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From the Editors

The Department of Russian and Comparaive Literature humbly present before you the 22nd
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 the scholars from
the fields of Russian studies and comparative literary studies. We are grateful to each and every
contributor for contributing their valuable research articles for this issue.

The current issue has total fifty-five articles in Russian, English, 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.

The Editors
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9BOJIIOIUA U PABBUTHUE JIMTEPATYPHBIX ZKAHPOB «YTOIIUN» N
«AHTHYTOIINN»

Horem Kymap Paii

Lentp Pycckux Mccnenoanuii, YuusepcuteT umenu Jxxapaxapnana Hepy, Hero
Jemn — 110067

EVOLUTION AND DEVELOPMENT OF THE LITERARY GENRES OF
“UTOPIA” AND “ANTI-UTOPIA”

Yogesh Kumar Rai
Centre of Russian Studies, SLL&CS, Jawaharlal Nehru University, New-Delhi-110067

Annomayus. 6 Hacmoswell cmamove peyb UOém 00 I60MOYUU U PA3CUMUU TUMEPANYDHBIX
JHCAHPO8 «YMONUUY» U «AHMUYMORUU» C XOO0OM 6pemenu. Bcnomunas npownoe u oymas o
Oyoywem, nucamenu U MuICIUMENU 6 CB0UX XYOOICECMBEHHbIX pAOOMAX NO-pAHOMY
uzobpasicarom Kapmuny odwecmed, m.e. UHO20d UOEANbHYIO 4 UHO20A ANOKATUNMUYECKYIO.
Mooicno ckazams, ymo 6 ymonuu bl08U2AIOMCA UOeU YeN08eUecK020 ONMUMUSMA O HCUSHU U
noomeepoicoeHue 6epvl uenogeka 60 6ce obwem oOnaze, a 6 AHMUYMORUU BbIPAIHCAIOMC
npeoynpexcoenus U COMHEHUs 8 MAKUX UOeATbHbIX NONONCEHUAX U COCMOSHUUAX YeN08eKd U
obwecmga. C nomowpto usyueHus OOWUX U CHReyuuuecKux yepm OSMmux JUmepamypHuix
JHCAHPOB, Mbl MONCEM TIYYlie NOHUMAMb 20CYOAPCMBEHHOE YCMPOUCMB0, COCMOAHUS Yel08eKd 8
obujecmee u OMHOULEHUUE MeNHCOY THOObMU 8 MeX ULU UHBIX YCA0BUSIX.

Kniouesvle cnoea. numepamypuviti Jcanp, Ymonus, awmuymonusi, OUCmMonus, o6ujecmeo,
uenogex

Abstract: This article deals with the evolution and development of the literary genres “utopia”
and “anti-utopia” with the passage of time. While remembering the past and thinking about the
future, writers and thinkers in their works portray the picture of society in different manners, i.e.
sometimes perfect and sometimes apocalyptic. We can say that in utopia ideas of human
optimism about life and confirmation of a person’s faith in collective welfare are put forward,
and in dystopia warnings and doubts about such ideal positions and states of a person and
society are expressed. By studying the general and specific features of these literary genres, we
can better understand the structure of statecraft, the condition of a person in society and the
relationship between people in a particular situation.

Key words: literary genre, utopia, anti-utopia, dystopia, society, individual

Yepe3 HCTOPUIO JIUTEPATYPHBIX NPOHM3BEICHUA OBUIM BBIPAKECHBI HAJCKABI WM CTpaxa
yenmoBeyecTBa U o0mecTBa. [lucarenu ¢ ApeBHUX BPEMEH CTApAJIMCh PUCOBATH PAa3HBIC KAPTHHEI
oOrrecTBa (HACTOSIIETO WM JKenaeMoro). OHu H300pakann O0IEeCTBa, B KOTOPBIX JKWIA JIFOIN
n00 B COCTOSHUM IOKOs, TADMOHHH, MPOIBETAHUU W CUACTHS JIMOO HA0OOPOT B COCTOSHHH
JqUucrapMoHuu. Takue n300paskeHUsl pasHbIX OOIIECTB 3aBHCHT OT TOTO, YTO KaK IHCATENb
BUJUT HACTOAIIEE OOIECTBO U KaK OH MeuTaeT o0 OyaymeM. [Ipu 93ToM y Hero oObIYHO OBIBAET
3JIEMEHTHI ONITUMHU3MAa WK IeccuMu3Ma. [1o-pasHoMy mrcaTenn MOKa3bIBaloT CyIL0Y 00IecTBa
1 4eynoBedecTBa. HeKoTOphle MUcaTeNd M300paKaloT HICaTbHBIA MHpP, B KOTOPOM €CTh BCE
MPEeKpacHo. DTO caMmoe kemaemMoe OOIIeCTBO, TJe MOXKHO JKUTh, TJi¢ HET HUKAKOW HEJTOCTATKH.
A ¢ &pyroil CTOpOHBI, €CTh MHUCATENM, KOTOPbIE pa300JiadaroT JIOKHBIE OOCMIaHUs ATOTO
uaeanpHoro oodmecta. OHM OTPHUIIAIOT ATOT WACATBHBIM MHUP W BBIPAKAIOT CBOM COMHEHHUSI.
Yepe3 u300pakeHHE TOTO K€ OOIIECTBa IMHCATENH MOKA3BIBAIOT HEIOCTATKH W HETaTHBHEIC
CTOPOHBI 3TOro OOIIEeCTBA. A HEKOTOPbIC MHCATEIM PHUCYIOT OOINECTBO COBCEM B
MPOTHBOIOJIOXKHOCTh 3TOMY HJCaTbHOMY 00I1IecTBY. OHU MOKA3bIBAIOT BCIO OC3HAJCIKHOCThH H
CTPax| 4eJOBEYECTBa.
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C He3amaMsATHBIX BPEMEH BO MHOTHX KYJbTypaxX, PEUTHsIX U OOIIEecTBaX CYLIECTBYET MHUQBI
WIN NaMsATh 00 OTNAJICHHOM ITPOIIUIOM, KOT/Ia YEJIOBEYECTBO JKHJIO B IIPUMUTHBHOM U IIPOCTOM
COCTOSIHHH, HO B TO )K€ BpEMs OZHOM M3 NPEKPACHOTO CYACTbsl U BHINOIHCHUSA. CeroqHs Mbl
Ha3blBaeM OTO IPEICTABICHHE TAaKKe KaK JIOTHYECKYI0 INPOTSHKEHHOCTb JKCNaHUs OBITh
CUacTIMBEIMU. B Te mHHM pasinuyHble MH(BI TOBOPST HaM, ObUIa MHCTUHKTHBHAs TapMOHHS
MEXIy YeIOBeYeCTBOM M NpHponod. HaponHele mnoTpeOHOCTH OBUIM HEMHOTHMH U HX
OTpaHUYECHHBIMH KenaHusMu. O6a OBUTH JIETKO yIOBIICTBOPEHBI H300MIINEM, 00ECTIEYeHHBIM 10
cBoell mpupoae. COOTBETCTBEHHO, HE OBUIO HHKAKHX MOOYXIEHHI BOOOIIE A BOWHBI WIH
nputecHeHus. 1 npu 3ToM He OBLIO HUKaKOH MOTPeOHOCTH B TPYIHOM M OoJe3HEHHOI padorTe.
Jlroqu ObLIM NPOCTHIMH M HAOOKHBIMH, M YyBCTBOBaJIM ce0s1 OJ1M3K0 K cBoeMy bory mim 6oram
n x npupozne. CorjnacHo OJHOIM aHTPONOJIOTMYECKOH TEOPHH, OXOTHHKH-COOMpaTeNd ObUIN
OpPUTMHAJIBHBIM ~ OOTaThIM OOMIECTBOM. OTH MH(UYECKHE WM PEJUTHO3HBIE 00pasIbl
HaJAMCaHbl BO MHOI'MX KYJbTYypaxX U BO3POXKIAIOTCA CO CHeHHaﬂLHOﬁ JKUBYYECTBIO, KOI'da
JIIOAU HAXOOATCA B TPYAHBIC U KPUTHUCCKHUE BPEMCHA. D1 MI/I(I)I)I paHHeﬁ CcTaJauu 4€JI0BCUYCCTBA
6I:IJ'II/I YHOOMAHYTHI pa3jiIndHbIMU KYJIbTYpaMu, OGHIeCTBaMI/I " pCIMIrusaMu.

CaMo cII0BO «yTONHS» O3HAYaNIO - NMPEKPACHOE, HO TaKXKe HEBBINIOJIHUMOE, Ha (JOHE KOTOPOTO
JeXUT coluaigbHas MHGOJOTHsA. YTONMS TPaKTOBajlach Kak CTpaHa, KoTopas Oblia
COBEpIICHHOW. DJTa CTpaHa MEYTHl O BCEOOIIEM CYacThe, TAE CYIIECTBYET COBEPLICHHBIH
o01ecTBeHHBIN cTpoi. «CBOMMH KOPHSIMH YTOIHMYECKas JUTEpaTypa YXOIUT B apXandeckKue
MH(]BI O TOCEHIEeHHMM MOA3EMHOrO IIapcTBA M B JKAaHP HApOJHOM CKa3KH, B 0O0pa3Ho-
KOMIIO3HIIOHHOH CHCTeMe KOTOPOH BaKHOE MECTO 3aYacTyl0 3aHMMAlOT HEKHe OJaKeHHbIC
BOJIICOHBIE CTPaHBI, IJe A00pO OKOHUYATENBHO NOOEKIAeT 370, TEKYT «MOJOYHBIE PEKH C
KHCeNBHBIMU OeperaMmu» U T.1.». (IlonoHCcKkHiN)

YTomus - 3TO pe3ynbTaT OCO3HAHUS M peQIeKCHs KPHU3HCHBIX cuTyannii oOmectBa. OHa
JEeHWCTByeT Kak ocobas ¢opMa TOMCKa YMCTBEHHOTO pEHIEHHS C IENbI0 YCTpaHEHHS
00IIeCTBEHHBIX KOHIUKTOB. [Ipy 3TOM yTOmNs yKa3bIBaeT Ha HJICaJbHYIO MOJIEITH OOIIeCTBa B
Oynymem. Tepmun «YTomus» BHepBble ObUT MCIONIB30BaH [11aToHOM B CBOEM ITPOM3BENCHUH
«T"ocynapctBo». Ho, B 1516 romy, Korja M3BECTHBIN aHTIMICKUI MHUcaTeNh U OOIIECTBEHHBII
nearens Tomac Mop Hamucain CBOIO KHUTY «30J10Tasi KHMXKEUKa, CTOJIb XKe TMOJIe3Has!, CKOJIb U
3a0aBHas O HaWJIydllleM YCTPOMCTBE TrOCYAapcTBA M O HOBOM OCTpPOBE YTOIMs», Hadai
pa3BUBaThCS 3TOT kaHp. OOpazyeTcs 3TO CIOBO U3 ABYX KOpHEH «m» U «tOPOS» (TO €CTh MecTo,
KOTOPOTO HHUTJIE HET), 4, BO3MOXKHO, U3 IPYTHX KOPHEH - «HeH» - «0yaro» u «topos» - MecTo (To
€cTbh, OJla)keHHOE MecTO). MOXHO CKa3aTh, YTO POJOHAYAJIHHUKOM >KaHPa YTOIHM SBISETCA
Tomoc Mop «YTomus» (1516).

YTOHI/ISI, SBJIAOIIAACA OZ[HOI>'I us3 (I)OpM KPpUTUYECKOI'0 CO3HAaHUA HMMECT CJICAYIOIINEC
XapaKTCPHbIC IPHU3HAKU:

OCMBICIIEHHE KOJUIEKTUBHOTO UJI€aa;

NIOHUMAaHUE KPUTHKHU OKPY>KaIOILEro CTPOs;
JKeJaHue u30erath He 0 AyIe YPOJUIMBOM KHU3HH;
TIOTIBITKY TpeJicKa3aTh Oy yIiee oomecTsa.

B ®unocodckoit sHIUKIONEANHA Tak 00BICHIETCS 00 3TOM: «YTomus B nuTeparype (0T rped.
Ou - He, HeT u tOpoS - MecTo, T.e. MECTO, KOTOPOTO HET; HHOE OOBsICHEHHE: eU - Oiaro u topos -
MECTO, T.€. OIarocioBEHHOE MECTO) - JINTEPATyPHO-XYAOXKECTBEHHOE MPOU3BENICHUE,
coJieprkaiiee KapTUHY HJIeaTbHOTO 00IeCTBa, HACETIEHHOTO aO0COIOTHO CUACTIMBBIMU JTFOABMH,
JKUBYIIMMH B YCIOBHSX COBEPIICHHOTO TOCYAapCTBEHHOrO YyCTpoHCTBay. (Dmmocodcekas
DHIUKIIOTE U )

OGHIerI/BHaHHOG OIpCACIICHUEC YTOIIUNU - «3TO ONHCAHUEC WU I/I306pa)KCHI/I€ nacajibHOI'O
OGHICCTBa, AJIBTCPHATUBHOI'O CBOUM COBCPUHICHCTBOM CYIICCTBYIOLIEMY (I/I KOF[[a-J'II/IGO

14
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CYIIECTBOBaBLIEMY). [IpHHIMITBI M1 HOPMBI YEJIOBEUYECKOI'0 OOILEKHUTHUS, OpraHu3alus Tpyaa 1
JIOCYTa, COIIMAILHO-TIOJIUTUYECKOE YCTPOHCTBO U T.J. - BCE ATO B YTOIWH JIy4llle, FapMOHHYHEE,
NpUBJICKaTeNbHEe, HEXENIM B TOM OOLIECTBE, B KOTOPOM JKHUBET €€ aBTOP. YTONHYECKOE
00111eCTBO CBOOOTHO OT HYKIBI M SKCIUTyaTalllH, HACHIINS U BOMH, IDKH 1 oOMaHay. (I'pedxo)

B npoTspkeHHn BEKOB, yTONHMYECKas IUTEpaTypa reodpa3oBalia, paclinupsiia U pa3BUBala CBOU
*KaHpel. Tak, Hanpumep, «[ocynapcrBo» [lnarona u «Yrtomus» T. Mopa B ¢popme HaydHOTO
tpakrara, «Poounzon Kpyso» . Hdeda n «Ilyremecrsus ['ynnusepa» Jx. CBudta B dopme
XYA0KECTBEHHOTO Tpou3Benenus, «byps» B. lllekcniupa B popme 1pamsl H T.1.

Crnenyer pa3inyaTh TEPMHHBI «yTOIHS», YTOIHMYECKOE CO3HaHMEe» U «yronmsm». Ilo C. JL
@®paHKy «yTONMU3M» Kak SBIEHHE OOBACHIETCS TaK, «I0J| YTOMM3MOM MBI pa3yMeeM, - Mucajl
OH, - HE OOIIYI0 MEUTY 00 OCYIIECTBICHUH COBEPIICHHOW KI3HH Ha 3eMJie, CBOOOIHOM OT 371a 1
CTpajaHmii, a Oonee cnenudUUSCKUil 3aMbICel, COITaCHO KOTOPOMY COBEPLICHCTBO JKH3HH
MOXET - a IOTOMYy M JOJDKHO OBITh - Kak Obl aBTOMAaTHYECKH OOECIICUYCHO HEKUM
OOLICCTBEHHBIM IIOPSIIKOM WM OpPraHW3allMOHHBIM ycTpoicTBOM...». (IletpoBa) Tak, B
yTONHM3ME MPUCYTCTBYET YBEPEHHOCTh B MAaTECPHANM3allMd COBEPIICHHOW cpenbl. Jlambmie
KPUTHK JIOKa3blBAaeT, YTO YTONMMYECKOE CO3HAHME COCTABJAET ONpEACNEHHBIM  CHOCOO
BOCHIpUATHUA - «HO[[ YTOIIUYCCKHUM CO3HAHUEM NTOHUMACTCA OHpe[[eHéHHLIﬁ croco0 BOCHIpUATHA,
NOAXO0Aa K MCTOPUYECKOW peajbHOCTH, COOTBETCTBYIOILETO MOHMMAHHIO YTOIMHYECKOTOY.
(ITerpoBa)

Kpuruk pobaBiisier, 4TO «caMO CIIOBO «YyTONMHUS» B MEPEBOJIE C TI'PEUYECKOro O3HAYAET
HecyIecTByomee, HeObIBanoe MecTo. CyIIecTBYIOT pa3inyHbIe, TOPOH B3aMMONCKITIOYAOIINE
OLICHKM W BBIBOJBI OTHOCHTENIBHO ompenesneHus yrornuu. ONHM BHAAT B YTOIHMH HM3BEYHYIO,
HHUKOTJIa HE TOCTIDKHUMYIO MEUTY YEIOBEUECTBA O «30JI0TOM BEKE», APYTHE NCTOJIKOBHIBAIOT €€
B KauecTBE pEAIbHOIO TMPHHIMIA, KOTOPBI OCYIIECTBISETCS B XOJE IyXOBHOTO U
MIPAaKTHYECKOTO pa3BUTHS denoBedecTBa. HekoTopble BHIAT B HEH JOHAaydHylO (opMmy
MBIIIIJICHUA, HEYTO CPEIHEC MEKIY penmmeﬁ u HayKOﬁ, JAPYTHUC CBA3BIBAIOT €€ C PAa3BUTHUEM
COBPEMEHHOTO Hay4qHOTO 3HaHusM. (IleTpoBa)

Takum oOpa3om, yTOmMs SBJSIETCS M BCErJa C HE3alaMSITHBIX BpEeMEH ObUIa HEOTIENHMOU
YacThI0 KOJIJIGKTMBHBIX HAJEXJ YeJIOBEYeCTBAa M KIIOYEBBIM MOMEHTOM HX CO3HaHHUS. B
COIIMAIIGHOM IIPOCTPAHCTBE YTOINHUS B OCHOBE CBOCH COAEPKHUT HA€all YeJOBEUeCTBa BO
BPEMEHH. YTONHH IOPOXKIAIOTCS KOHKPETHO-UCTOPHYECKOH pEaIbHOCTBIO, OINpeNeNEHHON
COIIMAIbHO-UCTOPUYECKOH  OOCTAaHOBKOH W MOJICNHPYIOT — ONPENENICHHYI0  CTPYKTYpY
OOIIECTBEHHBIX OTHOIIEHHH, CUCTEMY IIEHHOCTEH M THII YeJIOBEUECKOHN JIESITEeNbHOCTH.

MOo>KHO pa3feNIuTh UCTOPUIO YTOIIMU HA TPU dTala - APEBHUM, KJIACCUYECKUM U COBPEMEHHBIN!
JIPEBHSIST YTOIUS - MEYTHI O «30JI0TOM BEKe» («OCTPOBOB OyaxkeHCTBa» - [InmartoHa), pa3indHbie
penurno3Hele  00pa3bl M BEpOBAaHMS (CIIACEHWE YEJOBEYECTBA, NPEACTaBICHHE O pae B
Xpuctuanctse). I'peueckmit most ['ecnonm (8-ro Beka 10 H.3.) B CBOEH KOMITHIIALIUH
MHU(OJIOTHIECKONH TPaIuIMKA OOBSICHWI, YTO 0 CYIIECTBYIOMIEH 3pbl OBUIO YETHIpE IPYTUX
MPOTPECCUBHO Ooyiee TMPEeKpacHBIX, CaMbIM CTapbiM, W3 KOTOpbIX ObuT 3omyoToii  Bek;
KJIacCHUeCKasl YTOIUS - IPEJICTaBIeHUs 0 (paHTacTHYecKnX oOmecTBax M crpaHax («YTonus»
Mopa, «Topog Connuna» Kammanemnsl, «Xpuctuanomonmuc» W. B. Amngpes, «Hosos
Atnantuna» ®@PpeHcuca bokona). YrTomum, KOTOpble BO3HUKIM BO BpeMs PeneccaHca,
CBHJIETEJILCTBOBAJIM O HOBOM MbIIUIEHHMH. HoBoe MpluieHHE OBUIO NPOTHB XPHUCTHAHCKOTO
CO3HAHUS U MOJJEPKUBANIO SI3bIUECKOE CO3HAHUE, COBPEMEHHAsI YTONMS - BpeMs 3apOXKJICHUS
COBpPEMEHHBIX yTomuu sABisieTca koHer XIX u magana XX Beka. B atux yronmsax peus umer 0o
HOBOM IIEpeMEHHOM OyayiieM uemnoBeuecTBa. HeoOXoaumMo MOTYEepKHYTh, YTO KpOMeE
MIOJIOKUTETBHBIX YTONUI U CyIIECTBYET U OTPULATEIbHBIC YTOIHH.

I/IBBCCTHO, YTO YTONMA BbIABUTAJA ONPCIACICHHBIC AaCICKTBI T'yMaHH3Ma W YCIOBEYCCKOI'O
OITHUMH3MA O JKU3HH. Y TOIHUSI U CIIC ABJIACTCA NOATBCPIKACHUECM BEPHI YCJIOBEKA BO BCC OGHICM
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6nare. KoHeyHO, 3TO He 3HAYMT, YTO B ONpPEJCICHHBIH MOMEHT HCTOPHM YEJIOBEYECTBO HE
UMEJI0  TIeCCUMHCTHUYECKHMEe MHEHHs O  CO3/JaHMM  HjeajdbHOro  obmecrBa. «B
MIPOTUBOIIOJIOXKHOCTh ~ YTONMHM C €€ TyMaHW3MOM, ONTHMH3MOM U  COIMAJIBHBIM
BOOAYIICBICHUEM aHTHUYTOIHMS HAMEPEHHO NECCHMHCTHYHA. Ee »aHpoBoe mpenHa3HadeHUE -
BBICMEWBATh, CAaTHUPUUYECKH IApOJUPOBaTh, CTABUTH B HEJIOBKOE IIOJIOKEHHE CaMy HJCIO
COBEPIIEHCTBA, MOKA3bIBATh TIIETHOCTh M OECIJIOAHOCTh BCEX YEIOBEUECKUX YCHIIMH XOTS OBI
MIPUOIM3UTHCS K COBEPILICHCTBY, UCTIBITATh B MOJHOW MEpe UyBCTBO (PM3MUIECKOM M JyXOBHOM
YIOBIETBOPEHHOCTH JKU3HBIO». (I'pedko) AHTHyTOmHsS B OTIMYHME OT YTONHHM OTPHUMACT
BO3MOJKHOCTb TIOCTPOCHHUSI MJCAITBHOI0 OOLIECTBA. DTO MCXOIUT M3 YOEXKIEHUs, 4TO JIOObIe
CTapaHusi CKOHCTPYHPOBAaTh «CIIPaBEIJIMBBIi» OOIIECTBEHHBIH YKIaa MPUBOAAT K Y)KaCHBIM
MOCTIE/ICTBHSIM.

JlutepaTypHblii  JKaHp  aHTHYTONMH  CTal  CBOEOOpa3sHOM  JIETONHCHIO  Tpareiuy,
MIPEAYNPEKACHIEM OOIIECTBY 00 ONMAcHOCTH JyXOBHOHM A€rpajalliyl U HACWINS. AHTHYTOINS -
9TO CHYTHHK YTONHHU. «AHTHYTOIHS 3apoJiiiachk Kak aHTUTe3a MH(QY, YTONHH, IO3TOMY OHa
BCETZa OcrapuBaeT MH(] O OCTPOSHUN COBEPIIEHHOTO OOIIECTBA, CO3IaHHBINH yTOMUCTaMu 0e3
OTIIIKA Ha PEaNbHOCTb. DTOT KaHP CTajd CBOCOOPA3HBIM OTKJIMKOM UYEJIOBEKAa Ha IABIICHHUC
HOBOTO IOPSIIKA. AHTHYTOINS, KaK MPaBHIIO, CTAHOBUTCS BEIYIINM >KaHPOM MMEHHO Ha CIIOME
BpEMEH, B IepexonaHyio smoxy». (YapHsik) B omimume OT MOJTOXHUTEIBHOH KIacCHYECKOH
yTOIIMM, AHTUYTONMA HE HMEeT eIWHOe Ha3BaHHe. Pa3Hble TEPMUHBI HCIOJIB3YIOTCS JUIA
0003HAUeHMs ~ aHTHYTONMH,  HApPUMEp  «KAKOTOINUS»,  «OTPULATEIbHAS  YTOIHSY,
CKOHTPYTOMHSA», «AUCTOIISD, KBa3UyTOIHA» U APYTHE.

AHTHYTOIIUS CONPOBOXKIANA YTOIHIO KaK (HIOCO(CKO-XYHI0KECTBEHHOE CO3HAHHE C CaMOro
BO3HHKHOBEHHS. AHTHYTOIHS HOSBHIIACH B OTPHIATEIBHBIX OOMIECTBEHHBIX COCTOSHUAX, KOT A
TOCYZapcTBO HE OJIaronpusATCTBOBANIO COXPAHEHHIO YEJOBEYeCTBA. AHTHYTONHS Bcerja B
COINPOTHUBJICHUH aOCYpIHBIM COLMAIBHBIM YCTPOHCTBaM, OECIIpaBHBIM MOJOXKEHHS JIOACH |
Hacwmio. [Incareny aHTHyTONNI aHAIM3UPOBAIH PealIbHbIE OOIIECTBEHHBIE MTPOILIECCHl U Yepe3
(aHTaCTHKY CTapajHCh IpeJicKa3aTh 00 OTPUIATENIBHBIX M OMACHBIX CIEACTBHAX YTOIMHMYECKOTO
ycTpoicTBa o0IIecTBa.

HcTtopus aHTHYTONMH, KaK U YTOIIMH, HAYMHAETCS C AHTUYHBIX BpEeMEH. MOXHO YBHIETbH €€
UCTOKU B pabotax Apwucrorens u ABpenus. xon Crioapr Muwuis - OputaHckuil Guirocod,
BIIEpHIE B MapiaMeHTCKO# peun B 1868 romy mpousnec 3T0T TepMuH. OJTHAKO, MOKHO CKa3aTh,
YTO JIMTEpATypHas aHTHyTonHs Jana o cebe 3Hath eme B kuure «llyremectsuii I'ymusepa»
(1727) Oxonatana Cudra, rae peds Uaet o JeTarmeit octpose «Jlamyray. Janpme kaura XK.
Bepna «IIsatecoT MummnoHOB OeryMmen», I'. Yamica «Korma cmsimuit mpocHETcs», «IlepBbie
o Ha JlyHe», «MalnHa BpeMEHM» TaKKe COJCPIKUT 3JIEMEHTHl aHTHYTONIHH. XPOHOJIOTHS
AQHTUYTONMH IOKa3bIBAe€T, uTO mNpousBeneHus «Msbp» 3amsatuHa, «1984» JI. Opyamma, «O
IuBHBIM HOBBIM mup» O. Xakciu, «Mocka 2042» B. BoiiHoBuua, «HeBo3BpamieHem» A.
Kab6axosa, «Keice» T. TomncToit» SBISIOTCS MIOAOM KPUTHYECKOTO IEpHOoAa B mcTopuu XX-
XXI Bekos.

AHTHYTOIIUS B CIIOBape JINTEPATYPHBIX TEPMUHOB OOBICHSACTCS KaK «OKaHP, MPEACTaBISIOIINI
co0oli KpuTHUECKOE OINUCaHWe OOIIeCTBa YTOMMYECKOTO THIA - CBOECOOPA3HYIO aHTUTE3y
COLMANILHOW YTONHH. AHTHUYTOIUS OCHapUBacT MU}, CO3IaHHBIA YTOMUCTAMU O€3 OTJISIKU Ha
peabHOCTh, IMOJBEPracT COMHCHHIO CaMy WJCK0 HAeaNbHOro commyma. [lpum 3tom, eciu B
JKaHpE TPaTUIMOHHON YTOITUH MIPOUCXOIUT BOOOpakaeMoe 0OpalicHue aBTOPOB B MPOILIOE H
HACTOsIee, TO B AHTHUYTONMH Bcerma oOpameHa B Oyaymee. B AHTuyromuu wmwmp,
BBEICTPOCHHBIN Ha TeX JK€ HaJajaX, YTO U MHpP YTOIHH, JaH H3HYTPH, Yepe3 UyBCTBA €ro
€IMHUYHOTO OOUTATEJIsI, UCTIBITHIBAIOIIETO HA ce0e, CBOeH YacTHOIl Cy1b0e 3aKOHBI UIeaIbHOTO
obmecTBay. (TepMUHOB.) OOMENTPUHATHIMU KATETOPUSIMH aHTHYTOTIMH SIBIISTFOTCS CIIEIYIOIIHE:
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AHTUYTOIIMA, OCHOBAaHHAd Ha ONHCAHWU HCTATUBHBIX YCPT PCAJIBLHOTO OGHICCTBa;
AHTUYTOIINA, OCHOBAHHAA HAa HETATHBHBIX MOCICACTBUIN HOBBIX Hay4YHBbIX H3MeHeHPII7[;
AHTUYTOIINA, OCHOBaHHAs Ha aJIbTCPHATUBHBIX peaﬂbHOCTCﬁ; AHTUYTONHA, OCHOBaHHAsA
Ha UICC arlOKaJIUIICHCa.

DOJeMeHTHl aHTUYTOIIMH MOKHO HaOJIOaTh B Pa3HBIX IPOU3BEICHUSAX MUCATENeH, KOTOpHIE HEe
BXOIIT B JXKaHp «aHTHyTtomms». Komemuss Apucrodana ObpDIa caTHpoil Ha «TroOCyIapCTBOY
[Tnarona, pasneie npomsBeacuus mucareneid XVII u XVIII BekoB sBistoTCst cCBO€0Opa3HBIMU
MOMpaBKaMK B PEaJbHOCTh K yTOMMYECKUM npousBeacHusM T. Mopa, T. Kammanemier u T.1. B
XIX Beke B danractukax C. Batnepa «Omun», I'. Vamica «MammHa BpeMEHH» U APYTrUX
MUcaTeIey AIIEMEHTHI AHTHYTOINH SPKO BUAHBL. XX BEK CTal CaMbIM Ba)KHBIM MEPHOAOM JUIS
pPa3BUTHSL U PACIPOCTPAHCHUS *KaHpa «aHTHyTomus». Poman «Msb» Eprenus 3amsTHHa,
HanucaHHbId B 1921 rofy, cunTaeTcst BeX0i aHTHYTOMUYECKON JTUTePaTypPOi.

B nayane XX Beka IlepBas mupoBas BOMHAa W HapaieibHbIE PEBOIIOLUOHHBIE BHUKECHUS
OKa3allMCh IUIOJOTBOPHBIMHU CHJIAMH JUIA PaclBeTa JKaHPa «AaHTHYTOMHUsS». JTO OBLIa BpeMms,
KOT'/Ia HEKOTOPBIE CTPAHbl HAauyajal CBOU MOIBITKH BOIUIOTUTh B XU3Hb YTONMMYECKHUE HEATbI, B
ToM uymcie OombmeBucTckas Poccms. Kak cumraer HOBBIKOB, YTO, «aHTHYTONHS SIBIISCTCS
JIOTUYECKUM Pa3BUTHEM YTONHHU. B MPOTUBOMOJIOKHOCTH MOCHEIHEH, AHTUYTOINHUS CTABUT MO
COMHEHHE BO3MOKHOCTH JOCTH)KCHUS COLIMAJIbHBIX HJICANIOB M YCTAHOBJICHHS CIIPABEIJIMBOTO
001ecTBEHHOTO CTposi. PacuBer aHTHyTONMIA TpuxoauTcs Ha XX BeK, BEK OYPHBIX COLMAIBHO-
MOJMTUYECKUX U KYJIbTYPHBIX COOBITHH, JBYX MHUPOBBIX BOWH M PEBOIONUNA, HHTCHCHBHOTO
pa3BUTHS HayKd W CO3[aHUs TOTATUTAPHBIX pPEXKUMOB. Ha cMeHy poMaHaM-MedTaHUSIM
MPOXOJAT POMAaHBI-NIPENYNPEKACHUS, MUCATENN BBIHOCAT HA CyJ 4UTaTess CBOE BHUJCHUE
JABHEHIIETO PA3BUTHS YEIOBEUSCKOW NMBIIIM3ALUH, OOYCIOBICHHOE pa30yapOBAHHEM B
YTONMYECKUX HJleanax MPOLUUIOT0 M HEYBEPEHHOCThIO B 3aBTpaIllHEM JHE. YTrpo3a MHOTepHu
HPaBCTBEHHOCTU MOAKPEIJIEHA HAYYHO-TEXHUYECKUM IPOrpeccoM, AENAIOUIMM BO3MO>KHBIM
OyXOBHOE H (U3MUECKoe TMOpadoIIeHNe dYelloBedecTBa. Maoem © Ienw mmcaTenei-
AHTUYTONKHCTOB MaJI0 OTJIMYAIOTCS APYT OT APYyTra, CPEACTBA K€ MX BBIPAKEHUS JAIOT MPOCTOP
JUISL OCMBICICHHS KaK Yy4YEHBIM-IIUTEpaTypoBeAaM, TaK M MHOTOYHCICHHOW YHTATElbCKON
ayauropumn». (HoBukoB)

AHTHYTONUSI B CaAMOM CMBICIIE - 3TO KPUTHUECKOE W300pa)keHHe ToCyJapCTBEHHOW MOJIEINH,
MPOTUBOCTOSIIAST TPHUHIIMIIAM TIO/UIMHHOTO TyMaHW3Ma. BaKHBIM MPU3HAKOM YTONHUU H
AHTHYTOIHH CTaJ e¢ MPOrHO3Upys xapakrep. OHM HAlleNEHBI HA PEaTbHOCTD, KOTOPYIO HYXKHO
M3MEHHUTD, YKa3alH, KaK HaJ0 MPOBOIUTH 3TH HW3MEHEHHS. 31ecCh OBUIO OBl IenecooOpa3Ho
MPUOCTAHOBHUTh HA TEMY OIPEICNICHHUS PAa3IUIHBIX TCPMHHOB T.¢. YTONHUS, AHTHYTOIHUS H
Hucronusi.

CyIiecTByeT OYeHb TOHKAs JMHHS MEXIy aHTIMHACKAM moHsTheM anti-utopia u dystopia rak,
KaK BCE OHM OYEHb OJIM3KO CBS3aHBI APYT ¢ Apyrom. Jluctomus (dys + tOpos - mI0X0 MECTo) -
3TO MPOTUBOIOJIOKHOCTh YTOTIHH | 3/I6Ch H300PaKaeTCsl BEIMBIIIUIEHHBIE OOIECTBA, B KOTOPHIX
JKU3Hb SIBIIIETCS TUIOXOH ¥ HECOBEPIIEHHOW BBHI3BAHHBIM YEJIOBEUESCKHM CTPaJlaHUEM,
OemHOCThIO, THpaHued u TeppopusmMoM. Co3marenu «JIUCTONMUU» TOKA3BIBAIOT CMBICI CTpaxa,
9TOOBI TOKa3aTh, YTO WJEAJIbHOE OOIIECTBO HE BO3MOXKHO. B «aHTHyTOmHMM», OOIIECTBO
HayMHAaeTCs OT «YTONHMH», HO CTAHOBHUTCS €M IMOJIHOM MPOTHBOIMONOKHOCTEIO. B 3TOM
KOHTEKCTEe, «JIMCTONHUS» OIMCHIBACT OOINECTBO, B KOTOPOM CYIISCTBYST BCE HETATHBHEIC
TEHACHIMH pa3BUTHUS. Tak, MPOU3BEIECHUE B JKaHPE «IUCTOMUM» MOXKET MOKa3aTh CUTYaLUIO
MOJIHOTO KoJutamnca. [Ipon3BenieHue e «aHTUYTOMHI» CYLIECTBYET B IUCKYCCUHU C «yTOMHUE».
Takum 00pa3oM, yTOmWs M aHTUYTONHS HMEIOT MOTOE oOIiee, MpeXkIe BCEro, B CBOEM
MPOUCXOXKACHNH, WX OOBENWHSIIO pA COMHUAIBHO-TIONUTHYECKUX BOIPOCOB, HAIMPHMEP
JIUYIHOCTH W OOIIECTBO, TPaXJTaHWH B TOCYIapCcTBO, CBOOOA U cUacThe | T.1. O0e, U yTonus 1
AQHTUYTONMSI, TI0OKa3bIBAIOT OIPEIEICHHbIE THUIIBI TOCYJApPCTBEHHOIO YCTpOICTBAa MO-
KOHTPAaCTHOMY.
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AHTHYTONIUSL SIBISIETCS JIOTMYECKUM pa3BuTHeM yronuH. IlokaspiBaemMoe B aHTHYTOITUH
00I1eCTBO B OOJBIIMHCTBE CIy4acB HAIIOMHUHAET yTOIMYECKOE T.C. 3aKPBITOE W OTOPBAHO OT
peansHOcTH. Ho, HIMBYIyanbl B aHTHYTONNAX He MU(DHYECKUe Kak B yTomusx. V3o0pakenue
oOrmIecTBa B yTONMU OOBIYHO OBIBacT OE3NHMKOE, HO B aHTUYTOIMH 3aTParWBalOTCS BOIIPOCHI
OTHeNbHOW JHYHOCTH. KOH(IHMKT MEXTy JMYHOCTHIO M TOCYJAPCTBEHHOW CHCTEMBI SIPKO
BBIP2)KACTCSI B AaHTHUYTOIHMAX, KOTOPBIA caM poXKIaercs OT OOCHIaHWH YTONHH IIOCTPOUTH
uzreanbHbIil Mup. U Tak, MOKHO CKa3aTh, YTO YTONUS KaK JINTEPATYPHBI KaHpP pa3BHBAICS B
XVI Beke u mpITancs W300pa3uTh WAeadbHOE OOIIECTBO, TNl €CTh a0CONIOTHOE PaBEHCTBO H
BceoOmiee cuactee. B XX Beke, korna ocymecTBISUIUCH YTOIIMYECKUE HIICH, )KaHP aHTUYTOIHH
JOCTAT CBOW pacuBeT. [lucaTenn aHTHYTONHMM SIPKO IOKa3bIBaJM HENOCTaTKH HEyJIauyHOH
TONIBITKM COTBOPEHMsI pas Ha 3eMiie M IPEeayNpeXJadd O NaryOHBIX IIOCIEACTBHIX
TOTAJUTAPHOTO TOCY/IapCTBa.
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Anunomayun: Oma cmamvs NOCEAWEHA UYYEHUIO NPOCMPAHCIGA € THOYKU  3PEHUs.
aumepamypul u Opyeux Hayk. Ona obcysxcoaem onpedeneHus U 3HaAHUSA, UOeu U NpeoCmaeieHus.
NPOCMPAHCMBA, HAYUHAS C AHMUYHOCIMU, M.e. C 2PedecKoll MUQoIocuu, NoKazvleaen pasHvle
amanvl 8 26omoyuy u pazeumuu npocmparcmea. C padocmvio u 20poocmvlo ommeuy 30ech,
YUMo dMa CMAamvs ABNAEMCS YACMbIO MOell KaHOudamcKkou ouccepmayuu. B smoii cmamvu 5
0y0y 0bcyscoams OCHOBHbIE MeMbl, CEA3AHHbIE ¢ ONpeOesieHUueM U YMOYHeHUeM KOHYenyuu
npocmpancmea u ouggepenyuayuy nPOCMpancmed Om KOHYenyuti epemMeny u Mamepuu, d
Makdce OMCAeHCUBAHUE GIUAHUA KOHYENyuu mamemamuxy 6 omauyue om @Qu3uuecKux
npoCmpancma.

Knyuusue cnosa: npocmpancmeo, mugonozus, gunocogpus, iumepamypa

Abstract: This article is devoted to the study of space from the point of view of literature and
other sciences. It discusses definitions and knowledge, ideas and representations of space,
starting with antiquity, i.e. from Greek mythology, showing different stages of the evolution and
development of space. It is with pleasure and pride to note here that this article is part of my
PhD thesis. In this article, | will be exploring the main topics related to defining and refining
the concept of space and differentiating space from the concepts of time and matter, as well as
tracing the influence of the concept of mathematics as opposed to physical spaces.

Keywords: Space, ancient-Greek, mythology, philosophy and literature

UroObl MOHATH pa3BUTHE KOHLEMIMH IPOCTPAHCTBA B JIPEBHETPEUECKONH HCTOpHH, 0030p
OCHOBHBIX (miiocopoB U ux (mrocodhuu ObIT 0OCYKICH B Hawane 3TOM craThu. [lo crmoBam
xeiimca buxiepa, Ha OCHOBE HCTOPHYECKHX U (PHUIOCOPCKHUX Pa3pabOTOK MOXKHO HaOIIONATh
YeThIpe OCHOBHBIX IMEPHO/a: M3MEHEHHsI BO B3IJIsIax rpedeckux (GuiiocodoB B 11EJIOM Ha POJib
NPOCTPAaHCTBA B (M3MYECKONW pPEaTbHOCTH. B KakJOM M3 3THUX MEPHOIOB 00CYKAAIOTCS
MHU(OIIOITHUECKUH, MaTepHabHBIN, HEONPEHETCHHBIH M ONpeNeNeHHbIH, Te (uIocodsl,
KOTOpBIE BHECIIHM BKJIa]] B 00lIee pa3BUTHE KOHIENIUH NpocTpaHcTBa. OIHO UX CaMHX JIETKUX H
TUIOJJOTBOPHBIX ONPEENICHHUI MPOCTPaHCTBA ISl IOHUMAHUs pa3BUTHS ObUIO JaHO CMapThIM.

