Qoen=1@d AaY1EBRUE AVINW” &19SHR10WEE 003 aVlaw] Bdad @ROMINWVI@ celnIMo
6210003 mmo@hd. BHHIGEIMULW]HLI BGSHO BIaUMHSITI DD (@ JAIEMND Qanaomﬂgmg“.
BAHICEMADYMW  BIHUMSBOW ®algo NLIVWIBOJo MYQITZHUWBBH  AMI” @AM  @ROENI
eloNYIO af)gDHQo MIEAIW] VIO RO Y loBBHQo  O.21Qflgens
@oMmilaeiwogo-  @romilomals” eflalla:gns ®I®AIOMIEHS M@ RIaHMSIEjo
@0MI BIaHITVMIGHNO AUBOMIW MVIALAUI@YITVEBHS ald]1EWIW]HHNIMIEM” Mailes
WOABAND).
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@0l eilallQes LI ILNEBBRUY

000  eflafl HFlOOMIGE  GRIHOD afQaje &GO  DalcWINOWIAIBS  eflail
@oMNWIEM. EMINMR B0 leeR6EBRUWE MIUWHNIM Daldflal, OMOITHN, DABH],
I3V, AGWYHY, MO, BHHUIGEIMIMY, oJ3GolaHy @SERlY  ERUEBSEINRILI0
O_ICSOOJ’]_'}J(B;]S%(TTO. Oaldmlw, 933, @As9), anﬂ%, aquaoleil, =oall @serRlw
efaNaud  @PomNQes (Baleesm@Bgem.  oaualgls: CWI@OMIfRl  EMQOjo
(@)ald008s @0aHWo @0, OO BaHH @3 oEODo
moomcsuomo&ﬂg@macm‘“ 06MJo.  @RHHIBIWM, aflMlauydd, @REIAIW aganial
DO’ @190 Dale@Inomlelenom oavalgld:” 80aHHB6M . a0lER] BlaU B@ @JWIM
B80aHWOX MIRINIGABMMVENE. AMalONIW  @RYAINOYEEBUILH  MI@?BIEM aROTWIM]
0alCWIUT1HBaMOY.

@RONIY BIAHWHS MEUIOMIVM BIaHIGRB0 af)§®MIM DalEIWN]afl@Bm, @0MI
elaflQes 90120l MMDODIVWMB  @GRGHUOEBSIGI  MIAMINENAN”  alOoMEEBUI
ooglolesm(161, 1989). olwew ad@RMIOR EGIWIHHeM  qLMBARCIILIEM
@romeflafl &Qaq MeIlod al01laydleneq|s®. aJdERrMINag celIMOI@ AUsSs]-
ajgs] Aly@LoTVo AIEIM  aloS1elW @M.  @REBOMWIEM” allaMeEBUISS” dlalndW
@alo RENBIO®. BP0 1YQIMNEIHAF ERAITVIMEOMIG &S] @ROMINYHS AN 56NN
@alo MOBAU@ 12001 ERoV1BHO1E00q]S. @ROMIT £flalles” ALY af) OD” (Gal6BBud
MleimlanI@am. @adl, m(‘rpml Lpeln]l, ®»aller, 01610@0, andE1aVl, Qalsm, 31a1oml,
glam] RWIY; mzoav, mayeeflal @s@EEleal @PAIYIT 2eI®I@oe. @0
eNa N1 28 AIBME@RBITMSB®. MO oIVA1G198” BlaUBEICLI® Galdorl @0
QIBeMMIEl QIErRMEBBHSWIEM MY aila{lE80N®. @R, D, 9D of)an] Bldeal MVIVERHS
aygaflaflonom @NoGno @ellad, I, Aal® af)aNIAl DalcWIWTIBHIQME"

OMA1NAZ  A1§2a INAIEM” @ROMIRIAHSS  CRIDGHOHAMIIG (@Jald@o EMSIHINIFTNOY.
HM21eMg ERYANGRIAUCMIM” CUHASE YA BUdIMIERUEBBRSSEI03 AWaJdAl GBUdo
QI Qg(TolUﬂo&)QQS @wlnmlelnwl. @@gﬂ%‘j M101W, OMICOICHNI, ellenilw,
@M1V  af)MT MISHENOL!  BIaHHUY  @ROMITWIVIOMIAaN. @RAflsE3s1oel
aJB3QJRXaHMHU o IDNOW  EREJOIGHNW]. MImIVIcE AdYle BEEMo  AUNJallaj®
21H9H0I0Qo  BROGNIIMO  BIUANIVIWDIMIBI  -(@JWIMAIWo  Gal@aHM  QloUdRE-
Gal@aHIad BIaHWIM™ MM WIeel BEMMIBAU06M BIHWIW] GIRMD®. alGHH,
MA1NAZ QY2 INADIM  CUOHUABS G lBGatyM BIAHWIGE @ROMIWeS TVIOWIMo
mlosaoy MIANI@BAN. af).AWl. al@DeN3do OOIHo BYHEMIICEBRBo GalBaHi0d BIHQHS
@RAU® YORIMAJo @ROMI al36EB80W1@aT.