«When we naively begin to think about space we most naturally think of it as though it
were either some all-pervading stuff or some sort of receptacle. »(J. Smart 5)

IMo cnoBam KopHpopaa «3BOJIONHUS TEPBOM aOCTPAKTHOM KOHIENIMHM IPOCTPAHCTBA
npoucxoauia B nepuos ot 600 mxo 300 ner mo Harueit spe» (Cornford 4). Ipouecc sBosrONUM
MOKA3bIBAET MHOTO CIABHUTOB U MHOXKECTBO MAEH, KAXKIBIE M3 KOTOPBIX ONPEACISAIOTCS CBOMMU
COOCTBEHHBIMU TEPMUHAMH, TAKUMH KaK Xdoc, usMeHnenue, nebvimue W Mecmo W T. I
«AOCTpaKI¥s ¥ KOHLEHTPAIMs uaed ductoro pactmpenus» (Cornford 4) 6siia mpoGaemoii st
IPEKOB, KOTOPBIE MPEACTABISIOT IPOCTPAHCTBO KaK (YHIAMEHTAJIBbHYI CYIIHOCTH B
dusnueckoii peaabHOCTH. ['pedeckne GUIOCOPEI BCE ellle HYKIAIUCh B YTOYHEHHH Pa3IHICHUST
W pasrpaHryeHus TIOHATHN MPOCTPAHCTBA, BPEMEHH U MAaTEPHHU, KOTOPhIE CMYTHO HA3BIBAIKCH
€IMHON CYNIHOCTHIO C CaMBbIX PaHHHMX MBICiIel denoBedecTsa. I1o cioBam Baiiknepy passurue
KOHIIEIIIMA TPOCTPAHCTBA OBbLIO JBOJIOIMOHHLIM MPOLECCOM B PAHHEH IPEYECKON HUCTOPHUH.
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I'peueckne Quiaocodsl pazfeiin posib NPOCTPAHCTBA B (DU3MUECKOI PEabHOCTH Ha YeThIpe
LIMPOKUX mNeproaa: «MudonosTnieckre KOHLIENIMK NPOCTpaHCTBa, MarepualibHble MOHATHS
mpocTpaHcTBa, HeompeneneHHple KOHIEMIMM MNPOCTpaHcTBa M OTpeneNcHHBIE TTOHATHS
npoctpanctea» (Beichler 2). B MudomnosTiudeckuii mepruox IpoCTpaHCTBO XapaKTepH30BaIoCh
KaK aHTPOMOMOpP(HOE WIM CMEIIMBAaHWE IPOCTPAHCTBA, BPEMEHH W MATEpPHHM, Jeias €ro
YpE3BbIUANHO PACIUIBIBYATHIM U PYJUMEHTAPHBIM IO CBOEH npupoje. B MaTepuanbHbIi nepuos
HA4aJIoCh CMYTHOE M UyTh MEHEE PyIUMEHTAapHOE IOHATHE IPOCTPAHCTBA, W BPEMsI CTalO
OTAEIATHCS OT IIPOCTPAHCTBA M MAaTEPHU. MOHHUCTBI CIUTAIIN BECH MUP COCTOSIIIIM U3 €IUHOTO
YHUBEpCaJIbHOTO BeuecTBa. /1o cuX mop KOHLENIUS MaTeMaTH4ecKoro NpocTpaHcTBa He Oblia
chopMmynrpoBaHa, XOTsi Obula paspaboTaHa pyIMMEHTapHas T€OMETpPHs JJIsl OCHOBHBIX
M3MepeHni U paz0oueHHs 3eMid. no cioBaM KopHdopaa, 5Tu Ba Heprosia TakKe Ha3bIBAIOT
MPeA-eBKINIOBBIM  3[paBbIM  CMBICIIOM. B HeompeneneHHBIX MNOHATUSX IPOCTPAHCTBA
abCTpakTHOE MaTeMaTHYecKoe IPOCTPAHCTBO CTAJ0 BaXKHBIM, apHU()METHYECKHH B3IIISA
CMEUIaeTCss B TEOMETPUYECKUN BUJ TMPOCTPAHCTBA, OBUIM OINpPEAETCHO, YTO IPOCTPAHCTBO
OKOHYATEJIFHO OT/ENEHO OT MaTepuu M BpeMeHH. [IoHsATHE aOCTPaKTHOrO MaTEeMaTHYECKOTO
MIPOCTPAHCTBA TOJIBKO HAYMHAIIO ()OPMUPOBATHCS B TEUEHHE HEONPEIEICHHOTO IIEPHO/IA.

W3meneHne B mepceKTHBE NPOM3OMUIO B PE3YNbTATe PACTYILETO EBKJIMIOBOTO 3pPaBOTO
CMBICJIA, @ TAK)KE M3-3a PA3BUTHUS NMXOTOMUHU MEXKIY NUCKPETHBIM U HENPEPBIBHBIM B3IJIAI0OM
Ha IIPOCTPAHCTBO MJUIEMMOM, IPEACTABICHHOW OTKPBITHEM MPPALMOHAIBHBIX YMCEI B
nudaropensme.. [1ocKoNbKy aTOMbl OBUTM HCUMCIAEMBIMH «BEIlaMW», apu(MeTHKa Moria
UCIIOJIb30BAThCS I UX MOACIUPOBAHUS WIN JUCKPETHBIX KyCOUKOB MAaTEPHH.

CornacHo Beiixnepy, «a umeHHO TpH punocoda: [lapmunuds: n3 Inea (Havamo 5 Beka 10 H.3.),
3enon w3 Onea (490-430 rr. o u. D.) U Menucc u3 Camoca (5 Bek mo H. D.),» (Beichler 3)
CMEIIMBAIM IOHITHA NPOCTPAHCTBA M BPEMEHHM B CBOMX aprymMeHTax o0 H3MeHeHHH. B
ONIPEeNIeNICHHbI TEepPUOA MPOCTPAHCTBO OBUIO OTHENCHO OT MAaTepUH W BPEMEHH 1O TaKod
CTENEHH, YTO MBI MOXXEM HauyaTh IMOHUMATh €€ KaK MHIMBUAYaJbHYIO (DU3MYECKYIO BEIHYUHY
WM KA4ecTBO. DTOT HEPHOJ TAKXKE XapaKTepH30BaJCs EBKIUIOBBIM 3[pPaBbIM CMBICIOM HU
YETKUM TeOMETPHUYECKUM B3MUISIOM. beifxyiep Takke mpeiroliaraer, 4To B MPEIdBKIUIO0BOM
CMBICJIE TPOCTPAHCTBO OBIJIO AHTPOIIOMOP(HBIM 110 OTHOLIEHHUIO K JI000MY JAHHOMY Y€JIOBEKY
Y UMEJIO OTHOLIEHUE K OoraM, MOCKOJIbKY Yy OOroB ObLIM YelOBEUYECKHE HATYPBI, TaK K€ KaK Y
npoctpancTBa. Hanmpumep, no cnoBam [orcammepa, unes «xaoc», Xecuoda npeacTaBisaia coboit
«camoe 0OITBIIIOE TIOITHYECKOE BBIPAXKEHHE UICH YHHUBEPCAIBHOTO TpocTpancTBay (Jammer 8),
HO CMEIIUBAJIACh C YEIOBEUECKUMH IMOIMAMHU. | ecto) Hamuca, 4To

«First of all chaos was born;

Then, after him, wide-bosomed Earth,

a sure, eternal dwelling-place

for all the deathless gods who rule
Olympus’ snowy peaks» (J.M.Robinson 4)

Xaoc cymecTtBoBaJd 10 TOSBIEHHS MHPOBOTO TIOpsiKa M I03TOMY Obul  Oosee
¢yHmamMeHTanbHEIM, 4YeM Hebeca u 3emurss. CymIecTByeT accommamus Oora ¢ Xxaocom H
YeIOBEYECKON MPHUPOIOH, TaKUX Kak OeccMepTHhIe 00TW. DTO OJHA M3 CAMBIX PAaHHHUX HICH
MPOCTPAHCTBA KaK BEYHOT'O0 MeCcTa OOMTaHUs WU KOHTEWHepa /Ui Bcex Bemlei. Pazec (¢ 624 r.
mo H. O. Jlo 546 r. g0 H. D.) ObUT MOHHCTOM W CUUTICA «BOAOH» Kak €IMHBIM
(yHmaMeHTaNbHBIM  JJIEMEHTOM  BceneHHoW. Jlpyrue  MOoHHCTBI,  Anaxcumanoep ¢
HEOIIPEICIICHHBIM WIH alepupOHOM, AHaxkcumeH C BO3IYXOM W [ epakaum C OTHEM, TaKXKe
CIIOCOOCTBOBAJIM ~ YTOYHEHHMIO KOHUENUMM TnpocTpaHctBa. [lo  cioBam  [ocammepy,
«mudaropeibl ONpenesIeHHO HASHTH(OUIMPOBAIN «BO3IYX» C IIYCTOTOM, KOTOpas SBISETCS
HAYaJIOM KOHIIEMIIMK aOCTPaKTHOrO TMPOCTPAHCTBA WIKM pacmmpenus» (Jammer 9), Ho
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KOHLIENIUS BO3/AyXa AHnaxcumenca Takxke Oblla BakKHa W ee Heyb3s m3beratb. [lo ciioBam
Pobuncona, «Anaxcumenc ObUT TpUBS3aH K BO3AYXY, NPOCTO HE HMEBIIMH HHUKaKOTO
xapakTepa, 0coOeHHO Koria oH Hanbosee pactpocrparen» (J.M.Robinson 90). s I'epaxnuma
OTOHb OBIJI OCHOBHBIM IPHHIMIIOM, IIOTOMY YTO OH NPHHLOUIIHAIBHO OTJIMYAICS OT APYTHX
9JIEMEHTOB M HAaXOIOWICs B MOCTOSHHOM [BipkeHHH. I[lo coBam Kanexky B CBOeH craThe
«V3meHenue», «lepakium, HacTamBas Ha TEKy4eCTH Bcero, (akTHYECKH OTBEpr
CYLICCTBOBAHHE KAaKOH-THO0 HEM3MEHHON CyOCTaHLIMU WM IBIKYIUeH cuisl ABmkeHmsD» (M.
Capek 96). Ilepmeneiiovl IPUACPKUBATIKMCH TPOTHBOTIONOKHOM TOUKH 3PEHUS U OTPHIATH POITH
n3MeHeHu. [IpocTpaHCTBO CMEIIMBANIOCH C MOHATHAMHI MaTepuy U BpeMeHu st [lepmenetioa
u [lepaxiuma, 10 TeX TIOp, TOKa MOHATHE BpEeMEHW HE ObUIO AN(PHEPEHLIUPOBAHO H3
npoctpaHcTBa. @Pazec N Anakcumer CMEIIMBAIH TOHITUS NMPOCTPAHCTBA M MaTepUU M HE
3aHUMAQJINCh KOHLENIMEH W3MEHEHWH, a Takke He ONpelelsUld «U3MeHeHue» Kak
(dyHaMeHTaIbHOE.

Anaxcumandep BBeJ HOBYIO W BaXKHYIO KOHIICIIIIMIO HEONPEIEICHHOTO, OH CUNTAJ, YTO BCIKAst
MaTepHsl BO3HHUKIJIA W3 HEOMPEAEIEHHOCTH, KOTOpasi camMa Mo ceOe He MOTria ObITh HUYEM, YTO
MOHO ObLTO OBl McnbITaTh. [lo coBam Pobuncona, «OH TOBOPHT, YTO 3TO HH BOJA, HU KTO-
1100, HM TaK Ha3bIBACMBIC«IJIEMEHTB», a Jpyras OCECKOHEYHas INPHPOAa, M3 KOTOPOH
BO3HHMKAIOT Bce Hebeca W mupoBbie 3aka3bsl B mupe» (J.M.Robinson 24). Crenyer rarxe
OTMETHUTB, YTO Ha MPOTSHKEHHH BCEH MPEABICTOPUU MPE/IIECTBEHHUKH MOHATHS TPOCTPAHCTBA
ObuM KauecTBeHHbIMU. KoaudecTBO B 000 M3 ero apudmeTndyeckux (CUETHBIX) WIH
TreOMETPUYECKHX (M3MEPUTENbHBIX) (OpM elle He ObUIO CBSI3aHO C IMOHSTHEM INPOCTPAHCTBA,
X0Ts 00a OHM CYIIECTBOBAaIM Kak Jaleko He (opManpHas cucTeMa MareMaTHKu. Ilo cioBam
baiixnepy, «llughacopeiiyer BBEIM MyCcTOTY B BHAE aOCTPakTHOrO BHJAA IPOCTPAHCTBA,
XapaKTepU3yOLIerocsi HaTypaJlbHBIMU YUCIIaMHU.

Tugazopeiickas accounanyus TMPOCTPAHCTBA C HATYPAIbHBIMU YHCIAMH B KOHEYHOM HTOTE
OpuBeNa K KPUTHYECKOMY MApajOKCy B OTHONIEHWH HEMBICIUMBIX WM HEPAMOHAIBHBIX
qpces, TAKAX KaK pajuKaibHble 1Ba (KBaIpPAaTHBIA KOPEHb W3 [BYX), M HAYAJICsS CIOp, B
pe3yJbTaTe 4ero TPEYecKoe MPHUHATHE TE€OMETPHUHM, B OTJIHYME OT apUPMETHUKH, OIUCATH
npupoxy» (Beichler 8). IMTugazopetiybl coirpain oueHs BaXXHYIO POJb B Pa3BUTHH KOHIICTIIUH
npoctpancTBa. COBMECTHO C KOHIIENIMEH MyCTOTHI BIEPBBIE MareMarHKa, KOTOpas Crala
BAXHOM B OTHOIIEHUH (HU3NUECKON peanbHOCTH. Yncia Obud (QyHJIaMEHTAIBHBIM MATEPHAIOM
nudaropeies.

Kak 3amerun Apucrorens B PoOHHCOHe, «nughacopetiybl TOXE TOBOPHIH, YTO CYIIECTBYET
MyCTOTa, W YTO OHA BXOJHUT BO BCEJICHHYIO M3 OCCKOHEYHOI'O ABIXaHHs, KaK ecid Obl OHa
BIBIXaJach. OJTO IyCTOTa, KOTOpas IEPXKHUT BEIIM OTYECTIMBBIMH, OyIydd CBOEro poja
paszeneHue 1 pasjielieHHe Belllel, KOTOpble HaXOAATCS PSAOM JAPYT € JIpyroM. JTO MCTHHHO
nepBoe U (HOPMOBOE YHCIIO, MOCKONBKY IyCTOTAa COXpaHseT ux orueTimBo »(J.M.Robinson).
Joicammep OTHACT «IpeAnodTeHNe MudaropeiickuM apxuram 3a TO, 4TO OHH PAa3IM4aI0OT MECTO
(Tomoc), TpOCTpaHCTBO WM Martepuioy» (Jammer). [lapmenud yTBEpXKIal, 9TO Hebbimue
HEBO3MOXKHO - BBITh OBUIO €IMHCTBEHHOW BO3MOKHOCTBIO. OH paccykaaji O TOM, YTO KOHeuHast
PEAIbHOCTh HEM3MEHHA, W 3Ta TOYKA 3PEHUs AMAMETPaIbHO INPOTUBOIOJIOXHA [ epariumy
MOCKOJIbKY HEOBITHE M IYCTOTa HE MOTYT CYyIIECTBOBaThb, M KaXKAbIH 00BEM IPOCTPAHCTBA
MOJKET COJEpXkaTh TOJBKO TO, YTO €CTh WM cymectByeT. ust [lapmenuoa BceneHHast Obuia
KOMITAaKTHOW IUIeHKOH Heaud(depeHIMpoBaHHONH M MOJHOCTBIO TOMOTEHHOH, W TI03TOMY
JBIDKEHUE B (hOpME U3MEHEHNH ObUIO HEBO3MOXKHO. OH HE yUHTHIBAJ CBS3b MEXKIy BpEMEHEM U
npoctpaHcTBoM. Puiocodckue aprymeHTsl [lapmenuda ObUIM JIOBEAEHBI O CIEIYIOIIETO
YPOBHS €ro IapazoKkcaMu y4eHHKa 3eHoHd, KOTOpBIE IBITAIOTCS JOKa3aTh, YTO JBW)KEHHE M
W3MEHEHHE HEBO3MOXKHO, NPUMEHSS KOHIEIIMI0O K Oojee pPEaMCTUYHBIM CUTYalHUsIM.
Ilapmenuo He TOJBKO BEPWI, HO M YTBEP)KIAJN, YTO JBIDKEHUE, IIyCTOTa M M3MEHEHHE ObUIN
HEBO3MOJKHBI, HO OH JlaJiee yTBEprKAall, 4TO BCelleHHas Oblta cepuueckoit u TBepnoit. Menuce,
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KOTOprﬁ ObLI YUYCHUKOM Hap/vzeHu()a, ((KOTOpLIﬁ MOT' TOI'’/ila KOHKYPUPOBAThH C aTOMIIIUKaAMU 3a
OTKPBITHUC HpOCTpaHCTBeHHOﬁ OECKOHEUHOCTH.

Kak peaxmus Ha [lapmenuda u ero guinocodckre apryMeHTHI ObllIa OCHOBaHA aTOMUCTHYECKAs
mKoJia Meicieil. Panamne aromuctsl Jlvrokunna (iepBasi IIOJOBHHA 5-TO BeKa 110 H. 3.), KOTOPHIi
ObIT OCHOBarelieM aroMm3Mma, u Jemokpuma (460 - 370 rr. Jlo H. D.), OTBEPTJIM apryMeHT
Ilapmenuda o TOM, 9TO HIYTO He OBUIO HUYEM, IPHU3HAB, YTO HeOpITHE OBLIO MITH CYIIECTBYET B
OIIPEZIeIIEHHOM CMBICJIC, U YTO HUYTO HE OBUIO MyCTOTOH, B KOTOpOW ABHraiuch aroMel. OHU
TaKKe YTBEP)KAANW, YTO KOHEYHas PEIbHOCTh HE OJHA, a MHOXECTBO B (popMe TBEpaABIX
aTOMOB, ITI03TOMY BCEJIEHHas HE MOXET OBbITh EAMHCTBEHHBIM IUIEHyMOM. Kak 3ameruni
Kopngopo, aroMuctel cHavajga pa3pylIMIN «IPEBHHUE T'PaHHIBI BCEJICHHOH M BIEpPBBIC
MpeACTalM Tepe] 4YeIOBeYeCTBOM, OTBPATHTENBHOM W JICHCTBHTENBLHO HEBOOOPA3UMOI
KapTuHO# Ge3rpannyuHoit myctoTe» (Cornford). OmHako ecTh MHOXKECTBO JOKA3aTeIbCTB TOTO,
4YTO0 paHHHE ATOMUCTBI, /lemokpum, Jlegkunn M Onukyp CUATAIM TPOCTPAHCTBO (IYCTOTY)
KOHIIOM Ha TpaHMIax aToMa. J[pyruMu CIOBaMH, aTOMBI ObUTH MPOTHBOIIOIOKHEI IPOCTPAHCTBY
(mycToTe) W BCe Ke MepeMeINalich B INPOCTPAHCTBE (IycTOTE), HO OHH HE 3aHUMANU
NPOCTPAHCTBO (IIYCTOTY), YbHM [OKA3aTeNbCTBA MOXKHO ObUIO HalTH, Korma Jleiiyum
HCIIOIB30BAN TEPMHUH «MaHOH» (IIOPHCTHIN) JUTS OIIMCAHUS CTPYKTYPhI IPOCTPAHCTBA.

Pannsis aroMucTHueckas uaes NPOCTPAHCTBA, XOTs M OECKOHEYHass M OECKOHEYHas eMKOCTh
BCEX aTOMOB, HE pacIpOCTPaHANACh yepe3 Tela aTOMOB U HE MOXKET OBITh BOCIPHHATA Kak
IPOCTPAHCTBO B ee 0Oojiee MO3JHEM CMBICIE Kak cojepikalieecs M BCe IMPOHM3BIBAOIEe, Kak
(GOH U1 NBWXKEHMS BO BCEJIEHHOW. DTa KOHIEMIMS IyCTOTHl BMECTO 3TOI0 pa3BHIACh W3
TMOHATUH nughacopetiyes n napmenudos. Ilo cnoBam Bepnema, «nugacopetiybi TOBOPHIN O
IyCTOTE, KOTOpasi pa3Aeisiia eANHHIBI, HO OHM HE OTJIMYAIHN €€ OT aTMOC(EpHOTro BO3AyXa ...
Tapmenuo, nevicTBuTenbHO, chopMupoBall Oojiee YETKOE MPEACTABICHHE O IPOCTPAHCTBE, HO
TOJIBKO OTPHLAJ ero peajbHOCTh. Jlexunn Havan ¢ 3toro.» (Burnet). PanHue aTommuCTBI
MIPUHAUISKAIN K HEONpeIeIeHHOMY nepruoy. B To Bpemst kak [Jemoxpum He HaXOIWICS O]
BIIMSHUEM TIPe/I-eBKJINI0BA 3[JpaBOro CMbIcia. boiee mo3aaue aToMucTsl, JIykpeyuti 1 Snukyp,
ObUTH €BKJIMIOBBIMUA B OOBIYHOM CMBbICIIE M NPHHAJICKAIN K ONpeeleHHOMY nepuony. Jlus
Jlykpemuma TIpOCTPAHCTBO CTajJ0 OECKOHEYHBIM COCYJIOM aTOMOB, U OHO OBUIO CTOJIb K€
peayibHBIM, KaK U aToMbI ¥ MaTepus. [TockonbKy MpocTpaHCTBO ObITO OECKOHEUHBIM, Y HETO HE
OBUIO LIEHTpA U, CJII0BATENHHO, He ObLIIO HUKAKOro 00x0/a. ToJIbKO B 3TOT MOCIIEAHUNA EPUOJ
rpekrd aOCTparupoBalM CBOE IOHSATHE IMPOCTPAHCTBA O TAKOW CTENEHH, YTO CMOIJIM HayaTh
aHANMM3UPOBaTh mpoctpancTBo. O6a [naToHa u ApHUCTOTENS MPUHAJICKAIH K ONPEIETICHHOMY
niepuony. st [lnatoHa naes «aropay, Kak MPOCTPAHCTBO WM ()OPMa, COOTBETCTBYET HAIINM
COBPEMECHHBIM TpeOOBaHMAM IIPOCTOTO TMOHATHSA mpocTpancTBa. C  Ipyroil CcTOpOHSI,
ApHUCTOTENb TOXO0XKE YKIOHWICS OT IpOOJIeMBbl IIyCTOTO IIPOCTPAaHCTBA, OINPEACINB CBOE
TIOHSITHE TIPOCTPAHCTBA B TEPMHUHAX TOIIOCA HITH MECTA.

[InaToH yMeHbIIal MaTepHIO B IPOCTPAHCTBE, a HE HA00OPOT, B CBOEM a0CTPAKTHOM aHAIH3e
¢busnueckoit peaspHocTH. OH HE OTOXKAECTBISI M HE CMEIIMBAI UX, KaK 3TO JIeJIalld PaHblIe
¢unocodsr. Y IlnaTona ObIIM YeTKHE MPEACTABICHUS O HUX W 3TH MOHITHSA IOCIIEAOBATEIHFHO
COXpaHsUIUCh B €ro mnpou3BeldeHUsX. M OH He Jepxkal HX BMeECTe KaK eIUHbIH
(byHIaMEeHTaNbHBIA «MaTepua, a MpPoCTO UCIOJIb30BANl MPOCTPAHCTBO Ul TOJKOBAHHS HIIH
oObsicHeHust Marepuu. Bce mns Ilnarona cymiecTBoBano B Tpex KaTeropwsix: ObITHE,
MIPOCTPAHCTBO W cTaHOBJIEHHE. LapcTBO Ovimus cOCTOSIIO U3 COBEPUIEHHBIX (OPM, a HAPCTBO
CTaHOBJIEHUSI COCTOSJIO U3 HECOBEPILIEHHBIX KOIMH (hOPMBI, KOTOpbIe /Jemuype (Hepelurno3Has
¢unocogekast OoronomobHas ¢urypa) caeman u3 cocyna. Ilnmaton mpupaBHUBaeTCS K TOMY,
YTOOBI CTATh B MHMpPE OLIYIICHHS WM YTO MBI OyJieM Ha3blBaTh (PM3MUYECKOI PealbHOCTHIO, HO
quist [InatoHa KOHEYHas peajibHOCTh CYLIECTBOBAJIA TOJBKO B LIAPCTBE Obimusi. DTa KapTHHA
OblTa HEMONHOHN, MO3TOMY BO3HMKIA HEOOXOAMMOCTH BBIABHTATh THUIOTE3Y «aropsl» Kak
MPOCTPAHCTBA HITH POPMBI.
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Kak Obl OH HU Ha3bIBaJ 3TO, MPOCTPAHCTBO s [I1aToHa OBUIO CBKIMIOBEIM. [Jemuype co3aal
MHUp CEHCAIUH, cepy CTAHOBJICHUS, MPU TOMOIIM COCYNa, YTOOBI CKOMMPOBaTh (Gopmel. [lo
cnoBaM /Jorcona K. I'paueca, «mnpoctpanctsa [InaTona wim 'Xopsl' H30TONMMYECKOE, KOHSYHBIH,
HO HEOTPAaHWYCHHBIN 1 HeroMoreHHslit.» (Graves) IlmaTon caenan aBa BaXHbBIX Iara, KOTOpbIe
BIIISUTH HA TIOJTHOE TIOHSTHE MIPOCTPAHCTBA B MOMYUYCHUU €ro HMOHATHA. OH IOMBITAJNCS PEUINTh
npobieMy MecTa, W OH OBUI IEPBBIM, YTOOBI CIIPOCHTH, TOYEMY OBLIO HEOOXOIUMO Jaxe
chopmynrpoBaTh MOHATHE TpocTpaHcTBa. [lo cioBam [Tvepa Jioxama, o IlmaToHe, «modyeMy
HEOOXOAUMO JOIyCTUTh CYIIECTBOBAHHE STOTO IPOCTPAHCTBA? MOCKOJIBKY HE3aBUCHMO OT
TOTO, UTO MOABEPraeTcs MOKOJICHUE U KOPPYMIIHUS ‘HaXOASITCS BCE BPEMSI B MECTHOM JIBUKECHUH;
9TO BO3HHUKAET B OINpENEJICHHOM MECTE M 3aTeM HCYe3aeT OT STOro TOro K€ CaMoro mecrta’.»
(Duhem)

C JIpyroil CTOpPOHBI, JBa PA3MYHOIO XOJAa MBICIEH XapaKTepU30Bal HAeH ApPHCTOTENS O
MPOCTPAHCTBE — MYCTOTa OblJIa HEBO3MOKHA, B TO BPEMS Kak TIOHATHE MECTa HCIIOIb30BaIoCh,
9TOOBI OTIPEAEITUTE TIPOCTPAHCTBO. APUCTOTEND ObLIT HAOIIOIATEIEM, He OBIIT TEOMETPOM, U KaK
TaKOBOM, OH MOT TOJILKO MPUMTH K 3aKIIOYEHHAM OTHOCHTEIBHO TPUPOJIBI TIPOCTPAHCTBA Yepe3
TO, UTO OH Haboan. Beenennas Apuctorens Oblia chepHIECKUM HETPEPHIBHBIM TIIIEHYMOM.
Bce MarepuanbHble OOBEKTHI BO BCEJICHHOM 3aHSIA MECTO, KOTOPOE OBLIO OmpeneseHo
OTHOCHTEJIFHO BCETO OCTAJBHOTO BO BCEJEHHOM, M MPHUpPOJa KaXI0ro 0OBEKTa MOJDKHA ObIa
GOpOTHCS 32 €r0 eCTECTBEHHOE MECTO ero COOCTBEHHOH BOJIHM, €Ciy OBl 3TO yKe HE 3aHSIO TO
MecTo. UToOBI OmMpenenuTh MPOCTPAHCTBA, APHCTOTENh MEPEUHCIHI CIEAYIOIIHEe KadyecTBa,
HEOOXOAUMBIE JUISI KOHIIEIIMUA MPOCTPAHCTBA: «... MECTO OKPYXKae€T TO, B YbEM MECTE OHO
HAXOJUTCSI, MECTO HE SIBIISICTCS YACThIO TOTO, YTO OHO OKPYKAaeT, & OCHOBHOE MECTO HE HMeEeT
HHM MEHbIIIE, YeM OHO, MECTO MOYKET OBITh OCTaBJICHO MO3aJH W OTACICHO OT HEro, a Kaxmaoe
MECTO - BBEPX WM BHM3, TaK KaK KaXXI0€ W3 MPOCTHIX TN JBHKETCS BBEPX WM BHHU3, UTOOBI
OTAOXHYTh B CBOeM MecTe xutenbctBa » (Aristotle - Book 1V).

3a WCKIIOYCHHEM TO3JHUX HEOIUIATOHOBCKUX pEBU3WH, OONBIIMHCTBO (QuiocopoB Ha
MPOTSDKEHUH BCETO CPEIHEBEKOBBS TMPHICPKUBATUCH KOHICTIINA APHCTOTENS KaK HCTUHBL.
ITnaToH cBs3ay COBEPIIEHHOE KPYTOBOE JBMKEHHE C JIBIKEHNEM HEOECHBIX TN, U APUCTOTENb
paspaboTan 95TO TMOHATHE. B KOHIIE KOHIIOB, O3TOT KOCMOJOTHYECKAW B3TJSAA  ObLI
YCOBEpIIEHCTBOBaH M reoMmeTrpusupoBan Krnasouem Ilmonemeem (c.90CE 1o c.168CE).
ITmonemeesckas TeOMETpUUECKasi CHUCTEMa BBIYHCIUTENIHHOH acTPOHOMMHU ObIIa CBsI3aHA C
KOCMOJIOTHeH M (DU3UKOH APHCTOTENsI U T'OCIIOICTBOBAJIA HAJ €CTECTBEHHOW (uiocoduei u
HayKOH J0 ceMHaJuaroro Beka. Kartoindeckas 1EpKOBb O(UIMAIbHO IPUHSIA CHCTEMY
Apucrorens / I[Imonemes Kak 4acTh CBOMX PEIUTHO3HBIX YUCHHHA B TPUHAIIATOM BEKE, UTO
3HAYUTENBHO YCHIIMIO €€ BIMSHUEC W YAEPKHBAIO BCIO HaykKy. Jlaxke Koneprux B cBoeM
W3IIOKCHUN  TCIIMOLCHTPUYCCKOW KOCMOIIOTHHM, B OTIMYHE OT ApucCTOTeneBckas /
Ilmonemeesckas TEOUCHTPUYECKAs KOCMOIIOTHS YTBEp)KAala, YTO OH TOJBKO IBITAICS
BEPHYThCS K IUIATOHOBCKOW JOKTPHUHE, YTO BCE HEOECHBIC JBIKCHHS OBLIM COBEPIICHHO
KPYTOBBIMH. DTH KOHIEHIIMKA He OBLUTH MOJHOCTBIO 3aMEHEHHI J0 Hay4yHOH peposrormu XVII
BeKa, Korja ObUIM pa3paboTaHbl 0ojee TOYHBIE MOHSTHS MPOCTPAHCTBA, BpEMEHU W MaTEpUH.
ATOMH3M TaK)e BO3POJIWICS BO BpeMs HaydHoW peBorormu Hetorona, Pobepra boitns (1627-
1691) u npyrux.

C camoro Havajna KOHIETIUS IPOCTPAHCTBA BO3HUKIIA IIOCTENEHHO, KOTOpasi JOCTUIJA CBOErO
IMKa B APEBHEH ['penuu ¢ MOMOIIBIO pasNMYHBIX HIeH rpedeckux ¢(uiocodoB, TaKUX Kak
Jlykpeyuti, Ilnamown, Apucrorenr W apyrue. Bce rpedeckue ¢unocodsl MMeNd pasHbIE
MPEJICTAaBICHHUS O MPOCTPAHCTBE U, COOTBETCTBEHHO, OHM MHTEPIPETUPOBAIN IMPOCTPAHCTBO B
¢usnyeckoil peambHocTH. Kpome TOro, poib reOMETpHHM M MaTeMaTHKH MOKHO YBHJETH B
pa3BUTUM aOCTPAKTHOTO HOHSTHSI IPOCTPAHCTBA. Pa3BHTHE KOHLENIMM NPOCTPAHCTBAa OBLIO
9BOJIOLMOHHBIM TIPOIIECCOM B paHHEH TpeYecKOd MCTOpHH, KOTOpas IIOMOIJIa IOHATH
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MOCTOSIHHBIN (1)0H, O KOTOPOMY MOXKHO OIPCACIIUTL ABUKCHUEC, N3MCHCHNC, EI:ITI/IC, HeGLITI/Ie,
JAUCKPCTHOCTDH, HETIPCPBLIBHOCTD U T. ,}1
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A PERSPECTIVE AT THE PROBLEM OF CLASS INEQUALITY IN
NEKRASOV'S POEMS THE THIEF, REFLECTION AT THE FRONT DOOR,
THE RAILWAY AND KULIDZHANOV’S FILM BASED ON DOSTOEVSKY’S
CRIME AND PUNISHMENT

Sandeep Kumar Yadav
Department of Slavonic and Finno-Ugric Studies, University of Delhi, Delhi

Aocmpaxkm: Onnosuyust 6eOHbIX U 602amblX Cl0€8 HACENeHUS - OOHA U3 6eOYUUX MeM 8
meopuecmee pycckozo nosma Huxonas Anexceesuua Hexpacoeéa u 6 sxkpanuzayuu pomana
Locmoesckozo “IIpecmynnenue u Haxaszanue CHAMO20 CcOBEMCKUM pedicuccepom JIbeom
Anexcanoposuuwem Kynuosxcanosvim. [Jocmoesckuii u Hekpacos 3acmanu 6ex Kpenocmuozo
npasa & Poccuu u nepsvie 2006l UHOYCMPUATLHOU PeBOIOYUU, NOAGIEHUE 3080008, (AOPUK,
HA4an0 CMpoeHUsl JiCeNe3HbIX 00po2 U YGenuyeHue Hucia 20poocKux ocumeneu. Jles
Kynuoowcanos  sxpanusupyem poman “Ilpecmynnenue u Haxazanue” U NO-0COOEHHOMY
nepedaem ammocghepy dcusHu 6eouvix cioed HaceaeHus ¢ Ilemepbypee degamuadyamozo exa.
OH nooxodum K u300pasxicenuro cooblmuil pOMAHA C HOBUZHOU 8321504 Yel08eKd, JHCUBYUE2O0 8
€o6emcKuli nepuoo pyccKou UCMOPUU, 6 KOMOpPblll COYUANbHOE HEPAGEHCMEO CHUMATIOC, OOHUM
U3 CAMbIX YIUCACHBIX Yepm Kanumanucmuyeckozo obujecmea. K cooicanenuio, 6onpoc onnozuyuu
0eonbIX u 602amulx c10€6 HACeNeHUs. He Mepsl AKMYalbHOCMU KaK 064 cmoiemust Ha3ao, mak u
6 NPOULIOM GeKe.

Kniouesvie cnosa: Hepasucmeso, Knacc, Hexpacos, Kynuoacanos, JJocmoesckuii

Abstract: The opposition of the poor and the rich is one of the leading themes in the work of the
Russian poet Nikolai Alekseevich Nekrasov and in the film adaptation of Dostoevsky's novel
Crime and Punishment directed by the Soviet director Lev Aleksandrovich Kulidzhanov.
Dostoevsky and Nekrasov found the age of serfdom in Russia and the first years of the industrial
revolution, the emergence of factories, the beginning of the construction of railways and the
increase in the number of urban residents. Lev Kulidzhanov makes a film adaptation of the
novel "Crime and Punishment" and in a special way displays the atmosphere of life of the poor
strata of the population in Petersburg in the nineteenth century. He approaches the portrayal of
the events of the novel with the novelty of a person living in the Soviet period of Russian history,
in which social inequality was considered one of the most terrible features of capitalist society.
Unfortunately, the issue of opposition between the poor and the rich strata of the population did
not lose its relevance both two centuries ago and in the last century.

Keywords: Inequality, Class, Nekrasov, Kulidzhanov, Dostoevsky

OHHOBI/IHI/IH 6e)IHBIX 1 OOraTeIX CJIOEB HACEICHUS - OIHa M3 BEAYIIUX TEM B TBOPUCCTBC
pycckoro mo3ta Hukonmas AmnexceeBnua HekpacoBa u coBeTckoro pexuccepa JlbBa
Anexcanaposrmya KymmmkanoBa. VX B3rmsasl Ha mpoOieMy KIacCOBOIO HEPABEHCTBA WMEIOT
oO0IIMe YepThl, HECMOTPS IPUHAUICHKHOCTh ITHX XYIOKHUKOB K Pa3HBIM MEPHUOJAM UCTOPUHU
Poccun.
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[l cpaBHeHUs BbIOpaHa sKpaHu3anus pomasa JloctoeBckoro “IlpectymieHue u HakasaHue”,
CHsTas COBETCKUM pexxuccepoM JIbBom AnexcanapoBudeM KymumxaHoBbIM. OTa KapTHHA, KakK
¢umbM, cuaterii B CoBeTckoM Coro3e, MPEACTaBISCT OPUTHHAIBHBIA B3TJLAN Ha IMPOOIeMy
KJIaCCOBOTO  HEPABEHCTBA, CYIIECTBOBABIIETO B MMIEPCKYI0 3M0Xy. B  TBOpuecTBe
KymumxaHoBa 3aMeTeH B3IUIA XyHOXKHHWKA 3MOXH COLMAIMCTHYECKOTO peaau3Ma, KOTOPBIH
KPUTHYECKH OTHOCWICA K TPONUIOMY cBoeil cTpaHbl. M3obpaxkas mup «Ilpectymienns u
HaKa3aHUsI», PEKHCCEP CTApaeTCs IOKa3aTh, YTO OOIIECTBO MPOLNIOro OBLIO MCTIOPYEHO H3-3a
TOTAJIBHOTO HepaBeHCTBa Jofei. OH MOAXOIUT K IMOCTAaHOBKE COOBITHIA pOMaHa ¢ HOBH3HOM
B3IJIAJa YEJIOBEKA, KUBYIIETO B COBETCKHUH IEPHOJ PYCCKOH MCTOPHH, B KOTOPBIIl colMalbHOE
HEPaBEHCTBO CUUTAJIOCh OJHUM H3 CaMbIX Y)KAaCHBIX 4YepT KalHUTaJIUCTHYECKOro OOIIECTBA.
KynumxaHoB  ornsapiBaeTcs Ha HUCTOPHUIO CBOCH CTpaHbl M OCMBICIMBAaeT €€ C
MOCTPEBOTIOLIMOHHOM TOUKHU 3pEHUsL.

IToxoxee OTHOLIEHHWE K pealdsiM HMIEPCKOM 3moxu uMen U nodT Hukonail AnekceeBud
HexkpacoB. OH3acTanm BeK KpemocTHOro mpaBa B Poccum ¥ TepBBIC TOABI HHIYCTPUAIBHOM
PEBOIIOINH, MOSBICHUE 3aBOJOB, (haOpUK, HAYAIO CTPOCHHUS KEJE3HBIX IOPOT U yBEIUYCHHE
gHca TOPoACKuX kuteneil. K m3o00pakeHrnto JeHCTBUTEIFHOCTH MOST ITOAXOIII KPUTHIECKH,
CTapasich MOJYEPKHYTh HEAOCTATKH YCTAaHOBHUBIIETOCS pEeXMMa W OTKPHITh HAa HHX TIJa3a
COBPEMEHHOTO €My OOIIIECTBa.

Paccyxxnmass o rimaBHBIX Temax mpousBeneHud Hwukomas  AnekceeBnmua Hekpacosa,
uccnenosarens ['.B. KpacHoB ormeuan: «B 1eHTpe ero TBopuecTBa — HapoJ, CTpaJaHus Hapoa
O] BJIACTHIO TIOMEIIMKOB, camoiepkaBus»(cT.179). B coOOTBETCTBUU € €ro aHaJIM30M MBICIH
JMPUYECKOTO TepOos MOATa MOYTH Bceraa oOpamieHsl k cynsde Hapoma. O6 stom I'.B. KpacHos
mumeT: «HekpacoB mokazan Tpareamio Hapoma B ero padckoit mcuxonorum»(ct.179).
JleiicTBUTETbHO, B HEKPACOBCKHX IPOU3BEACHUSIX OCOOCHHO TIOAYCPKHUBAIOTCS YEPTHI
XapakTepa U OCOOCHHOCTH TMOBEICHHS IPOCTOI0 PYCCKOTO KPECThSIHWHA, H3HYPEHHOTO CBOCH
KPETIOCTHOH MOBHHHOCTHIO U CTPAAIONIETO IO/ BIACTHIO TOMEIINKA.

BaxxHO yuuTHIBaTH, 4TO JUpHUECKHE Tepor HekpacoBa 4acTo OTPaXKaIOT €ro JIMYHBIC HICAlIbI.
O6 sToM mHcan Apyrod ucciemoBaTeNb ero TBopuectBa, Hukonaih Hukomaesny CkaToB, B
cBoell MoHorpapum ««SI maupy mocBaTHI Hapoay cBoemy»: O TBopuecTBa Hekpacosay,
oTME4as, 4YTO IMPOU3BCACHHA I1109Ta HECYT ocoObIe AYXOBHBIC I[EHHOCTU «Ha KOTOPBIX
BOCIIUTHIBAJIMCH I[JIbIC TIOKOJICHHSI PYCCKOTO O0IIeCTBa B CaMOM Jrydriel ero yactu»(ct.3).

IToaTomMy MOXxkHO mpoBecTu napamnenu mexay npousseaeHusimu H.A. Hexpacosa «Kenesnas
nopora», «Pa3mblnnienns y napajgHoro mnoxbesga» U «Bop» n ¢gumemom JIsBa Kynmmmkanosa
“IIpecTyruieHre W Haka3aHUE . ABTOPBI H300PaXaroT KI3Hb OOBIYHBIX OCTHIKOB, CTPAIAFOIINX
OT aJHOCTH U 0E3yIIHOCTHIIPECTaBUTEIICH apiCTOKPATHH, JUI KOTOPBIX OHU — BCETO JIMIIb
BUHTHKH B THUTAaHTCKOW Oyp’Kya3HOH MaminHe, KOHBeWepe, CO3JaHHOM Ui IPOM3BOJCTBA
HOBBIX JICHET.

Jlupuka Hukonas HekpacoBa ocobas, Hecymas B cebe MOUTHBIA TpareAWMHBINA 3apsi: My3a
ImooTa CTpagacT BMECTE C PYCCKMM HAapOAOM, BBEIHYXJICHHBIM BBDKUBATH 110 THETOM U OongamMu
¥ BEYHO CTOHATPH HM3-3a CBOCH TsDKENOH Cyap0bl. OO0 3TOM MOAT MHIIET B CBOEM CTHXOTBOPCHUH
«Pa3MbpllIeHHs Y TapaAHOTO MOIBE3aa»:

I'ne Hapon, TaM u CTOH... DX, cepIeUHbIi!
Y0 e 3HAYUT TBOU CTOH OECKOHEUHBIH?(CT. 47)

ABTOp BHINT HECIIPAaBEUIMBOCTH OOIIECTBEHHOI'O YCTPOWCTBa M yKa3biBaeT Ha 3T0. OH He
MOJKET OCTaThCsI PABHOAYIIHBIM K CyIp0€ Hapofa.

BaxkeH B MpoM3BENECHUH aKICHT HA TOM, YTO HPOCTHIE MYXHKH, TaK M HE MPUHSITHIE OOraThbiM
TOCIIOZAMHOM, KOTOpOMY Oe3pasiudyHa HX CyAb0a, «C HEHNOKPBITHIMH LUTH TronoBamu»(cT.47).
OTH 101, 1aXKe HECTIPABEIIMBO OOMKCHHBIC, COXPAHAIOT YBRKECHHE U pabckoe OiaroroseHue
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mepe]] BBICHIMMHU CIIOSMH OOIIeCTBa, OHM OyNTO HE CIIOCOOHBI HAa OTBETHBIA yaap, OyHT H
TOTOBBI MPUHSATH CBOIO TSDKEIYIO M TOPBKYIO CYBOY.

UwnTarens Tak ¥ HE CMOXKET y3HaTh, IOYEMY OHM NPHUXOAWIN K MApajHOMY IMOIBE3NY, Kakas
Hy)KIa TpHBelIa UX B 3TO MECTO. MyXHMKH CMHPEHHO COTJIAIIAIOTCS CO CBOCH CyapOOd |
MIOHUMAIOT, YTO HAJESTHCSI OHU MOTYT TOJIBKO Ha 00’KECTBEHHOE IIPABOCYAHNE:

U nonutn oHM, COTHLIEM TaTUMBI,
[osTopsist: «Cyau ero 6or!»(ct.47)

CrenHa ocTaBieT B CepAllaX YHTATEJCH Tedallb W BCKUIAIOUIYIO SIPOCTh. JIMpudeckuil repoi
oOpaiaercst K TaKUM k€ OOTraThIM MEPCOHAM, KOTOPBIE HE MPHUCITYIINBAIOTCS K HYXX/I€ Hapo/a,
mpocutr ee oxyMmartbes: «llpoOymmcs! Ecth eme nHacmaxnmenme: Bopotn ux! B Tebe mux
crniacerne!»(cT.48). Ho oH moHMMaeT, 4To TOT He BHEMJIET 3TUM MoibbaM «HTo Tebe 31a cKopOh
Bonmromas, 4ro Tebe 3ToT OemHblii Hapon?»(ct.48). boraTelii 4emoBek, KOTOPHIA 3aKOHUYHT
CBOIO JKU3Hb «IIOJ] IJICHUTENBbHBIM HeOoM Cunmnun»(ct.48), HUKOrAa He MOHMeT OOBIYHOIO
OezHsIKa, BCIO )KMU3HB MPOXKUBILETo B rpsizu. U Bee ke ero cyapda Toxke HesaBuaHa. [IpenaBasich
JMIIb YJOBOJBCTBUSM M MOpOKaM, Takoi Ooradu, mo MHeHWIo HekpacoBa, ymyckaeT BaKHbBIE
JyXOBHBIE IICHHOCTH, KOTOPBIE MOTJIH OBl IPUBHECTH B €0 )KU3Hb CMBICIL.

Bonpmoit kammran wu NPUBUIICTUPOBAHHOC TIIOJIOXKCHUC B O6H.IGCTBC 3apa6OTaHBI M
HE3aCIIyKCHHO. HX mosBIEHHIO CIIOCOOCTBOBAIIO YCTAHOBJICHUC KPCIIOCTHOI'O IIpaBad, KOTOPOC
IIO3BOJIMJIO ITOMCHIMKaM 06pau1aTLc;{ CKpEeCTbsAHAMH, KaK C YacCTbIO CBOEH COOCTBEHHOCTH.
Takoe oTHOIIECHHE K JIIO M KaK K 06’B€KTaM, Y KOTOPBIX OTCYTCTBYCT AyIllad, B IICPBYIO OUCPCAb
CHUJIbHCC BCCI'0 OTPaswIOCh Ha camoit ApUCTOKpATHUH. BwMmecte ¢ xanocThio u COYYBCTBHUEM OHaA
yTpaTtuiia CBOO 4€JI0OBEUHOCTD.

]IBOp}IHe MMOHUMAIOT TSAXKECTh IMOJIOKEHUA KPECThbAH, HO MNPEANOYHUTAIOT HE 3aMe€daTb €ro.
Boratelit rocnoivH B CTUXOTBOpPEHUH «Pa3MmbllieHne y nmapajaHoro noabe3aa» Mo cilioBaMm ero
CIyrd «He Jrodut obopBaHHOW uepHm»(cT.47). OH pgaxke HE ydYacTBYeT B CICHE,
pa3BepHYBIICHCS y €ro mapagHoTro Hoabe3na. JBOpSHHH CIIUT B CBOEM OOTraToM JBOpIIE,
HUTHOPHUPYS Tpo0iIeMbl mpocToro Hapoga. OH MpEeAIoYnuTaeT OTBEPHYThCS OT HUX, HE BUECTH,
OyKBaJBHO 3aKpBIBaeT TJla3a Ha WX cymiecTBoBaHue. CIIOKOMHBIA COH IS apUCTOKpaTa BayKHEe
ONaromoydnst KpecThsiH, o0ecreueHue KOTOPOTo SBISACTCS OJHOW M3 €ro 00s3aHHOCTEH, Kak
rOCYAapCTBEHHOTO CITYKUTEIS.

Kro 3HaeT, CKOJBKO elle «HapagHblii OJbe3/» MOBUAAI MPOCTHIX JIIOJEH, OOMKEHHBIX
KU3HEHHOH HecnpaBeUIMBoCcThi0? ColManbHOE HEPAaBEHCTBO AeNaeT OOIIECTBO IOPOYHBIM.
OHo npoOy>kAaeT Xy IIre KauecTBa B YepTax BCEX €ro IpeACTaBUTEICH.

Bo3Mo0xkHO, y 0ZHOrO M3 JOMOB C TaKUMHM K€ KPacCHUBBIMHU ABEPSMHU DPa3MBIIUISET O CBOEH
TEOPHH HOBBIH PacKoNbHUKOB, KOTOPOTO KpaifHsis Hy>KJa 3aCTaBIIsieT MOWTH Ha MPECTYIIICHUE.
MoxeT OBITh, OH JIMIIb JTyMaeT O CBOEM JKEJIaHWH NPECTYIHUTh 3€MHOHM 3aKOH, YKpaB KaKylo-
o100 Bemb WM Kajlad, Kak OeJHSK B JpPyroM CcTHXOoTBopeHMH Huxkonas AnekceeBnda
HexpacoBa «Bop». Ho B Xxymmem ciydae, ToJOAHBIA M 3arHaHHBIA B yroj cOOCTBEHHOH
0eHOCThIO, HE BO3JIATAIOIIMI HAa/EX]] Ha CIPaBEeUIMBOCTb M IIOMOIIb CO CTOPOHBI OOIIECTBa,
MpEACTaBUTENh HU3IIEr0 KJacca pemaeTcs Ha MPECTyIJICHHE 3aKoHa O0)KeCcTBEHHOTro. Benp
noyeMy OBl €My 3TOTO HE CAeNaTh, Pa3 MPEACTABUTEIN apUCTOKPATHH YK€ JaBHO HAPYIIAIOT
oubneiickue 3amoBenu. Hampumep, Ty, kotopyro Mucyc XpHCTOC cUuTall OJHOW W3 CaMBIX
BaXHBIX B 00)KECTBEHHOM 3aKoHe: «Bo3mo0u OmmkHero cBoero, kak camoro ceosm»(ct.1043).

CoumanbHoe HEPaBEHCTBO cHoOcoOcTByeT QopmupoBaHHio oOmecTBa 0e3 JoOBH, a
cienoBarenbHo, U 0e3 bora. CymiecTBoBaHHe B TaKOM MHUpE IOXOXKE Ha aj, WUIIOCTpanuer
KOTOPOT'O MOXKET CIIY>KHTh IIPOCTPaHCTBO B ¢puibMme JIbBa Anexcanaposnya Kynumpkanosa.
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B skpanunzanuu pomana ®@enopa Muxaiinosuuda JloctoeBckoro «lIpectyrieHue u HakazaHHUE»
HAMEPEHO WCIOJb30BaHA 4YepHO-Oenas kapTuHka. B wmupe PackombpHukoBa, IletepOypre
CTpajalonnx OCTHIKOB, HET MecTa APKUM IBeTaM. B HeM He MO)KeT OBITh 30JI0TOTO COJHIIA,
M3YMPYIHOW TpaBbl, CHHUX BOJNH HeBBI, KOTOpas OJECTHT W NepenuBacTCs IOJ THEBHBIM
cBeToM. M3-3a cBeTOBOTO mpHeMa, UCToNb3yeMoro KynmnmkaHOBEIM, peka B (MIBME KaKeTcs
He(TIHOH JTyXel, B YepHOTE KOTOPOH OTpaKaroTcsA YJWIBI, IOMa, HEPKBH M IMapKH JIMIIH Ha
TIEPBEIM B3TJISLI IPUTOKETo M OnaromonygHoro «rpaxa Ileposa». Ham ee Bomamu mepeHocCsT
JKI3HCHHBIC TOTPACEHISyTHETaeMble HYXKIOH M TSKECThIO CBOei cyapObl monm: Poanon
PackonmsamkoB, Coneuka Mapmenanosa, Cemen 3axaposud u Katepuna VBaHoBHa.

B cruxorBopenun HekpacoBa «PasmbllluleHUs y IapagHOrO MOABE3a» TAaKKe YIOMUHAETCS
apyras 3HauuMas aias Poccum peka — Bosra. OHa Takke CTaHOBHUTCS CBUIETENbHUICH
cTpajaHus mpocroro Hapozaa. Hajg criokoMHBIM Te4eHHEM €€ BOJL JUPUUYECKUI I'epoil pa3indyaet
MHOT'OTOJIOCHBI/ CTOH:

«Bp11b Ha Bonry: yeil cToH paznaetcs
Hap Benmkoro pycckoit pexoit? » (ct.49)

Tak medanbHO 3BYyUUT IECHs OYypIIakoB, YTO €€ MOXKHO MEepenyTaTh C BO3riIacoM crpananus. Ha
IUIay TaKKe MOXOXH HEKOTOpble 3ByKOBble 3(pdextsl B ¢uiabMe Kynumkanosa. [lokasbiBas
pasmbliuieHus: PackojbHUKOBa B Havane KapTHHBI, U300pakasl ero CHbl M MEPEABWIKECHHUE I10
Cankr-IlerepOypry pexmuccep dYacTo NPUMEHsTT HEOOBIYHBIH aynuo-mpueM. KyimmkaHOB
COIPOBOXKAAT HEKOTOPBIC CLIEHBI MPOTSKHBIM 3BYKOM, HOXOXKHM Ha IUIa4b, CKPEXET jKele3a
WY KAJTOCTIIMBBIN CKYJIeXK PaHEHOH CoOaKH.

Yceusnenuro 3¢dekra, co3naBaeMoro UM, CocoOCTBYeT OTCYTCTBHE B (priibMe My3bIKaJbHOTO
COIIPOBOXKACHUA. ENMHCTBEHHAs Menoaus, KOTopasi MOXeT 3By4aTh B CEPOM MHpPE >KECTOKOTO
ITerepOypra — 3T0 MPOTHKHOE CKPEXKETAHWE YINIHON TAPMAaHKH, X035SUH KOTOPOM moOupaeTcs
B HaJISXK/I€ TOJyYUTh OT MIPOXOXKUX I'POLIHN HA IIPONUTAHKE Ce0S1 U CBOEH CEMBbH.

OtcyrcTBHe My3bIKM TOMOTaeT KynmpkaHOBY Bocco3gaTh arMocdepy Oe3HameKHOCTH,
napsiyo B ropone Jlocroeckoro. OH HaMEpEeHHO HCIOJB3YyeT KHHeMaTorpaduieckue M
CIIEHMYECKHE IPHEMBI, 4TOOBI M300pa3suTh B BHICIICH CTENEHH HENPUSATHOE IPOCTPAHCTBO
a1oxu umnepckoi Poccun.

K Bugenuro JlocroeBckoro pexuccep a00aBIsieT aBTOPCKOE HM300pakeHHE MPOLUIOro CBOEH
cTpaHbl. B coorBerctBUM ¢ moaxonom JIkBa AnekcanapoBuua KynumpkaHoBa, €ro Hejb3s
U300pasuTh MHBIM CIOCOOOM, KpOME Kak B 4epHO-0eloM IBeTe. JTO MOMOraeT IepeaaTh
CYPOBOCTh HPaBOB U COI[MAIbLHON aTMocdepbl, KOTopas OKpyxKaeT repoeB Jl0CcToeBCKOro.

Tak >ke yApydYarollyr0 KapTHHY COCTOSHHMS POCCHICKOI NIeHCTBUTENHFHOCTH H300pakaeT B
cBouX cruxoTBopeHusix Hukomaii AnexceeBnu Hekpacos. Hampumep, B CTHXOTBOpEHHH
«Pa3MpbllIeHust y mapajHoro MOJbe3a» JIMPUYECKHH repod oOpamaercss K cuiiaM CTHXHU U
CeTyeT Ha TO, YTO TOpe 3aJMBaeT PYCCKYIO 3eMIII0 KaK BECEHHee I0JIoBojke. B ero mupe 6e3
JT00BU JIBOPSIHCKOE COCJIOBHE HE CIIOCOOHO IPOSIBUTH YYacTHE IO OTHOLICHUIO K IPOCTOMY
Hapojy, OeHOCTh KOTOPOTO SBISIETCS CJIEJACTBUEM WX agHocTh. OHM caM¥l JIMIIMIN ceOs
cep/la, a MOTOMY HUKOTJa He OyyT JIIOOUMBI.

Jlupryeckuil repoil CTUXOTBOPEHMSI NMPEIPEKACT TSKEIYI y4dacTb U1 TeX NpeACTaBUTENEH
ApHUCTOKPATHH, KTO HE YCIEeT 3aJyMaThCsl TPH JKU3HM O CBOMX HOcCTymkax. MM He Oyzmer
JIOCTYIIHO CEMEMHOE cuacTbe U MPU3HAHME CPEJU CBOMX COOTEUECTBEHHHKOB. OHH OCTaHyTCA
«BTUXOMOJIKY TPOKJISATBIMH OTYM3HOIO»(cT.49). VIMEHHO Tak Haka3bIBaeTCsl MapasuTUPOBAHHE
Ha 0e33alUTHBIX JIOJISX.

B pomane Jloctoesckoro mynieryoer; CBUIpUTaillIoB Takke HaKa3bIBaeTCs XKHU3HBIO 0e3 JT00BH.
INomy4aBmmii panee Bce )kenaHHBIE Oi1ara B KH3HM C JITKOCTBIO, B UTOTE OH CTAJIKUBACTCS C
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HENPeo0aUMOl mperpanoii. [1o pokoBOMy CTeueHHIO 0OCTOATEIBCTB, CAMOE HEOOXOAMMOE Ha
9TOM 3eMile TaKk U He MOKOpUTCS eMy. CBUAPUTailIOB HE MOXET MOJyuuTh cepiaua JyHu u
3aBoeBaTh ee J000Bb. UmcTas W HEBWHHAS Mymla ICBYIIKH IPOCTO HE MOXET ITOKOPHUTHCA
TAKOMY TIOPOYHOMY CYIIECTBY. DTy TParmdecKylo 3aKOHOMEPHOCTh HCKYCHO MOJYCPKHBACT
Kynunxanos.

ITocne smm3onma OercrBa AEBYHIKM M3 KBapTHPHl CBUAPHTaiioBa, MEPCIEKTHBA MOCTAHOBKH
Kajpa MoJUepKUBAET IyCTOTY €ro 0orato oO0CTaBICHHOTO MHTEpbepa. TeM He MEHee 3PUTEII0
9TO KWINILE Ka)eTcs 0OJbIIMM U MycThIM. CBHAPUraifioB BHITISAUT MAaJEHbBKUM M OJWMHOKUM
Ha (oHe OoraToil MeOenu M OONBIIMX OKOH. Pexknccep He OCTaBISIET Ieporo JaXe «YJIBIOKH
MOJIHOW OT4asiHUs», mpomucaHHOM B Tekcre JlocroeBckoro. Cyapba CBuapuraiiiaoBa u
MOJJOOHBIX €My — OZJMHOYECTBO M ITyCTOTA.

3aBepmaeTcs cTuxoTBopeHne Hekpacosa «Pa3MBINIIeHNs Y TApaJHOTO MOIBE3/1a%» BOIPOCOM:
«TBI IpOCHEIBCA JTh, MCTIOTHEHHBIH CHIT
Wnb, cyned noBUHYSCH 3aKOHY,
Bce, uto Mor, ThI y’ke COBEpIINIL, -
Co3pman mecHro, mo1o0HyI0 CTOHY,
U nyxoBHO HaBeku moumin?.. » (ct.49)

Ha sT0 BOCKIMIaHKe HeNb3s HAWTH OTBETa. B cepue aBTopa elle CylecTByeT HaAeKa Ha To,
YTO HApOJl CMOXET OTCTOSITh CBOM IIpaBa M TOOUTHCA TOCTOMHBIX YCIOBHUil skM3HU. OH XoueT
BEPUTh B BO3MOKHOCTBIIPOIIBETAHHUANPOCTOrO TPYKEHHKA. |'pa’kIaHCTBEHHOCTh M BBICOKMH
TYMaHH3M — OTJINYUTENbHAS YepTa TBOPYECTBA MOITA.

@unan ¢unema KynumkaHoBa Taxke OCTaBIsIET 3a coOoi BOIpockl: UTO CIydHIIOCH IOCTE
npu3HaHus PackonbHukoBa? OTKa3aucs i OH OT cBoed Teopuu? CMOr JId HAaUTH OKOM?

Pexuccep npeanountaeT He JaBaTh Ha HUX oTBeTa. DUHAN KApTHUHBI 3aCTaBIsET 3aJyMaTbhCs:
€CTh JIM BO3MOXXHOCTh H30aBJICHHsI B HeCHpaBeIMBOM MHpe J[0CTOEBCKOTO, B KOTOPOM
KJIACCOBOE HEPABEHCTBO H3BPATHIIO OOIIECTBO, CHENAJ0 €r0 IOPOYHBIM M TaKHUM 00Opa3oM
TIyOOKO MYCTHJIO CBOM KOPHH B UMIEPCKON JNEHCTBUTENBHOCTH. DUIbM HE JAaeT PEUIeHHs
COIMATILHBIX MPOOIIEM, TIOTOMY UTO YIEPKUBAETCS OT coryacus ¢ popmyiioit JJoctoeBckoro.

B pomaHe CcOoH O «MOpOBOH s3B€» W HEOTCTyNHas BepHOCTh COHEYKH, YHUTaIOUIeH
PackomsaukoBy EBaHTenme, momoraer repor HAKOHEI-TO OCBOOOIHTHCS OT CBOCH TEOPHH.
OOprIBasi TMOBECTBOBaHWE Ha NPU3HAHNHM NPECTYNMHHWKA, KymWmKaHOB HE [aeT eMmy
BO3MOKHOCTH K HW30aBIICHHIO, BEIb OCO3HAHWC CBAHTEIBCKUX HCTUH OJHUM YCIOBEKOM HE
CMOXET pa3pelIuTh HapacTaBIIMK B KOHIIC ACBIATHAALNATOrO BEKa CONMAIBHBIA KOHQIHUKT. DTO
M0 CHJIaM TOJIbKO HOBOMY IOJUTHYECKOMY CTpPOIO, KOTOPBIM JOJKEH MNPUNUTH elle uepes
HECKOJIBKO JECSTUIIETUI ¢ YCTAaHOBIEHUEM COBETCKO BJIACTH.

KymumxaHOB orsiabIBaeTCs Ha UCTOPUIO CBOEH CTPAHBI M CTAPAETCS BBIPA3UTENBHO BOIUIOTHTH
peanuu, OKpyskaromie repoeB JloCTOEBCKOTO ¢ TOYHOCTBIO U I€TaTbHOCTBIO, TP ITOM YICIIHB
JOCTaTOYHO BHUMAHUS JIMYHOM TpareMu KaKIOTrOo 4YeJOBEKa, >XMBYIIETO B OypXKya3HOM
ob1ecTBe ¢ KiaccoBoi cuctemoil. C Apyroil cropoHsl, cTuX0TBOpeHns: HekpacoBa BhICTymaloT
MpeJBECTHUKAMU MocIenyromeil oTMensl B Poccun KpemocTHOro mpaBsa, KOTOpPOE MHUCATENb
CunTa] A0COIIOTHBIM 3JI0M, MEIIAIONIMM Pa3BUTHIO M POLBETAHUIO €TI0 CTPAHBI.

CoruanbHble U3MEHEHUS ACHCTBUTENHHO JTOJDKHBI MPOM30UTH. HekpacoB HazeeTcss Ha CKOpoe
yIIydIlIeHHe HApOTHOW JXM3HH M TpeadyBcTByeT mepeMeHsl. @wmnpMm KymmmxanoBa, pucys
HaIpsHDKEHHYIO OOIIECTBEHHYIO aTMOc(hepy B pyCCKOM OOIIIECTBE KOHIIA JACBATHAAINATOTO BEKa,
TTOKA3BIBAET, YTO MX HE MOTJIO HE CIYYHUTHCS.
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HO, K COXaJICHUI0, MHOI'MC IMPEACTABUTCIN IPOCTOr0 Hapoaa HE CMOIryT 3acTaTb 3THU
u3MeHeHus. Tak J'II/IpI/I‘IeCKI/Iﬁ rep0171 CTUXOTBOPCHUS HeraCOBa «XKene3nas Aopora» B
Pa3roBope ¢ MaJICHbBKUM Baneit YTBEPIKAACT:

«OKanb TOJIBKO — )KUTh B 3TY MOPY MPEKPACHYIO
Y3k He puneTcst — HA MHe, Hu Tebe. » (cT.170)

IIucarento He XodeTcs BCPUTH, YTO MPOCTOMY HapoAy €Ile AOJTHUC oAbl NPEACTOUT TaKIKE
CTpazaaTb Ha TSKEIION pa60Te 3a HOCTpOﬁKOﬁ JKCJIE3HBIX AOPOr, MOJb30BaATHCSA KOTOPBIMU B TC
BpEMCHa MOTJIN cebe MO3BOJIUTE JIMIIb IpEeACTAaBUTCIIN BBICIICTO KJlacca.

[ostomy «Tomme mepTBennoB»(cT.171), Tak U HE HOXKIABIIEHCS CYACTIMBEIX BPEMEH, OCTACTCS
TOJBKO CMOTPETH BJAJb MIPOE3KAOMINM MUMO cocTaBaM. OHH MOIOT O CBOEH TSXKEIOH cy1p0e u
0 HECIIPaBEIINBOCTH, C KOTOPOH MM IPHIIIOCH CTONKHYTHCS NMPH JKNU3HU. JInpudeckuil repoit
CTHXOTBOPEHHMS MPOCUT BaHEuKy, ONUIETBOPSIONIETO MOJIOA0E TMOKOJICHHE PYCCKHUX JIIOJCH, HE
poOeTh mepes mpu3pakaMu, He «3aKphIBaThCs mepuatkoon(ct.170). OH Ha3bIBACT MY>KHUKOB €r0
6paTI)$1MI/I. Tak HeraCOB HaIIOMHHAET COOTCUCCTBECHHUKAM, YTO MPCACTABUTECIIN KPECCThIHCTBA
TaKue e PyCCKHe JIIOAU, KOTOPhIM HYXHO CO4YyBCTBOBaTh. OH Hajeercs, YTO MOCIETYIOLIe
TMOKOJICHU CMOI'YT 3arjIaiuTh NEpea HAPpOJAOM BHHY CBOUX OTLOB.

YMupaTh TPH CTPOUTENHCTBE JKEJIE3HOH JOPOTH MYXHKOB OOpPEK TOJOA, KOTOPBIH CTal
HaCTOAIINM NPABUTEIIEM PyCCKOTO KPECThSHCTBA:

«B Mupe ecTh 1apb: 3TOT aph OecroInaaeH,
T'onon Ha3BaHbe emy. » (cT.169)

OH >xe TOoJKaeT Bopa, reposi ctuxorBopenuss Hukomnas AnexceeBuda HekpacoBa «Bop», moitu
npectyruienne. Ho KpaJaeT oH He yKpalleHMsl Wid JA€HbI'M, a IpocToi kanad. Bee, o uem 3TOT
OCTHSIK MOXET OyMaTh — 3TO ChEHAoIIee €ro 3a)XMBO YYBCTBO Tonoja. Jlupwdeckuil repoid
CTHXOTBOPEHHUS, HAOMIOAAS 32 3TOM KapTHUHOM, MyMaeT JIMIOIb O TOM, KaK €My IMOBE3JI0 MMETh
Ooraroe HacIeICTBO.

T'onox npecnenoBan u PackosnpHuKoBa. benHas cTyneHUeckas KU3Hb, OTCYTCTBHE CTaOMIBHON
pa60TI:-I, MOCTOSSHHOE 00JIE3HEHHOE COCTOSHHME M3-3a TSHKEJIBIX KU3HEHHBIX yCHOBI/Iﬁ HCTaTUBHO
HOBJIMSUIN Ha ero ncuxuky. OH yacTo najgaet B 0OMOPOKH, CTPaJaeT OT KOLUIMapoB U BHJICHHUH.

Ilox BiacTeiO rojioa HaxoIATCS U 4iIeHBl ceMbu Mapmenanosbix. B cBoell skpaHuzanuu
KynumxaHoB crapaeTrcs clienaTh akLEHT Ha XyJbIX Jmnax geredl Katepuns! MBaHOBHBI, HX
TUIOXOH onexae u OeaHol kBapTHpe. becnomanHblil aps BIACTBYET MIMEHHO B TaKMX O€IHBIX
nomax [lerepOypra, *KUTeIH KOTOPBIX KKIBIH AEHb MBITAIOTCS 3apaboTaTh ceOeHa Kycok xieba
JTOOBIMH CIIOCOOaMHU.

PackonbHUKOBY XOUETCSl CIIACTU UX, HO 3TO XKEJIAHUE 3aTEM OKa3blBaeTcs J0XHbIM. Ha camom
Jielie OH MedTaeT OKa3aTbCsi MPaBO HMMEIOMMM. [epoil >KakIeT ONIyTHUTh ce0s BETUKUM H
3HaYUMBIM. DTOTO €T0 JIUIIWIO OOIIECTBO, OOpEeKIIee MpenCTaBUTENeH HU3IINX KIAcCOB Ha
CYIIIECTBOBaHHUE B KpaifHEel CTeTIeHH OeTHOCTH.

Takum ob6pazom, B TBopuectBe Hukomnas AnexceeBnua HekpacoBa m JIpBa AnexcanapoBHya
KymumxanoBa m300pakaeTcsi CypOBBIH MHpP PYCCKOTO OOIIECTBA BOCEMHA[IATOTO BEKa, B
KOTOPOM TPOCTOM HApoOJA BBIHYXIEH CTpajaTh H3-3a CBOETO MOJIOKEHHS B COLMAIBHOU
cucreme. KilaccoBoe HepaBeHCTBO CIIOCOOCTBOBAJIO CO3JAaHUIO MHpa, B KOTOPOM HET MecTa
mo0Bu. bexHsknm B HEM  KaXAbli JI€Hb INIPOTUBOCTOSIT TOJNOAY W JIMIICHUSM,
MPUBUICTHPOBAHHBIC K€ CIOBH OOIIECTBA CTPAAAIOT M3-3a HEIOCTYIHOCTH I HUX CYACThS,
KOTOpOE€ HEBO3MOXXHO KYIHTh 3a JCHbIU. M3o0paxas 3TOT MHUP B CBOEM TBOPYECTBE,
XYAOKHUKH CTPEMIJINCh JOKa3aTh HEOOXOJMMOCTh IEPEMEH, HAa KOTOPBIC JOJDKHA PELIMTHCS
Poccust, 9T0OBI JOCTUTHY T MIPOLBETAHHS.
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Annomayusn: Ilepeeod uzpaem cyujecmeeHHylo poib 80 6cex cepax Hauwiel HCU3HU,
cnedosamenvHo, OH CMaAll CaMOU NONYISAPHOU OUCYUNIUHOU 6 akademuyeckux Kpyeax Poccuu,
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prZ[HO npeacTaBuTb, 4YTO mobast CTpaHa MOKET pa3BUBATHb KYJbTYPHbBIC, HNOJUTUYCCKUC,
TOPTOBBIE OTHOLICHHA C€ JAPpYIMMH CTpaHaMHM, HE€ 3HAad W HE IOHHMasA, HUX A3bIKOB.
CJ'IC,Z[OBaTCJ'IbHO, B JIIOXY rn06am/13au1/11/1 BAXXHOCTD II€PEBOAA MMPU3HACTCA BCEMU.

IIpocnexuBasl paHHIOI NEPEBONUYECKYIO ACSITEIBbHOCTh B Poccuu, MOXKHO CZesaTh BBIBOJ, 4YTO
pycckue cienoBanu s3pr4ecTBy 10 1X Beka, HO B X BeKke OHM 00paTUINCh B XpUCTHAHCTBO. Kak
U3BECTHO, OTBETCTBEHHOCTh 3a PACIPOCTPAHEHUE U IPOINOBE]b XPUCTUAHCTBA CPEAU CIABSH
Obla BO3JIO)KEHA BH3aHTHHCKUM HMMIIEpaToOpoM Ha MoHaxoB - Kupwina u Medoaus. Bo
BpemeHa KueBckoit Pycu MOXHO MpOCIEIUTh MEPEBOAUYECKYIO NEATENbHOCTh, U B KOHIE 10
BEKa MOSBUINCH MEPEBOJIBI PEITMIHO3HBIX TEKCTOB, TAaKUX KaK bHUOHS M HOBBIE 3aBETHI, YTOOBI
CJaBsiHE MOIJIM IO3HAKOMHUTBCS C XPUCTHAHCTBOM. Ba)XHO OTMETHUTH, YTO NEPEBOJ ITHUX
PEIUTHO3HBIX TEKCTOB OB JOCIOBHBIM. BOJIBIIMHCTBO NEpeBOAOB OBIIO CHIENAHO C IPEUECKOTO
SI3bIKA.

3ameuaTenbHBI HHTEpEC K NEepeBOJYECKOHl NeATeNbHOCTH mposBuica Bo BpeMms KHs3b
Bacunmuii  1II, xortopeii mnpuriacun Makcuma I'peka s nepeBoja pENMIHO3HBIX U
JUTEpPaTypHBIX Ipou3BeneHuil. Makcum I'pek okazan BUAMMOE BIMSHUE HA PYCCKYIO KYJIbTYpY.
T'oBop#T, UTO OH MEpeBelT ¢ TPEYECKOTr0 Ha JAThIHB, 4 3aTEM C MOMOIIBIO YUEHBIX IEePEeBO] ObLI
crenaH Ha craBgHCKMH. OH oOCyXHan pasIM4YHbIE TEOJOTHYECKHE TPYAHOCTH IEpEBOA.
OpHako ero OOBHHIIIN B €PETHYECKHUX OIMMOKaX MepeBo/ia U MOCAANIIN B TIOPbMY, HO €r0 BKJIa[
HEHU3TIaJUM.

IlepeBox Hamien HOBOe HampaBieHUE M MOBOPOT Bo BpemeHa Ilerpa Bemukoro. Ilaps Ilerp
Benuknit Hawan xopenHsie peopmsl B Poccun. On myTtemectBoBai o EBpone, 4To0b! NOHATH
UX TIOJIUTUYECKYI0O M SKOHOMHMYECKYIO CTPYKTYpy, M IPOBE] MHOXECTBO pedopM, 4YTOOBI
OTKpBITH OKHO CBOCH cTpaHbl B EBporty, koTopsie Obu1H He0OX0auMbl Poccnu miast Toro, 4To0s!
CTaTh JIEP’KaBOM B PA3IMYHBIX 00JIACTSIX, TAKMX KaK TOPTOBJIS, IIPOU3BOACTBO U T.JI.
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ITetp 3Ham, 4TO HEBO3MOXKHO Pa3BUBaTh KOHTAKTHI C ATUMHU CTpaHAMH, HE 3Has UX S3BIKOB, U
COCpPEIOTOUMICS Ha MEePEeBOTYECKON AearenbHOCTH. [loguépkuBas BaKHOCTh nepeBoja, [letp-I
TOBOPHT, UTO MEPEBOJ CHIIPal BaKHYIO POJNb B OOOTAIIEHWH PYCCKOTO SI3bIKA M B PA3BUTHH
nHTepeca K 3apyoexkHoit mutepatype (IlepeBon B mepuox pedopm Ilerpa I, 2021).

Qaxtrdeckn, B 1724 roxy Iletp |, moHrMas HEOOXOIUMOCTH TIEPEBO/IA I MHOCTPAHHBIX S3BIKOB,
MIPUKa3aJl co3/aTh aKaJeMHIO, KOTopasi OyAeT 3aHMMaThCsl BOIPOCAMH, CBSI3aHHBIMH C 3THM. B
MIPUKa3e CKa3aHo, YTO « YUUHHUTH aKaJeMHUI0, B KOTOPOW Obl yUHMIIMCH SI3bIKaM, a TAaKXKe MPOYUM
HayKaM ¥ 3HAaTHBIM XyJIoXKecTBaM M rnepeBoiuian Obl kaurnm» (Cemenen & Ilanaes, 1991). B
1735 ronmy, nocne cmeptu lIlerpa, Obuta co3jaHa mnepBas npodeccHoHabHas OpraHHU3alMs
nepeBoaunKoB «Pycckast accam6iues». OCHOBHas LieNb 3TOW 3aKiIiovaiach B CO3JaHHU IPaBHI
JUIS TIEPEBOJUMKOB, OTOOP KHUT /IS IEPEBO/IA, PELICH3UPOBAHNH NIEPEBOJIOB H T.]I.

D10 OBLT MEpUO/I, KOTAa He TOJbKO B PocCcHH, HO M B APYTHX CTpaHax HIMPOKO OOCYXKIAIHCh
MOJXOJAbl K BOJBHOMY M JIOCIOBHOMY MEpEeBOAYy. PelIMruo3HbIe TEKCTHI MEPEBOIHINCH
OyKBaJIbHO, CUMTas, 4TO 3TO0 cioBa bora u moboe nobaBneHue k HUM - rpex. OpHAKo HpU
[eTpoBCcKHX MpaBHiax JAeiainch W BOJbHbIE mepeBoabl. Hampumep, O crmocobax mepeBoja
TeKcTa U3BecTHbHIM mepeBoqunk CumoH KoxaHOBCkuil mmcal, 4To «YBEIIAHHUS W TPUKIAJIBI
MOJIMTHYECKUEY MUcall: «S1 B epeBoiec ceM He mopadolieH ObLI MOMSIHYTOTO aBTOPA IITHIII0, HO
€ANHO CJIYKUII UCTHUHE, ‘IT06 HUXKE MaJlo 6])1.]18, N3MCHCHA CHUJla U UCTUHA UCTOPUH, TOI'O0 paaud
CHe TIPEJBO3BEIIAI0 B MPEIABEPUH MOCIEAYIONNX MOBECTeH, [abbl KOMY HE JMBHO OBLIO, YTO
HE CJIOBO B CJOBO IEPCBEICHBI, HO CMOTPHJ ObI, YTO caMas HCTHHHAs CHJIa HUCTOPUHU HE
u3MeneHa ectb» (Cao6uukoB & Ilerposa, 2007, cTp. 15).

Xots cneumanuctel, kak M.B. JlomonocoB, B. Tpemmaxosckuii, H0.A. Kapmasun, A.IL
CyMapokoB M Jp. HE NPEAIOKIIN KAKOW-THOO KOHKPETHOM TEOpHH AJIs PEIICHUS 3TUX
mpoOJieM W TPYAHOCTEH, BO3HUKIIMX TPU MEpPEBOJE, OHH OOCYAWIH MpOOJIEeMBI IepeBoja, C
KOTOPBIMH OHH CTOJIKHYJUCH, X KaK OHH MPEOAOJICIH 3TH TPYTHOCTH? AHAIN3ZUPYS UX PabOTEHI,
MBI TaKKe y3HaeM, KaKUMH CIIOCO0aMU OHM HCIIOJIb30Balld Tpu mepeBojie. B 18-oM Beke yxe
CYIIECTBYIOT MHOTOUHCIICHHBIE TIEPEBO/IbI, B KOTOPBIX WHOCTPAHHBIE UMEHA, POJHBIE CUTYaIUU
U OBITOBBIE JIeTAlM OpPWUTHMHAIOB OBUIM 3aMEHEHbI B COOTBETCTBUH C  PYCCKOM
JIEHCTBUTENHLHOCTHIO. Takoi mepeBo] Ha3bIBAJICS «CKJIOHEHUE Ha Hamu HpaBbDy (C1oOHUKOB &
ITerposa, 2007). OcHOBHAs 11eJIb ATUX BOJBHBIX MEPEBOJIOB 3aKII0YAIACh B TOM, YTOOBI, YUTAS
9TH TEKCTHI, YNTATENb HE OIIyTUJI, YTO OH YUTAET MHO3EMHBIN TeKCT. THBIMU CIOBaMU, IEpEeBOJ
JOJDKEH OBITh BBHITOJNHEH TaKMM OOpa30M, YTOOBI YUTATENN HWCHBITHIBANH, YTO OHH YUTAIOT
TEKCT Ha CBOEM POJTHOM SI3BIKE.

[lepeBox MHOMWCKMX KJIACCHYECKUX TEKCTOB Tak)ke OBLT BBINOJIHEH HAa PYCCKUH S3BIK.
W3zBectHO, uTo Gonburyio yacts uHpopManuu o0 Mumun Pocenst nomyumna ot Oct-UHackoi
kommanuu. OJHAKO CIeAyeT TaKkKe OTMETHTh, 4YTO myTtemiecTBus Adanacus HukutuHa B
WHuauio B koHIIE 15 Beka MOMOTIIN BBI3BaTh OTPOMHBIN HHTEpec B MHauu.

Wutepecno, uro mepBelii mepeBon bxaraBag-rutel Obut coeman HoBukoBeiM B 1788 romy
Ha3BaHueM «baryar-rera ninn becenpr Kpuimasl ¢ ApKyHOM», OJTHAKO HEU3BECTHO, IOYEMY U
KaK OH 3a/lyMaJl epeBecTH 3TOT TekcT? CoriaacHo MHGOPMALUH, TIPEICTABICHHON BO BBEJICHUH
K IIEpPEBOJly, COBEPILIEHHO 04eBUIHO, uT0 HOBHKOBY ynanoch nomyuuts konuto bxarasan-I'utsl,
wim [Jnanorn KpumHel 1 ApipkyHa, kKotopas Obuta mepeBeneHa Yapib3oM YHIKHHCOM H
BIiepBble omyOimkoBaHa B Jlongone B 1785 romy. CremoBaresibHO, OH TepeBeNl €ro ¢
AQHIVIMICKOrO sI3plKa HA pycckud a3blk. OpHako mepBelii nepeBoj bxaraBaa-I'uter
HETIOCPEICTBEHHO C CaHCKpUTAa HAa PYCCKHHA sI3bIK ObLT caenaH B 1956 romy wW3BECTHBIM
carckputonorom b.JI. CMUpHOBBIM.

JleBsITHaAIATHI BEK CUNTAETCS «30JIOTBIM BEKOM» PYCCKOTO XYZ0XKECTBEHHOTO IMepeBoaa. JTo
OBLTO BpeMsI pOMaHTH3Ma, KOTOPBIH yaensi1 00JpIIoe BHUMAHHUS TIepeaade MECTHOTO KOJIOPHTA

33



Assonance, No.22, January 2022

MOJUTMHHUKA TPU mepeBoje. HekoTopbie BhIIAIONIUECS JIMTEPATOPHI ObUIA M MEPEBOIYMKAMH,
kak I1. Bsazemckuii, A. @et, H. I'nenuy, B. A. XKykosckuii, A. Kapmaszun, A.C. [lymkus u ap.

OxvH 13 OCHOBOIIOJNIO)KHHKOB POMAaHTH3Ma B PyCCKO# TO33MH, BRIIAIONINICS ITIepeBOInK B.A.
KykoBCkHMI TNOANEP)KMBAET METOA BOJBHOIO IIEPEBOJA, COXPAHAS €CTECTBEHHBIM U
OPHUTHHAJIBHBIA BKYC MCXOTHOTO TeKcTa. IIocKONbKy B mpoliecce nepeBosa HE TOJIBKO SI3BIK, HO
1 KyJbTypa OByX WM Oojiee TPYII U CTpaH B3aMMOJCHCTBYIOT APYT C APYroM. Y HHUX MOTYT
OBITH O0IIME YepThl B HEKOTOPBIX S3BIKOBBIX MIIM KYJIBTYPHBIX OCOOCHHOCTSIX, HO HE BO BCEX,
MIOCKOJIbKY Y HUX €CTh CBOM 0COOBIE IEHHOCTH, TIPUBBIUKH, TPAAULHHU, TO €CTh 00pa3 KHU3HU.

A.C. IlymxkuH, KOTOPBIH CUNTAEeTCs OCHOBOIOJIOKHUKOM COBPEMEHHOM pyccKoil IuTepaTypsl,
KOMMEHTHUPYSI METOJbI NepeBO/ia M UX HENOCTaTKH, mucan «HbiHe (mpumep HecibIXaHHBIH!)
MIepBBIN U3 (PaHIy3CKUX MHcaTeNeil mepeBoIUT MIIBTOHA CIOBO B CJIOBO M OOBSBIISET, UTO
MOJCTPOYHBIN NepeBo ObUT OB BEPXOM HCKYCCTBa, €CIM O TOJBKO OHBIH OBIT BO3MOXKEH!»
(A.C.IIymkun). KpoMme TOTO, MOHMMAas MPOOIEMBI TIEpeBOia, OH OTMETHIL, 9To «HeT comHeHus,
YTO, cTapasch nepeaaT MUIbTOHA CIIOBO B €iI0BO, lllaroOpnaH, oHAaKo, HE CMOT COOIIOCTH B
CBOEM IIEPEIOKCHUN BEPHOCTH CMBICIa M BhIpakeHHUS. [loACTpOUHBIA NEpeBO HUKOTAA HE
MOJeT OBbITh BepeH. KakIplil sI3bIK MMeeT CBOM OOOPOTHI, CBOM YCJIOBJICHHBIC PUTOPUYECKHE
(bUrypsl, CBOM yCBOCHHBIE BBIPAXKEHHsI, KOTOPbIE HE MOTYT OBITh NEPEBEICHBI Ha IPYTod SI3BIK
COOTBETCTBYIOIIMMH ciioBamMmu» (A.C.Ilymxun).

Bo Muenusax H.B. I'oromns «MHOrAa Hy>KHO OTHAJIATHCA OT CJIOB IIOJUIMHHUKA HAPOYHO Ul TOTO,
4yT0OBI OBITH K HEeMY Onmke. EcTh nponacth Takux ¢pas, BeIpakeHHH 000pOTOB, KOTOPBIE HaM,
MaJIOPOCCHSIHAM, KaXKyTCsl OU4eHb OyIIyT IOHATHBI JUIS PYCCKUX, €CIIN MBI IIEPEBEIEM MX CIIOBO B
CJIOBO, HO KOTOpBIE MHOTJA YHHUYTOXKAIOT MOJIOBHHY CHJIBI MOJJIMHHHKA... B mepeBoge Ooiee
BCEr0 HYJKHO MPHUBS3BIBATBCA K MBICIHM, M MEHEE BCEr0 K CIOBaM, XOTS MOCIEIHHE
YpEe3BBIYAHHO COOJA3HUTEIBHHL. ... .. I[MomHH, uyTO TBOH meEpeBOA AN PYCCKUX, H TOTOMY
MaJOpOCCHHUCKHE 000POTHI peun u KoHCTpyKuuto mpous!» (IL.M.Tomnep, 2000).