@pom2e100ge- @RoMIlemAlY” eflafl AIYOINNQ @JEDE:@ GBS0

0J010%@ @ooilellal@ism” @oomil 2e1wogo-  @RoMIOMAY" @RE:HONILIBHBOS
@RS1INNIMo. T BIHUDHOBWo Hald@afl@3, MBA2les8IMD® @O @R®1H0] eflalow
@RS1ITNLNIM A SO 1WeM. @ROMIANA WG 2LIWIBe af)§DM®’ @ROMIT ALIWI8OJo

A Journal of Russian & Comparative Literary Studies, ISSN 2394-7853 245



Assonance, No.24, January 2024

®21HYEHIWIT  @EROMNCIAILHNAM” MAIHW LISIHRIW]  al0aTIROAUSBAN. DT
BOaHUDHBHS VYo DORAIOOMq ] aVAIMAIW M1 1HHUMEBRSBIEIMOBBO) .
@ROMIN BN 2JAUSHNIOMB Q1Y I0RIAUNIENIM” GalNEl @ERUTIW BIaHH»U3 @ROMINWIG]
af)g@an@ 1M’ Qsm1§ af)IMIM” Ha I0@ANEI88 MAMo. MAVIAIMWBOHO BRYWAMEHIM”
Qi @M BHHICMMM QAW @ROMIAGUE QIR0  MINLEDYICRIANISIG.
pe1wos/  o®als” WMIERUE  QI10a 1000010 OIMOVT @IV IV@YBOWo
@RAMMRIVTBANIT PHANQo, TVIAOT®IEIH of)aM Mlelvieed &Qag elflallalyalirun
a)an  Mlaiieen @vomil  AeIwIBo-GROMICIMATY” BIaHGHUE GRENHILIC)  (BBal
@9l 2l af)M 2 I0WIM WIOITW MIIWAJo HI6MaNIEL.

@oI 2LIVISOMNAF DERAIGILIOAOD &Olal TVIOT®Y 2ICH@HIEMIB QIY®ITY
OfNlAHHEMAHO0IEM . @BROMINALIVIZ  MVIa0IMY 2ITI@ HBOMINIW &. @ajollon
@REIJOVODI@, CHO8 QaYlodwd @D eflafl DaleWIWlaf @SEEIV®” BMUGIo
MQIMEIGRID alOmIo YQIMEICRId @M. Sl eOMIE" MV 0INBAO o laMIEERAT.
@02l HILIOD MO BHOSOMIGZ MAVIO AfOW]HWMo ROV MV eflall
V@BV O@ERAI]  aMVAEM” AOOMOW  204{Ig  MVOIDY  HBOMOLHBOS
@&l (J0Wo.ooel0Idato 782 (ag).an).1607)m” 0alleveqls LIB8YM0® @3y @OMIl
221008 HOIVWIW Qao1QYFID 0elBe” AN, CHO8 AMYlodbud @POMIT  BIHWI@I
afln eIl (WMOE2IM  MSOMIVI@BaD.  ERAIWIND  GHIERDHQo  HaIQA.
OOMEAYM  @RANLIOD  GROMICYHNIWE  AVIWIVMHNIBHHSWIT  (@)21000
$150M1sQB8 @EROMINALIVWIB HBTHUY BMMVo@HAN H*eNZH:151151el af) @ @ROMI
22IVI8  MIOIMIODINAG  OORAIGILI  al®IMINde QNI MIMVe OO
afl0@I5e] af)aMIeM” My afla {lasan®.