Hecomuenno, uto Ilymkun, ['orons u benunckuit B.I'. mpeanountann cBoOOAHBIN MepeBo/I,
MOCKOJIBKY JTFOOOH SI3BIK UMEET CBOM O0OPOTHI, CTPYKTYPHI U T.JI., TOITOMY CIIeAyeT TOMHHUTD O
TOM, YTO HJES U COJiepKaHWE HCXOJHOTO TEKCTa JOJDKHBI OBITh MPaBWIBHO TEpeAaHbl MpU
NIEPEBO/E.

B T0 e BpeMs Takue BBIIAONINECS YUCHbIE, Kak A. der, BEIOMPAIOT TOCIOBHBIN mepeo. OH
roBOpHUT, uTo «He MOE meno aymaTh U 9yBCTBOBATH, MOE JIEIIO - TIEPEBOAMTE CIIOBO B CIIOBO, HE
3a00TSCH HH O CMBICIIE, HU O KpacoTe, Hu o cTiuey (K.M.Uykosckuii, 1998).

Ecnu roBoputh O COCTOSHUM IEPEBOAYECKON AEATEIbHOCTU C WUHAMMCKHUX S3BIKOB, TO MBI
BUJUM, YTO OJIMH U3 BBIJAIOIIMXCS YYEHBIX U NEPBBIA pycckuil uuponor - Meana IlaBnosuya
MumnaeBa nmo6siBan B Muanu B 1874-75 rogax, a Takxke mepeBes TEKCThl C CAHCKPHUTA W MMalld Ha
PYCCKUH SA3BIK.

O6CY>K,H3J'II/ICB HAaBBbIKH, MapaMETpbl U CII0COOBI nepesoja. HeKOTOpI)Ie U3 HUX CUHUTAIHU, YTO
NEepEeBOJ - 3TO NEPECKa3 TCKCTAa HA POAHOM A3BIKE, APYIrU€ CUUTAIN, YTO (bopMa, CTHUJIb U UACA
JOJI’KHBI OBITH OJIU3KU K HCXOJHOMY TCKCTY.

Tepmun «mepeBos», ocobeHHO ¢ 20 Beka, MHMPOKO OOCYXKIAETC W COOOpaKaeTcst
CHENHMANNCTAMA HEOIWHAKOBO. Psx BBIZAIONMXCA PYCCKUX JIUTEPATOPOB, MBICIUTENCH,
MIEPEBOTUMKOB YIIENMIN 0CO00€ BHHUMaHHWE TEPEeBOAY M ero cmocodam, Hampumep, A.B.
®enopos mumeT «IlepeBo, kKak BUJ JyXOBHOW JEATEILHOCTH Y€JIOBEKa, BOCXOIUT K Ty OOKOH
npeBHocTH. OH BCeTa Urpai CymecTBEHHYIO POJIb B UCTOPHU KyJIBTYPHI OTAEIBHBIX HAPOIOB H
MHUpOBOH KynbTypel B menom» ([apudosna, 2006). Breinarommiicst yuensiii A.B. ®enopos
CUMTaJI MEPEeBOJ JTHUHIBUCTUYECKON AEATENBHOCTBIO U B CBOEHl kHHUre «BBeaeHue B TEOPHIO
NepeBOAa» MOAYEPKUBAT HEOOXOJMMOCTh JIMHIBUCTHYECKON TEOPHH TEPEBOIA.
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OmnuceiBast TepmuH «mepeBon» M.C. AnekceeBa Hamucana «3TO JESTEIBHOCTb, KOTOpas
3aKJII0YaeTCsl B BapHAaTHBHOM MEPEBBIP)KEHHUH, TEPEKOJUPOBAHIH TEKCTa, MOPOXKIEHHOTO Ha
OJIHOM SI3bIKE, B TEKCT Ha APYTOM S3bIKE, OCYIIECTBIIsIEMas IIEPEBOAYMKOM, KOTOPBI TBOPUECKU
BBIOMpAET BapHaHT B 3aBHUCHMOCTH OT BapHATHBHBIX PECypCOB s3bIKa, BHIA IepeBOAa, 3a1ad
IepeBoja, THIA TEKCTA | I0J] BO3ACHCTBHEM COOCTBEHHON MHIMBUAYaNIbHOCTH; IEPEBOX - 3TO
TaKXKe U pe3yNbTaT ONrcaHHo BhIme nestensHocT» (M.C.Anekceena, 2004).

S1.1. Penkep ObUI CTOPOHHMKOM JIMHTBHCTHYECKOTO IMOJAXO0Ja K IepeBony. B ero croax:
«3ajgadya mepeBOAYMKAa - MepenaTb CPEeACTBAMM JPYroro s3blka IIEJIOCTHO U TOYHO
coJiepXKaHKe MOJUIMHHUKA, COXPAHHB €r0 CTHIMCTUYECKHE U IKCIPECCUBHBIE 0COOESHHOC TH.
[Ton ‘menocTHOCTHIO’ MepeBoja Hall0 MOHUMATh €AMHCTBO (POPMBI U COmepIKaHUsI Ha HOBOM
SI3BIKOBOM oCHOBe. Eciii KpuTepreM TOUYHOCTH NepeBo/ia SBISETCS TOXIECTBO MHPOpMaINH,
coo0LIaeMoil Ha pa3HBIX S3bIKaX, TO LEJIOCTHHIM (TIOJIHOLEHHBIM WM aJeKBATHBIM) MOYKHO
MIPU3HATh, JHIIb TaKOW IIEPEBOA, KOTOPBHIH MepeiaeT 3Ty HH(POPMAIMIO PaBHOLIEHHBIMHU
cpencrBaMu. MHaue ToBOps, B OTIMYME OT II€pecKa3a IIEPEeBOJ HOJDKEH IIepelaBaTh He
TOJIBKO TO, YTO BBIPAKEHO MOJIMHHUKOM, HO M TaK, KaK 3TO BBIPa)XEHO B HEM. OTO
TpeOOBaHWE OTHOCHTCA KaK KO BCEMYy IIEpeBONy HaHHOTO TEKCTa B IIEJIOM, TaK U K
otnenbHBIM ero dacTsamy» (JL.I.IletpoBa & A.I'.MapTtupocsH).

Crnenyet 3aMeTUTh, 4TO HEMAJIOBAXKHBII TTOBOPOT B MEPEBOIYECKOM mpoiiecce B Poccuu BHECTO
u3aTenbeTBO «BcemupHas nuTepaTypay», ocHoBaHHoe B 1919 rony ycunMsMu HM3BECTHOTO
nucarens Makcuma ['oppkoro. B 3Tom m3garenscTBe OBUIM NepeBENEHBI HA PYCCKUH SA3BIK
KJIaCCHYECKUE JINTepaTypHbIC INPOU3BENCHUsT 3apyOexHOi nurepaTypbl. OHH CclieloBau
ONpEENICHHbIM MapaMeTpaM JUlsl JOCTIKEHHUS M NOJLJEpKaHUs JIMTEpaTypHOro noBepus. B
CBA3M C pacTymed TMOTpeOHOCTHI0O B TIEPEeBOJe HECKONBKO YHHBEPCHUTETOB BBEIH
IepeBOTYECKIE AUCIUILTHHEL. KpoMe Toro, MHOTHE HCCIIeOBATENECKUE KYPHAIBI ITyOIHUKYIOT
3apyOCKHYIO JUTEpaTypy W KPUTHUYCCKHUHA aHAIM3 TMEPEeBEICHHOTO TEKCTa C Pa3HBIX TOYEK
3pEHusL.

M3BecTHBIE MHOMWCKHE aBTOPHI TETEPh MEPEBEICHBI HA PYCCKUH S3BIK JHOO POCCHHCKUMHU
YYeHBIMH, MO0 WHAMNHCKUMH Yy4YCHBIMH. BaXKHO OTMETHTH, YTO TENEeph MHOTHE HHIUMCKHE
YHHMBEPCHUTETHI UMEIOT Ka(eapsl pyCCKOTo S3bIKa, U B POCCHUHCKUX YHHBEPCUTETAX €CTh TaKXkKe
(baxynbTeThl 53bIKa XUHJH, [TO3TOMY MHOTHE I€PEBOJIbI BBIMOJHIIOTCS HEIOCPEJCTBEHHO C
OpPHUIMHAIIBHBIX SI3BIKOB. Terepb, B 310Xy IIoOANM3aluy, MEPEeBOJ] CTajl HEOOXOANMOCTBIO, U
MHOTO HEPEBOJOB OCYIIECTBISETCS C PA3HBIX SI3BIKOB HA PYCCKOM s3bIke. [louTH Bce KpyIHBIE
YHHUBEPCHUTETHI TaK)Ke UMEIOT Kadepbl IEPEBOIOBEACHUS.
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ABTOP 1 EI'O TBOPEHHUME: 'OJIOC ABTOPA B PACCKA3AX YEXOBA
IIputu . Jac

Hentp Pycckux u Cpenneasnarckux MccnenoBanuii, Y HUBEpCUTET IMEHU
xaBaxapnana Hepy, Hero [lenu

AUTHOR AND HIS CREATION: AUTHOR’S VOICE IN CHEKHOV’S
SHORT-STORIES

Preeti D. Das
Centre for Russian and Central Asian Studies, SIS, JNU, New Delhi— 110067

Annomayusn:Cpedu noeecmeosamenbHulX JCAUPO8 pacckas 3anumaem ocoboe mecmo. Hepas
POIb  NEPEOOMKPbIGAMENs, PACCKA3 pa3ge0ém HOo8ble meMbl, 00pasvl U NpoOIeMbl.
Xapaxmepnvle wepmvl pacckaza — 3mo AAKOHUYHOCHb, eOUHOBDEMEHHOCMb, ICIMEMUUECKO20
63aUMOOCUCMBU HA Yumamens, U YeieyCmpemMiIeHHds COCPEOOMOYeHHOCHb HA peuleHue
KOHKpemHuou 3adauu. B oaunoii cmamve paccmampugaromcsi 0COOEHHOCMU PAcCKA308
MO00020 U 3penoco Hexosa ¢ mouKku 3peHus YCMAHOBNEHUE ABMOPCKO20 20J0CA UM dice
NOHUMAHUE YMO ABMOp XOmell nepedams 4epe3 C80UX NPOU3Be0eHull.

Knyuueue cnosa: Pacckas, Yexos, Asmopckuii 2onoc

HckyccTBO M nuTeparypa SBISIOTCS OTPAXXEHHEM JTyXOBHOM JKM3HU CTPaHbI, U3MEHEHMS B
KOTOPOH BIIUSIOT HE TOJBKO Ha JUTEPATYPHOE COMEpPKAaHWE M MCKYCCTBO, HO U HAa WX (DOPMBEL.
Paccka3 siBnsieTcst W3BeCTHOH (HOPMOM U IUPOKO PACIpPOCTPaHCH B MHUPOBOH nmuteparype. OH
pa3BUBaeTCs MO CBOEH COOCTBEHHOW JIMHUU B Kaxaol crpaHe. [TomuepkHYB caMyr0 BaXKHYIO
0COOEHHOCTh, KOTOpas OTJIMYAaeT paccka3z OT JPYroro JHUTEpaTypHOTO >KaHpa, bemmHCkuit
OTMETHUJI, UTO «PacCKa3bl UIMEIOT BO3MOXKHOCTh OOBSCHUTH OCHOBHOE pa3BUTHE OOIIECTBA Yepes
OHO coObITHE, OAWH (DAKT WM OJHOTO mepcoHaxkay. CyTh XYIOKECTBEHHOTO JTOCTOMHCTBA
pacckasza 3aKI09aeTcs B TOM, YTOOBI BHIOpATh W3 MHOYKECTBEHHOCTH COOBITHIA, IMEHHO TOT,
KOTOPBIH OTpakaeT TO, YTO SBIIETCS HamOoJlee BaKHOW XapaKTEPHCTUKOW Ui HTaHHOTO
Tepro/ia pa3BUTH 00MIecTBa.

BbIsiBNIeHHME aBTOPCKOTO TOJIOCA SIBISAETCS OJHOM M3 CaMbIX HHTPUTYIONIMX Ipo0ieM B
U3y4eHHH paccka3zoB UexoBa. UexoB He JaeT CBOMM UYHTATEISIM TOTOBOTO PEUICHHS MOIHSITHIX
uM mpobaem. Kak ormerm Uexor B cBoem nucsMme CyBopuny: «Kpaka jmomanm — 370 370, HO
9TO JaBHO H3BECTHO 0e3 Moero mokaza». Ilepcorax YexoBa mepecTaeT OBITH HOCUTEIEM
MHUCATENbCKOI KOHIETIIINY U PYIOPOM 3aIpOTrPaMMHUPOBAHHBIX HICH.

YexoB OrpaHHUYMIICS OIMCaHKUEM JII0OBH, Opaka, CMEpTH 1 pedr cBoero repos. Ero repou BegyT
CBOIO COOCTBEHHYIO HE3aBHCHMYIO KH3Hb, M IIO9TOMY CTalO JIOBOJHHO TPYAHO OIPEIEIHUTH
TOYKY 3peHHs1 aBTopa. O4eHp yacTo KpUTHKH YexoBa NMPUHMMAIOT T'OJOC Ieposi WK JI00YIo
MOJIOKUTEIbHYIO JINYHOCTh B UCTOPUM Kak rosioc aBTopa. CyBOpHH, pPelakTOp H3BECTHOIO
xypHasa "HoBrble Bpemena', u Oau3kui aApyr YexoBa mbITAIMCh MICHTU(QHUIMPOBATH aBTOPA C
repoeM - "CkyuHo# uctopuu". DTO 3HAUUTENBHO pa3ipaxkaso UYexoBa, U B OTBET OH IHIIET:
«Ecnu Bam mogaroT Kode, He UIUTE B HEM BKYC ITUBa. EciM s mpeacTaBisiio mepes BaMu HIEo
npodeccopa, TO Bbl JOKHBI BEPUTh MHE M He WATH Ha uaeto Yexosay. UexoB m3oOpaxkaer
JKU3Hb KaK OecCTpacTHBIM HabIromaTesns M M30eraeT Kakoro-IM00 IMOIMOHAIBHOTO YYacTHsl.
D10 siBHOE Oe3paznuurie OBbLIIO YCIOBHEM OICPKHUMOCTH aBTOpa OOBEKTHBHOCTHIO. B mmcbme
ITnemeeBy UexoB BbIpa3wi KelaHUE OBITh CBOOOJHBIM IMHCATENEM W OTPHUIAN, YTO JOCTUT
KaKoro-Jim00 MOJMTHYECKOTO, DPEIUTHO3HOTO MM (Dritocodckoro MupoBo33peHHs. Ponamng
XUHIJIE MO3TOMY NPOKOMMeHTHpoBal: "Kak OH MOr BBIpasuTh Kakue-InOO OIpe]esieHHbIe
cooOmIeHus B CBOEH padoTe, ellle He JOCTUTIIHU MOCEIMIUCh B3I Ha xu3Hb?" (Xunrie 1976)
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Ho aBropckuil rojoc, 0e3ycioBHO, HPUCYTCTBYeT B pacckazax YexoBa, W Obulo ObI
HENpaBWIBHO JyMaTh, YTO y aBTOpa HE OBUIO HUKAKOW CHUMIATHH WM aHTHIATHH MO
OTHOIICHUI0O K €ro Tepolo, TaK Ha3bplBaeMoe Oe3pasimyue OBUIO TIIATENEHO OTPadOTaHO
JNTEePaTypHOH TEXHUKOH ¢ HAMEpEHUEM, YTOOBI CKPBITbTOUKY 3peHHs aBTopa. Takum oOpasom,
BHOBb BO3HHKAET BOIIPOC O TOM, KaK ONPEETHTh rojoc aBTopa B Pacckasax, Iie OTCYTCTBYIOT
OOBIYHBIC CPENCTBAa BBIPAKCHMS OTHOIICHMS aBTOpa WM OIpelelieHus roigoca asropa? Uro
KacaeTcsi paccka3oB, Mbl 3HAeM, 4YTO IHCATeNb JOJDKCH MPOCICAUTh B DIYOMHY U
XYIOXKECTBEHHO HHTEPIPETUPOBATH 3TO COOBITHE WM TOT CHMBOJ, KOTODBIA IOMOTaeTr
YUTATENI0 J00paTbCsi 1O cepAua CoOBITHH BOKpYr Hero. UexoB OCTaBISIET YHTATENIO
BO3MOJKHOCTb JIeNIaTh COOCTBEHHBIE OTYUCIICHUS U 0000IIEHHS.

OObIYHBIE CPEJICTBA, KOTOPBIE UCIIOJIL30BAIKCH 10 CUX TIOP IS OIPEIe/ICHHsT aBTOPCKOM TOUYKH
3pEHHs, CIICYOIIHE:

1. ‘-Iepea JF00MMOT0 repos aBTopa: CICAYHOT JIh I'epor, CaAMOCTOATCIbHO, KAKHUM-TO
KOHKPCTHBIM HJACAM WJIW IMPHUHLOUIIAM. Mer BCCraa CMOTpHUM Ha Trepos, KOTOPOIro
MOXXHO INOJYHHATH

2. UYepes npsiMylo pedb aBTopa
3. Mopanuzatopckue TeHICHIIUH:

B cBoem TBOpuecTtBe AHTOH [laBnmoBHMY UEeXOB NMPOTHBOMOCTABII OSCCMBICICHHYIO KH3Hb,
HEJOCTAaTKOB JII0IEH I'YMaHUCTUUYECKUM HMJEaloM — YEJIOBEKa, U SICHO co3HaTeNnbHOH nenu. Ho
9TO MYyTh HE IMPSIMO BBIPAXKCH B €r0 MPOM3BEICHHUAX. DTO KaK OBl OCIOXHACT HaIly 3amady
ONpeJieNIieHue aBTOpcKoro rojioca. B pacckazax UYexoBa OTCYTCTBYET TpaJAMLUOHHBIA METOL
BEIp2KEHUSI aBTOPCKOTO TOJIOCA, TaKhe Kak JIOOMMBIM Tepoil aBTOpa, BBICKa3bIBaHHE C
MOMOIIIbO NTOBECTBOBATEN U Tak janee. [IocTossHHO coxpaHsieTcss JUCTaHIUs MEXKIY aBTOPOM
U jaedcTByronuM JMnaM. Ho MHTEpecHO 3aMeTHTh, COXpPaHAETCS JU 3Ta AUCTAHIUS MEXIY
aBTOPOM M €ro repoeM J0 KOHIIA TBOPYECKOH >XM3HM YexoBa WM BCE K€ MOXXHO IMOHSTH
TJIaBHYIO MBICJIb aBTOpa MOHMMAasl BECh TBOpUECKUi nepuo]i Yexona.

I/I306pa)K6HI/Ie HC 3aMCTHBIX, HHUYEM HEC OTINYarOIIUX chyaunﬁ JKU3HU COACPIKUT B cebe
CKpBITBIﬁ KpUK TIUCATCJIA, U IIPU 3TOM aBTOP XOYCT IPUBJICKATbL BHUMAHUC YUTATCIIA HA HE
340pOBOC COCTOSIHUEC HAIICTO 06H.[eCTBa. Yro06sI OIPCACIINTD ABTOPCKYIO MNO3ULINI0, YATATCIIIO
HYXXHO NPOHUKHYTBH BCJICA 3a aBTOPOM B CaMYKO CYIIHOCTb HBHeHHﬁ, 4TOOBI HpI/IﬁTH K TEM
CaMBIM BBIBOJIaM, K KOTOPBHIM TIPHUINIET aBTOP 3TOTO Mpom3BelcHMsA. Somerset Mougham “we
know very little even of the persons we know most intimately; we do not know them enough to
transfer them to the pages of a book and make human beings of them. People are too elusive,
too shadowy, to be copied; and they are also incoherent and contradictory. The writer does not
copy his originals; he takes what he wants from them, a few traits that have caught his attention,
a turn of mind that has fired his imagination, and not concerned whether it is truthful lightness,
he is concerned only to create a plausible harmony convenient for his own purposes” (Illapma
1981: 85)

CrnenmoBarenbHO, B JIIOOOM TEKCTE €CTh Kakoe-To coobmeHue. bopuc DiixeHOaym mnwmieT B
CBOEHl crarbe “BaKHO emI€ U Jpyras yepra 4YeXOBCKOTO METOJa, TOXKE HOBas B JIUTEpaType,
UexoB 10 mpenena CKMMal aBTOPCKHM TEKCT JOBOAS €ro HMHOIJA 3HAU€HUs LMHUYECKUX
peMapok. Ero mepcoHaku roBopsT MHOW pa3 OYe€Hb MHOIO, OH CaM O4YeHb Majo. TeMa u
TIOJIO)KEHUE PACCKA3BIBAIOTCS OHU €ro OOBIYHO HE aBTOPOM, a CaMUM ACHCTBYIONIUM (YacTo
MMEHHO HEJCHCTBYIOIIMMH, a TOJIBKO Pa3sTOBapHBAIOIIMMH) JTHIaM. ABTOp Kak ObI OTXOAWT B
CTOPOHY, NIPEIOCTABIISAIS CBOUM IEPCOHAXaM TOBOPHT U JIENaTh TO CaMO€, YTO OHU MPHUBBIKINA U
cunTaloT HyXHbIM (Diixenbaym 1986: 223).UexoB m3zberaer OMMCHIBATH AYIMIEBHOE COCTOSHHUE
repoeB, HO cTapaercss 4ToObl OHO OBLIO MOHSATHO W3 JEHCTBHU repoeB. UexoB mucan — BEI
OpanuTe MCHsS 3a OOBCKTHBHOCTH, Ha3bIBas €€ PAaBHOMYIIUEC K JOOPY H 31y, OTCYTCTBHEM
WJCaoB U ujae u npouce. Bel XoTHTE, YTOOBI 51, H300pakass KOHOKPAIOB, TOBOPUIIM OBI: Kpaka
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jomazei ectb 3710. Hy Benb 9T0 1 6€3 MEHs TABHO yXKe U3BECTHO. [1yCTh CYIAT MX MPUCSKHBIE
3acelaTenn, a MO& JIeJo MOKa3aTh TOJBKO KaKWe OHHM €CTh. S THIIy: BBl UMeeTe JE0 C
KOHOKpaJaMH, TaK 3HAETE JKe, YTO 3TO HE HHUILME, & CHITBIE JIKOIM, YTO TO JKOAM KyJIbTa U UTO
KOHOKPAJCTBa €CTh HE IPOCTO Kpaka,a CTPACThb. ... KOIAa s IHUILY, S BIOJHE PACYUTHIBAs, HA
YUTATENs, MOJIaras, YTO HEAOCTAKOIIME B paccKkase CyObeKTHBHbIE 3JEMEHTHI OH MOJABUThL CaM
(ITucema Tom — 4: 54).

Ecnu u3y4uTh 3BOJIONUIO TBOPUYECKOTO MyTH UexoBa, TO MOXKHO 3aMETUTh, YTO HaYallbHBIH
nepuoJ TBopuecTBa UexoBa HOCUT TpPaAUIMOHHBIA  xapakTtep. Ilox  BbeIpaxeHHeM
TPaIUIMOHHBIA XapakTep MbI HMMEEM B BHJAY Iepenada INpeaB3saToro 3apanee 3¢ dekra,
€MHCTBO BrevyaTyieHus. VIUIIOCTpAaTUBHBIM MOAXOJ K JEHCTBUTENBHOCTH COLIMAIBHO
TICUXOJOTUYECKUX MPOU3BENICHUI aBTOPCKOro mepuonaa 19-ro Beka BO MHOTOM MOBJHUSJIO Ha
AnTtomia UYexoHTe B HauyalbHBIX MpOU3BeACHUAX. Jlake Takoll pacmpocTpaHEHHBIH
Xy10’KECTBEHHBIN MPUHIIMII IEPEaYN aBTOPCKOW MO3ULUH KaK MPSIMOE BBICKA3bIBAHUE B TEKCTE
CO CTOpPOHBI aBTOPAa MOKHO YBUIETh B HEKOTOPBIX pacckazax moionoro Yexosa. Hampumep,
TaKWe paccKasbl Kak «3a somoukm» 1880-1 rom — «ecmu ObI cei cBeT He OBUI CHM CBETOM, a
Ha3bIBaJl OBl BEIIN HACTOSIINM UX UMeHeM, To Tpudpona CemEHnoBrda 3Banu Obl He TpudoHOM
CemEHOBHYEM, a MHAYE: 3BAIH OBI €r0 TaK, KaK 30BYT BOOOIIE JIomaael 1a KopoBy. Takue ke
NpsIMbIE BBICKa3blBaHUSI MOXXHO HAaWTH M B pacckasax «3a IByMs 3ailllaMM NOTOHUILUSY,
«JlayHUKW» U Apyrue.

KpaTtkocTh ¥ COOBITHMHOCTE TOXE SBJISAIOTCA OTJIMYHUTENBHBIMH YepTaMU PaHHUX paccKa3oB
YexoBa, 4TO B CBOIO OYepeb IIOMOraeT HOHATh aBTOPCKUil rojgoc. OueHb 4acTO MBI HaXOIUM
MIPUCYTCTBUH HEOXXMJAHHOTO ()MHANA, HAIIPUMEpP CMEPTh YMHOBHHKA, Jpama, BaHbka M ToMy
nogobHoe. B HawanpHBIX pacckazax YexoBa Taxke HaOMIOZAaeTcs 3HAMEHUTHIE TPH €IUHCTBA
MaJIOTO 3MHMYECKOTO >KaHpa, O KOTOpBIX roopwi emé Dnrap Anan [lo, To ecTh enWHCTBO
SIBJICHUS], €IMHCTBO JAeHCTBUS, U (paOynbl. PaHHMe paccka3bl HOBOJBHO MaJeHBKOTO 0OBEMa.
Crnennduyeckoil 4epToif 3THX PaccKa3oB SBISETCS XOPOIIO BhIAYMaHHas KyJIbMUHAIus. Ecin
rpadudIecKy IoKa3aTh CTPYKTYpHbIE 0OCOOEHHOCTH paccka3oB Mosioforo Yexosa kak — «CMepTh
UMHOBHHKa» TO KapTHHA OyJET TaKoBa:

KYJIBMITHALIIA

@ Dba3BsI3Ka
- @
P
v

-

IKCIIO3HINA 3aBsA3Ka

IlepBasg Touka MOKa3blBaeT JKCIO3UIMOHHOE HAYajoO, YTO CHUAETb BO BTOPOM psAIy Kpeced
UYepssikoB. BTopas Touka onpenenseT 3aBsa3Ky pacckasa, 4To BbIpakeHa 4MxaHHeM UepBsKoBa.
Camas BbICOKas TOUYKA YKa3bIBaeT Ha KyJIbMUHAIMIO: «IOMIENT BOH rapkuyis I'eHepam» u cpasy
JKE JIaeTCsl Pe3KNi, HeOXKMJaHHBIH KoHell. Takylo ke cxemy, Oojiee-MeHee, Mbl HaOJIo1aeM 1 B
JpYTHX paccka3zax 3Toro mepuoja. JlaHHas cxema em€ TOBOPUT HaM, YTO B COOBITHHHBIX
pacckasax JUCTaHIMs MEXIY 3aBsI3KOM M KyJIbMHUHALUEH ATUHHEE, 4eM IUCTAHLUS MEXIY
KyJIbMUHaIMEH u pa3Bsa3koid. OOBIYHO cpa3y Jke Iociie KyJIbMHHAIMM HACTymaeT (uHal
WHorpa gaxe oHu (KyJIBMIHALUS U Pa3Bsi3Ka) COBIAIAIOT.

CoueTaHne TParn4ecKoro M KOMUYECKOTO SBIISETCA €€ OPYroi BaXXKHOM UepTOH paccKa3oB
sToro nepuoaa. HecMoTpst Ha NpUCYTCTBHE TParM4ecKoro B HAYaJIbHBIX PaccKa3ax, KOMUUECKOe
U CMEIIHOe NpeolialaeT B HA4YaIBHBIX pacckaszaxX. be3yclnoBHO 3TH paccka3bl HOCAT CMEITHOM
XapakKTep, XOTs HElb3s HE 3aMedaTh CKPBITYIO TPAreAMIO.

Xots B paccCkazax MoJoaoro UexoBa JIMHUA rojoca IIOBECTBOBATESISA M T0OJIOCa aBTOpa UAYT
IoYTH TMMapaliiCJIbHO, HHOTAa OYCHb 6J'II/I3KO, BC€ K€ MOXHO ITOYYBCTBOBATH HCOXOTY aBTOpa
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BBIPAXATh CBOE OTHOLIEHWE MpsMo. Muxamn M. BaxTuH ckazaix: «aBTOp peQIeKTHpyeT
SMOLIMOHAIEHO-BOJIEBYIO MO3UIIMIO Teposi, HO HE CBOIO MO3MIUIO MO OTHOUIEHUIO K I'€POI0;3TY
MOCJIEAHIOID OH OCYIIECTBISIET, OHAa IPEIMETHO, HO caMa HE CTaHOBUTICS MPEAMETOM
paccMotpernss u peduekcupyromero nepexusanusi (baxtur 1986: 11). OmgHako aBTOpCKOE
OTHOIIICHHWE BBIICHSETCS, B PAaHHUX paccKa3ax YexoBa NpH IOMOIIM HEKOTOPBIX CHMBOJIOB
TaKUX KaK «4EPBSIK», «MacKa», «XaMeNeOH» M Jpyrue. DTO M CHMBOJIE SIPKO IOKa3bIBAIOT
MO3MIMIO aBTOpa II0 OTHOWICHWIO K reporo. B oTmmume oT pacckasos 3penoro Yexoma, B
pacckazax Momomoro YexoBa mBuraromeid cwmioil ¢adymel sBistorcss repou. Ilo cBoemy
XapakTepy 3TH TepOM HE CIIOKHbIe, a HaoOOpOT, caMble IPOCTHIE M OOBIKHOBEHHBIC JIIOJM:
Banrbka, Uepssikos, Bonogs, @ununm, u apyrue.

Jpyroit dakTop, KOTOpBIH 00JierdaeT Hamly 3ajady YCTAaHOBHTh aBTOPCKHH T0JOC B PaHHUX
YEXOBCKHMX PacCKasax, 3TO IIPUCYTCTBUE BHUX SBHOU COLMANILHOW KPUTUKH. Pazymeercs, aBTop
HE TOJUIEPKHUT CAaMOYHW)KEHHE M OCKOpOJICHHWE, C OIHOW CTOpPOHBI, M OHKCIUIyaTalHio, |
MOLIOCTB, C JPYTOM.

B miceme k CyBopury YexoB mumier: «Xopom 6oxwuid ceeT. OJHO TOMBKO Hexopomio: ... Kak
IypHO TIOHMMaeM MbI atpuotusM! [IbsHEIH, HcTacKaHHBIE 3a0TyABITa MYy>K JTIOOUT CBOIO YKECHY
U JIeTe#, HO YTO TOJBKO OT 3TOM JIt0OBU? MBI, TOBOPAT B ras3erax, JIIOOMM HAIIy BEIHKYIO
pOIUHY, HO B UeM BbIpa)kaeTcs 3Ta J11000Bb? BMecTo 3HaHMI -HaXalbCTBO M CAMOMHEHHE Haue
MEpbl, BMECTO TpyAa — JEHb U CBUHCTBO, CIPaBEIIMBOCTH HET, IMOHATHE O YECTH HE MIET
Janbllie «4eCTH MyHAupa, MyHAupa, KOTOPBIH CIIy)KHT OOBIJCHHBIM YKpalICHHEM HaIluX
ckame# il moJcynuMbIx. Paborarh Hamo, a BCE ocTajbHOE K 4epTy. I 1aBHOe — Hajgo OBITh
CIIpaBeUTUBBIM, a ocTanbHoe Beé mpunoxutces» ([Tucema tom — 15: 131)

Kak pa3, yrmyOn€HHBI M HpPOHMYECKMH CMEX B IIO3IHHMX paccka3zax UYexoBa IpU3BIBACT
yuTaTeNled K 4eCTH M CHpaBeAnuBOCTH. O4eHb TPYAHO OMNPEAEIUTh aBTOPCKHH TOJOC 3TOro
NepHoJia, TaK KaK B HUX OTCYTCTBYIOT TPaIAMLMOHHBIE CPEACTBA YCTAHOBIEHUS aBTOPCKOTO
rojoca Takue Kak JTIOOMMBIN repoi aBTOpa, MOJYMHEHHE OINpENeNEHHON HACONOrHil, IpaMoe
ABTOPCKOC BBICKA3bIBAHUE U JPYTHUC. Nmenno IMO3TOMY MbI JOJDKHBI HaACATHCA Ha
MIOBECTBOBATEILHOW MaHepe aBTOpa, Ha MPUHIIUIIBI H300pakeHne NeHCTBUTEIbHOCTH.

B ornnune ot paHHUX paccka3ax, paccKasbl 3penoro YexoBa HOCAT OECCOOBITHHHBIN XapakTep.
Pa3Bsizka miamM uHAN KaK CTPYKTYPHBIH JIEMEHT OYEHb 4acTO OTCYTCTBYeT. [ JlaBHas 3ajgada
UexoBa OBUIO cO31aTh ONpENEIEHHOE HACTPOEHHE, OIKCHIBAs JyXOBHYIO CTOPOHY T€pOsl.
3aMeTHO, YTO B 3THX pacckaszax, UexoB CHIBHO OTIMYACTCS OT TPAAMIUOHHBIX MHcaTeleh
takux Kak Oprap Aunan Ilo, Momnaccana, Comepcer Moyaxam u Apyrux. B udexoBckux
pacckaszax HHYEro He NMPOMCXOAWT. B oTinMume oT paHHUX paccKasoB, TJE CIOXKET pa3BHBACTCS
BOKPYT COOBITHS, B 3THX PaccKa3ax HacTPOECHHE Iepos WM OINpeAeéHHas aTMocdepa JABUTaeT
¢dabymny Brepén. Hanpumep: «Ha nmonsone», «Ilouenyit», «lama ¢ cobaukoii» u npyrue.

Ecmu cmex mpeoOiagaeT B paHHHX pacckaszax, TO CMEPTh TOCIIOJCTBYET B MO3IHUX paccKasax.
OTo HEe TONbKO (u3HMYecKas CMepTh, HO W TyXOBHAs rubenb. AHAINM3 HIKE HAUYEePTEHHOTO
rpada pacckaza «JOHBIY», SCHO ITOKA3BIBAET YTO TaK HA3bIBAEMOW HYEOBEYECKOE CUACTHE
HOCUT BPEMEHHBI M JOXHBIM xapakrep. CyacThe — 3TO WIIIO3US M KaK pa3 B 3TOM BEHI
CKpPBIBAETCS peabHas HeCUacTHas XU3Hb repos. lllupuHa 3TON KpUBU3HBI IOKA3bIBAET, UTO BCE
pacTymas nedajib OKpy’>kKaeT 4eJoBeKa co Bcex ctopoH. Jlo onpenenéunoit Touku (O-/1) nevans
U cuacTbe BMECTE Pa3BMBAIOTCS; M€4allb B CKPBITOM BUJAEU cuacTbe Buae mmosun. Ho kak
TOJBKO (I-K) WJUIIO3WSI WJIM JIOKHBI XapakTep cYacTbs pa3zo0yiauaeT Tepoil CTaHOBHUTCS
JKEPTBOW OKpy’Karommel cpemoil u (5K - €) medanb MOJTHOCTBI0 oxBaTheiBaeT ero xm3au (O - I).
OtnuM u YexoB noka3pIBaeT QyXoBHOE MajaeHne obpasa Crapiesa.
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O - J1 = CaacTbe B BH/e HILTO3HH
O -T =Ievats a

K - E = BayTpenHee cmcTofHHe! Xapaktep Yenobeka b 8
A - b = BEpaxaeT IyX0BHOE COCTOAHNE

O - B = BripaxaeT BpeMa

T'oppkuii mucan cnoa Toscrtoro: g Toactoro, JIOCTOEBCKOro CYIIECTBYET HEKas €IUHas
¢unocopust «wkmzHecmepTH». OHM Bcerga CTPEMATCS 3arisIHYTh 3a TpaHb, ITONBITATHCS
MOBEPUTH B APYTYIO KU3Hb, YeM-TO HE MOX0XKyto Ha 3Ty (UymakoB 1986).Ho ans Uexosa Her
tako# xu3Hu. [Ipodeccop «CkyuHOI HCTOPHN» BUIMT, BO MBICISIX TY )K€ CaMylO )KHU3Hb MOCIIE
cBOeil cMepTu Kakas ecTh ceifuac.

Xotsa mns YexoBa HEPABCHCTBO Cpeau JIIOJICH SBJISETCS €CTECTBCHHBIM 3aKOHAM MHpa, HO TEM
HE MCHCC MbI JOJDKHBI CTapaThCs, 4TOOBI OHO nepecTailo OBITh 3aMETHBIM. B 3aIIHCHON KHUXKKE
OH MUHICT: «BCJICACTBUC pa3HULIbI KJINMATOB, YMOB, BHGPFHﬁ, BKYCOB, BO3BpAaTOB, 3peHPII>i
PaBCHCTBO Cpeau J'IIOZ[Cﬁ HHUKOI'Ja HEBO3MOXXHO. HCpaBCHCTBO MO3TOMY cCJIeAyeT CYUTAThb
HCIPCIOKHBIM 3aKOHAM NPHUPOJBI. Ho mB1 Mokem CACJIaTb HCPABCHCTBO HE3aMCTHLBIM, ...». C
ITOU JA(SAIE3Y 0] UexoB B CBOHX paccCkasax, 1 B paHHUX, U B NO3JHUX, 6€CHOH.[a,Z[HO pa306naqaeT
HCIOCTAaTKH O6II.ICCTBCHHOI>1 JKU3HH, BBICTYIIACT MNPOTUB BCSIKOM HECIPaBCJIMBOCTH, 3J1a,
HaCcuJvsgd W JUHEMEpHs. 3TI/IM, TaKK€ BbIpAXKACTCA TyMaHU3M BCJIMKOro mnucareiisa, €ro
OeckoHeuHas 1I000Bb K YCJIOBEKY U 00JIb 32 YEJIOBEYECKOTO CTpaaaHus.

AHanu3upys pacckasbl U3 BCEro TBOpuUecTBa UexoBa, Mbl HAlUIM CJEAYIOUINE BaXKHBIE YEPTHI
YEeXOBCKMX paccka3oB. Bo-TiepBbIX, B paccka3ax MbI HaOiomaeM 0e33a00THBIM CMeX aBTopa,
nosecTBoBarens. [IpuMep 3ToMy cilyKaT pacckasbl - YIUIA, TOJCTBIA M TOHKHH, XaMENeoH, U
MHOTHe Jpyrue. Bo-BTOpBIX, MOKHO MOYYBCTBOBAaTh cMeX ¢ Oombro. Hampumep, 3a s6104ku
Banbpka. B-TpeThHX, NOKa3bIBAa€TCS HECO3HATENIBHOCTh TEpOs, HO BOIHEHUE YHTATENs OT
MIPEACTOSIEro Tparusma. ABTOp Kak Obl yXOOWT Ha 3aAHUi miaH. IlpuMep stomy ciyxar
npousBeneHus - Cnatb xouercs, B oBpare. B-ueTBEpTHIX, 3aMETHO UYTO CO3HAHUE Yy TEPOEB
MNpUxXoaUuT, HO OHU CTaHOBUTCA )KepTBOﬁ CpCabl. VY HuX HET BbIXOJa, OHH 0OeCCHIIbHBI nepena
cpenoil. ABTOp MOJHOCTBIO M3OJHUPYIOT ceOsl OT NEHUCTBYIOMMX JHIl U coObITii. Hampumep -
[Tamata Ne 6, B Pogxom VYriny, babbl. B-niaTeIx, repoil 0CO3HAIOTCS MOIIJIOCTh CYIIECTBYIONIETO
IMOJIOKEHHUA, OHU XOTAT BBIPBATHECA OTTY/la, HY pacCKa3 BAPYT 3aKaHYNUBACTCH. vy LII/ITaTeJ'IeI\/’I, KaK
Obl, TIOSBIISIETCSl HA/IeXKa, ObITh MOXKET repoil HalIET BHIXOA U3 HEBHIHOCHMMOW CUTyallUd U
00CTOATENCTBA. ABTOP TONHOCTBIO YCTpaHSET CBOErO MmoBecTBoBarensd. IloBecTBOBaTens UM
pacckasuMKk caM SIBIS€TCSl OJHMM M3 TJaBHBIX JAEHCTBYIOIIMX JHMII pacckasa. lepou
BBITOBAPUBAIOTCS] CBOOOIHO M OTKPBITO. [IpMEpoM TakMX paccka3oB MOTYT CIYXKHTh pacCKasbl
KaK KpBDKOBHHK, 4ellOBEK BO (ymisipe. B KoHIle repoll yke NpUHHMAeT NpeaBapHTEIbHOE
pelnieHne 4ToObl MepeBepHyTh CYIIECTBYIONIYIO *H3Hb. HO, 0 Xapakrepe 3TOW HOBOH XHM3HU
UYexoB HHUEro He roBopUT. [IpuMepoM 3ToMy citykuT pacckas «HesecTtay.

Bopuc Diixenbaym nake 3aMeTHUI B CBOel cTaThe «(O HEXOBE»: «...M MOXKHO CKa3aTh, YTO MBI
ceifuac Ooipmie BocmoMHHaeM o YexoBe dem gymaeM o HEM.bombme u jdydmie mumryT HE O
TBOpuecTBe YexoBa, HE O XYJOXKECTBE €ro, a o ero mmcbMax (DiixeHbaym 1987: 313). Ilo
HameMy B3IJBILy 3TO MOTOMY 9TO, TaM AyX UexoBa mpuOmmkaercs. M. M. baxtur mucan:
«aBTOpP TBOPHT, HO BUJIUT CBOE TBOPEHHUE TOJIHKO B ITPEAMETE, KOTOPBIH OH O(OPMIISIET, ... OHU
MIEPEKUBAIOT CBOM IIPEAMETHI B ce0si B NpeAMeTe ... TBOpUEcKas paboTa IepexHuBaeTcsi, HO
MIePEKUBAIOLINE HE CJIBIIINTh U HE BUAUT ceOs ... MOITOMY XYJOKHUKY HHYErO HE CKas3aTh O
MIpOLECCE CBOETO TBOPYECTBA — OH BECh B 3TO CO3JAHHOM IPOAYKTE, U €My OCTaeTCs TOJBKO
yKa3aTh HaM Ha CBOE IPOM3BEJCHUE U AEHCTBUTEIBHO, MBI TOJIBKO B HEM M OyJeM ero MCKaTb

41



Assonance, No.22, January 2022

(baxtun 1986: 11). Otu cnoBa baxThHa MacTepckue pacCcKa3blBalOT CYTh UYEXOBCKOIO
TBOPUYECTBA.
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META®OPBI CHACTbHA U ITIEYAJIA B PYCCKOM SA3BIKE
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METAPHORS OF HAPPINESS AND SADNESS IN RUSSIAN
Piyush Nikhar

Research Scholar, Centre of Russian Studies, SLL&CS, Jawaharlal Nehru University,
New Delhi

Annomayun: Tema smoyuil 8 83U C KOHYENMydaibHbIMU Mema@popamu 6 pamkax meopuu
KOHYENMYanbHblX Mema@op A6NAemcs WUpoKO NONYIAPHOU U 6eCoMA NONYJAPHOU 001aCmbl0
0151 TUH2BUCMO8. Y Kaxic0020 uenosexka ecmv d2MOYUU, U OH Gvlpadcaem ux OYKEANbHO UIU
00pa3sHo, U MO OMAUUAEM e20 OM HeXCUgblx cywjecms. B Oannoii cmamve 06cydiHcoaiomes
IMOYUU CHACbA U NeYany, UCNONL3YS KOHYEenmyansHylo ooaacme, eeedennyio Jlakoghgom u
Liconconom u  Koeeuewem. B osmou cmamve Mbl neimaemcs NpOAHATUIUPOBANTb
KOHYenmyanbublie 001aACmU IMOYUL cyacmvs u nevanu. Takdce Mbl yBUOUM C€X00Cmea U
DPasnuyus Mexcoy KOHYenmyanbHelMu 00IACMAMY, A MAKACE MeHCOY BLIPAHCEHUAMU CHACTNB U
newanu Ha pycckom azvike. [anmvie OvLiu cobpanvl uz Hayuonanvnozo xopnyca pycckozo
A3bIKA, A MAKIHCE U3 XYOOAHCECMBEHHBIX NPOU3BEOCHUIL, cmamell U 2a3em.

Knrouesvie cnosa: KOcHUYus, KOoHyenmyaiuzayus, KoOHyenmyaibHasil Mematjmpa; amoyust,;
KOHKpemHnoe, a6cmpal<muoe; 06Jlacmb-ucm01muk,' 06ﬂacmb'l4€/lb,' KOHYenm «cuacmovey,
KOHYyenm «neuaiby.

Abstract: The subject of emotion in relation to conceptual metaphors under the framework of
conceptual metaphor theory is a widely popular and well-researched area for linguists. Every
individual has emotions and expresses it literally or figuratively, distinguishes him from the
non-living beings. The present paper discusses the emotion of happiness and sadness using the
conceptual domain introduced by Lakoff & Johnson and Zoltan Kévecses. In this article, | try to
analyse the conceptual domains of emotions of happiness and sadness. Also, we will see the
similarities and differences between the conceptual domains as well as the expressions of
happiness and sadness in Russian. The data has been collected from the Russian national
corpus as well as from the literary texts, articles, and newspapers.

Keywords: cognition; conceptualization; conceptual metaphor; emotion; concrete; abstract;
source domain; target domain; the concept of "happiness"; the concept of "sadness".

Ovonuu u S3bIK:

Hama »wu3Hp HenosHa 6e3 SMOIMHA. IMOIMH HEMOCPEACTBEHHO OKA3bIBAIOT BIMSHUE HA HAIIN
JEeUCTBHS. SI3BIK SIBIAETCS Ba)KHOM 4YacThbIO OOLIEHUSI MEXIy JIIOABMH, a OMOILMS SBISIETCS
HEOTHEMJIEMOM 9aCThIO 3TOTO OOMIEHHSA. « OMOIIMU — 3TO CyOBEKTHBHBIC PEaKIH YeJI0BEKa U
JKHBOTHBIX Ha BOS}IeﬁCTBHe BHYTPCHHHX U BHCOIHUX pa3)1pa)KI/ITene171, TPOABJIAOIIUXCA B BUAC
pamocTH, cTpaxa, YJIOBOJLCTBUS WIH HeymoBoibCTBUs» (Ky3Hemos, 951). Drto smoruw,
KOTOPBIC OTINYAIOT YCJIOBEKA OT HEKHMBBIX CYHICCTB. 3MOHI/II/I N A3BIK TECHO B3aUMOCBSI3AaHBbI.
Hamm wMpiciim — 310 pe3ysibTaT SMOIMOHAJIBHBIX W3MEHEHHUM. 3MOHI/II/I N A3BIK TECHO
B3aMMOCBsI3aHbl. Hamm MbICiin — 3T0 pe3ynbTaT SMOLMOHANBHBIX W3MeHeHuH. Harmm mbiciu
HETIOCPEICTBEHHO BIIMSIIOT Ha HAIl SA3bIK, M HAIIM MBICIH COCTOSIT M3 OKpY’KarolleW cpenbl, B
KOTOpOM MBI >kiBeM. HocuTenu si3pIka CTPOSIT CBOM BBIPAXKEHUS HA OCHOBE TOTO, YTO OHH BUJISIT
win ciaymaioT. M mostoMy, Korja 4eloBEK HCIBITHIBAET KaKylO-TO 3MOLMIO, OH T'OBODHT,
UCIIONB3Ysl CBOM MBICIIH, KOTOpBIE SIBJSIFOTCSI BIMSHHEM OKpy»Kaomel cpeabl. Bor mouemy
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OMOIIMU U WX BBIPAKCHUS ABIIACTCA 0COOEHHO nonyJsapHbIM, 1 MHOT'O3HAYHBIM 00BEKTOM JJIA
U3Yy4YCHUS.

Cornacuo [lomy DkmaHy CymecTBYIOT IIeCTh 0a30BBIX 3MOIHWH, TO €CTh THEB, OTBpAIlCHHE,
CTpaX, cyacThe, nedyanb W ynusieHne. OH WX Ha3BaJ YHHBEPCAIBHBIMH SMOLMSMH. OTH
YHUBEPCAIbHBIC OMOLMH MOXHO OTJIHYHTH IO BBIPOKCHUSAM JHIOA M (U3HOIOTHYECKUM
peaKuusIM.

LICJ'IL B JAaHHOM CTaThb€ - H3JIOXKHUTH HCKOTOPBLIC U3 HapboJlee 3HAYUTENBHBIX U BasKHBIX
PE3YJILTATOB UCCICAOBAHUA SMOLMMI CYACThs U rnevajiv, aHaJIu3upoBaTh, KaKOC 3HAYCHUEC OHU
HUMCIOT JJId TUHTBUCTUYCCKOT'O U3YUCHUSA 3MOHHﬁ, 1 paccMaTpuBaTh YHUBEPCAJIBbHOCTU 6a30Boit
OMOIUU «CHACTBhsA» U «I€4Yajib» B PYCCKOM A3bIKE, a TAaKXKE COINOCTABJIATH MeTa(l)OpI)I n ux
KaTe€ropnu, KakKue CXOACTBAa W pas3inivisgd OHU UMEIOT B JIMHIBUCTUYCCKHUX BBIPAXKCHUAX DTHUX
JABYX BUIOB 5MOLINH.

MBI HCIOJB3yeM TEOPUI0 KOHLENTYalbHBIX MeTadop, mnpemiokeHHyro Jlakodpdom u
JIKOHCOHOM B cBOel KHUTE «MeTadopsl, KOTOPHIMU MBI )KHBEM». Takxke Il KaTeropu3anuu
9THX JBYX BHJOB DMOILMI MBI HCIIOJIB3yeM OcHOBY KoBeuellla, KOTOPYIO OH OMKCal B CBOCH
kHure «Metaphor and Emotion: Language, Culture, and Body in Human Feelingy.

Ilo muenmto B. H. Tenmus, xorHutuBHas wmeradopa SBISCTCS MNPU3MOH, Yepe3 KOTOPYIO
HOCUTECJIN sA3bIKa COBCPHUIAIOT aKT MHUPOBUIACHUA. MeTa(bopa HE TOJIBKO SABJIACTCA CPCACTBOM
BEIpQKCHUS, HO OJHO W3 3HAYHTENBHBIX OpyAuid mosHaHWs. «MeTadopy B COBpEeMEHHOM
KOTHUTHBHUCTUKE IMPHHATO OMpPENeNsATh KaK MCHTAIBHYIO OINEpanuio, KaK CII0co0 IO3HaHUS,
KaTeropu3aluy, KOHICNTyaIH3aliH, OIICHKA U 00bsicHeHus mupa» (Bynaes, 20).

Korma MbI HCHOBITBIBAEM SMOIMH, MBI HE TOJBKO HCHBITHIBACM (DH3HUOJIOTMYCCKHE |
MOBEJICHYECKNE W3MEHEHHUs, HO M TOBOPUM O TOM, 4YTO 4yBCTByeM. [loaToMy HHTEpecHO
M3y4aTh U A3bIK SMOLIMH.

CroBa, KaK «CYaCTIMBBIID U «CEPAUTHIN», UMEIOT OyKkBanbHOe 3HaYeHne. Ho Takue dpassl, kak
«OBITh Ha BEpIIMHE MHpa» M «Oyps THeBa», OOpa3HO OTHOCATCS K CYAacThl0 M THEBY
COOTBETCTBEHHO. MOXHO OTMETUTbH, YTO OOpa3HbIC BHIPAKCHMS OOBIYHO HE BBIPAXKAIOT M HE
Ha3bIBAIOT SMOLMM M €€ CTENEeHH, a OIMCHIBAIOT OIPEACICHHbIE AaCHEKThl Pa3JIMIHBIX
SMOIMOHAIBHBIX COCTOSTHUNA. DTy TPYNITY JISKCHKH, CBSI3aHHON C AMOLMSIMH, MOXKHO pa3/elIuTh
Ha JIB€ TPYINIIbI, OJJHA U3 KOTOPBIX KOHIIENTyaJbHbIE MeTaophl, a Apyras - KOHIENTYyaJIbHbIE
METOHHUMHH.

KonnenrtyanbHasi metadopa

bxopmx Jlakodd m Mapk JKOHCOH BHEpBBIE MPEIACTAaBWIM TEOPHIO KOHIENTYaJbHBIX
meradop (TKM) B kHure «Meradopsl, koTopsiMu MBI kuBem». [lo Jlakoddy, meradopa
MIPEACTaBISIET CO00M «KOTHUTHBHBIH MHCTPYMEHT JJIsI TIOHUMAHUsS aOCTPaKTHBIX MOHATHH H
abcrpakTHOro MblTeHus» (Jlakodhd, 2004, 244).

Jlakothd u JI>xoHCOH B KHHTe «MeTaopsl, KOTOPEIMH MBI KUBeM» MUIIYT, 4Tto «MeTadopa
HIMPOKO PACIPOCTPAHEHA B MOBCEAHEBHOW JKU3HH W IMOSIBJIICTCS HE TOJBKO B SI3bIKE, HO M B
MBICJISIX M JOeHCTBHsX. Hamia KOHIENTyajbHas CHCTEMa, B paMKax KOTOPOH MBI IyMaeM H
JIEHCTBYeM, HOCUT MPUHITMIHAILHO MeTadopudeckuit xapaktepy» (Jlakodd, dxoucon, 25). 1o
MueHnto Jlakod¢da u JHKOHCOHA, JIMHIBHCTHYCCKUE BBIPAXKCHUS, KOTOPBIC YIMOTPEOISIOTCS B
MOBCEAHEBHOW JKM3HM pa3peIialoT CcIejJarh BBIBOA O TOM, YTO [IO3HAHHE HMEET
MeTtadopuyeckuii xapaktep. MeTadopa sBISeTCS YACTBIO IMOBCEJHEBHOTO SI3bIKA U JTFOIH
0OBIYHO W 0ECCO3HATENFHO HCIONB3YIOT MeTadophl B CBoel peuyn. DTH MeTadopbl OYEHB
HWHTEPECOBANIY JIMHTBUCTOB U HAa3bIBAIUCH KOHIETITYAIbHBIMU METa(hOpPaMH.

Teopust koHnENTYaNIBHBIX MeTadop Bo3HMKIA B 1980-X rozmax, u ¢ Tex mop Meraopbl SIMOLUH
OIUPOKO  M3YYalOTCS JIMHTBUCTAMM, 3aHUMAIOIIMMHCA  KOTHUTHBHOW  JIMHI'BHCTHKOIL.
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Konuenryanphbsle MeTadopbl pacnpenessitoT BCIO CUCTEMY KOHIIETITOB B OTHOLIEHUH JPYT K
npyry. KoHuenryanbsHele MeTaOpbl UMEIOT ABE CTPYKTYPbI TIOHUMAaHUS: CTPYKTYpa UCTOYHUKA
U CTPYKTypa ILenu. VICTOYHMK SBIseTCS KOHKPETHBIM M IIeNb SBISETCS aOCTPaKTHOM.
KoHnnenryansHas MeTadopa HOCUT KOHLENTYalbHOE COIOCTaBICHUE M3 00JIACTH MCTOYHHKA B
00acTH meny. DTH COTOCTABIICHUS YaCTO UMEIOT pa3Hble MoHsTHsA, Harpumep, AYIIA — 3TO
XPYIIKHUI OBBEKT, [IEYAJIb — TO XUBOTHOE, BPEMS — DTO JIEHBI'U u T.1. B
9TUX MpPUMepax 00JacTh HCTOYHUKA — XPYIKHH OOBEKT, )KUBOTHOE ¥ JICHBIH, a 00JIaCTh LIeIU
— nyma, nevans u BpeMsa. «KoHuentyambHas o001acTh, W3 KOTOPOH MBI pHCYyeM
MeTadOopHYeCKUe BBIPOKEHUS s TOHUMaHHs APYroil KOHLIENTyajlbHOW 00JIacTH, Ha3bIBACTCS
HCXOJHOM 00JacThi0, a KOHLENTyalbHast 00JacTb, KOTOpasi MOHUMAETCsl OA00HBIM 00pa3om,
SIBJISIETCS 11eIeBOH obnacThlo. LleneBoil JoMeH — 3TO TOMEH, KOTOPBIH MBI IIBITAEMCsl IOHSTH C
MOMOIIBI0 HcXomHoro noMeHay (Kovecses, 2010, 4, mepeox Har).

Jlakodd u JI>KOHCOH 3asBIAIOT, YTO KPOME KOHIENTYalIbHBIX MeTa(op CyIIECTBYET eIe OJUH
KOTHUTHBHBIA MEXaHN3M, KOTOPBIH UIpaeT BasKHYIO pOJIb — 3TO KOHIENITyaJIbHast METOHUMHUSA. B
ToCIIeIHeE BpeMs yAenseTcs 00IbIIoe BHUMAHNE N3YYEHNIO METOHUMHUH.

MeToHUMHSL — 3TO TOXKE€ KOTHHTHUBHOE SIBJICHHWE, HO C JpPYroil OCHOBOW, deM Metadopa. B
KOHIENITYaIbHOH METOHMMHHU JIBE OOJACTH CBS3BIBAIOTCS TaK, YTO OJHA 3aMEHSET IPYTYIO.
Hanpuwmep, B xonuentyansHoit meronumun [TPOM3BOJAUTEJIb BMECTO ITPOAYKTA (Y
MeHs Ha cTeHe BUCHT [lukacco). B KoHIenTyaabHONH METOHMMHM OJHO IOHSATHE 3aMelacT
Jpyroe, a B KOHLENTyanbHOH MeTadope 0HO TTOHATHE TOHUMAETCs KaK APYroe.

Korma mbr roBopuM 00 smorusx, Koseuemr B cBoeit kuure «Emotion Concepts» nwrier, uto
«II0J KOHIIETITYaTbHBIMH METOHHMHSIMH MOJIPa3yMeBarOTCsI MTOBEIEHYECKHE u
(usnoNOrnYeckue peakiud U U3MeHeHus B (usndeckoMm oOmuke. B mpeabiaymux Momesnsix
MPEANOIATaIiCh, YTO ITH PEAKIMU COTPOBOKAAIOTCS KaKoi-HUOY b aMonuel. Takum o0pa3om,
COOTBETCTBYIOIIME SI3BIKOBBIE BBIPAXKEHHS MOTYT 0003Ha4aTh SMoOIH0. Dunonoruueckue
a¢dexTsl aMonuH Beipaxarot amonuto» (Kovecses, 40, nepeBo Hai).

KoHuenrtyajabuble MeTadopbl M KOTHHTHBHAS JIMHTBUCTHKA B3aMMOCBSI3aHbI. YenoBek
MOHMMAaeT M BBIpaKaeT aOCTPaKTHYIO IIeNIEBYI0 O00JacTh, HUCHOJB3ys 0Oojiee MPOCTYIO,
W3BECTHYIO M KOHKPETHYIO MCXOAHYIO 00jacTb. CIOXXHBIE WUJEH, TaKhe KaK >KU3Hb, JHOOOBD,
CYacThe, Medanb, THEB, BpEMs, MOHUMAIOTCS YEIIOBEKOM C ITOMOINBI0 KOHKPETHBIX HACH Kak
MyTEIISCTBUS, ITHUIBI, CBETa, THMBI, Bpar, JeHEr. Takue CpaBHEHHS 4YEJIOBEK JelacT
MTOJICO3HATENIFHO, KOTOPBIE €r0 HAayYWIId CBOM OIBIT, KyJNbTypa W Tpagulud. B Hamem
MMO3HAHWW OIBITHl TIOCTETIEHHO CKJIAIBIBAIOTCS, M YEJIOBEK CBSA3BIBACT W ITOHUMACT OIHO
MMOHATHE C MOMOINEIO Apyroro. [1o3ToMy, MOXKHO CKa3aTh, YTO KOHIENTyalbHas MeTadopa —
9TO YaCTh YEIIOBEYECKOTO OIBITA, M MBI HCIIOJIB3yEeM €€ KaXKIbIH ICHb B PEUH.

3M0l[l/ll/l CUYACThA M NIeYAJIN:

B aT10i1 cTaThe, IpoaHATM3UPYIOTCS PYCCKUE BRIPAKECHHS CUACTHSI M IT€YaNIA, YTOOBI OTBETUTH Ha
BOIIPOC, MOXXHO JIM KJIacCU(UIMPOBATH 3TH PYCCKUE BBIPAKEHUS CUYACTh W IeYald B
COOTBETCTBMM C TEOpHEH KOHIENTyalbHbIX MeTadop, npemioxeHHod Jlakoppom wu
JI>KOHCOHOM, M cileioBaTh KilaccuuKauu meradop, rnepedyucieHHoi B pabore Kopeuema
«Mertadopa u smormu, 2000».

BbipajkeHHs C4ACTBSI B PYCCKOM fI3bIKE:

CorylacHO DKMaHy Ha 5MOLUHM, YYEHBIE COTJIAIIAIOTCS C TE€M, YTO CYACTb€ — 3TO OCHOBHAs
smonus. Eciim MBI TOCMOTPHM HAa CHHOHUMBI CJIOBA «CYACThE», TO HAWIEM pajocTh BMECTE C
yTELIeHueM, yI0BOIbCTBUEM, yTeXa. VI3 3TUX CIIOB cHacThe SBISAETCA JIyYIIMM BapUaHTOM JUIs
KJIacCU(UKaIMK, ¥ OCTaJIbHbIE BapHaHTa NPUHAIICKAT K OMOLMOHAIBHOH CEMbE CYACTbHA.
CnoBapsb pycckoro si3bika Osxeroa (1988) ornpeznenser cioBo «cuacTbe» Kak:

CHACTbhE: YYBCTBO U COCTOSIHUC IMOJHOI'O, BBICIICTO YAOBJIICTBOPCHUAA.
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Onpez[eneHI/Ie npeamnojgara€t, 4ro C4aCTb€ OTHOCUTCA K OUYCHb 0COOBIM M HHTEHCHBHEIM
OMOIOHAJIBHBIM COCTOSIHUAM, KOTOPBIC TPYAHO AOCTUYb. Tenepb MMOCMOTpPHUM, KaK CHAaCThE
BBIPAXKACTCA B PYCCKOM S3bIKE.

I. CHACTBE — 3TO BEPX

Orta knaccupukanys MokasblBaeT OpHEeHTAUHOHHbIE MeTadopbl. OpHeHTalMOHHBIE MeTadOpb
— 3T0 Te MeTaophl, KOTOPhIE UMEIOT IIPOCTPAHCTBEHHBIE OTHONICHHS (BBEPX-BHH3, BIIEpE-
Haszax). JTO OJHAa M3 TPEX KaTeropui KOHLENTYalbHBIX MeTadop, KOTOpPBIE OIHMCHIBAIOT
Jlakodd u JIxoHCOH B cBoei kHure «MeTadopsl, kKoTopbiMu MbI sxuBeM» (1980). OcranbHbie
JIBE KaTerOPHU — 3TO CTPYKTypHas Meradopa W OHTOJIorHyeckass meradopa. «OpueHTamus
BBEPX HMMeEET TEHJCHIHUIO COYETaThCsl C MOJOXKUTEIBHOW OIEHKOW, a OpHUEHTALUsl BHHU3 - C
otpunarensHoin. (Kovecses, 2010, 40)

e ] Obuta Ha Bepxy 0Jia:KeHCTBA, HO BeIb M Ha Kparo Oe3dHEI cTosuta Toxke. [[Tammna
lep6akoBa. Lovectopus (1996)] (HaunoHanbHBIH KOPITYC PYCCKOTO S3bIKA)

e Panb} CcTOMT Ha BepXHEW CTYICHBKE MMbeAECTalla, CJIOBHO HA BepIIMHE MHUPAa, U
CMOTPUT BHHM3 Ha TPUBCTCTBYIOIIUX ero Joaei. [Asekcanap KabaHoBckuil.
Bocnuranue uysctB // «Popmyrna», 2001.09.15] (HanuoHansHbIH KOPIYC PYCCKOrO
SI3BIKA)

e Omn Oekal 1o TparmaM M OTCEeKaM, HareBas YTO-TO BECEJIOe M PaJIOCTHOE, He YYBCTBYH
HOT moa co0oii. [['puropuit Anamon. TaifHa aByx oxeanoB (1939)] (HamumonamsHbIi
KOPITyC PYCCKOTO SI3BIKA)

e Xena 3emuu moa co0oii He caAbIIUT OT pagocTu. [A. A. SI6nonoBckuii. Eruner
(1920- 1921). Toctu aurmmiickoro koposs (1920-1921)] (HauuonansHslid KOpIyc
PYCCKOTO SI3BIKa)

e 5 OblT HA celbMOM He0e OT CUacThsi, UCIIOJHUIACH MOSI MEUTa U, €CITH HAJO0 *K/IATh,
Oyny »xnath. [AHaTonmii PribakoB. Tsoxensrit mecokx (1975-1977)] (HammonamsHBIH
KOPITYC PYCCKOTO SI3bIKA)

Bcee st BbIpAXKCHHA MOKAa3bIBAKOT, YTO, KOr/Ia YCJIOBCK CHACTIIMB, OH MOJKCT BbIpAXKATb CBOC
CHAaCThE C MMOMOIIBIO OPUCHTALIUU «BBEPX», U 3TO €TI0 HOJIOKHUTEIIBHOC COCTOSAHHUEC.

II. CHACTBE - 3TO CBET

e  Mapxkus xe cusiet ot pagoctu. [T. Tpounkas. Teatp, koToporo He ObuI0 // «OTOHEKY.
Ne 31, 1959] (HarmoHamsHBIH KOPIYC PYCCKOTO SI3BIKA)

e UYeyoBeK Tak CYACTIMB, YTO €ro rJjasza cerstcsi (HanmoHanbHBINH KOpIyc pyccKOro
SI3BIKA)

o  (deneuka BOeXxasa K HEMY € CHSIIOIIMMU I71a3aMM U 00BSBMIA O TIPUE3AE «MOJIOIBIX
rocrioqy. [Typrenes, Otmp! u netr| (HarpoHambHBIH KOPITYC PyCCKOTO S3BIKA)

e Ero ycsl apoxanu, BelaBasi yiublOKy, a ria3a HCKPUJINCh PAZ0OCTBIO OT BCTPEUH C
toBapuuieM. [M. Menu, Jlabacta, 2020] (HauuoHa bHBII KOPIYC PYCCKOTO SI3bIKA)

B npuBeneHHBIX BbIIIE NpUMEpPax IJ1arojbl, TAKHE KaK «CHSTHY», «CBETUTBCS, «HUCKPHUTHCI)
MOKa3bIBAIOT, YTO, KOT/Ia YEJIOBEK CYACTIINB, €T0 CYACThEe MOXKHO OMHCATh ¢ MeTadopoii ceeTa.
Taroke B mpuMepax, Ii1a3a UCIONb3YIOTCS KaK KOHTEHHEPHBIE METa(OPHI.

Ectp €€ JBa MNpHUMEpa, KOTOPBIC ITIOKA3bIBAKOT, YTO CBET CYACTbI MOXHO 3aTCMHETH, a
BhIpaKeHHEe 0€3001a4HOE CUACThE BHIPAKAET COBEPILICHHOE CYACTHE.

e Osema ObUI MATKMM M JICJIMKaTHBIM YEJIOBEKOM, €MY Ka3aJoChb HEyMECTHBIM
oMpavaTh pagocThb cBoero apyra. [Apkaauii benmuukos. Cnada u rubesb cOBETCKOTO
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unremurenta. FOpuit Onema / 1BeTOK, caJoBHUK, y3HUK U KameHIHK (1958-1968)]
(HaruoHanbHBIH KOPITYC PYCCKOTO SI3bIKA)

e Emumeiii nom, emuHb ApyxHBIM 1mHp, EgmHoe 6e3006/auyHoe cuyactbe! [M. M.
Mopo3zos. Bumssm Ilekcrmp (1951)] (HammoHambHEIH KOPITYC PyCCKOTO S3BIKA)

I1l. CHACTBE - 9TO ) KUJKOCTb BHYTPU COCYJA

e  Beunslil, kak He00, OeNbIi KPUCTAJIBHBIH T'OPOJ 3aMCKPHJICS Ha JIa3ypHOH BHICOTE.
Cepane mepemosnmiaoch cuyactbeM. [b. A. Canosckoit. Kapm Bebep (1923)]
(HanmoHanbHBIH KOPITYyC PYCCKOTO SI3bIKA)

e IlpemuyBcTBYIO, YTO THI NPUEIENIb, U T4 MBICIL MPEUCHOTHSAET MEHSl PAT0CTHIO.
[JIer Kanesckuii, HecpaBaenHas XKozeduna, 2003] (HaunoHanbHBIH KOPITyC PYCCKOTO
SI3BIKA)

e Pajocth nmepeqmnBajiach M3 cepAla roHyapa B Aymry TapeHa, ¥ TOT MOHSUI, YTO BUJIUT
nepen co0oil BeaMualIIero macrepa, Kakoro €My JIOBOJWIOCH BHUAETh. [Jlmoiix
Anexcaunzep, Jleonnn SxuuH, Xponuku Ilpunaiina. Ku. 4. Tapen-Crpannuk, (2018)]
(HanmoHanbHBIH KOPITyC PYCCKOTO SI3bIKA)

B stux npuMepax paaoCTb BbIPAKACTCA KaK KXKUAKOCTb B 3HAYCHUUN KOHUCIITYAJIbHBIX MeTa(bop.
B MNEPBLIX JABYX MPUMCPAX INIAr0JI «IICPECHOJHUTHCA» U KIIPCUCIIOTHATH» YKa3bIBACT HA KUAKOC
COCTOSIHHUC PpanaoCTH. Cepm_[e WK TCIO0 YCIOBCKaA BOO6H_I€ HeﬁCTByeT KaxK MeTa(bopa
KOHTeﬁHepa. HOCJ’ICILHCG BBIPAKCHHNC IIOKA3bIBACT CUTYyaAIlUIO, B KOTOpOI>'I PagoCTh y 4CJIOBCKa
TaK MHOTI'O, UYTO 3TO IEPCINBACTCS U3 KOHT@P‘IHepa.

IV. CHACTBE KAK ABJIEHHUE ITPUPO/IbI

e Kars BcTpeTwsia €ro ¢ Takod OypHOH PajoCTbIO, C KaKOH MOPSIKOB BCTPEYAIOT U3
JAITBHETO TUIaBaHbs BepHbIe keHbI. [Enena benkuna. OT mo6Bu 10 HeHaBucTH (2002)]
(HanmoHaNBHBIH KOPITYC PYCCKOTO S3BIKA)

e byps cyacTbsi B AylIe MEMICHHO yTHXalla, W MOKpBIC IOJOCH CIie3 IPHATHO
xonogunu 1miekd. [Buxtop IlemeBuH. JIro60Bb k Tpem 1ykepOpunam (2014)]
(HanmoHanbHBIHA KOPITyC PYCCKOTO SI3bIKA)

e Bouna cuacTbsl 3amuia ee, W rja3a HAMOJHWINCH cie3amu. [Mapraper Murdens.
Yuecennsie BeTpoM (2003)]

e V [IpuBanoBa oTEMHENO B IJ1a3aX OT MPUJINBA CHYACTHSI, U OH TOTOB OB pacienoBa
Tb naxe Arpunmuay Owmuneeny. [, H.  Mawmun-Cubupsk.  IlpuBamoBckue
muuons! (1883)] (HaumoHanbHBIH KOPITyC pycCKOTO SI3bIKA)

OMOIUHN CYACThs, PAJOCTH OOBIYHO PACCMATPHUBAIOTCS KaK SIBICHUS MPHUPOABI. DTH OIMOIHMH
YHOTPEONAIOTCS TaK, YTOOBI MOKA3bIBaTh MHTEHCUBHOCTH ITHX dMonuid. CpaBHEHHE CUACThS C
Oypeil, BOTHOW W TIPHJIMBA MMOKA3bIBAIOT CUIIBHOE YYBCTBO PAOCTH. Takne BhIpaKeHUS HAXOMIST
cBo€ mecto u B kKareropun «CUACTBE KAK ABJIEHUE TTPUPO/Ibl» u B xarteropum
«CYACTBE — 3TO XKNUJKOCTb BHYTPU COCYJIA».

V. CYHACTBE TPYJHO UBMEPUTH

e Omna Opocuiack KO MHE B OOBSTHS, M HeCKa3aHHasi PaJoCTh IPHUIDIA K HAM 000MM
onHoBpemenHo. [HOpwmii Asapos. ITogospeaemsrii (2002)] (HaumoHanbHBIA KOpIyC
PYCCKOTO SI3BIKA)

e He Moxer HeommcaHHasi pPafoCTh Halla B TECHBIX MpeAeNax ceplla HbIHE
ylepXKaThcs, HO Ha JIMIE M Ha s3bIK m3nuBaercs. (HanmoHadbHBIH KOPIyC pycCKOTro
SI3bIKA)
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® — U B rOJIOBE TOBOPUBIIICTO YYBCTBOBAJICS CTPaX M CKPBITAS PAA0CTh U30aBJICHUS OT
otrBerctBeHHOCTH. [A. [1. IlmaTonos. I'opon I'pagoB (1926)] (HammonamsHBIH KOpIyc
PYCCKOTO SI3BIKA)

B aTux mpumepax mnpuiiaraTeibHbIE KaK «HECKa3aHHBIW», «HEONHMCAHHBIN» M «CKPBITHII»
N300paXKaroT pajocTh KaKk 0OBEKT, KOTOPBIH TPYAHO M3MEPUTh. JTO M300pakaeT LIMPOKUH H
OOIIMPHBII XapaKTep 3MOLUH PATOCTH.

VI. CHACTBE — 3TO )KUBOE CYHIECTBO

«OnuuerBopeHHe — 3TO JIMTEPATypHBIM IpuUeM, 3aKIIOYaloIiuics B TOM, YTO
HEOAYIICBICHHBIM TIpeIMETaM IPUINCHIBAIOTCS CBOMCTBAa OAymIeBICHHBIX» (TOJKOBBIN
cnoBaps EdpemoBoir. T. @. Edpemoa. 2000). Hmke mpencraBieHbl NpUMEPHI
OJIMIIETBOPSIIOTCS] SMOLIUY THEBA.

e S momyman: «Bot kxorma MHe cuacthe mpuurioy. [b. C. XKurkos. Uto O6s1Bano (1934)]
(HanmoHaNBHEIH KOPITYC PYCCKOTO SI3bIKA)

e On Oexwur, s cie3bl Jjpto, Cuactbe ybemxano. [H. C. JleckoB. Hekynma (1864)]
(HanmoHanbHBIH KOPITyC PYCCKOTO SI3bIKA)

L4 PO,I[I/IJ'IOCL HOBO€ CHACThE B MHOFOZ[GTHOﬁ CEMBC.

I'marosel Kak «IpUUTHY, «yOeXKaTh», U «POAUTHCS YACTO HCIONIB3YIOTCSA AJIS OJIMLETBOPEHUS
cyacTbd. Takue BbIpaKEHHS IIOMOTralOT HaM JIydllle BOCIPUHUMAaTb OMOLMM U UX
XapaKTEPUCTHUKU.

«HpﬂﬁTH» IIOKa3bpIBA€T, 4YTO CYACThC HAYMHACTCH, <<y6G)KaTB)) IIOKa3bIBA€T, 4YTO CYACThEC
3aKOHYMIICS. A MOCHEIHUN NpuMeEpP C TJIArojioM «poAaAUTHCI» O6’I>$ICH$[CT, YTO CYACTBE YMECT
POXAATHCA U YKa3bIBA€T HAa BOSHMKHOBCHUC 3TOM OMOIIMH B YCJIOBECKE.

VIl. CHACTBE — 3TO BE3YMUE

e ] Gruta 6e3 ymMa oT pagocTH, uro Manbuyuk Haméncs. [b. JI. ITacreprnak. Bo3nymiHeie
nyTtH (1924)] (HammoHansHBINH KOPITYC PYyCCKOTO SI3BIKA)

e [lpu ponymieHuu, 4To OH eule pa3 yBUAUT AHTUNOBY, FOpuit AnnpeeBuu ode3ymel1 0T
panoctu. [b. JI. ITactepnak. okrop Xusaro (1945-1955)] (HammonansHsIl KopITyc
PYCCKOTO SI3BIKA)

e OHa morepsJjia rojoBy OT PagoCTH, TAKO! OH KpacaBuuk. [Omunu bponTte. ['po3oBoil
nepesai. (2014)]

e  On Oyzaer Hecka3aHHO, HECKA3aHHO OOTaT, MOYTH COMAET C yMa OT CYACThSI, U TOTJa
ckaker Anéne: Opocail teatp. [H. b. Uepnsix. Cnabbie, cunpnble. Yacts mepsas //
«Bouray, 2015] (HammoHaabHBINH KOPITyC pyCCKOTO SI3BIKA)

Bce st IMPpUMEPHBI TTOKAa3bIBAIOT, 4YTO, KOTAa YCIIOBEK ‘-Ipe3BBI‘IaI\/'IHO CHacCTIMNB, OH TEPACT
KOHTPOJb HAaJ CBOMM pa3yMoM. THOHYHBIE JHWHTBHCTHYECKHE TPUMEPHl ITHX MeTadop
MPEIIOJIaraloT, YTO YEIOBEK, KOTOPhIA OYEHb CUACTIIUB, CKOPEe BCEro, MOTepsieT KOHTPOJIb HaJl
co6oii (Koseuemr, 2008).
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Bblpamemm nme4vyajim B PyCCKOM SI3bIKE:

[To MHEHHMIO DKMaHa TeYaib SBIACTCS OXHOW M3 IIECTH 0a30BBIX AMOIMH, KOTOPHIE OH Ha3Bal
YHHUBEPCAJIbHBIMH AMOIUISIMH. V3 CHHOHUMHYECKHX PSAIOB CIOBA IeYallb BCTPEUAIOTCS TaKHE
CJIOBa KaK TPYyCTh, TOPE, TOCKA, YHBIHKE, CTpaJaHue U CKOpOb. B 3TOi cTaThe CIOBO «IICUYAIb
YHOTPEONseTCs ISl KIaCCU(PUKAIINY, U JPYTUE CIOBA BXOIAT B CeMbIO nevyanu. [ledamn — 310
OIMpOKass OO0JIaCTh SMOIMOHAJBHBIX COCTOSHHM, KOTOPBIE HYENOBEK MOXET HWCIBITHIBATE.
Cy1iecTByeT HECKOJIBKO Pa3HbIX BHUJIIOB TMEYaNU: OT JIETKOW HENPHUSTHOCTU 0 YPE3BBIYAHOTO
oTuasiHus U rops. Teneps paccMOTpUM, Kak Mevalib BEIPAXKAETCS B PYCCKOM SI3BIKE.

I. IEYAJIb — 3TO BHU3

e S wmzobpasun raybokyw medann. [D. B. I'mamkoB. IToects o merctBe (1948)]
(HanmoHanbHBIH KOPITyC PYCCKOTO SI3bIKA)

e Ha mMuHYTY OHa TOBecenena, a 3aTeM BIaja B eme Oosee riaydokyro Tocky. [Ctpocc,
UYapnes / Cemeitaoe neno| (HammoHansHBINA KOPITYC PYCCKOTO SI3BIKA)

e 'V MeHs AyIIa yIjia B ISITKH, KOTJIa MOKa3aics oH Ha mopore.  [Emena  Xaerkast.
Mpakobec/ Copa npomnaimux (1997)] (HarmoHansHbIH KOPIYC PYyCCKOTO SI3bIKA)

B mepBBIX OBYX mpuMepax Hedalb M TOCKA CUHTAIOTCA TIIyOOKHMMH. [JyOOKO 3HAYHT BHH3.
IToatomy, moxHO cka3ath, 4To IIEUAJIb — O3TO BHU3. A mnocneguuil mpumep sBiseTcs
(pa3eonoru3mMoM, KOTOPBIA TOXKE yKa3bIBaeT Ha IOHWKEHHOE HACTPOECHHE 4eI0BEKa, KOrga OH
HCTIBITHIBACT SMOLIMIO TTE€YaIIH.

. MIEYAJIb - 3TO ) KUJAKOCTb BHYTPU COCYJIA

e TarpsHa MBaHOBHA BO BCIO CBOIO OEIHYIO KM3HH MCHMJIA MOJHYIO 10 KpaéB yamny
rops.

e bynere nuth, TOBOPUT, ThMY, a IIOCMOTPHUTE CBET; OyleTe MUTh MeYalb, a Haiinere
Becenue. [C. JI PoctoBckuii, [loydenus u mnpomosenu] (HarmmoHanmpHBIN KopIiyc
PYCCKOTO SI3BIKa)

B »TOM mpumepe rope M mneyalib CpaBHUBAIOTCA C >KUIKOCTbIO, B IEPBOM IpUMEpPE rope
HaxOJUTCs BHYTPH YaIK{ U HAIlOJIHEHA 0 KpaeB. [ J1arosbl Kak «IUTh» U «UCIUTH) 03HAYAIOT,
YTO Meyalib UMEEeT KUJIKUM XapakTep.

o B st MmomeHTEI CO3aTeIn KapTUHBI IMOAXBATHIBAIOT BOJHY NEYAJIHd W NMPUHUMAIOT
peUICHUC yA1apuUTCd B CAHTUMCHTBI.

B sToM mpumepe mewanb CpaBHHBAeTCS C BOJHOW, YTO IMOJPa3syMeBaeT KOHIENTYaJIbHYIO
kateroputo «[IEHAJIb — DTO XUJKOCTb BHYTPU COCYJA». DTOT mpuMep Taxxe
MpUHAANEXKUT KoHlenTyansHol kateropun «I[IEHAJIb KAK ABJIEHUE ITPUPO/bI».

11l. MTPOCTPAHCTBEHHOE 3HAYEHME, BBIPAJKAIOIIEE ITEYAJIb
e [loif, naxe eciiv B Aylle MOCETHIACH MeYaJib, ITOH.

10T NpUMEP NOKA3bIBACT, UYTO I€YaJIb NOCCINJIACh B AYIIC, KaK 6yI[TO neyajlb — 3TO O6’I)€KT, u
noceiniIach B KAKOM-TO IMPOCTPAHCTBE.

e  Ecimu rpycTh NOAKATHIA K CEPAIY U 3aMyUIIa CyeTa, €CIIM MHP MOKA3aJCs CEPhIM -
mojapure cede KoTa.
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B »ToM mpumepe IBIKEHHE IeYanud K CEpIIy IOKa3blBaeT, YTO JEHCTBUE IMPOMCXOIUT B
MPOCTPAHCTBE. 3lIeCh NMPOCTPAHCTBO — 3TO UYEIOBEYECKOE TEJ0, KOTOpoe HEHCTBYyeT Kak
KOHTelHep MeTadopa.

IV. IEYAJIb KAK SIBJIEHUE ITPUPO/bI
e Aaaii, MOpe TOCKY MOIO 3a0Hpaii, Aaaii, yckail HeCeT BOJIHA NMeYaJIb B CHHIOIO J1aJlb.

31ech medanb CPaBHUBACTCS C BOJNHOH. MoOpCKHE BOJHBI — 3TO IOCTOSHHBIE HPUPOJHBIC
SIBJICHUS], KOTOPBIE SIBJISIFOTCS] CUIIBHBIMH, @ TaKKe U cJIaObIMU B CBOEHt popMe B 3aBUCUMOCTH OT
UX MHTeHCUBHOCTH. CpaBHEHHE TOCKU C MOPEM ITOKa3bIBaeT OOJIBIION 00BEM Ieyasu, KOoTopas
HHUKOTJ[a HE 3aKOHYUTCSA. JTH NPUMEPHI AOKa3bIBAIOT, YTO IEYalb TAKKE€ MOXHO CPaBHUTH C
TIPUPOAOH U €€ CBOMCTBaAMHU.

e Takas Oypsi MbIcIel, BOCNOMHHAHUII U MeYaau BIPYT MOAHAIACH B €T0 JTyIe, YTO OH
He Mor cmare. [JI. H. Toncroii. Boitna u mup. Tom Bropoii (1867-1869)]
(HarmmonanbHBIH KOPITYC PYCCKOTO S3bIKA)

31eck neyanb cpaBHUBACTCs ¢ Oypeil. Byps siBisieTcst cuibHOM B cBOeH mpupoje. IHTeHCUBHOE
YYBCTBO MEYaId HMECT IIMPOKUE MOCIEACTBHA Kak Oyps. DTO MUHAMHUYECKOE MPUPOIHOE
SIBIICHHE, KOTOPOE CO3JacT OOJBIIYI0 HEeNmpUATHOCTh. Korma demoBek B rope, OH HE TOJBKO
co3faer OecroKOMCTBO [uisi ce0si, HO M sl Apyrux. Takke 31ech Jylla UCIOJb3YyeTCs Kak
KOHTelHep meTadopa.

V. IEYAJIb UMEET IBET

e U uro xe Oyner? Tocka 3eaénas! Enyt, enyt, enyr... [Bacmwmii Hlykmun. [leuxu-
naBouk# (1970-1972)] (HaunoHaIbHBIN KOPITyC PYCCKOTO S3bIKA)

e UYgpHasi ToCKa Kak-TO cpa3y mojkaTwia K cepaimy Mapraputel. [M. A. Bynrakos.
Macrep u Mapraputa, yacte 2 (1929-1940)] (HaumoHanbHBIH KOPIyC PYCCKOTO
SI3BIKA)

Beimeyka3aHHble IPUMEpPbI TIOKa3bIBAIOT, YTO 3MOLIMS TOCKH UMEET KPacKy U ObIBaeT 3eJICHBIM
U YEPHBIM.