@romfl  eflal0IGl  ©a10l®  00gERU  aGOD], @pomildleflleloom eIV
2deneEBdes” @elynd] o1 eflalldhd (Baleq|gOmIO®IEM” @RoMIT BrIWI8e
eflaflnoel.  @Jwomado MM eflafl al@layosmo omMe” *LIgEBRSE1LI0WINM” MSINISSB®
@RBRLeLIS  al0laydsmo MSIN®’ aB® HILITMINENEMI  BRYO MSOW]IHWEIMI
QYEmRLL. @RY3Y H®IVWIV PaolWFIM NLIVIGE GRG1I-Y3-ELI0aHEBSo 9, ¥, WD
o)MI0IQe SYIOHQSBS 0LIVWIB VOMIERUAY° TLVAIMAOW @POMIT 2eIVIg eflall
9a1eIW]a|®IW]  HHoeMan. @ROMINWIORI af)eld GRAUVBBUISR.  ALIVIBOYIGI
aQVadm  VMNATLINOM®  GaldoLl  ALIVISOBIRE] 29  @RAUOEBRUWIAS° TLVAIMAIW
21demeasud @oe(l eflaNaoeivlelo el MY «I01AT]H08L100 AVTHSATO HHH6N206M”
eflafl al@layoemo MVIWINIVDo BI@IE3 MDFY MVIACIMY MYaiflHUd B alld9eq|SDo.
@6N200°2I5 al@1ad@eMo alD@MIMIGIo YQINEIHA ERAINVIMABLIEM” MSARAN .
MaN” H06eMaN @ROMIN 2218 eflall Halld:06Mo oJEEMBIV®” BRHNILIDOD AMIlo
M0ga01d al@lHBTMIBHBOS UYNANLINIWIE” .

SHZBHIFIV M0aOIDIHD]BBOS alPdno, HeAIAWe, MMUM® DSEEIY 00} 6BBUd
a1@1NeMIB8BEMIIU3 @ROMI ARIVISEOMHNIUY allajeiniem’ @romilamals” mviaolmyo.
MORIn IS, alSalg” @SseaBlw @ROMIT NRIVISOTIANRI (@JWIM MVIACIMmY RMOHSOS
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aJ@al MQH  @ROMIOMAIFILIMBBO. LIBYN0W @RHBIHOM @ROMICMATY" GHo]
"0 1032100200621 @I @001§Om1903 21MIMHILIHDOD &0laf Wleisad
alemMUI@®MI@BOSQo MATS” alemMUI@MIMBOSWQYo @RE1(JIWBRHB AMMIGDH ] GAWI. af)o.
afjo. 2100M alloegs ALl IBEMMVME. aBPdo 1YQINEITE @HAN MARIe ®A1PISI@I
QAUM@IMILJo al@BalTNDINHEIYTE E&HI6MATN TMVoRAIMBBUI, PIAMILOAJOSDBD AU o]
O®RINNOMAIGH]T 2 lDAMWINIERMISIHM al®1xaMmlo  aYQINE" A®@3  RO1afl@an
M@ @mé@d’lmomﬂ MIATWS  0alldnde|g®W01EN00  af)aN@IMIL)o

al@3 210D DIOOLIYNS ©aIMIMHILIo al®IPaNlo  YQIMEIWIBTHHIMIEM” row (28,
2021)

DD ARE1EJIVHOD HIMIN]OLISOMITE, Ja01VFID ALIYWSOS BaINMPo YA AYQINE”
pem @roMIemalS” MIasI®yo afloall o@0mElgme. @roMI ®aY” NEAIaHBMOW
DOMAD YOOI @RYLlo, BMIMIo AYQIMNBIEM” @ROMNTMANIN O@RAIGILINIW]
al0QM@.  RIHYOS  al9BH0o MVOIMY  (BalER8eS VORI WODEI0
al@lnemlasemioud @eomil arIVISOMIHM} 9oRAle @RoMIICMATYIG mMlaniesman”
MIOWMIQo DDaOISNIQYIMDIEN. alGHHU @ROMI DRIWI8 MVIAOIMY 21l@ MO
@@NOMm @RV 1H0la] @maMIgLaelnoloel AMloduden” MAMLO Ealimbomleel
2QIOOH1Ejo BMPDIo MBHIHWAN” HGBICM alFIHLIAN’ a0 HBHIMNBIM” O O
Q003" @RMITE  HE1ATOM  CaldreIQ8sald  @oMmil  AeIVISOWINA  2IGl®o
@RYoE1ABMM® ALINIIOTEF MM’ @HANWINEMAN TVARML] 2O

al@lay@la) @ROMNLIWIB eflaNes ag)emo @RMUGY I O&g1enem.
@ROMNOMAIFIGE MIGo|@o. DTaloO®S” @ROMIT QIdmeBgled aflelo 10Q6EBRUY
AGBONI® o I@NE" ERAHOEBEBo  ERSEEIVMIEM” @ROMICmATY eflaflaoel @D
eNaNWlgeos oI®IMIO” AT 2 lDODINI® QAUNOWEBB MILI (YQINZH U TSV
DO@o al®IEMY” Na0IBHOAILEBEBo aBY AINMLG:0ILEBRBo AMlo Bt ®al¥lm”
m<z58<e)1@1§6m‘(30 ).