VI. HIEYAJIb — 3TO )KUBOE CYHIECTBO

e Tocka meHs 3arpbi3ia, mecta He Halay. [A. H. OctpoBckwuii. [IpaBaa — xoporo, a
cuactbe ayumte (1876)] (HanmoHaabHBINH KOPITyC PyCCKOTO SI3bIKA)

e  Onsare ObuIa BecHa, HO yke He Obuto [lamm AdanacbeBa, U koraa JIuza B mepBblii ke
Beuep IMOLUIa B caj M CTaga y 3abopa, Tuxas rpycTb oxBatmiaa ee. [M. I
Apupibamres. Tenu ypa (1905)] (HanmoHanbHBINH KOPITYC PYCCKOTO SI3BIKA)

B »3Tux mnpumepax OJHMIETBOPSCTCSA IeYaib. |JMarojipl, KaK «3arpei3Th» W «OXBATHUTHY
M300paXaroT Medyaib KakK JKUBOE CYIIecTBO. lledanhb — 3TO SMOIWMS, KOTOpas pa3BUBAETCS
BHYTPH UEJIOBEKA, W TJIAr0JIbl «3arpbI3Th» U «OXBATHUTHY B ATUX JIBYX MpHUMeEpax yKa3bIBalOT Ha
JKHBOW XapakTep Iedalld, TaK KakK Medalb He MOXET 3arphI3Th MM OXBATUTh KOTO-THOO, HIH
YTO-TH00 OYKBAIBHO. DTU BHIPAKCHUS MOKA3BIBAIOT, YTO INEYAIb MOXKHO 3aCIOHSATH JPYTHE
SMOLIUU.
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VII. IEYAJIb KAK U3BMEHEHUE B ®PU3NYECKOM OBJIUKE

DTO KOHLENTYyaJ bHAsI KAaTeropusi METOHUMUI M OOBSICHSAETCS, YTO SMOLMHU, B JAHHOM Cliy4ae
reyalib, OKa3bIBAIOT OMPE/ICICHHOE BIMSHIE Ha YaCTH Teaa. IMOIMU OCOOCHHO BIIUSIOT Ha Tela
YEeNIOBeKa, OHM MOTYT YBEIMYMBATH WJIA YMCHBIIATh YACTOTY CEPICYHBIX COKpAIICHU,
JIBIXaHUS, B PE3yJIbTATe 3TOTO TEJIO MOXKET UCIBITHIBATH IPOKAHME M MOXET CTaTh KPaCHBIM
WK OJIETHBIM.

e  Harneii BuHa, caku! Tocka cTecHsieT rpyAb

e C TaKeJBIM cepaUeM OCTaBWJI g €ro TaM y pPOACTBEHHMKOB, HO uepe3 Toji OH
BepHyucs, sako0bl moroctuth. [M. Bb. CammmoB. Cka3ka o mocinexnHeM xaHe //
«bemsckue [IpocTopey, 2010] (HammoHamsHBIH KOPITYC PYyCCKOTO S3BIKA)

B mnepBoM mpuMepe H300pa)KeHO, YTO NeYalb CTECHSET TPyAH. A BO BTOPOM IIpuUMeEpe
MTOKa3aHo, YTO TPYCTh MOXKET OTsromath cepare. Cepane 0OBIYHO MCIIONB3YeTCs Kak MeTadopa
KOHTeWHepa IpH H300paskeHUH TTeTaIH.

VIll. IEYAJIb — 3TO BOJIE3Hb

e Korna on BcriomuHan e€ riaza, e€ ronoc, HeBbIHOCHMAasi TOCKAa OXBaThIBajla €ro.
[Bacummit I'poccman. JKusHp u cyapba, gacte 3 (1960)] (HammonanpHEI Kopiryc
PYCCKOTO SI3BIKa)

HpI/IBe[[eHHOC BBIIIIC BBIPAKCHUC O61)$[CH}IGT, YTO II€4YaJlb HCBBIHOCHMA, KakK 6y[[TO KTO-TO
HCIBITHIBAET 0OIIb.

e J paboranma, m Ha MEHs Hamajgana ;kry4asi Tocka. [Jlumgus CmupHOBa. Mos m000Bb
(1997)] (HaumoHaIBHBIN KOPITYC PYCCKOTO S3bIKA)

B nannom mpumepe peds uneT o6 octpoit nemnpeccun. Jlenpeccust — 310 hopma 3aboneBaHu,
KOTOpasi ITPUBOJIUT K TMTOCTOSTHHOM Neyas.

3akjiouenne:

Cuactee W Tevalb SBIAIOTCS [BYMs M3 IIECTH 0a30BBIX 3Monuil. BochnpuHumanue u
BBIPKEHNE ATUX SMOLMHA 3aBUCST OT KyJIbTYphl U CYIIECTBOBAHHS Pa3HBIX MOHSITHH B HAapoJe.
B pycckoM si3bIKe MIMPOKO HUCIIOJIB3YIOTCS PA3IMYHBIE BHIPAXKEHHS CHACThA M nedainn. CyacTbe
¥ Tiedanb uMeroT npoTuBononoxHyto kateroputo «CHACTBE — OTO BEPX» u «ITEHAJIb —
OTO BHM3». Dro mnokas3blBaeT, 4TO ATU SMOLMHU IPOTUBOIOJOXKHBI IO CBOEH IpPUPOE.
Bcerpeuaercst psin BbIpaskeHHH JUISl BBIPKEHHUS JKHJIKOCTH M BHYTPH COCyJla B 00€UX SMOIHSX.
Teno yenoBeka urpaet posib Mmetadopsl KOHTeHHepa. [1aza, cep/ie u aymia TakKe BBICTYIIAIOT
B poinu MeTadopsl KoHTeHHepa. CymecTBYIOT BEIPaKEHUS PaJOCTH U NeYaln, CPaBHUBAEMBIE C
Pa3HBIMU SIBIICHUSIMH IPUPOABLL. B KOHIENTyanu3auy c4acThbs U MEYaIX SBICHUS IPUPOJIBI KaK
Oypsi, IPUIINB, BOJTHA, MOPE CPABHUBAIOTCS C ATHMH dMoIuAMI. KoHIenTyansHble METOHIMHS,
KOTOpPBIE YKa3bIBalOT HA W3MEHEHHWE B (M3MUECKOM OOJIHMKE BCTPEYAIOTCS TPH BBIPAKCHUU
SMOLUH Hevand. OMOIMU PaJOCTU M INedald BIUSIOT Ha YEIOBEKa HE TOJILKO BHEIIHE, HO U
BHYTpeHHE. B To BpeMsl Kak B Cilyyae Nedaad dMOLUS CUMTAETCS OCTPOH B OTPHLATEIEHOM
CMBICIIE, B CITy4ae CYacTbs, OHa BIUSET Ha MO3T, HO Oe3BpeseH Ul 4eIoBeKka. Mbl OTMETHIIH,
YTO W300paXEHHE SMOLMH IEYaJd C MOMOIIBIO IIBETa BBIPAKAIOT MHTEHCHUBHOCTH IEYaIH.
Ipoko HMCHONB3YIOTCS OJMLETBOPEHHS B OOEUX OMOLMAX M OTO JOKA3bIBACT, YTO SI3BIK
ABJISIETCSA [0 CBOEMY XapaKTepy aHTPOMOLEHTPHYHBIM. IITak, 00¢ 3TH 3MonuH O4eHb 0a30BbIC
10 CBOEH MPHUPOAE, U aHAIH3 3TUX IMOLMN C MMOMOIIbI0 KOTHUTHBHONW MOJIENN HE TOJIBKO JAaeT
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BO3MOXHOCTb YBUIETb, KAK 3TH 3MOLIUU H300pa’kaloTCs B MOBCEHEBHOM KHU3HU, HO U MOUEMY
OHH H300paXkaloTcs OIpEAETICHHBIM 00pa3oM. [, HaKoHEN, MOXXHO CKa3aTb, 4YTO MBI
HCTIONB3yeM 0Opa3HbIE BBIPAKEHHS TOPa3Io Jalle, 4eM OyKBaJbHbIC, B HAIIICH JKU3HH.
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TAKAKHU - DUKIHUOHUCT B IUTEPATYPE «MAJIAAJIAM»
Kpumnakymap. P.C

[IpenogaBarens u 3aBenyrommii Kadenpoit pycckoro si3pika, Y HuBecuTeT Kepaisl,
Nunnsa

THAKAZHI - THE FICTIONIST IN MALAYALAM LITERATURE
Krishnakumar. R.S
Assistant Professor and Head, Department of Russian, University of Kerala, India

Annomayusn: «Taxascuy Hlusawanxapa [lunnai, (komopoeo npocmo naszeanu kax « Taxascuy
Om uMeHU CcBoeti POOHOU OepesHU), AB0Aemcs OOUHM U3 COBPEMEHHbIMU RUCAMENSIMU-
benrempucmamu, ocobenno 6 wmame ‘Kepana’ 6 wowcuoti yacmu Unouu. On umeem donee uem
namudecamuiemHull Onvlm MEOPUecKol pabomel 8 Jumepamype Maidsaidm, U 3d e20
meopuecmeam, Hapucyrouwumu 0eOHbIX U 00e300/eHHbIX 8 Nnepuod XapaxKmepusyruulics
Kacmoeou cucmemoti 6 eodanvHom ycmpoiicmee, ciedyem CoOyuanbHas mpauchopmayus
obwecmsa 8 ceoém pooHom wmame. E2o copox pomanos u 6onee wecmucom pacckazos
ONnUCLIBAlOM GeNUKONIENnHble Ueloseyeckue OomHoweHus ceoeli oOepesnu «Taxaxcuy. Eeo
rkopomxuti poman « Yemmuny (Llpumn/Kpusemra) nonyuun medxcoynapoornoe npusnanue. Eeo
POMAMbBL U PACCKA3bL 0OPAWAIOMCSL K PA3TUYHBIM CILOSIM 00Wecmaa cepeduHvl 08a0Yamozo 6exd
wmama Kepanvi. Eeo poman «Tommuiode Maxany (CoinMycopwura,1948) cuumaemcs
IYUWUM  8ONAOWeHUeM U30OPAdCEHUs PEeANbHbIX IHCUSHEHHBIX CUMYAYUUl 8 XY00HCecCmeenHOU
aumepamype. B pomane uzobpasicenvl mpu NOKONEHUS ceMbl paboyezo Kuacca panoHa
‘Aanannyssca’, komopule 3anumaiomes mycopwuxamu. Poman 6pocaem 6vi306 nHebrazopasymue
Kacmoeotul cucmemvl, 8 KOMopou npogheccus 3agucum om pooocioguol. Hacmoswas cmamos
npedcmagisem cobou NONbLIMKY NPOAHAIUZUPOBAMb UOeU,UOe0N0UL U MEOPUeCKUe MATAHMbl
nucamens « Taxadxcuy kax nucamens- QUKYUOHUCTNA 8 TUMEPAMYPE MATASALAM.

Knioueswvie cnosa: Taxaxcu [llusawanxapa Iunnail., Xyooscecmaennas aumepamypa,
Coyuanucmuueckuii peanusm, iumepamya « Manasniam»

Abstract: “Thakazhi” Sivasankara Pillai, who is popularly known as “Thakazhi” (named after
his native village), is one of the contemporary fictionist writers in India, especially in the State
of Kerala situated in Southern India. He has literary experience of more than fifty years in
Malayalam Literature and his literary creations, portraying the lower poor and the
downtrodden in the period characterised by the caste system in a feudal set-up, are followed by
a social transformation of society in his home state of Kerala. All his forty novels and over six
hundred short stories portray magnificent human relations of his own native village of
‘Thakazhi’. His short novel ‘Chemmem’ (Shrimp/Prawn) received international acclaim. His
short stories and novels address different faces of society in the mid - twentieth century in
Kerala. His novel ‘Thottiyude Makan’ (Son of the Scavenger, 1948) is considered the best
epitome of the portrayal of real-life situations in fiction. The novel exposes three generations of
a labour family in Alappuzha District, who engages themselves as scavengers. The novel
questions the imprudence of the caste system on which one person’s occupation depends on
lineage. The present article is an attempt to analyse Thakazhi’s ideas, ideologies and creative
talents as a narrative fiction writer in Malayalam Literature.

Key words: Thakazhi Sivasankara Pillai, Fiction, Socialist realism, Malayalam literature

ITocne oOpereHNsT HE3aBUCHMOCTH, MajasiaM JINTEpaTypa CTaOMIBHO Pa3BHBAJIACHh HOYTH BO
BCEX OTpaCisiX JHUTEPaTypHOH NeATETbHOCTH. BIHsSHWE TOATHYECKOH TPOWIB, TaKWe Kak
Kymapanaman, Yimoop u Bamnarton, monwio Ha yObIIb, W HOBBIC TEHICHIIMH Hadaln
YKOPEHSThCS emE 0 Mpuxoma cBOOOMBL. B 3TOT mepmon mpogomKuics HEO-POMAaHTH3M,
CMEIIaHHBI C OTTEHKOM peajn3Ma; MPOTPECCHBHOE ABMKCHHE C €r0 IMPHUBEPKEHHOCTHIO K
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peanu3My W Jake HaTypalu3My paccesuioch ¢ KoHdepeHIHel, KOTOpyIo MPOou30LLIa B TOpoe
Komnnam u3-3a copoB MexIy CTOPOHHMKAMHU >XECTKON JMHUM KOMMYHHCTHYECKOH mHapTHH,
takumu kak M.M.C. HamOynupunan u mucatenu kak Kemasa [leB, Takaxwu lllnBamankapa
Mumnait u [xozed Mynnmaccepu. Cpenm mnmcarteneii, KOTOpBIE IOAICPKHUBAIH JICBYIO
HZICOJIOTHIO, TIEPEIyTaliCh 32 KOPOTKHH HEPHOJ, HO XyHOKECTBCHHAS JINTEPATYPa, MOI3US H
JpaMa, Ka3alhCh BCKOPE IPEOAOJNICTN 3TH HACOJIOTWYECKHE KOHTY3MH M BCTYNHJIM B HOBYIO
a3y, oTOpocuB N30HTEIE 03a00UEHHOCTH U (POPMBI BHIPAKCHUS.

Takum o0Opazom, BTOpyr0 MOJOBMHY XX BeKa B MallasulaMCKOM JIMTepaType MOXHO Ha3BaTh
MOCT-IIPOTPECCUBHOM, TOCT-POMaHTUYECKONW WIIM MOJECPHHUCTKOH. Kak M BO MHOTHX ApYyrux
WHAMNACKUX S3bIKAaX, B MajasuiaM MPOJOJDKAIN MPOUCXOAUTh U3MCHCHHS HapaBHE C TEM, YTO
MPOUCXONWIIO B OONBIIMHCTBE JUTepaTyp Mupa. COBpPEeMEHHBIH MEpHOA B JIUTEpAType
MaJiasyiaM MOXHO pasfenuth Ha Tpu ¢aser: (1) mepuox Bospoxnenus (1880-1930 — Heo-
KJIACCHIIU3M M poMaHTH3M), (2) mepmoy Commamuctudeckoro peammma (1930-1947) u (3)
CBoOonHb meproa. TpyAHO TOYHO OIPENENNTh, KOTAa Hadajlach HOBas TEHACHIHMSA ITIOCIE
1947r. TeHnmeHUHs OTXO0Ma OT COIMAJIMCTHYECKOTO peali3Ma, WHTEPIPETHPYEMOIO B Y3KOM
CMBICIIC, TIpHBENIAa K PAa3BUTHIO JKaHpPa pOMaHa MajasjlaM B IIEPHOJA IOcie OOpeTeHHS
He3zaBUCHUMOCTH. DeHOMeHaNmpHBIN ycrmex «UeMMuHa» Kak poMaH M Kak (WIBM 3aCTaBUI
Takaxn Ha4MHATH MHCATh Ha OOJBIIOM Mepe paccKasbl O IJIOJIX BOKPYT HETrO. 3perbie
npousBeaenus Jc.Ka.[lorrekkarra, B.M.bammpa, Kemas Jlea, Takaxu n Ypyba npuBpatuiin
TPEeThIO 4eTBepTh XX BeKa OJHUM U3 CAMBIX SPKHX IIEPUOJ0OB poMaHa B ManasijiaM Jureparepe.
(Yaitrans, Kpumna, ctp.14)

Ocobennoct Takaxkm Kak HI/ICEITGHL-66JIJ'IGTPI/ICT Ui (I)I/IKI_[I/IOHI/ICT IpOoaHaIN3UPOABIN
HOZ[p06HO HWKC pacCKpbIiBasad COACPIKAHNU, UJACU U MBICIIN B HCKOTOPBIX €TI0 MPOU3BCACHUAX U
TaK K€ BBISIBJISIS €TI0 KU3HEHHBIE OOCTOSTEILCTRA.

Takaxu IllnBamankapa [Ininail u3BecTeH B IMTEepaType MajasiaM Kak MucaTelb-OeIuIeTpucCT,
KOTOpBIIl OCOOEHHO CJIeJOBAJI PEANMCTUYECKHE TEeHJCHIIMM B CBOMX MpOM3BeAeHUsX. Ero ums
«Taxaxxn» U3BECTHO KakK IICEBJOHUM, KOTOPOE OH NPUHSUI OT UMEHU CBOEH POJHOW JIEpPEBHU,
rae oH poawics B 1912 rogy B cpenHelt KpeCThIHCKON ceMbe. Bo MHOTHX €ro paboTax MOXKHO
BUJIETh KapTHUHBI CBoel cilabopa3Buroll nepeBHU «Takaxuy MOJHBI C PHUCOBBIMHU IIOJISIMH,
oMbIBaeMoil ApaBuiickuMm MopeM. Tak ke MOXXHO BHJETh KpPacHBBE KapTHHBI CaMOM ero
JICpeBHH, OYapOBATEIbHBIMHU MpPa3THUKAMU YypoxXKas, HapOJHBIMU TECHSIMH W TaHIAMH, U C
CyeBepHsIMH HETPaMOTHOTO OONBIIMHCTBA M MX OJKCIUTyaratopoB. B nmercrBe, Takaxn
MO3HAKOMUJICS C JINTEPATYPOH OT CBOET0 OTILA, KOTOPBIA €XKEeTHEBHO MOCIIE YyKUHA YUTAN CBOEH
ceMbe BeNMKHe MHIuHCKUe snockl «PamasHa» n «Maxabxaparay. ITO OCTaBWIO HEU3TIIAINMOE
Ble4arieHue B co3HaHuu [lmmnail. M mosgHee, B ero NpoOW3BEACHUSAX HAIUIUM OTPAKECHHE
Pa3sHOBHIHOCTH 3THX 310COB 110 opme u no crpykrype. (ITankep, Aitsiima, dp.K, c1p.92)

Bnusane 3amagHoit nmrepatrypbl Ha Taxaxkm: Takaxkw OBUT OYEHB YBJIEKCS TBOPYECTBOM
3amagHbIX MUcaTesnel, ocoOeHHO TBopuecTBOM Toscroro m Momaccanra, Hampumep, oauH u3
€ro TMomyJspHBIX paccka3oB Obul «Besmmammokkatuisy, (Vellappokkathil / In the flood)
(IMauxkep, A#ismima, Jp.K, ctp.87).

Kak u gpyrue ero coBpemennuku- Kemasa J[3B, B.M.bammp, Mytraty Bapku u C.K.
Iotrexkan, Takakum TOXXe BEPWJI B PCBOJIOIHOHHBIC HJIEH WM COIMAIHCTUYCCKUN peann3M
Omaromaps BIMSHHUIO 3amaJHOW JUTeparypbl. BrwmsiHue 3amagHeix mucatenedi Yexosa,
M.T'opskoro, Mbcena m JlukkeHca MOXXHO BHICTH B paccka3zaX W poMaHaxX TakaKu TOXKe.
Hanpumep, HOBBIE TEHACHIIMHN B JHTepaType TakaXu SKCIIEPEMEHTHPOBAI B €r0 paccka3ax W
pomanax «CeiH Mycopinka,1948 (Son of the Scavenger), u «TauauBapram, «Hurmme»,1950
(The Beggar Class). M3BecTHblii tuTepaTypoBes B KpUTHK Toro Bpemern K.M.J[)xop:kb mrcai o
TJIaBHOM JINTEpAaTypHOU TeMe MHOTHX 3alaHbIX MUcaTeNei, Takux Kak Takaxu, Tak:
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«B nosoti panmacmuxe Ovin nponemapckuli akyenm,; nPocmotl Yei08ex CHIA 2ePOeM.
B mo oice apemsa scusnb na Oonee HUSKUX YPOSHAX CHUMANACH He MOJLKO HOOXOO0A UM
npeomemom O MEOPHEeCKO20 NUCMA, HO U HAuboJee aKMyaIbHbIM 8 MEHAIOWEMC
mupe, 20e pabouuii kiacc 6vi1 8 yenmpe euumanuay. ([focopooxc, KM, cmp.104).

Ha camom nene, UexoB nosnusan Ha Takaxku B ero nepsele nHU. [lo ciioBaM Apyroro KpuTuka
M.I1.ITona, «Takaxu nokassiBaeT BausHue J>xaimc J[>koiica B €ro paHHUX pOMaHax, TAKMX Kak
«IIpatpiOxanam», HO MeHsieTcss Ha DOMuIM 3071y B ero pomane «Panmkunanraxm». (JHxopx,
K.M., ctp.105). ITorpebHOCTH pabodvero W MpUYMHA ayTcaijepa ObUTH BICUATIIAIONIC TEMBI
Thakazhi B ero pomane Panmxuanraxu. B 1enom, Mbl MOXEM MOHSTh, 4TO Ha Takaxu
OKa3aJlll BIIMSHHUE 3alajiHble UAEH, TaKue KaK COLHUAlu3M, TOTAJIMTapu3M, AEMOKpaTHi U
TOepau3M.

Takaxwu IlluBamankapa [Inmnait He moryunn ¢opmansHOe 0OpazoBanue. B ero mepeBHe Oblia
TOJBKO HavadbHas mKkoja. OKOHYMB HAYaJIbHBIA KypC, OH NMOCTYNHJI B aHTIHHCKYIO IIKOJy B
Awmbanarmy>xe, OKOHYMJI CpPeJHIO MmKomy B mTare TpaBankope. ITotom, Takaku mocTynui B
IOPUIMYECKNI KOJUIS/DK B CTONHMIE INTaTa [hIpyBaHaHTalypaM M CIal 3K3aMEH Ha
po¢eCCHOHATBHYIO TPAaMOTHOCTh 10 fopucTy. B 1939 romy oH Hadanm CBOIO MpPaKTHKY Kak
aJiBakat B HeOOJbIIOM TOpojke Ambanamysxa. Ho mo cepaity o 6osbliie ObII HHTEPECOBAH HE B
3aKOHE, U M03TOMY, HECKOJIbKO BPEMEHH 3HHMAJICS )KYpPHAJTUCTHYECKOH paboThl, 2 HAKOHEI Ha
MOJIHYIO CTaBKY 3aHSJICS MUCATENbCKOM NEesATEeIbHOCThI0. Er0 KOHTaKT ¢ BEIMKHM YYEHBIM U
JUTEPATypHBIM KPUTHUKOM A.banakpuirHanuiiai, cTaja MOBOPOTHBIM MOMEHTOM B KH3HH
Taxaxxu. Takaxu oOpagoBasncs ObITh NPUHATHIM KakK yueHMK bamakpummanuiiail. Ox paboTan
penaktopoM xypHanma «Kecapm». Heckosnpko BbITarommxcst mucarenel W OOIECTBEHHBIX
nestener cpopmupoBaiuck u3 kpyra Kecapu. Korma Takaxwu padoran B xxypHane Kecapu, on
ycIIell TIO3HAKOMHTBCSI C TIPOM3BENICHUSAMH BEIMKUX pyccKuXx nmcatenel kak Uexos, TosncToid,
lopekuit u npyrue. EMy naxe ynanoch moOblBaTh B MHOCTPAHHBIX CTpaHax — B AMEpHKe,
EBpomne, SAnonnn u Poccnu.( [aunkep, Asmma,/Ip.K, ctp.90)

Ilo cnoBam m3BecTHOro KpuUTHKAa W modTa Aiisnma Ilanuxepa, Takakn ObUT XyHOKHHUKOM,
KOTOPBIM IOCTENEHHO Co3peBasl U OH ObuT jJeromuciieM KyTTaHama, MECTHOCTH BOKPYT CBOEH
JnepeBHH. MHorooOpasue *KHU3HH B 3TOH OONAacTH HArJIAAHO MPEACTaBIEHO B €ro pacckasax.
Takaku BBICTyaeT B pOJM YEMMHOHa cpeau ayTcaiaepoB. OH HapuCOBal >KU3HEHHBIE
KapTUHBl OoJiee MCTUHHBIM M HHTEPECHBIM, KOTJa OH HM300paxal >KECTOKYI0 CEKCYaJbHYIO
skcruryararuio xeHmmH. (xopmk, K.M-(1), ctp.29) Hanmpumep, MOXHO MOCMOTPUM Kak
Takaxu n300pakaeT KU3Hb KEHIINH, KOTOPBIE XKHUBYT B 00Jiee HU3KOM IOJI0XEHUN B 00IIECTBE
B CBOEM paiioHe, dyepe3 00pa3 ‘Kamsaer” B cBoeM pacckase o «Kamsgaey. B pacckaze «Kanmansn
Takaxu mpezcTaBuil *KNU3Hb XKEHIIWH M3 CBOEH aepeBHH B Auamnmyske. KaistHpl mpuesxaer B
AnanimyXy C HECKOJIBKHMHM HaMepeHHsMH. OHa Xo4eT ocTaThcs TAe-HHOyAb Ha 3emiie
Mytananu. OHa MedTaeT O JIydIleH )KU3HHU ¢ TIOMOIIbI0 MyTaanu, 1 4ToObl OCYIIECTBUTH CBOH
aMOWIIMH, OHA OJHAXKIBI Jake Mojapuiia cBoe Teno Myrtananu ¢ momonisio [lanmy Tlwmnaid,
cmorputens Myrtanganun. CMoTpuTens Ha caMoM jene 3kcmnyatupyer Kamesusl. Korma ona
CIpaIIMBaeT CMOTpHUTENS 0 MyTananu, OH OTBeYaeT Tak:

“O Mutalali didnt like you. Kalyani is shocked. The promises Mutalali made stuck out
their tongues at her. Mutalali had told her that he had never experienced such
pleasure; that Annakkutti anc Meenakshi were old prunes! Kalyani decides that this
traitor is lying. He wants more money to be the go-between! She suppresses her anger
and asks: “If so, why did he ask me to come again the next day?’ Pappu Pillai cannot
help laughing. ‘My dear Kalyani, did you believe those words? Was he conscious
then? He may say so many things at such times... to put other people in difficulty. ‘That
was true. Mutalali was quite drunk. What should she believe? Kalyani says again: ‘No,
Chetta, that won't do. That day | was a bit bewildered. Give me one more opportunity:
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‘Let me see. Maybe, the day, after tomorrow. Tomorrow I shall come to your house.’
(Doxopmx.K.M-(2), ctp.78)

Kak croponHuk ConMamuCTHYECKOTO peanu3Ma, Takaxw ObUT TNPOTHB BCSKOTO 314,
MOPOXKIECHHOTO KAaUTAINCTHIECKIM o0mecTBoM. Tawm, rae (eomanbHbIil MOMENINK BCEMOTYII,
KPETIOCTHBIE CONEPHUIAIOT APYT C APYTOM 3a €ro 0JIarocKIoHHOCTh. OTHUM U3 TIOPOKOB TaKOTO
COLMANIFHOTO YCTPOHCTBa OynmeT poct nmpoctutynuu. Pacckas o KansHel mocssmeHa 1ot TeMe.
31ech mucareNb IOKa3blBaeT PEAIMCTHYHOE IIPEACTAaBICHHE O JKCHIIMHAX-pabOTHHIAX,
KOTOpBIE COPEBHYIOTCSI MEXIy COOOMH, YTOOBI yrOJUTh 3€MIICBIIA/IEIIbIY, @ TAKKE O TOM, 4TO
MEXIy HUMH BBITOJTHO C 00EHX CTOPOH.

[Nono6Hoe M300paskeHne MpobIEMBI )KEHIIMH MOXKHO BUAETh B padote «Pacckas Kerryrammy.
«CopmepxaHHEe paccKa3a COCPEIOTOYEHO BOKPYT  BAOBBI, KOTOpas, BBIHY)KACHHAS
00CTOATENLCTBAMH, NMPUBETCTBYET IPYTMX MYXKUHMH, YTOOBI 3apabaTeiBaTh ceOe Ha JKH3Hb.
CuMBOJIMUECKOE 3HAYEHHE ‘KETTYyTalIN «LEeNH WM HHUTH, OOBA3aHHOI >KEHMXOM Ha IIee
HEBECTHl Ha CBa/Ib0E» MPOXOIMT Yepe3 MCTOPHIO, KaK CBSIICHHAs HUTh. Takaku MOOyKmaeT
3ayMarthCst 00 aJbTepHATHBaX, JOCTYITHBIX HecyacTHOH BroBe. Ha MpoTshkeHNH Beel ncTopun
MBI TIpeOBIBaEM B OCCIIOKOHHOM yMe >KCHIIMHBI, HEKOTOPHIE M3 BOIPOCOB KOTOPOH MOTYT
NpUHaAIekaTh aBTOpy. Ee Tparemus B TOM, YTO MY)KYHHBI, KOTOPBIM OHa JOBEpsET IOCIE
CMEpPTH My)a, OKa3bIBalOTCS mpenaresssMu. M oHa oka3blBaeTcsi YJIMYHOM OyTHHILEH.
[Ipeanonaraercsi, YTO >KEHIIMHA, KOTOpas ICWCTBUTENHHO IpPHBSA3aHA K KETTyTalld, OblIa
BBIHYXKJICHa TOXXEPTBOBAaTh HUTHIO OECUyBCTBEHHbIM o0OImecTBOM. Ero wu3zo0paxenue
pa3ouapoBaHHUs KEHIIHUHBI AEHCTBUTENIbHO Breyatisier.» (xopmx,K.M-(1), ctp.30)

B pacckaze Kemmymanu Takaxu Hanucal:

“To obey one’s husband was what the Kettuthali dictated. That meant she wore besides
the Kettuthali another chain of idealism. Could she defy that chain of idealism? Even
then she might have asked the deceased husband what she was to do. But the soul has
already left the place, and it could not give her a reply then. One who had learned the
message of the bridal chain, she could not disobey the ‘order’. That too might be part
of serving one’s husband”

Pacckas 3akaHunBaeTcs CJICAYIOUINMHU CIIOBAMMU:

“True, once a man lovingly fondled that body. The Kettuthali is a token of that deep
love and affection- a token indicating that woman can have only one vocation; to be
the wife of a man. Did she show disrespect to her kettuthali? Who knows? Decide for
yourself.” (Jxopmx, K.M, (2), ctp.127)

Pomanbr Takaku B OCHOBHOM M300pa)kaeT KM3Hb YTHETEHHBIX KJaccoB. Ero iro00BHEIN 310C
«Yemmun» «KpeBeTkn,1956y» sBiseTcss OJHUM W3 HEMHOTHX MPOW3BEIECHWH HAa HHIUKWCKOM
sI3bIKE, MOJYYMBIINX BCEMHPHOE MpH3HAHUE. POMaH pacCKphIBaeT TSDKENYIO KU3Hb PHIOAKOB,
KOTOpBIE OOPIOTCS 3a KM3HB B Mope. [103ke MHPOBYIO M3BECTHOCTH MPHHECNA 3KpaHU3AIHS
pomaHa, Takxke HazBaHHas «YemmuH - 1965». «UemMmuH» OBLI IEpeBEICH HAa JEBATHANIATH
SI3BIKOB MHpPA U aIaITHPOBAH KaK (DMIIbM B ISITHAAIATH CTPAHAX.

Brauane Taka)ku Hamucana MHOTO CTUXOB, HO HUKOTJA MX He myOaukoBas. OH Hamucan OKOJo
IECTUCOT paccka3oB B 21 cOOpHHKE paccka3oB, COpOKa pOMaHax H OJHY Jpamy.
ABroOuorpapudeckue OT4eThl OBUIM TakKe HalMCaHbl TakaXkd, OJMH M3 KOTOPHIX OBLI
MOCBSIIEH €ro AeTCTBY Dume Bbaansxana Kaoxa (My Childhood Story), a apyroii o ero nepsoi
pabote Dume Baxun oxcusumam (Most xu3Hb kax topuct /My Life as a Lawyer).

C nerctBa eMy Bcerja ObUIO MHTEPECHO CIyIIaTh W paccKasbiBaTh MCTOpuH. OH ¢ J1I000BBIO
BCIIOMMHAET O HEKOTOPHIX JIOOMMBIX YYHUTENSAX, KOTOPHIE MOOIIPSUIM €ro TallaHT K
pacckaspiBaHMI0 UCTOpHHA. M cpeam HMX ObUI M3BECTHBIM Apamarypr u KpuTHK KailiHukkapa
Kymapa Ilwmnaii, xoropsiii Torma Owvunr yumrenem B H.C.C.Cpenpmeit wkone B Kapysarre
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(ponuoii xpaii). Ilpumepom ero mnoompenust siBisercs paccka3z «Cadxykkan» (benusre),
OnmyOJIMKOBAaHHBIH B TmepuoxuueckoM wu3nanun «CapBuc». lckpeHHee HerojgoBaHue U
COYYBCTBHE CBOETO YUYHTEJNS HAIUIO OTPaKCHHE B €r0 MPOM3BEICHUIX. B ero pacckasax Obu1
nadoc ¥ MBIIKUHA MPHU3bIB K epeMeHaM obmiecuBa. TOUYHO cKa3aTh, YTO MPOCTasi TBOPHIECKAs
TEXHWKA W TBOPUYECKMH TadaHT Takaku CIOCOOCTBOABIH YIydIICHHIO KaHPA MaJasylaMCKOTO
poMaHa B HOBOM Mepe. UETKMM TNPUMEpPOM CTall ero caMbIi TMEepBBI COOPHHK paccKa3oB
«Ilynxymaxp» (Hosble LIBeTr). 3aTeM BBIIUIM B CBET €r0 JPyrHe YCICIIHBIE POMAaHBI
«[Ipamoipanamy» (Harpaga / The Reward), «Tommuyoe Makan» (Cein Mycopiuka),
«llamvimananxaodxcam» (ammmii Jloroc/ The Fallen Lotus) u «Panoudanzocu» ([IBe mMepb
manau) u apyrue. Takaxu Hampcand BCe CBOM IPOM3BEICHUS Ha CBOEM POJHOM SI3BIKE
Manasnam.» (xopmx,K.M(2), ctp.3)

Takaxu 6bIJ'I MUCATCIIEM INECTHACCAT MATH JICT U IEPBOHAYAJIBHO IMOJIB30BaJICA MOITYJIAPHOCTHIO
B ero cooctBeHHOM peruoHe. Jlo 1940 roma oH ObUT MPU3HAH OJHUM H3 BEIyIINX OCIUICTPUCTOB
cBoero s3pika. OH OBLT 0COOCHHO XOPOII B BBISIBJICHUN CHII, (POPMHUPYIOMNX OOIIECTBO U YMEI
BIUICTaTh POMAHTHUYCCKHAN JFOOOBHBIM 5SMH30J B CONHUANBHBI KOHTEKCT, KOTOPBIH OH
n3o0paxain. JIFo00BB K JKEHIIKHE, JKaX/Ia BIACTH U OOTaTCTBA HEMOCTIKUMO JIBIDKYT JIFOJBM,
u Ooraroe BooOpakeHWe Takakn yMeJO HCIONB30BaTh 3T YEJOBEYECKHE CIa0OCTH. OTH
3aMeYaHUs OTHOCATCA K IIOJaBJIIONMIEMY OOJBIIMHCTBY €r0 pacCcKa3oB H €ro POMAaHOB.
ITokonenne Takaxu chenano JIUTepaTypy MajasjgaMm T[OUCTHHE JEeMOKPAaTHUYHOW. ITO
o0o03Hauaer, 4TO JHTeparypa He Obula MOHOIOJIMEH ONpENeNICeHHOr0 KacTa WM KJjacca,
KOTOpble IOMHHHMPOBAJIM Ha COIMAJbHOI clieHe. BenukonenmHoe paciBeTaHHEe pacckas3a B
pa3sHoOOpa3HbIX Kpackax 3acTaBWIIO JIIOJIEH OCO3HaTh, YTO JIUTEpaTypa He SBISETCS
[IPEPOraTUBOM OIPaHUYEHHBIX I'PYIIIL.

«Takaxu ObLIT JlaypeaTOM MHOTHX Harpaj W HodecTei, HaubOojee MPEeCTHKHBIMU U3 KOTOPBIX
siersitotest [pemus bBxapamusi [orcnannumx (1984), Ilpemus Cosemckoti 3emnu umenu Hepy
(1974), Hpemus Caxums Axademu (1957) wu Ilpemus Basnapa Pawmer Bapmer (1980).
Lenmpanvnas Caxumsa Axademu HUnouu u Kepanockaa Caxums Axademu LlImama yaocTonmu
€ro BBICIIMH Harpaj, a UMEHHO cBoero UmeHcTBa B oboux Axamemusx. OH ObIT yI0OCTOEH
noyetHoro 3BaHus J[.JIutra. [Quminomsr YuuBepcurera Kepansl, YHuBepcutera Kamukyra n
YuuBepcurera Maxarma ['anau. CtpaHa ¢ 601bIIMM yBa)keHHEM decTBOBasla Taxaku BO BpeMs
ero wamabuwexam (TPAJULMOHHOE MPa3THOBAHHE BOCEMBIECAT YETBEPTOrO JHSA POXKICHHSA,
COBIIAJABIIECTO C THICAYEH MOSBICHUM TOJHOIYHHS B OJHON XHU3HM deioBeka). Ero yuactue
CUYHTAJIOCHh HMPECTHXKHBIM JUI J1I000T0 KyJIbTypHOTO Meponpusatus B Kepane.» (xopmk, K.M-
(2), ctp.1)

3HaMEeHUTHII poMaH HanucaH Takaxu HazbiBaeTcss «Kasp». DTOT snuueckuil pomaH
pacckapblBaeT JKM3Hb JIIOAbEH B KOMMYHAJIKE-COOOIIECTBE, pa3BOPAUYMBAIOIIMECS Ha
MPOTSHKEHNH IIECTH TOKOJEHWH M JBYX BEKOB, C Ooyiee 4YeM THICSUEH IIepCOHaXEH,
MIPOXKHUBAIOIINX CBOIO Pa3sHOOOpa3HyI0 KH3Hb, W300paxkeHHyto Ha 1028 crpanunax. Takaxwu
numeT 0e3 3aMEeTOK M COBICEM HE TOPOIHTCS KOTAa oH numieT. GakTHIeCcKH, ero BeMKUI OITyC
«Kasip» ObI 3aBepIeH 3a ABaANaTh JeT, IpeXae 4eM OH ObLI HaKoHeln omyoOimkoBaH B 1980
rony. Takaku TOBOPHT: «Y MEHS €CTh KOHKPETHOE TPEACTaBICHUE O )KU3HH, KOTOPYIO 5 X0Uy
n300pasuth. Ho s cam He 3Hato0, kak Oyner koHern Pomana." OH mpuOaBiseT, 9TO OH TpeaaH
MPOCTOMY YE€JIOBEKY a IMEHHO €ro MpoOJIeMBI X04eT H300pa3uTh.

«Kak depmep, st 3HaI0 0 TPYAHOCTSIX KPECThsIH», ToBOpUT Takaxu. Jlaxke ero peanbHas )KU3Hb
0Tpa>1<aeT TaKOC YCTaHOBJ'IGHI/Ie JIMYHOCTHU C €Iro 06I)IHHI)IMI/I IIOBCE€AHCBHbBIMU HepCOHa)KaMI/I. OH
l'[pI/IBHaéT, 4yTO B HepBLIC roabl CBOGﬁ JKU3HU TaKa)KI/I HaXOoJWJICA 1104 BJIUSIHHUEM Kapna Macha,
HO TIOCTENEHHO MapKcu3M ycrymml mMecto [Nanmusmy. OH TOBOPHUT, YTO XOTS OH IEpPepoC
HJEOJIOTHIECKUE YOEXKIACHHS, HO TO-TIPSKHEMY MBICTUT O (uiaocopun Maxarma [aHmm.»
(http://self.qutenberg.org/articles/eng/Thakazhi Sivasankara Pillai)
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B mpenucnoBuu k kuure. Hapasa Menon, B.K, anrmmiickuii nepeBoguuk pomaHa Takaxu
MUIIET: «5] He 3aMeThIT 10 CHX MOp JAPYroi MHAMHCKMN pOMaH C TaKUM MarTaboM Kak poMaH
Kasap, ¢ ero mmporol BuAeHHS H TIyOOKNM TOHMMAaHHMEM >KH3HH IIIOJEH, KOTOpEIC
MOJHUMAIOTCSL ¢ TOCTOMHCTBOM Ja)Ke TOCJIE TOro, KaK MOMalK B JIOBYLIKY KOJeca BPEMEHH H
repeMensbl. PakTiaecku, nMeHHO «Kasp» moOymun xropu [kHaHnuTxa BEIOpaTs Takaxu st
pucyxaeHns Harpangsl.Ero Tak ske ObuT HarpakaeH opaeHoM «llagmabxyman» wMHIUICKIM
rocymapcteom» (http://self.qgutenberg.org/articles/eng/Thakazhi_Sivasankara Pillai)

3akuawuenne: Takaxu [lluBaniankapa [Iunnait 6bUT HCTHHHBIM CTOPOHHHUKOM CoOIMaim3Ma. B
KOHIIE CBOMX Pa0OT OH JHEPIHMYHO H300pakaeT IKCIUTyaTallMi0 OCJHBIX U 00C3/I0JICHHBIX,
UMEHHO (hepMepoB, paboumx U >KEeHIIMH. Ha camMoM jene. 3TOT mUcaTeNlb XO4YeT YHHYTOXKHTH
BCIO 3IYyI0 CHWJIy B CTpaHe, KOTOpas Mapaiu3oBajia OOUIYI0 KH3Hb B JKOHOMHYECKOM,
COIMaJIbHOM W KYJBTYpPHOM IUIaHe. B cBomx paboTax OH MOJYEPKHUBAET YXKACHBIE YCIOBHUSA
JKU3HH TIPECTApPENbIX, JOJITOe BPEeMs MOJBEPTaBIIUXCS MBITKAM, CIOSB MHIUICKOTO OOIIECTBA.
U 4epe3 cBou paboTHI, OH IPU3EIBAET K MPOTECTY MPOTHB OECUCIIOBEUHBIX MPABUI U 0OBIUACH,
mpeobIamaomux B To Bpems. Takaku HajeeTcs, 9TO CpeAcTBa MaccoBoi mHopMarmu Oyaer
pacmpocTpaHsATh €ro B3TJBIABI M MBEICTH O CBOOOAE IS COIMAIbHON pedopMBI CTpaHBI.
Peanuctiunoe m3o00pakeHue, cuenanHoe Takau, CHIBHO MOBIHSIIO Ha €r0 COBPEMEHHHUKOB H
BO MHOT'OM CBSI3aHO C 9KOHOMHUYECKOM, COLIMAILHOM U NOJUTHYECKON Cpeoil ero BpeMeHu. s
HEr0 peau3M - BHIUMOE SBJICHHE OOBEKTHBHOrO Mmupa. OH OOBSICHACT YEIOBCUCCKOE
MOBEJICHHE C TOYKM 3peHMsd JecTBuil u cuTyaruil. OH HEIBYCMBICICHHO BBIpaXKaeT CBOE
NIyOOKOE COYYBCTBHE YIHETCHHBIM M OKCIUTyaTHPYEMbIM, BKJIIOYAs HE TOJBKO pabouux U
KpECTbsIH, HO TaK)K€ yUMTelIeH, mucarelsiel, )KypHaJIUCTOB U MPEkKIE BCEro, JKEHIIUH, KOTOpbIE
SBIIIIOTCS KEPTBAMU [IOPOYHON COLUAIBHON CUCTEMBI.
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«KBAP-CEKCYAJIbBHOCTH» B TIPOU3BEJAEHUH « TPUAIATH TPU
YPOJA» IMANUN 3UHOBBEBOU-AHHUBAJI
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“QUEER SEXAULITY” IN THE WORK OF “THIRTY-THREE FREAKS” BY
LIDIA ZINOVIEVA ANNIBAL

Jyoti
Research Scholar, CRS, SLL&CS, JNU, New Delhi, 110067

Annomayusn: Jlaunas cmamos s815emcs NONbIMKOU ucciedosamsv «Keup-cexcyarvsnocmuy 6
npoussedenuu « Tpuoyamo Tpu Ypooay JI.3. Aunuban. Keup — Omo oznauaem noou, komopwie
npunaonedxcam k poody «JII'BT», mo ecmb 100u, Komopwvie umerom Opyeou poo, Hu MYHCCKOU, HU
JHCeHCKULl, a Opyeoll pood. Dmo CMaHOBUMCST UHMEPECHLIM NPOEKMOM, HOCKONbKY Mbl UMeeM
0eno ¢ pabomou nucamenbHuybl, KOMOPAs OMKPOSEHHO U300pA3ULa ecOUlickoe omHouleHue
enepsvlie 6 pycckou aumepamype. Owua, nodicanyil, camas CKAHOAAbHASL — JHCEHCKAs
xyoooicecmeennas nuunocmv «Cepebpsinozo eexay. Ipouszsedenue « Tpuoyams mpu ypooay
CMANo CKAHOAbHBIM He MOLbKO NOMOMY, 4MO OHO ObLIO 6NEPEbLE HANUCAHO HA SMY MeMY, HO U
NOMOMY, UMO OHO ObLIO MAK POMAHMUYHO HANUCAHO O JeCOUNCKUX OMHOWEHUX C Nepeo2o
abzaya nosecmu u NPOOOAAHCANOCH 00 KOHYA, O1a200aps yemy Mo npouzsedeHue U nucameisb
cmanu CKaHOanbhblMu. 30ech, 6 3MOi nogecmu, Mbl 6UOUM, KAK JNeCOUICKUEe OMHOUEHUs
npeocmasiensl U NOYeMy OHU ObLIU PA3PYULEHDL.

Kniouesvle cnosa: keup-cexcyarbhocmo, jecoulickas a0008b, 33 XYOO0JICHUKU, Jicepmed,
UCKYCCMBO, Kpacoma, 6UHd.

Annotation: This article attempts to explore “Queer-sexuality” in the work “Thirty-three
freaks” by L.Z. Annibal. Queer - This means people who belong to genus “LGBT,” that is,
people of different gender, neither masculine nor feminine, but a different gender. This becomes
an interesting project as we are dealing with a female author who frankly portrayed lesbian
relationships for the first time in Russian literature. She is perhaps the most controversial
female artistic personality of the Silver Age. This work “Thirty-three freaks” became
scandalous not only because it was first written on this topic, but also because it was so
romantically written about lesbian relations from the first paragraph of the story and continued
until the end, made this work and the writer scandalous. Here in this story, we see how leshian
relationship is represented and why it is ruined.

Key words: queer-sexuality, leshian love, 33 artists, victim, art, beauty, guilt, suicide.

CeronHsILIHUK MUpP COCTOUT HE TOJBKO M3 >KEHLIUH WIM MY>KYUH. BBIBAlOT JIOAM, UMEIOIINE
pa3sHBIC HpAaBBL, PAa3HBIX CONHMANBHBIX NPUHAIUICKHOCTEH. MOryT OBITH JIOAW pPa3HBIX
CEeKCyaIIbHBIX TMpeArnodTeHnid. Takue roau ObUIM ONpeNeNeHbl Kak «KBUpP», U OOIIECTBO HE
BCET/Ia JIOCTATOYHO OTKPBHITO, YTOOBI TMPUHATH WMX. B 3TOM oOImecTBe Bcerja TOBOPUIH O
YeJIOBEKE C JIPYTUMH CEKCYaJIbHBIMU MPEANOYTEHUSIMU: YTO KacaeTcsi Poccuu, MOKHO cKa3arthb,
YTO MOJTYAHUE O JIFOJISIX C «KBHP-CEKCYyaTbHOCTBIO» OBIJIO HAPYIIIEHO TOJIhKO B Hadaie XX Beka.

Cumnraercs, 4TO JIIOJU C «KBUP CEKCYaIbHOCTBbIO» UMEIOT Pa3HyO CEKCYalbHOCTb, HEKOTOPHIE
MOTYT CUUTaTh, YTO Yy HUX «HEHOPMAJBHBIE» CEKCyalbHBIE OPUEHTAIM M COOTBETCTBYIOLIME
npeanoyreHus. O0cyxaeHue ux rnpodiaem yacro sBisiercs: Tady B obmiecTBe. MBI HCIOIB3YyeM
cioBo «kBup» (Collins) xak ocHOBHOE CIIOBO, MOTOMY YTO OHO 00Jiee BOCIPUHHUMACTCSI KBUP-
moaeMH, To ecth Jleconsinku, I'en, bucekcyanst n Tpanccexcyanst (JITBT) (Esrenmit and
AJexcaHzip), 4eM JpyTHe CJI0Ba, YTOOBI IPEJCTaBUTh HX.
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Jlunuss 3unoBbeBa-AuHuOan (1866-1907) — eme Ha3Bamach «IHOTHMOM» (JlmoTuma-
00KECTBCHHAS TI0 KPacoTe M MYyIPOCTH JKCHIIMHA M3 3HaMeHUTOro nuanora [lnarona «Ilupy).
Jluguss 3uHOBbEBa-AHHHOAN ObUla OJAPEHHBIM  IMOJTOM, TAJAHTIMBBIM  I[IHCATENEM,
OpHUTHHAJIBHBIM PAaMaTypProM U JIMTEPATYPHBIM KPUTHKOM, HE TOBOPS YIKE€ O €€ BaXKHOM poJn B
nureparypHoM mupe 1900-x romos.

Ona Oplma TIepBOH JkeHO# BsuecnoBa MBanoma. s Jlumwmm, 310 OBIT BTOpOW Opak. Jlmmms
3uHOBbeBa-AHHMOAN OblIa HEOOBIKHOBEHHOH >keHuIMHOW: «[losBisinace cpeam rocrtel B
HEOOBIYHOM OJICTHUM — SIPKO-0€JIOM WJIM KPacHOM XHUTOHE, NOBEpX Hero — Tora. Takyro
OJIe’K/Ty OHa HOCWIJIAa U B OOBIYHOM M3HU. [IpHUMas rocrei, oHa JtoOuIa cuieTh He B Kpecie
WIN HAa JMBaHe, KOTOPHIX B KBapTHpe OBbUIO NPEJOCTaTOYHO, a Ha KOBPE IOCPEIN KOMHATHI,
OKpYyXEHHas moayllkamu. Bokpyr Hee pacmonaranuch roctu. Ecnm npenctaButh cebe
HOJIyMpaK, MepLaollie B KaHJeIIO0pax CBedM, KOJeOMIomMecs IO CTeHAM TEHH, MOXET
MOKa3aThCs, YTO HAXOJUIIbCS B KaKOM-TO HEpEaTbHOM MHpE, B aTMoc(epe HIpbl, Tearpa,
Muctudukanui. MucTruKays IpogoDKIIACh U TTOCIe CMepTH 3MHOBReBOKH-AHHIOAN B 1907
roxy: MIBaHOB yBepsuI BceX, 4TO B OJHAXXBI BO CHE K HEMY siBHiachk Jlunus n 61arocinoBuia ero
Oynymmuii Opak ¢ Bepoii [lIBapcanon.» (Haban Anekcanmpa)

Kuszup JI. JI. 3uHOBBEBOI-AHHHOAN ObUTa TecHO cBsizaHa ¢ «barueiy (Yaban AnekcaHzipa)
Bsuecnasa MBanoBa. OHa mpuHUMAaia roCTei B TOM JUTepaTypHoM canoHe "bamHs" BmecTe ¢
MmyxeM. Ee My Obut u3BecTHbIN 03T Bsiuecnas MBanoB. Eii npuinuia B rosioBy ujes Hanucarb
«Tpupuare Tpu ypona» B VBaHOBckoil OamHe, rue coOpanuck Bce 33 uenoBeka, 4TOOBI
HPOYUTATh UX IPOU3BEICHUS.

MBI 9nuTany TONBKO OJHY KHUTY 00 3TOM Ba)KHOM SIBIICHHH JIECOMSHCTBA», M37aHHyIo B 1906
roxay, 1.e. pabory «Tpuamats Tpu ypona». Jlunus 3uHOBheBa-AHHHOAN CIIENINATH3UPOBAIACH
Ha Teme JecOmiickod mro0BH. OHa Hamucana eme ONHO mpom3BeneHUe «Tparmueckuii
3BepuHen» Ha JIECOMHCKYI0 TeMy, TIIOJNlydWBIIee HE MEHBIIYI0O H3BECTHOCTH B
nopeBomonnoHHOM Pocenn. «Tparngeckuit 3Bepunen»y u «Tpunanates Tpu Ypomay», BIEpBbIe
06a 6butn u3nanel B Poccun B 1907 roay, B rox ee cmepti. O6Ge 3T paboThl 00CykIamKch B
mpecce MW cAeNanM JIeCOMHCKyr0 JIO0OBh 0Oojiee W3BECTHBIM SBJICHHWEM. TBOPYECTBO
3uHOBREBONH-AHHNOAT BBICOKO LIEHUIIOCH COBpeMeHHUKaMHu. [locie ee cmepTu mosT Anekcanip
Brok ckazam: «Toro, 4To 0OHa MOTJIa AaTh PYCCKOW JTUTEpaType, MBI U BOOOPA3UTh HE MOXKEM.)
(Muxaiinosa)

Jlumus 3uHOBREBa-AHHHOAN Havyana IMyOIMKOBaTh XyI0XKECTBEHHYIO TUTeparypy B 1889 rony,
U C TIEPBBIX K€ PAacCKa3oB €€ XYIO0XKECTBEHHAS JINTepaTypa Oblila HANIOJTHEHA COCTpaJaHUEeM K
OeTHBIM JTFOIIM. 3HHOBhEeBa- AHHHIOAN OblIa OYHTApKOW M TUCCHICHTKON Ha MPOTSDKCHUH BCel
CBOGH KHW3HM M B cBoel pabore. OHa ObUIa W3BECTHA CBOCH HANPSHKCHHOCTBIO U
SKCIEHTPUYHOCTHIO. B pa3HBIX jkaHpax, OHa co37aja MbeChl-CHMBOJIHCTEI, Takue Kak «Kompmay
(1904) u «IleByunii ocem», moBecth « Tpunuats Tpu Ypomay (1907), « Tparndeckuii 3sepuHeIn
(1907) u apyrue pacckasbl, MHOTHE W3 KOTOPBHIX OBUIM OIyOJIMKOBaHBI TOJIEKO TOCMEPTHO B
coopuruke «Her!» (1918). 3uHOBbEeBa-AHHHMOAN, MOXKamyl, Hamboyiee W3BECTHA Oyaromaps
«Tpummatn Tpu VYpomam», KOoTOpas SBISETCS IEpBOMl pabOTONH pPYCCKOH JHMTEpaTypsl, B
KOTOPOI OTKPBITO M300pakaeTcs TeMa JeCOMIHCTBA, TPArHUYECKOM CBETE.

3UHOBhCBA AHHHBAN TIHCAlTa B 3TOM TOBECTH O HEOOBIYHOM JIFOOOBH JKCHIIWH, T/IE OJIHA
M3BECTHAs CUJIbHAS EHILIMHA, KaK MyXXYMHA, a Apyras MOCIyIIHAas >KEHIINHA, KaK KeHILWHA,
BIIFOOJISUTACH IPYT B JIpyra. JTa IMOBECTh ObLIIa HACTOJNBKO HACHIIIEHHONH M POMaHTHYHOH, 4TO
nucaTenbHUIla, 3WHOBbEBa-AHHHOAN cama Oblla yBEpeHa, 4YTO 3TO TNPOU3BEACHHE OyIeT
CKaHOAJIbHBIM.

He wusBecTHO TOYHO, mModeMy 3WHOBbeBa-AHHMOAN ObUTa yBepeHa, 4TO €€ IMOBECTh OyneT
CKaHJaNbHOM, II€J0 B TOM, YTO 3TO CIY4YHJIOCHh JIMIIb TOCHe MyOnuKanuuM noBecTd. Tak,
MPOU3BEACHUE OCKOPOJIACT OOINECCTBCHHYK) HPABCTBEHHOCTh U Pa3BpAIlacT HPABBI, MOATOMY
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«Tpunuare Tpu VYpona», Obuin QakTuuecku apectoBaHbl. [lepen TeMm, Kak BBIMYCTHTb HX
tunorpadus mocnana B LEH3YpY M IONydlia paspelieHHe, a depe3 4YeThlpe JAHS Iocie
OmyOJIMKOBaHMS MOTYYHIa CPOYHBIH MPHKa3 3aepxkath Bee neyatanue. (Leyden)

Eciu roBopHTCS, YTO apecT IPOM3BEACHHS HIPACT BXHYIO POJIb B MPUOOPETEHNH U3BECTHOCTH
9TOW TOBECTH — 3TO He rumepOona. Kak TONBKO cTano HM3BECTHO, YTO IIOBECTH ObLIa
apectoBaHa, HHGopMaIusa 00 3ToM ObUIA TOTYAC pacmpocTpaHeHa cpenu obmecTBeHHOCTH. O6
9TOM KYPHAINCTHI MUCAIN TIPAKTHYECKH BO BCEX JKypHAJlaX W raserax. Takum oOpa3om, MOXKHO
CMeJIO YTBEp)KAAaTh, YTO 3Ta CKaHJaJbHAas UCTOPHS B 3HAYMTENHHOM CTENEHH CHOCOOCTBOBaNa
peanusanuu kauru. (Leyden)

910 CKaHJaJl TOXKE OaJl KpUTUKaMH IOoJAaBaTh OT3bIBOB O KHUI'C, HA KOTOPOM OHH BCC ObLIN Ha
CANHOAYIIHOM OTpHUIATCIbHOM OT3bIBE.

Bremmreamas B ceer B 1907 romy, moBecTs (B (opMe NHEBHHKA) OBLIa BCTpPEUCHA PE3KOM
KPUTHKOH CO CTOPOHBI CHMBOJIMCTOB, KOTOPBIC HAIIUT B HEW OTpayKeHUE MOJBI HAa OCTPYIO TEMY
BMECTE C OTCYTCTBHEM CaMOCTOATEILHOTO XyIOXKECTBEHHOTrO 3HaueHHs. OCTpoTa TeMbI Oblia
3aMeyeHa Tak)Ke IeH3ypOH, apecTOoBaBIIEW mepBoe u3JaHue. XOTA KPUTHUKH OLECHWIN
MPOU3BENICHUS] OTPUIIATENLHO, OHO BBIZIEPKAJIO TpU U3gaHus B Teuenue 1907 roga, 4To TOBOPUT
0 TOMYJISIPHOCTH cpenu yurareneil. IlomynspHOCTs BBI3BaHA IMpPEXKAE BCETO CEHCAIMOHHBIM
CIOXKETOM: TIOBECTbH SIBJISICTCS TIEPBBIM IPOU3BEICHUEM Ha TeMy JIECOMICKOW JITOOBU B PyCCKOU
JuTEeparType.

O moBecTH MHOTHE KPWUTHKH, MCTOPHKH, IHCAaTeNH, BbICKa3anmu cBoe MHeHHe. [lucarens u
ncropuk, I'. HoBomomnn, ««CrenmannsuposaBmmiicss Ha usydenun «IlopHorpaduyeckoro
3JIEMEHTa B PYCCKOW JIUTEpaType», yTBEpX/Ial, 4TO HU OJHA MHCATEJbHHULA 10 3MHOBHEBOM-
AHHnOaN He mMajana Tak HU3K0, «CMaKys MOJIOBYIO M3BPAIIEHHOCTHY, MpoBo3rnamas «Kymbt
necO0CCKOM TFOBMY», POTIOBEAYS « Y TOHUEHHEIH pa3Bpatr.»» (Muxainosa)

OTa MOBEeCTh MOBECTBYET O POMAHTHYECKHX OTHOIICHMSX J[BYX JKEHIIUH, KOTOpbIe ObLIN
Bi0ONeHbl U xmin BMecte. [loBects «Tpuauare Tpu Ypona» Jlunuu 3uHOBbEBOM-AHHNOAT
HpeCTaBiIsIeT cO00 THEBHUKOBBIE 3aIIMCH PACCKa34MIlbl, KOTOpPAs HE PAaCKPHIBAECT CBOE MM B
Lenol ToBecTH (HaYMHAIONMEH akTpuchkl). [nmaBHBIM cozpepxkaHueM «[loBecTm» sBisteTcs
n300pakeHne JIIOOOBHOM WHTPUIM ABYX JKEHIIMH — PAacCKa34MIbl M W3BECTHOH aKTPHCHI,
KOTOpYy!o 30BYT Bepa. CriokoifHas pacckaszuuia craja Jro0oBHHUIECH Bepbl 3a HECKOIBKO THEH
J0 CcBaabOBl pacckazyuibl ¢ OBIBIINM JIIOOOBHHKOM Bephl. BombIIMHCTBO 3MM3070B 3TOM
TIOBECTH ITPOM3OIILIN B TIPOCTPAHCTBE KBAPTUPHI TepOHHBI Bepbl, KoTopas *uiia B Hel ¢ HOBOH
mo0oBHUIEH, pacckazuuiield. OHM CTPEMWIINCH XXKUTh CYACTIIMBO C HEYBEPEHHOCTSAMH Bepsbl.
CaMOBITIO0JICHHOCTD U HEYBEPEHHOCTh Bephl paspyIaer ux OTHOLIEHHE.

B xyneMuHanuu mnosectu Bepa mnosBosinna TpuALATH TPEM XyAOKHUKAM HAapUCOBATh
pacckazuuity. [IpuroToBnenHbie KapTHHEI (Y POIBI) IPUHOCSAT pa304apOBaHHE BCEM, TaK KaK HE
COOTBETCTBYIOT OpuruHainy. Kaxzaas u3 KEHIUMH JeJlaeT CBOM BBIBOJ: paccKa3zduLa
oTpearupoBajla Ha CUTyallUl0 U NOKMHyda Bepy. B KoHIE KOHIOB, paccka3uuia crana
JTr000BHUIIEH O/THOTO M3 XYy/IOKHUKOB. Bepa nmokoHumIa »KM3Hb caMoyOHICTBOM.

B sroii nmoBectn TecHO NEPLIVICTIUCh TEMbI KPAaCOTHI, J'HO6BI/I, BUHBI, TBOPYCCTBA, UCKYIIJICHUA, U
JKEPTBECHHOCTH.

Bepa - OJlHa M3 TJIaBHBIX I'€POUHBL IMOBECTH. OHa BbINIJIa 3aMYK IO HaCTaMBAHUIO MaTCpU. Ee
MY’ OBUI XOpPOIII, HO OH yMep IIOCIIe ABYX JIET UX COBMECTHOH JKM3HH, a €€ JeBOYKa, J0Yb TOXKE
yMepiia BCKOpe mociie cMepTu Myka. OHa orulakuBaia My»ka U peOeHKa.

«Ona umena pebenka u mydxcd............Ocmanace 0046 08yX Mmecayes u ymepia
eckopey. (3uHOBLEeBa- AHHUOAIT)
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W ona Obuta B rope, YTo ee ceMbs NpeKpaTwia CBOE cymiecTBoBaHue. Y Bepsl Obuia
MaTepHHCKas MPUBSI3aHHOCTb, KOTOPYIO MaTh OOBIYHO HCIBITBIBAET K CBOUM JIETsM. B 3TOT
MOMEHT CBOCH JKH3HHM OHA MO3HAKOMHIIACH CO cTapoil akTpucoit. Crapymrka momoria Bepe B
KPH3HCE €€ JKU3HHU M MOATOJIKHYJIA €€ CTaTh aKTPUCOW. JIpyruMu cioBaMH, MBI COTJIACHBI CO
Cgetnanoit CoMoBOii B TOM, uTo «Bepy mprBena B TeaTp ofHa cTapasi aKTpHca, JaBIiasi, TAKUM
o0OpazoMm, ee Oe3yMHOMy, O€3yTEIIHOMY TOpI0 MAaTe€pH MAacKy W HCCTyIUleHWe. McTodHuK
BEJIMKOT0 UCKyccTBa Beprr — 6e3yMHOe Tope, B Tearpe obperiiee HopMy-MacKy, ITO3BOJIMBIIYTO
Bepe momHATH cBOE rope IO HMCCTYIUICHHS, T.€. MMEHHO IO BBIXOAA 3a MpENeNbl T'PaHHMI]
CO3HaHWsl MHAMBUAYyanbHOro 5. C OSTUM CBs3aH M MOTHUB OE3YCIOBHBIX  IJa3
Bepbl: Oe3ycioBHOe — caMo ObITHE, TO, YTO HE HYXKAAeTCs B OOBACHEHMSX M KOHKDPETHBIX
JKM3HEHHBIX 000CHOBaHMsIX. TakiuM 00pa3oM, B Tparudeckoit Macke Bepa »HBeT B COBEPILIEHHO
WHOM Maciitabe ¥ WHOW MHTEHCUBHOCTM 4YyBCTBA M MBICIH, — B COCTOSHHM, B KOTOPOM
BBICKa3bIBACT CeOs yiKe caMa Tparnveckas npupoja ObiTus uenoBeka.» (ComoBa)

Bepa mpocnaBmiiach ¢ IMOMOIIBIO cTapol akTpuchl. [lo ClokeTy OHa BCKOpe cTaja CaMoiM
TIOIYJIIPHOM aKTPUCOM, TaK KaK HUKTO HAKOT/IA HE TOCTHT TaKOW IOITyJIIPHOCTH.

«Ona yousumenvuas axmpuca. OHa makas, Kakux He Ovllo, Hem u He Oyoemy.
(3uHOBBEBA- AHHHOAT)

BnocnenctBun Bepa BeTpewaercss ¢ HayMHAIOLIEW akTpucoill, pacckasuuieid moectu. OHa
camasi KkpacuBas, Moioxe Bepwl. Bepa crmenana pacckazuuily cBoeil JroO0OBHMIICH mepes ee
cBaapOoi. XKeHux pacckazuuipl ObLT OBIBIIMM JIFOOOBHMKOM Bepbl. Pacckasumiia momnia B
kBapTHpy Bepsl. e Bepa Bcro HOUb rOBOpMIiTa 0 CBOMX OCCIIOKOHCTBE, OAWHOYECTBE U TPYCTH.
YTpoMm paccka3uuia packamBalach, YTO IOYEMy OHa mommia K Bepe m B To ke BpeMms
yTBep)KIania, 4To OHa cKydaeT mo Bepe. [lymas o cBoéM mpencTosmeM Opake, OHa COXKayena.
Ho xoTena BBHIMOJTHATH CBOM JKENAaHUS M HACTOAIIETO CYACTHS, KOTOPHIC OHA HAIlIa TOJBKO C
Bepoii. Tem He MeHee Bepa cka3ana paccka3zquiry, YTOOBI OCTaBUTh BCEX, U OHA JTOJDKHA AyMaTth
o cebe. Bepa obemana HayuuTh ee BceMy, MOTOMY YTO OHAa caMa KpacuBa, MmooOelana, 4To
noOsITh ¢ Bepoit pacckazuniieil Toxxe OyneT kpacuBo. MOXKHO cKa3aTh, 4To Bepa ckazama 310
BCEC, IOTOMY 4YTO, OHA 4YyBCTBOBaJla ceos 0I[HHOKOI71 1 5TU BBIPpAXKXCHUA TPEBOTHU U OJUHOYECTBA
Beps! oTpasuinuch Ha ee yuie. To OBUIO SICHO BUJHO, KaK CUJIBHO OHA €€ XOUeT.

«l080puna 2010coM HENpuUAMHbIM 6 KOMHAMe, He HA CYeHe, 2IYXUM U HEPOBHbIM,
nexpacugvim: - Tol dondicHa ux nokunymo. Tol ne ux A mebs Hayyy camoii cebe. A mebs
coenaro npekpacHot, nomomy umo s npekpacua. Co mHow mel 6ydews dozunei...Ona
CAHCUMANA MOTO PYKY JHCECHIKO, U 5L He 3HANA. NPEKPACHO U ee MHO20 cmpadadsuiee Tuyo,
3aniaKanHoe U Co 3AbIM  O2HeM?  U...........3ANIAKAHHOE U CO 31bIM O2HeM?»
(3uHOBBEBA- AHHNOAT)

Pacckaszunna Toke IriaBHas TepOHHS MOBECTH. B moBecTH OHa BCe pacCKa3blBacT OT NEPBOTO
nuna. Hurne B cBOMX JHEBHHMKAaX OHA HE PACKPBIBAeT CBOE MM YHTATeNsIM. MaTh M OTen
paccka3uuilpl (Ha4MHAIOMIeH akTprUCchl) ymepiu. Ee MaTe ymepia pu ee poskIeHNH, Tak *Ke OHa
HHUKOTJ]a HE BCTpeyaJach CO CBOMM OTIIOM, I[OTOMY 4YTO OH OCTaBMJI €€ MaTh IIOCiIe
6epemenHoctH. Ee oTer He MOT OBITH HU €€ OTIIOM, U HH MY’>KEM €€ MaTepH.

Omna xmina co cBoeil 0aOymkoi. baOymka cuutana, 4To mepen OpakoM paccKazyuia JTOJDKHA
3HATh 0 CBOMX poauTessix. OHa Takxke 00sIIach, mepell TeM Kak CKa3aTh el IpaBAy O POAUTEISX,
HO paccKa3uulla, y3HaB MpaBAy, HUCKOJIBKO HE YJAUBUIIACh, HUYETO HE M3MEHWJIOCh B HEH U
TEHephr 3TO HE HMMEET HUKAaKOTO 3HAYeHWs Juis Hee. BooOiie, WHOrAa B IOBECTH OHA
BCIIOMHHAJIa CBOIO MaTh, HO HE MOTJIa BCIIOMHHTD €€, IOTOMY YTO OHA HHKOT/Ia HE BHEJAa CBOIO
MaTh, Y Hee B rOJIOBE HET oOpa3a MaTepH.

Ona CUHUTACT, YTO €€ OTCI] ObLI CHaGOXﬁpaKTepHHM 1 MMO3TOMY OCTaBWJI €€ MaTb OJHY, 4TOOBI
CTpaaaTb € €€ HE€ POXIACHHBIM p€6eHKOM. BCC, 4TO OH CcAcjial € €€ MaTephblo, OBLIO
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HECTIPaBeIMBBIM U TparuuHbiM. OH yOexan oT cBoux oOs3anHOocTedl. OH  OBLI
c1aboXapaKTePHBIM YEIIOBEKOM, KOTOPBIA HE MOT B35Th Ha €051 OTBETCTBEHHOCTh CEMbH.

«Tenepv, 6om ceco0ns ympom, a b6orvuie dymana, yem mozoa Houvlo. M ne nowumana:
3auem 3Mom paccrabieHHblll HCEHUICA HA MOell Mamepu, 3a4em UCKYCHO PA3epaua ee
(max cxasana mue 6abywiKa), ceei ¢ Opyeum 8 KAKOM-Mo pecmopane, OMocial NOMom K
babywke OepemenHYlO U paA36encs HA OCHOBAHUU CBOel  pacclabieHHOCmu?»
(3unoBbEBa-AHHNOAI)

OHa cuuTansa CBOero oTHa 0ECITONE3HEIM U TOBOPHUT:

«Cropo 6ce dce naooero Ooymamv 06 Imom HepasymHom uenoeekey. (3MHOBbEBa-
Annn6an))

Korma ona BcTpermiack ¢ m3BecTHOW akTpucoil Bepoii, oHa OpDIa oyapoBaHa €€ KpacoTOW W
BaroOmack B Bepy. OHa ocTaBmiza cBOeTo XeHHXa paay He€, 1 OHM HAYaJIH )KUTh BMECTE.

OTHomeHus Mexay pacckazunueii u Bepoii

OTHOIIEHUS MEXIy 3TUMH ABYMS >KEHIIMHAMHU COBEPIIEHHO HE CYACTIMBBIE C CaMOT0 Hadaja.
OTH HEOoObIYHBIC W YHHKaJIbHBIE OTHOIICHHWS HE UIMIINCH Aoiro. B moBectw pacckasumma
MOCITyIIIHA ¥ MMEET TUIMYHbIE OpPHEHTHPOBAHHBIC XCHCKHE YepThl. B kadecTBe mpumepa, Ha
MecTo cBagpObl Bepa uro-To menTanma Ha yXo XEHUXY pacckazuuns! (BeBmiei 1000BHHK
Bepsl), OH BHE3aITHO OTTOJIKHYJI pacCcKa3z4uIly pykoi. A 3ateM Bepa mpuBena paccka3uuily B ee
KBapTUPY, U B 9TOH MOJHOM ClieHe paccKa3uuila He npocuia Bepy Hu o yem. [lanee B moBecTH,
Bepa mobuT paccka3unily BCro HOUb M IPOCUT, 9TOOBI paccKa3uniia BEpHyIach K HEH CHOBA.

«Ona ckasana emy kakue-mo ovicmpvie cioga. OH Opodcan 6ecb U GbIPOHUL U3-NOO
JIOKmMsL MOI0 PYKY. Bepa cxeamuna moio pyKy scecmko u nogeid... Huko2oa He 0ymanay.
(3uHOBBEBA- AHHIOAT)

B xomHuate Bepsr He Obu10 Mebenu, motoMy 4uto Bepa ckazana: «/Jukue cudsam moabko aexcams
Kpacueo u docmoiino mena. Ona nOCMAANIa KO8pbl HA Mampaysbl 600ab CHeEH, 3a0pocana ux
noodywkamu...» (ArEIOAN 3.) MOXHO cKa3aTh, uTo Bepa xoTena, 9ToOBI OHA BeeT/a Jiexkana Ha
KpoBaTH. 1 moMuHMpoOBana Kak MyX4lHa. Bepa uMeeT THIIMYHBIC OPUEHTUPOBAHHBIE MY>KCKHE
YepTHl, OHA Be/eT ce0s Kak TpaJuIMOHHbIE MY>X4HHBI. OHa X0dYeT, 4TOOBI pacckazdyuua Obuia
paObIHeli, TpaJUIIMOHHO XKEHIINHOI 1 peOeHKOM, Kak MOKa3blBaeT xapakrepuctuka Bepol. U
caMa paccKaszdMliia MPUHsJIa B IOBECTH, KaK 3/1€Ch:

«A pebenoK nonymanbuuk, nony0e6ouKd 6 HAYUHAIOWUXCS OKPY2IEHUAX U 3a0blmbixX
ewedemcmeom, GblMAHYMbIX, XYOOWasblX JUHUAX Hoe U pYK. Bepa me ycmaem 3mo
noemopsamv. Bepa cmewna u éenuxonennay. (3MHOBbeBa- AHHUOAI)

[IpakTHyeckn, paccka3zumiia, OHA ITACCHBHAsl JKCHIIMHA B CBOMX OTHOIICHWSAX, OHa B JIIOOOM
CUTyallul HE€ HpOTHBOCTOMT Bepe Bo Bcell mosectu. B apyrom mpumepe, el coBceM He
HpaBWJICS LBETOK PO3BI, HO, KorJa Bepa nmogapmia eit po3y, oHa mpUHUMAJa IBETOK, HUYETO HE
roBops Bepe o cBoém cobcTBeHHOM skenmanuu. OHa MPOCTO MOBHHOBAJNACH €1 M BCerja Jenana
TO, uTO Bepa xotena. Y pacckazuuiibl ObUTH TOJIBKO T€ BEIH, KOTOpbIe monapuia el Bepa. OHa
HUYEeTo He TpeboBasa, XOTs oHa ObLTa He JoBONbHA UMH. OHA HAXOAMIIACh B KaJIpe IMOJIHOCTHIO
HHCaHBHOﬁ JKCHIWHBI, KOTOpasA HUYETO HE OTBEPTaACT 1A cBOCH MapTHEPIIN Bepm, JaXe Koraga
p€Yb UIAET O TOPAOCTHU, CAMOYBAKCHUHN NI HE3aBUCUMOCTH.

«B moell komname 60 6ce OKHO cmoum Kameaus ... Mnu npocmo me 80ckogvle Kycmul
mou — 6vLnu kamenuu?y. (3MHOBbeBa-AHHUOAN)

IpuunHbI pa3pyuieHust OTHOLIeHWiT Bepbl U pacckazuuibl

(A) Crpax Bepbl moTepsTh CBOIO JIFOOOBB T. € PAaCCKa3dHIly:
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B moBectu Bepa Oosmack oT TOro ¢akra, 4YTO paccKa3zvymila MOXKET OCTaBUTh e, OHa 0osIIach
MOTEPSITh paccKa3uuily. Paccka3uuiia MOHUMAET 3Ty HEYBEPEHHOCTh, HO HE MOTJIA Pa3pelIuTh
3Ty npobiemy. Kpome TOro, kak BO MHOTUX CITydasiX 3TOW MOBECTU MPOJOIDKAETCS ee CTpax,
9TOOBI MOTEPATH pacckazuyuily. B kadecTtBe mpumepa, omHaxabl myxkumHa CoOypor ([Ipyr
Bepbl) mpuiiesn B ee KBapTHPY, U OH IPOCHIT Y paccKazduipl kamenuio. OHa Jana eMy [BETOK
kamenun. OHa pacckasana Bepe o mpuesne CypoBa B ee OTCYTCTBHE M O TOM, YTO, IO €rO
npock0Oe, oHa jana CoOypoBy IIBETOK KaMellnH, B BIPYT Bepa cepamnachk Ha pacckazduuily. Bepa
owia ee. OHa CWIIbHO paHWIa ceds Toxe. Pacckazuniia 4yBCTBOBasIa OTBpAIICHUE U YKAJIOCTh K
Heil. Bosee Toro B monHous Bepa cujena B nmpo3padyHoil pyOarike u B HEJCMO 1mo3¢, HAKIIOHUB
rojioBy. Pacckazuniia miakana, Ho Bepe He ObLI0 )anko. Paccka3zuuiia rpycTHiia ¥ CUUTAIIA, YTO
Bepa mo6ut ee? moueMy Obl He MONPOCUTH nporieHus? OHa BONHYET, YUTH JIX pacCKa34YHIa OT
Hee?

«Cezo0ns npuxooun Cabypos be3z Bepwi. [Ipocun y mena kamenuto... Tax passe s yiuoy?
Ilycmwb ona 6vem. A sce ee niobmoy. (3nHOBbeBa- AHHNOAN)

B Tteuenme momectn, Bepa mHOTma Bema ceOs cTpaHHO, TpycTHO. Takoe moBeneHHe Bepsr
3aCTaBUIIO OCO3HATh, PACCKAZYHIIEI YTO X OTHOUICHUE CTANI0 TEOPHMOW W MPHILUIO K KOHITY. Eif
Ka3aJI0Ch, YTO BECh MUp CHACTIHB, KpoMme ee. [lonokeHne cBOero OTHOIIEHUSI OHa OOBSCHSIET
TaKHUMH CIIOBAMH:

«Ho 6ce usmensemcs, u mol cocmapuuwivcs. Cnayana auyo cocmapumesi. Jlonvue 6yoem
orcums meno. Cmapoe auyo 6ydem uz0e6amenbCcmeom Had Monro0bim menom. Ilomom
3ass10e meno Hao AOYWUMU eNAHUAMU.

Dmo Kax mepmeviil ceem yoice 3aKamueule20cst COMHYA, KOMOpPblll ¢ 8bICOKUX 001AK08
ompadicaemcesi  8ooe... beccunviulil, 0oManubvlily. (3UHOBbeBa- AHHHOAI)

(b) [loBenenne paccka3z4yMIbl 10 MHUCAHUI MOPTpeTa:

Pacckazunna corsacHa, 4ToObl pHCOBANM €€ KapTHHY paau Bepbl, maxe oHa HE TOTOBA, BOT
3aTeM YyBCTBOBAJIA ce0s1 HEJOBKO. DTO MBI IOHMMAEM OT €€ MTOBEACHHsI, KOT/la OHa repeMepsiia
TUIATHS OJJHO 33 APYTHUM, IOTOMY YTO OHA BUAUT ceOs II1a3aMu Xy10KHUKOB-MY>KINH:

«Kax s xoxemunuuana ooma euepa ympom! H Oonco cmosna neped 3zepkanrom (Mbl
OOBSICHWIH 3epKaia, Kak IPEICTaBIeHO B paboTe: 3epKalio TBOPUYECKOTO CyOBEKTa,
obnanaromiero aTpuOyTamMu (GU3NIECKOW KpPacoThl W OMPEACTECHHBIMU TICHXUYECKUMHU
Ka4yecTBaMH, HEyJIOBJIETBOPEHHOCTh U OECIIOKOMCTBO CTOSITH TOJIBIM IEpel MYKUYHMHOMN-
XYIO)KHUKOM.) U npumepsna ooun ygem 3a opyeum. Ckanvléana CKIAOKU C YYeHbIMU
npuuyoamu. Bepa cnauana ensdena, nomom yuina, 80pye paccepousuucsyy. (3MHOBbeBa-
Annn6an) Ho Bepa roBopuna ménotoM: «Tul enyna u we noHUMAaeuib, 4mo 3mo2o 8ceco
ne nysicroy. (3UHOBbEBA-AHHHOAN)

(B) IloBenenne pacckazuuIip 3a MUCAHUEM ITOPTPETA:

Tak, xorma TpuauaTh TPH XYyJIOXKHMKAa NO TpeboBaHWio Bepbl pucoBamm pacckazuuily Ha
XOJICTaX, OHA BHJIENA ce0sl YPOTUBON B IJ1a3aX MY)KYUH, IOTOMY YTO XYA0KHUKU-MYKYNHBI HE
MOTJIM TOYHO Iepenarb ee o6pa3. OHM MOATOTOBWIM TPHUIIATH TPH YPOJIJIHMBHIE KAPTHHKH B
COOTBETCTBUH C PacCKa3uuKoM. KakIbplil XyJO’JKHUK OTHOCHJICS K HEH, Kak oHa K Bepe, HO 1o-
CBOEMY, KaXIBI W3 TPUALATH TPEX PHCOBAJ CBOIO JIOOOBHHIy WJIH CBOIO KOPOJEBY, U
JEBYILKE TPYAHO Pa3IMYMTh HX - IJie JIIOOOBHHMIBI, rje KoposieBa? (3MHOBbeBa-AHHHOAN)
OTHOCHUTENBHO, paccKa3uulia BOCIPUHUMANA 3TH KapTUHBI KaK YyBCTBO NMOTEPU UJCHTUYHOCTH,
13-32 9TOTO OHA HE IIEHHUJIa HCKYCCTBO, a cYMTala ceds sxepTBOoM. 1 Hee, HaBEpPHOE, TyXOBHbIC
LICHHOCTH Ba)KHEEe KapTHHOK. TakuM 00pa3om, JUisl Hee NCKYCCTBO MOXKET OBITh YacThIO )KU3HH,
HO >KH3Hb HE MOXeET OBITh XKEPTBOH paam uckyccTBa. OHa ckazana, CMOTPSI HA TaKUe )K€ CBOM
KapTHUHBL:
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«A? Omo 5? Omo s? Komopyio mwi ¢ neil mobuiu?
Oma? ma? Oma?..
A nepebecana om 00020 Xoacma Kk Opyeomy no éceli MacmepcKoll.

Co scex cmopoH, kak cudenu 60Kpye MeHsi OHU, nucaguiue, s eudena my ceos. Mnu s ne
snana cebs czaou? Cooky? B mpu uemeepmu? B uemeepmo? U npsimo 6 auyo... mooice
He 3Hana?

Omo opyeue.

He nawwu.

Hx. Ux. Ux.

IIpocmo ux. He nawa kpacoma, ne Bepuna.
Tpuoyams mpu ypoda. Tpuoyame mpu ypooa.
U ece 5. U 6ce ne s». (3uHOBHCBa-AHHHOAIT)

Wrak, XynoXHUKK cenany To, 4ero Oosuiach Bepa, — mycTuim JeBYLIKY B KH3Hb, — C 4eM
Bepa He xorena muputhes. Bepa npecienoBaia ee B TEUEHHH TIOBECTH, BCE K€ OHA BBIIIIA U3
CBOMX JIECOMSIHCKMX OTHOIICHHH ¢ Bepol, Kak TpaJMLIUOHHBIX, HO CHJIBHBIX JKCHIIMH W
BCTYNWJIA B T'€TEPOCEKCYalIbHbIE OTHOILIEHUS, IPUHAB MPENJIOKEHUE OJHOIO U3 XYJIO0KHUKOB
My>xckoro nona. OHa crana ero no0oBHuLEeH. Iloce mpodYTeHns KHUTU KaxkeTcs, 4yTo Bepa He
3Hana, 4YTo ee MOCTYINOK, YTOOBI CZelaTh CBOEH JIIOOOBHMIEH 3HAMEHHUTBHIM, OBUI aKTOM
IIpefaTenbCcTBa U BUHBI U1 Hee. B KOHIle MoBecTH, pacckazdulla NOKKWHYya Jro00BHUILYY Bepy.
Bepa He cMora IpUHATH 3Ty NepeMeHy ¥ MOKOHYHIIA )KU3Hb CaMOyOHHCTBOM, TIPHHSB ST

«Bepa ompasunace.