Da IMNoa0I0o

aold:  afll2enomomlead CAVIDNHOSBEI00 @O BaHW1eem.  aflyneL
0JA@YMo  2031NYo  AIgEl-aIss] aly@oIVA1eNO®  MIRIMIGEHNMNED A l0NIW
MIDWIDWINIMAN” AMNYloHUd HGB@].  BREMINSWIM’ all36@BU oldWo &SIOD
®1@12J01@20Jan  ANWODIT  a0BLOTDHUE  (@oM  EREHEBUIGS  ABHS1ejo
®09QRI] MMM aflaME@BUB) af @I IV@YBIWo aO1ROWOS BRBY QoeNE1@d
@6 MLIWYMOHH WD . eleyVelnt e AYOAINODTOHMIa o @ROMIWV0
Q1300 1H9IMISVWIV HH006MAjo M@D@HAN. @IMOMI BIaHUHSE3 MaNIATS: all@amaomo
@RR2HNHBMTIM”  aIEIWIQIMRIVI@.  aJE@RYMINAG  DaJo06Mo,  AVICE:®]H:
UOENJEBRE DalEWIWO o) M1QIYLIo0 @ROMI BaHILEMIMo &SI @N@B.

QY1683Ud af) O lg ruoelsBgleeleldo ®G3UTW BB @o6nil
QABHHO1HOIMSS  YABBUT MSAMIgMNET  DAMJVIOL!  EIRNIUIEBBUS  BalBaHiHW
SDEBLWIH:  BIHWIVT @R 1dhAla) af)aNIM Elflaflleje a3 V00 ®WE)o
GalBoHy @ROMICWIS’ @REERVWY0  &SOQISIOIABMME. aPlo QIMEIGE 6N
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AOY16BBU3  GalBaty allSlajSaBdQo @ROMINNWY  CalBatyad eflal@ones] DOQH QYo
ealglman.  eflaflolgpswoam” gaylodud @ROMI A ®H6Mo  TVIW A VD).
@ooenil  RoaHWIRILNO® MOV MVIOIMJo  MYaHlHEBIMDo 2 l0lABINDo
al0al229emaN” HGBHIO@IMIG  (WMNEBRASL00  @ROMITTMATY BI-HWIGE @eaN
02E835HQo  allGISHILION) @R.a)S1EsB3:HQo RQEILW) af)am” af)o af)o 21EIM alfloess
o) $@MEMET  @RSINLNIMAIENIW] @R eld:Himoem” @poMilellalQes alydalmomIm’
MHSWIBH QD @0omi0e1wIge-@osnamaly” @0aHUHUD @R eldHo
HOHAUATABMMEDINSIalo AIMEEBBIW MVIOT® J(GalBBUBS aflOall HHIFHBHWo

@m%

©mnayail
20@  Qaoon3; s, 2015, @OMNBBOS 21010, GHOG  BIAHO @06@1%5‘1
®1@BAUMANaJ0o

2e1ed o af)., 2000, eflaflégo @0MAI MVoMYIROfo, EHOZ BIAHO @080(}31%5“,
@N@BAUMIAN Y00

620MVal’ afl. af)., 1984, neiwosomeel alod1® al36aBUd, CGHO8 B0aHI @aﬁq}(ﬂ%g”,
O®1@BAUNITNa J0o.

208ea00aV; afl. afl., 2020, &:36aV0M1 aaN MYOIWIM] ALIWIB0, DEVIOTDLOD.2IA3
DLIWIBo MVBAIGEIIU0E], G (GHA

2100@ oflZ8 afo. af)o., MEBOMM afl. (aflar), 2021, alseg®8es 2lel@0f
VIO 0Y0, HOAD] MY, BHIFIEHNIS”

000023 &1 afl. od., 1988, @oomil avoadlmy alBl@o, GHO8 aVIOIDY
@ROENIBA], @(éoca
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