Ymo coenamv mue? Kax youms ceon? Unu ne youm Il »?

Mooicem 6vimv, NPUBLIKHY U K IMoMYy?

Bepa 6osinace npusviuxu u usmensty. (3uHOBbeBa- AHHHOAI)
(') JIroboBHHK Bepr! U )KeHUX pacCKa3qUIIHL:

Paccka3unna ocraBmiia CBOETro ’K€HHXa, IIOTOMY YTO OHA KaKMM-TO 00pa3oM MOH:NA, YTO OHA
mobut Bepy u Bmecte ¢ Bepoit ona Oynmer cuactnuBa. OCTaBiisisi CBOETO KEHHXa, OHAa ObLIa
yBEepeHa, YTO HUKOTJa He MOXKaJeeT O CBOEM pelIeHnH ObITh ¢ Bepoii.

«YMPOM 3HAAA, YMO HUKO20A He NONCANe0, YMO OMKA3ANA IHCEHUXY...... ... babywxka
0Ka3anack 20pooio...» (3uHOBbeBa- AHHHOAT)

OTHOCHTEBHO, B XOJI¢ TIOBECTH OJMH pa3 MPUXOIMI OBIBIINHN KEHUX PAaCCKa34UIbl, U OBIBIIAN
mo0OoBHUK Bepsl B kBapTupy. OH cHOBa BepHyJics kK Bepe paau mo6Bu. OH Tutakal W cKasal,
4TO 320yAeT pacckazuuiry. Bepa oTkaszanach oT ero npeaioxxeHus. Ha cienyromuii JeHb, Koraa
oHa nobOpaiach 10 MecTa, TJie TOKOHYWI KU3Hb CaMOyOHUHCTBOM €€ OBIBIINI BO3TIOOJICHHBIM.
OnHa mpuHATA €ro CMepTh Ha ceds. «A ce200msa Mmbvl y3Hanu, ymo oH 3acmpenuncs. Bepa
nopasicena u 2060pum, 4mo Ha uell e2o cmepmv.» (3uHOBbeBa-AHHHOAN) OHa 4YyBCTBOBAla
cebs BuHOBaTOW. J[oOpoTa ee ObIBIIEro mMapHs 3acTaBiIsIE€T €€ BCIIOMHUTH XOPOIIEe BpeMs ¢
HHM, XOTs OHA B OJJHOITOJIBIX OTHOIICHUAX.

Ilo CyTH, TOBOPsS O HEM, Bepa Ha MI'HOBCHHC 3a61,ma, YTO OHa pa3roBapmBacTt C paccxawnueﬁ,
KOTOpas Tak KeE JIFOOUT €€, KaK TOT nokoitHuk. OHa CiKaJInachb, NIO4YEMYy BUCPaA OHA HC INPUHAJIA
€ro Npeajio’KCHUe, MO3TOMY OHA 'OBOPUT:

«A on ObL yorcacno uckpenen u becnomouer guepa. Bnpouem, u panvuie écezoa. A 3a
mo ezo modura. M ¢ num uwyecmeosana cebs 000pot, cuavhol u ooavuwiou. On maxoi
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XOpouleHbKUll, Kpy2noauyslil u posogenvkutl. Ho y nezo, npu xaxcoom moem 632nsioe Ha
Hezo, HaYuUHaIU OumvCs 6eKU NO CAUWMKOM SPKUM 21a3Kam — Kak 0abouku.»
(3uHOBBEBA- AHHHOAT)

TakuMm 00pa3oM, pacckaszuuila corjacwiach ¢ Bepoli m moHsma, modemy ee 6alOymika Xorena,
9TOOBI paccKa3yuila BBINUIA 3aMyX 3a apyroro. OHa TOXe JyMajga O TOM, YTO KaK OH OBbLI
CMeEJIBIM, KTO eI JKCHUTHCS Ha JKCHIIMHE, KOTOpast OTIn4aeTcst oT Apyrux. OHa MoHsIa, 4To

«OH Obin cmenbiil, OH ObLL HACMOAWULL, nOYmMU Kak Bepa, xoms He ymeH, Kak oHa, U 6e3
mananma. Ho mozoa mue Kazanocob, 4mo Npuwna MoOs Nopd UCHbIMAMb JHCU3HD
orceHwyunbl... Teneps dice He uwly UHOU JHCU3HU, Kpome 3mou. Bepa dana mue Gonvue,
Hedcenu i HA0esIach Noay4umo, u xcoy 6yoywezo ez nemephnenus...» (3UHOBbEBa-
AnHn6a1)

I/IHOF,I[a B TIOBECTH, Bepa TaKk WIM HHA4Ye CBsA3aHA C TEISCHOM KpaCOTOfI pacCKka3unlibl -
CTpacCTbhlO, 4 HEC AYXOBHOCTBIO, H3-3a KOTOpOP‘I pacckazunna 9yBCTBOBaJIa cebs 06MaHyTOI>i B
KOHIIC THCBHHUKA.

BreiBox: Osarogaps mapoauiiHBIM OpakaM M pa30pBaHHBIM OTHOIICHHSM, a TaKKe KauecTBaM
OTIIa pacCKa3yMka, ¢ OOCHX >KCHCKHX CTOPOH MYXKUMHBI IMOKa3aHbl KaK CYOBEKTBI CIa0oi
TUYHOCTH. WM mapansensHO MOKa3aHO, MaTpuapxajibHOE MOBEASHHE MY>KUYMHBI K >KCHIIMHAM
yepes au1o Bepsl.

O6e >xeHmmHBl U Bepa, n paccka3umma B MOBECTH KaXKyTCsl HEHACAIBHOHM Mapoi ¢ camoro
Hayajla JHEBHMKA. Y HUX OBUIM IPYCTHBIE W MO30pHBIC OTHOIICHUS. MoOIYaHNE PacCKa3UHII
TOXE OBIJIO OAHOW W3 Pa3HBIX NPUYUH pa3pyllIeHMs MX oTHomeHWH. OHa Bcerza Moidania B
nroboi cutyanuu. OHa HUKOTIa He pearupoBaiia potiB Bepel. OHa naxe He oTkazana Bepe B
€€ HCHYXHBIX MW HEJIOTWYHBIX Tpe6OBaHI/ISIX. D10 YKa3bIBa€T Ha HEPABHBIE W HE3TOPOBLIC
OTHOIICHUA MECKAY HUMHU, IMOTOMY UYTO JJIA 3O0POBBIX OTHOIIICHHI 00a napTHEpa OJIKHBI
MMETH PaBHBIE IIPaBa U YBaXXEHUE IPYT K APYTY.

B GONBIIMHCTBE CIy4aeB O JIECOMHCKHMX Mapax pacCKa3blBAIOT HACTOJBKO HEraTHBHO, YTO
HEBO3MOXKHO HAWUTH B HEH MOJTBEPXKACHHUE HJCH O TOM, YTO JIIOOOBb K CBOEMY IOy MOTJIa Obl
peuuTs IpodIieMbl TeHIepHOTO mopsaka. KpoMe Toro, mr000BHBIE OTHOIICHHS MEXK/TY TepOSIMU
cojiepkar ciaumkom MHoro HeratuBa (IlogunHEHHE, OMOCPEJOBAHHBIE, TOU3M BEPHI MIPOTHUB
MTOCITYIITHOH JTFOOOBHUIIBI).

Kak m3BectHO, uT0o «Kpacora cmacaer Mup» kak B pomane «Manot» JlocToeBckuil Hammcan.
Orto He Bcerja ObIBaeT, TaKk MBI BHIUM B moBecTH. KpacoTa cTajma NMpUYMHON YHHYTOXEHUS
JKU3HEeH o0enx KeHIMH. Bepa moOUT KpacoTy pacCKa3uuIlbl, TO3TOMY XOTelNa HapHCOBaTh €e
KapTHUHY Ha X0JICTe, 4TOOBI CIeNaTh ee n3BecTHO. Ho momydaeTcs mo-apyromMmy 310 He TOJIBKO
JIeNlaeT paccKa3yuIla N3BECTHOM, KaK IMOKa3aHO B TIOBECTH, a pa3pyllaeT ee KW3Hb. B moectn
Uit Bepsl nckyccTBO BakHee JKM3HHM, a PAcCKa3yMlla HE CUMTaNa Tak, MOTOMY OHA yIuIa OT
Bepsl. B koHue, Bepa uyBcTBOBana cebs BUHOBHOM M 3a paccKa3yWily, M 3a CMEPTb CBOETO
T000BHYKA, TIO3TOMY KOHYAET CBOIO )KU3Hb CAMOYOHHCTBOM.
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Annomayun: Peuv 6 >moii cmamve notidem o pacckazax lopvkoeo u Ilpemuanda. Xoms
Mynwu Tpemuano u Maxcum I'opbkuil npunaonescam pasHbim Kyibmypam, 8 ux meopiecmee
ecmb anemenmuvl poocmea. M ux paccrkazax noseusiiomest 0OHU U me Jce MOMuUBbl, y Hux oobuas
memamuxa u npooremamuxa. Mnoeda 08yx nucameneil o0veoumsem memoo u3oopadcenus
orcusHu.  Jlannas cmamesi aHAnU3Upyem pacckazel 08yX nucamenei ¢ MOYKU 3PeHUs Ux
XY002HceCmBEeHHbIX 0CODEeHHOCmElL.

Knroueewie cnosa: Pacckas, Ilpemuano, I'opvruil, XyoodicecmseeHHble 0COOEHHOCU

Abstract: The present article deals with the short-stories of Premchand and Gorky. Though the
two authors belong to two different cultures, there are a number of similar elements in their
works. Their short-stories have similar motifs and themes. Sometimes the artistic methods used
by the two authors to portray life also coincide. This article is a comparative study of the short-
stories of Premchand and Gorky from the point of view of their art and craft.

Keywords: Short-stories, Premchand, Gorky, artistic peculiarities

Mynuu Ipemuang u Makcum ['oppkuid SIBISIOTCA ABYMsI KPYIHEHIIMMHU JUTEPATOPaMH JIBYX
pa3n4uHBIX KyJIbTyp. OOIIecTBEHHO MoJIMTHYECKOE TostoxkeHue [ opbekoBekoit Poccnn n Mnann
[Ipemuanna HocsAT cxoxHble 3ieMeHTHl. CremoBarenbHO, TNpou3BeneHUs [IpemMuanna u
T'opbpkoro orpaxkaeT aHAJOTMYHYIO TEMaTHKy W TpoOJiieMaTHKy. XOTd MEXIy HHMH He
CYIIECTBOBAJIO HEMOCPEICTBEHHOro oOmeHus, IlpemMuaHn Obul  XOpOLIO 3HAKOM C
XYJI0’)KECTBEHHBIM METOJI0M ['OpBKOro, ¢ €ro TBOPUYECKON MAHEPOM.

OT10 0BII0 BpeMs, KorJa B Poccuu roTOBWIIM CTPOUTH COLMAIM3M IOJI PyKOBOJICTBOM paboyero
knmacca. Commanuctudeckas unpes, OxTsa0pckas PeBonronms, umess paBeHCTBO JIOJACH CHIBHO
MOSIBIUTH HA WHAMKACKOTO HApoJAa, KOTOPBIA TOrma emie OOoposics MPOTHB KOJIOHUATBHOM
BIAcTH, OOpOJCS 3a OCBOOOXKICHHWE CTpPaHBl, 3a €€ HE3aBUCHMOCTh. [IpemMuaHa Kak
MPOTPECCUBHBIA MUCATENb CBOCH SMOXHM HE CMOT CTOSTh B CTOpOHE. Tak kak ['opbkuii ObLI
cuMBOJIoM OKTAOpcKoil PeBoimoum, Tak Kak B €ro MPOU3BJACHHUAX ObLIa BRIPAKEHA 3TO HOBAs
uzesl, OTKPBIBIIAs KAa4eCTBEHHO HOBYIO JIOPOTY JJISl YeJIOBEKa, MHOTHE WHIMMCKHUE MTHCATENH B
ToM umcie u [IpemMuana ucnuThiBal BausHUE [ OphKOTO.

IIpemuang B Havajie CBOEW JUTEPATypHOUW >KM3HM MHCaNT (PaHTACTUISCKUE TPOU3BEIACHHUS Ha
s3pike Ypay. Ha s3pike XuHIM ero nepBbie pacckasbl u3 coopuuka « Cosze Bamany («JIt000Bb K
poImuHe») BKIIOYAIOT B cebe pacckasel Kak «[lawu [lapmewgapy», KOTOpBIC SIBISIOTCS
COOBITHIHBIMH TPOU3BEACHUSAME. B 3THX paccka3zax NpsMbIC aBTOPCKHE CIIOBA OYEHb YacTO
BMEIIMBAIOT B IBHXKCHUHU CEOJKETHOTO JICHCTBUS. ABTOp caM OOBSICHIET XapaKTep CBOUX IepOCB,
JaeT CBOIO OIICHKY W OOBSCHSET, MOYeMy BO3HUK JNaHHBIH KOH(MIUKT. ['epon 3THX paccka3oB
XOTS TUINHYHbIE, HO WX MOCTYNKHA OYEHb YaCTO BBICTYMAIOT MCKIIIOYUTENIBHO U BOILIOLIAIOT B
ceOe BBICIIME HPAaBCTBCHHO- 3CTCTUYCCKHE HCaNbl. Paccka3bl KOHYAIOTCS HPABOYYCHUCM; H
Ka)XeTCcs, YTO aBTOP XOTS CTAaBUT peajibHbBIC MPOOJIEMBI U3 KU3HH, HO TpeajiaracT HepeanabHbIe
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pelIeHus] 3THX BOIPOCOB. ABTOp 3acTaBisieT YHUTATeNs CMOTPETh Ha JKU3Hb IJa3aMu
MOBECTBOBaTeNIsl. ['epom B paccka3aX NPEACTAaBISIOT cede IMepej  YHUTAaTeNsIMH  Kak
MIPOTIOBEJHUKAMH aBTOPCKOTO HJ€ala, T.€. OHM BBIPa)KaroT rojoc aBTopa. TakuM o0pa3oM, 3TH
pacckassl 4acTO HOCAT CyOBEKTHBHBIH XapakTep, W HAPyIIAl0T NPHHIOHWI OOBEKTHBHOTO
n300pakeHNs )KU3HH B PEaTCTHYECKOIT IuTeparype.

N Tak, B Hauajme cBOeHd TBOpUECKOW KWU3HU, [OppKkMH nHCal POMAHTUYECKHE WU
PEBOJIIOIIOHHO-POMAaHTHUECKUE Npou3BeieHus kak «Makap Uynpay, «Crapyxa M3eprunby, B
KOTOPBIX OIMCAaHUE KapTUH, Mel3axa M MOpTpeTa MEepCoHaka HE TOJBKO OYEHb AJIUHHOE U
MOHOTOHHOE, HO U HOCUT POMAHTHUECKUI OTTEHOK. XOTs aBTOp MOpa)kaeT YUTaTeNIs CBOMMHU
SI3BIKOBBIMU ~ 0cOOeHHOCTSIMU ~ (yroTpebieHueM MeTtadopa, CpaBHEHHMH, OJHMLETBOPEHUS,
MOCJIOBHLl U TIOTOBOPOK, ()pa3eosIOTH3MOB, JUAIEKTOB, XXAPTOHOB M OOraThiM CIOBapHBIM
3amacom), HO, NPUCYTCTBHE MeTadop, CPaBHEHWIl M IHIMPOKOE YMNOTpPeOJICHHE OYeHb MHOTO
OTIPEAEICHNH HapylIaeT 3aKOH KPAaTKOCTH MAJOro 3MH4ecKkoro »aHpa. OOBYHO B 3THX
MIPOM3BEACHUIX OTCYTCTBYIOT TPU €IMHCTBA MaJOT0 3MNYECKOT0 >KaHpa — €MHCTBO BPEMEHH,
€IMHCTBO MECTA U €JJMHCTBO JICHCTBHS.

[No3umust nepcoHaxel B paHHUX POMAHTHYECKHX pacckazax ['OpbKOTO COBMAmaeT ¢ IMO3UIUEH
nepcoHaXkel B paHHUX pacckazax [IpeMuana Tem, 4To repou NPOMOBEIYIOT aBTOPCKHE HAEabl
CBOMMHU BBICKA3bIBAaHHUAMU U MMOCTYIIKAMH. Peub moBecTBOBaTENS SABISACTCS TJIABHBIM Cp€aCTBOM
pacKphITHs XapakTepa IEpCOHAXH B DPAaHHUX pacckasax o0oux mucarened. B pacckazax
pansero [Ipemuanna (kak «Hamax ka dopoza», «llanu I[lapmewesap», «bape exap xu demuy» n
T.I.) U B POMAaHTHYECKUX pacckazax ['oppkoro m3oOpakaercsi MpobiieMaTHKa YeJOBEUECKON
ncuxonorud. OmHAKO, 3TH NHCATEeNM OTIMYAIOTCS IpPYyr OT Jpyra TeM, 4TO B paccKasax
[Ipemuanma BOmpoc O MCHUXOJIOTHH HOCHUT MOPATMCTHYECKYIO OKpacKy, korna y ['oppkoro oH
MIpeoOpeTaeT PEBOIIOIIMOHHO-POMAHTHYECKHIA OTTEHOK.

Pacckaszpl IlpeMuanga JBaanaTeIX TOAOB CBHJETEIbCTBYIOT O JalbHEHIIEM pa3BUTHH
MHPOBO33PEHIsI M TBOPYECKMX HCKaHWH mucatens. B pacckazax storo mepuonma pucyercs
HIMpOKas KapTHHA WHIMHWCKOW HApOJHOM >KU3HM, KaPTUHA JKU3HU U OOPBOBI MPOCTHIX JIFOACH B
KOJIOHUAJIBHOH cTpaHe. Eciiu B paHHMX pacckas3aX, aBTOPCKUHM HJeall 3aHUMAET LEHTPAIbHOE
MECTO, TO TeNeph aKTyalbHas COIMajibHas IpoOieMa, BOJHYIOIIAS MHCATeNs HAXOJUTCA B
[IEHTpe BHUMaHMA. Pacckassl JBaIIaThIX TOA0B H300paXaroT CTPagaHus IPOCTHIX JIIOJEH, Tope,
neyab, UX OECIOMOIIHOCTE B (he0abHO-0ypxKya3HOM OOIIECTBEe KOJOHHAIbHOW Muauu. s
[Ipemuanna BocnuTaTenbHas POJIb JINTEPATYPHI U INTEpaTopa MMeeT Oojplioe 3HadeHue. Bepa
[Ipemuanna B yJIydIICHWH >KU3HHM CBOMX JIIOJIEH OblIa TaK CHJIBbHA, YTO JAXKE IPH OTPAKCHUH
pealbHON KM3HM OH HE CMOI OCTAaThCSl OT BBIPAXKEHHs CBOETO HJ€aNa, OT CBOEH MEUTHI.
CrenoBatenbHO, B 3THX pacckaszax (Kak «byoxu kaxu», «Ammapam», «Aneedxica» ¥ T.J.) 9acTO
HaOIoaeTcsl CMEICHHE peai3Ma M IIPOIoBeIHMYECTBA. B pesynbraTe 3TOro CMmerieHus
BO3HUKAET HOBBII XyJJOXKECTBEHHBIN METO]] — UACATUCTHUECKUI peamusm.

B sToT )€ nepuon [IpemMuan mopanesHo NUIIET HEKOTOPbIE PaCCKa3bl, B KOTOPBIX OTCYTCTBYET
aBTOPCKHI Waeanu3M, Harmpumep :- «Caga cep eenxy», «Myxmumape», «llyc ku pam» # T.1.
Takum o6pazom, Pacckaszel IlpemMuanma ABaAmaThIX TOJOB UMEIOT TEPEXOMHBIH XapakTep -
nepexox [IpeMuanna oT MIEANCTHYECKOTO peann3Ma K KPUTHYECKOMY peann3My. ITo OBUIO
BpeMsi koraa Ilpemuann mozHakoMuics ¢ mpousBeneHusiMu Toisctoro, Yexosa, ['opbkoro u
JIPYrUX peallMCTUUeCKuX mucaTteneid EBpombl, KOTOpble BIMSUIM HAa €ro MHUPOBO3PEHUE U
XYJOXKECTBEHHBIN METON M300paKeHHs peatbHON ku3HH. Cpequ 3TUX Mucateeid TBOPUYECTBO
Toppkoro oco6o mnpusiekano IIpemyanna, kak pa3 B ero pacckaszax I[Ipemuanm yBuuen
MPHUCYTCTBUE TEX BOIPOCOB U KOH(MIMKTOB, KOTOPHIC BIOHOBAIH €ro. bim3koe 3HAKOMCTBO
IIpemuanga ¢ mpousBeneHUsIMU ['OpbKOTrO NHOBIMANO HA XYIOKECTBEHHBIM METOA M CTUIIb
3penoro [Ipemuanna. Pacckasel [IpemMuania TpuALIATHIX TOAOB YTBEPKIAIOT 3TO BIUSHUE.
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Ecmn pacckaspl IlpeMuaHna CBHAETENBCTBYIOT O IEpexXoJe aBTopa OT pPOMaHTH3Ma K
UICUTMCTUYECKOMY peajM3My M IOTOM OT HICAJIMCTHYECKOrO peajn3Ma K KPUTHYECKOMY
peal3My, TO pacckassl ['OpbKOro MOKa3bIBAlOT IEPEXOA aBTOpa OT PEBOIIOLHOHHOTO
POMaHTH3Ma K KPUTHYECKOMY PEA3My U OT KPHTHYECKOT'O peai3Ma K COLMAHCTHICCKOMY
pea3My, KOTOPBII OH cO3/aJ caM.

B pacckazax Ilpemuanma m ['oppkoro cyOBeKTHBHas HWAes aBTOpa W OOBEKTHUBHAS HICS
MIPOU3BEACHUS YacTO COBIAAAIOT TO €CTh HET MPOTHBOPEUMs MEXAy HUMH. Jlaxke, Korga HeT
COBIIAJICHUSI aBTOPCKOM MJIEH W HUJEU TJIAaBHOTO I'eposi, aBTOp B KOHIIE TEKCTa J00aBISIET CBOIO
HCI0 U BBIpaXaeT CBOIO IO3UIMIO MHOTAA NpPsIMO, MHOIJA KOCBEHHO. JIerko ompeaenuTsb
ABTOPCKYIO IMO3UIMIO €CIM B IPOMU3BEACHHM CYIIECTBYET HACOJOTHUYECKUil repoil T.e. TOT
NEPCOHAX, KOTOPBIN BBIpaXKaeT aBTOPCKYIO HEOIO0rHI0. ['epoif, B JaHHOM cilydae, IPOU3HOCHUT
aBTOpckue cnoBa. CyIecTBYIOT HEKOTOphle paccka3sl IIpemuaHma, B KOTOpPBIX €CTh
TIOJIOKUTEIbHBIE WII MICOJIOTHYECKHE TEepOH, Harpumep:- «Moxy», «ocynyw», «/Jo 6210 Kku
Kkamxa», 1 T.1. Y TOpbKOT0 Take ecTh Heosorndeckue repou kak Jlappa, Jlanko, Pagna u 1.1

CroxkeThl paccka3oB 3penoro IlpemMuaHma, W WX TEPCOHAXH SBISIIOTCA THMUYHBIMH. OHH
3¢ (EeKTHBHO BBIPAXKIOT CTPEMIJICHHE MPOCTOTO HAapoOda, IMMOKA3HIBAIOT €r0 POJb M TaKXKe POJb
UHTEJUIMTEHIIMK U OypiKyasuH B MHIMKWCKOM HAIlMOHAJILHOM OCBOOOJHUTENLHOM JBW)KEHHH, B
O0opbOe MHAMICKOrO Hapoja 3a COLMAJIbHOE PAaBEHCTBO M yeloBedeckwe mpasa. [Ipemuann
TaKKe MIIET T€ COOBITUS, KOTOPBIE SIBISIFOTCSI THITMYHBIMU U MTPEACTABUTEILHBIMU B HHAUHCKOM
(heomanbHO-Oyp)Kya3HOM OOIIECTBE W IMOMOTJIM Obl €My B aHajdu3e IICHUXOJOTMH Pa3HBIX
JEUCTBYIOIMX JIML Pa3MYHbIX KJIACCOB pa3zobiiadasi TO 3JI0 M HEJOCTATKH OOILIeCTBa, KOTOPHIE
SIBIITFOTCS] IPUIHHON SKCIUTyaTalllid M MYYCeHHUsI OCTHBIX JIFOJCH MPOCTOr0 HHIUHCKOTO Hapoa.
C npyroit cropons! ['oppkuii Opoami MO CBOEH CTpaHe W BCTPEUYAICS C Pa3HBIMH JIFOJBMH
pabodero kiacca. ['OpbKuil OBIT XOPOIIO 3HAKOM C XH3HBIO paboduX JIOAeH, TaK Kak OH caMm
paboTan B KadecTBe MPOCTOTO paboyero 4ejoBeka Ha pa3IMIHbIX MecTax Poccum. Dto namo
€My pe3KyI0 BO3MOXXHOCTH OJM3KO YBUAETH KHU3Hb CBOETO HApOJa. ITOT OOTaThIA OMBIT HAIIEI
MpPEeKpacHOe OTpaKeHHE B NMPOW3BEICHUAX [ oppkoro. B HUX ObUIM M300pakeHBI KU3HB 3TUX
JIOfIeH, X CTpaJaHKe U rope B Oypxya3HoM ycTpoe. He yIuBUTEIBHO, YTO €r0 pacckassl 4acTo
3aHUMAIOTCd TICHXOJOTMYECKHM aHaJM30M IIpocToro pabodero kiacca. Pacckasel Kak
«Yenkam», «ManBa», «KoHoBanoB», «Mol crnyTHuK», «boneck», «Cymnpyrud OpJOBBD H
JpYyTHe TaK)Ke B OCHOBHOM OIHMPAIOTCSI HA aHAJIN3 BHYTPEHHETo MHUpa nepcoHaxen. OTcyTcTBIE
TIOJIOKUTENBHBIX TEPOEB SIBJISETCS XapaKTEPUCTHYECKOW YEepPTO ITHX paccka3oB (MCKIIOYast
«Mo¥# CIyTHHK», I'Jie TIOBECTBOBATEIb SIBJISETCS IMOJIOKHUTENIBHBIM TepcoHaxeM). OTcyTcTBHE
MTOJIOKUTETHHBIX MOTHBOB U TIEPCOHAXKEH B 3THUX MPOM3BEICHUSX pealn3Ma OOBICHACTCS TEM,
YTO XKU3Hb MPOCTHIX JIIOAEH (WM XKU3HB pabodero Kiacca) B KaMTAIHCTHIECCKOM OOIIECTBE
TaKasl CJIOXHasi, 4TO BCE MOJIOXKUTENbHbIE KayecTBa ucye3aroT u3 HuX. OJMH U3 IepcoHaxel B
pacckase «Ha comm» MarBeil 00BSCHAET 3TO SBIEHHE TAKUMH CIOBAaMH:- «.... MBI 4TO 3K? MBI
B€/Ib, KOJIM 110 COBECTH T'OBOPHUT, HUYETO TaKOTO... MBI, OpaT, MOHUMaeM 4To o0uIenu Tedst; HO
TOJBKO pa3Be 3TO BEpHO, KOJM paccyauTh mpaBuibHO? CoBceM, Opat HaBepHO. [losTromy
riiaBHas mpuyuHa — xu3Hb! Kakas sxusnp Hama? Katopxkras! Tauka — mectHaaaTh 1y, para,
a aeHp — moutuHa! Anm 3TOrO Mano, 9yToOBl 03BepeTh? Paboraems, paboraems, 3apaboTOK
HpoIbellb — OIsITh paboTaenis! BOT 1 Bce M Kak TOTOB C MSITh MPOXKHMBACIb STHM MaHEPOM, TaK
¥ TOTO....00JUK YeIOBEUYECKUI U yTpaTHIllb, - 3Bepiora, nail mabdamns! Mbl, Opart, camblid cest
eme OompHEW oOmkaeMm, deM TeOs, a MBI BCE K€ Belb APYr JIpyra 3HaeM, THlI JK€ Uy)KOU
4eNoBeK. ... Yero te0s xkanetb — 10?.....» (Fopbkuii, 104)

V T'oppkoro aBTropckasi Ues 4acTO BBIPa)KaeTcsl MPHU MOMOIIM HJEOJOTHYECKOTO Iepos KakK B
pacckaze «llecus o Cokoney, «Ilecus o BypeBectauke», «HUenoBek», «PoxaeHue yenoBekay u
B JAPYTHX paccKazax COLMATUMCTUUECKOro peann3ma. ABTOPCKas UAes TaKXKe BbIPaXKaeTcsl B €ro
PEATMCTUIECKUX paccKazax depe3 KPUTHKY, depe3 pa3obiadeHne CYMECTBYIONIIETO IMOpSaKa,
U3-32 KOTOPOTO CTpagacT W MYYHUTCS OCAHBIH YEIOBEK B KAIMUTAIMCTHYECKOM CTpOE.
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OTcyTCTBI/Ie TOJIOKUTCIIBHOTO Haydajla B XapaKTepe ﬂeﬁCTByIOMHX g, UX AeTyMaHU3alus
SABJIAIOTCA €€ OAHBIM IIPEMOM, KOTOpLIﬁ MPUMCHACTCSA NUCATCIIEM IJISI BBIPAKCHU S aBTOpCKOﬁ
uiacu. HaanMep «L[Baauan, ECCTh U OJHAY, «Ha COJIN», «Bb1BOIY» M T. 1.

Takoil Xyn0XeCTBEHHBIMNpUEM]] OTPULIAHUS OTPULAHUS IJISl PACCKPBITUS aBTOPCKOM MIed U
TJIaBHEH Weil MBI Takke HabmogaeM B pacckasax [Ipemuanna. [maBHast nunest u aBTopcKast Haes
B €T0 PaccKa3zax UACAIMCTHYECKOTO peausMa OTIAMYaroTCa ApYr oT apyra. Ecnu riaBHas uaes
B TaKUX paccKka3aX BBIPaXaeTCsl KPUTUKOM CyIIECTBYIOLIETO, TO aBTOPCKas HJesl — uepes
apropckuil muean. Ho, Takas pasHuna MeEXIy aBTOPCKOM HJICH W IJIaBHOM HAEH pacckasa
OTCYTCTBYIOT B €r0 MJCOJIMCTHUECKUX MpOU3BeNeHUX (Kak «[lanu napmewsap», «xoxa» U
T.A.). Eciu B uI€0MMCTHYECKUX paccKas3ax Hies aBTopa U Hjes TeKCTa pPacCKPHIBAIOTCS depes
YTBEPKICHHE, TO B PEATUCTUYECKHUX paccKas3ax 3TO JHKEIAeTCs uepe3 OTpHULIaHue.

Crpykrypa paccka3oB IlpeMuanna, CO3JaHHBIX B TpHAUATHIE TOABI (M TakXe B KOHIE
JBaJIATHIX TO/IOB), TOCTETIEHHO yCIoXHAeTCs. B 310 Bpems, [Ipemuann BeIpaboTan cBOi MeTOx
n300pakeHHs JICHCTBUTEIFHOCTH B KpUTHYECKOM ayxe. OH Hamen MeTon OecCIKEeTHOTO
n300pakeHNsl IEHCTBUTENBHOTO MHupa. BriepBble B HCTOpPHM JHTEpaTyphl Ha S3bIKC XUHIH
be3zabynpHble paccka3sl MOSBISIIOTCS B TBOpuecTBe IIpemMuanma. B 3ToM oTHOmIEHHH
IIpemuanp siBisgercs HOBaTOpoM. MHorue nucarenu XUHIM U YpAy [OTOM IArajy I0 3TOH
nopore mnpumensis Meron IIpemuanma. Teneps, I[lpemMuanny He ocTaHaBiIMBaeTCsd Ha
NOBEPXHOCTHOMONNCaHNE BHEIHUX (DAKTOB peasibHOI KH3HH, a MBITACTCSl HAUTH PUYMHU U UX
NOSIBJICHHUST B B3aMMOOTHOIICHMSX JIFOJEH M KIAaccoB, TIyOOKO aHAJIM3UPYs MCHXOJIOTHIO
TUIUYHBIX 00pa3oB M3 peajbHOW jxu3HU. CIOKETHOE JeiCTBHE, COXpaHSs PEeaTHuCTHYECKYIO
OCHOBY PacCKa3a CIy>)KUT CPEICTBOM PACKPBITHSI ICUXOJIOTUH MEPCOHAXKEN. ABTOP MACTEPCKU
MIPUMEHSET BCE CBOM XYIOKECTBEHHBIE IPUEMBI U CPEACTBA IJIS1 PACKPBITHS BHYTPEHHETO MUpa
JeictByromux Jsun. B pacckazax Tpuauateix rofos IlpemyaHn He TOIBKO HPOBOJUT
NICUXOJIOTUYECKUI aHalM3 CBOMX TIepOeB, HO U KOCBEHHO YKa3bIBa€T HA TO 3JI0, KOTOpOE
SIBIIIETCS TNPUYMHON JETyMaHHW3allMM, CTPaJaHus M SKCIUIyaTallud MOPOCTBIX HIoAed. OTH
KauecTBa TaK)Ke MPUCYTCTBYIOT B pEAIMCTHYECKHUX pacckasax ['opekoro.

B nieHTpe KOMIO3UIUHN peaTUCTHUECKHUX paccka3zoB Mosioaoro I'opskoro u 3penoro [Ipemuanga
JISKAT OTpeCIEeHHOE HACTPOSHUE, KOTOPOE BO3HUKAET HM3-3a MPOTHUBOPEUYHS UYETIOBEUECKOMN
nymd. B HEX oTpaxkaercss CyOBEKTUBHBIM MHUP T€POEB WX TEPEKUBAHUS, UyBCTBA, YKEJIAHUS,
cTpemiieHUs U T.J. TOT W Apyrod mucarenb, 4yepe3 3TU MPOTUBOPEUMS, YaCTO yKa3bIBaeT Ha
TOPBKYIO KU3HCHHYIO TpaBay. OTIHINTEIBHEIME YepTaMU pacckaszoB 3pernoro [Ipemuanma (kak
«Hawa», «Kagan», «Manumpa», «Bews», «Manospummu», <«Iynmu-Hanoa», «Kycym»,
«HMozax» W T.JA.) SBIAIOTCA TIyOOKWH aHalM3 B3aMMOOTHOIICHWH, IIOKa3 KJIacCOBOTO
aHTarOHW3Ma WHIWICKOTO O0IecTBa, cMmenas © OecromagHas KPHUTHKAa BCEX BHIOB
IKCIUTyaTalld W YTHETCHHA. OTOT METOJ H300paKCHUS PEaTbHOCTH TaKXKe IMUPOKO
MPUMEHSIETCS B paccka3zax [ 0pbKOro peaiuCTUUECKOro HalpaBieHusl.

PasButne croxxeTrHOro meiicTBHS B pacckazax 3pernoro IlpemMuaHzma m B peaqMCTHYECKUX
pacckazax Mosooro I'opbKoOTo BCerja MOMOTAIOT HaM B MICHXOJIOTHYECKOM aHaJM3€e TepoeB, U
HUTZE HE KaXeTcsd, YTO aBTOp HE pa3pelraeT CBOMM IEPCOHA)XXaM BBICTYNAaTh CBOOOIHO.
Ilepconaxxm B paccka3ax CaMOCTOSATENBHO MAEWCTBYIOT, M WX TIIOCTYIKH, ITOBEICHHUS,
BBICKa3bIBaHMs PAaCKPHIBAIOT MX XapakTep 0e3 BMEIIaTeNbCTBa CO CTOPOHBI IHUCATENsl WM
roBecTBOBaTelNsl. JlpyrumMu cioBaMu, aBTOp JAaeT OOJBIIYI0 CBOOOAY CBOMM II€PCOHAKAM.
[IpsMoe yka3zaHWe Ha HCTOPUIO MPOOIEMAaTHKH W TPHYMHY €ro BO3HUKHOBEHMS TaKXke
OTCYTCTBYET.

Opnnako, B pacckazax ['OpbKOTO TOBECTBOBATENb OYEHb YACTO CaM OIMHUCHIBACT BHEIIHWUN BH]I
CBOMX TE€pOEeB, XOTS NEPCOHAXH CaMH pPACKPBIBAIOT CBOW BHYTPEHHHH MWD CBOWMH
MTOCTYTIKAMH, TTOBEICHHUEM, MOHOJIOTOM, JHAJOrOM | T.O. /leTanbHOe OomncaHue BHEITHUX YepT
JWII TaKKe MPHCYTCTBYET B PaHHMX paccka3zax lIpemMyaHma M B HEKOTOPBIX €r0 paccKa3ax
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nBaquateix romoB. [loBecTBoBarenr B pacckazax [opekoro u Ilpemuanga wurpaer
3HAYUTEJIBHYIO POJIb B Pa3BUTHUM CIOKETHOrO aedcTBusi. [loBecTBoBaHME B NpPOM3BEAECHUIX
o0onx mmcarenel, XOTA PEATHCTHYECKOe, HO HEe OYCHb OOBEKTHBHOE. ABTOPCKHH TOIIOC B
pacckazax TOrO W JPYroro aBTOpa JIETKO ONpeneiseTcs. ABTOpCKas IIO3MIMS  TaKKe
OTKPOBEHHO BbIpakaeTcs B HUX. OIHAKO, aBTOPCKHH TOJOC B PEANMCTHYECKHX pacckasax
[pemMuaHma peske CIBIINTCS YeM B €r0 IPYTHX PaccKa3ax.

OGBIYHO CIOXKETHBIE HJIEMEHTHI B paccKa3ax 00eux mucaresieil HaXOIsTCs Ha XPOHOJIOTHYECKOM
nopsinke. Passsi3ka B paHHUX pacckasax [Ipemuanjia sBIsieTCS MCKYCCTBEHHOIM, TaK KaK aBTop B
KOHIIE PAcCKa30B IBITAETCS PEIIUTH MPOOJEMaTHKY HA OCHOBE cBoero uueana. OueHb 4acTo
pacckassl 3penoro Ilpemuanna («Kagan» (1935), «/Jyox xa dam» (1934), «Txaxyp xka xyaw»
(1932), «Caoeamu» (1931), «Mypm xa tiaur» (1934) 1 T.1.) HOCAT OTKpPBITHIN (uHaN. Pa3ssa3ka
B PEaJIMCTHYECKUX paccka3ax ['opbKOro Takke HEMCKycCTBeHHas. Kakercs, uto oba nucarenu
BEPAT, YTO JEJIO TUCATENS — HTO MPABAUBOE H300PaXKEHHE PEabHON KU3HH, KU3Hb, KAK OHA
€CTb.

Onucanue npupoas! B npousseneHusx [Ipemuanna u 'oppkoro 3aHuMaeT 0O4eHb BaXKHOE MECTO.
OHO Kak XyAO)KECTBEHHOE CPEACTBO NPHUMEHAETCS IO pasHbIM NPUYMHAM - HHOTJA Ui
BBIP@)XEHUS HACTPOCHUS IrepoeB (Harmpumep - «Hozaxy»), UHOTAA Ul OTPaKeHUS HaIPsSKEHHON
60pBOBI MeX Iy PUPOAOH 1 uesnoBekoM (Harmpumep — «Crapyxa Uzepruiby», «Ha commy, «llyc
Ku pamy), UHOT/Ia KaKk crmoco0 coeIMHEHUs! pa3HbIX dMU30J0B pacckasa (Hampumep: «Crapyxa
Wzeprunpy»). XynoxkecTBeHHasl JIeTaab B IpousBeneHusx I'oppkoro u 3pernoro Ilpemuanna
TaKXKe 3aHUMAaeT BEChbMa Ba)KHOE MECTO B KOMITO3HUIIMU PAaCCKa30B, PACKPBITHH TEMATUKU U HJEH
MIPOM3BEICHUSI W B YCHJICHHH XyAokecTBeHHOro sddekra. Hampumep, kaxnmas nerans B
pacckaze «BpBom» I'oppkoro sBisieTcs XyIOXKECTBEHHO IIEI€COOOpasHOW M yBETHMUUBACT
a¢dexrt noBectsoBanus. [1ogpoOHBIe onMcaHus OTIa U ChIHA B pacckaze «Kagan» [Ipemuanga
TaKOKe TOPAKAIOT YHUTATENs CBOEH BBIPa3HTENILHOCTHIO, M CO3JaeT 0a3zy Uil BOSHUKHOBEHUS
TJIaBHETO KOH(IIHMKTA.

Tak xe, kxak y Il'opbkoro, mia Ilpemuanna nureparypa SBISIETCd Ba)XKHbIM CpEICTBOM
npoOy’KIeHNs HApOAHOH Macchl. I 'oppKuil BEIOMpaeT CBOMX repoeB U3 pabodero kiacca, Kiacc,
KOTOPBIA HWIpaeT] peIIalollyl0 pojib B OOprOe MPOTHB OypXKyasHOTO CTpOs. A, repou
IIpeMuana B OCHOBHOM SBISIIOTCA O€QHBIMH KpecThsiHamH. l[IpeMuaHn Kak HACTOSIIHHA
peaylucT 3aMeTHJ M IPEKpPacHO MOKa3all JBI)KEHHE MEpeBEHCKOro HaceleHus B ropoi. OH
MacTepCKH ONMCHIBAET, KaKMM 00pa3oM KpECThbsHE CTaju pabOoYMMHU M KaK OHH PaCHIMPSIH
coctaB pabouero kiacca («Mykmumape», «[lyc ku pam», «Caga cep 2eHxy» U T.11.).

Xots, [Ipemuang u ['opbkuil NpuUHAAIEKAT K JBYM PA3IUYHBIM KYJbTypaM, UX TBOPUYECTBO, UX
pacckas3bl BBIPAXKAIOT OJUHAKOBBIC MOTHUBBI M OJIMHAKOBEIC MPOOJIEMBI U TeMaTHKH. VX mHOTIA
00BEICHSIOT aHAJIOTHYHBIBIN MeTOJ] H300paskeHus Ku3HU. Kak MbI 3HaeM ['OpbKuii OBLT ITEBIIOM
Oxtsa0pckoit PeBomtonnu, Bce maen CoOIMOMUCTHYECKON PeBONIONMM HAILIM OTpPaKEHUE B
TBOpuecTBe [OpbKOTO, B TOM YHCJI€ W B €ro pacckazax. Mzaes paBeHCTBa JOJeH, MpOTECT
IpOTHUB BCSIKOM OKCILTyaTaluu, IPOTUB aHTUTYMAHHOT'O OTHOIICHUA K MAJICHBKOMY YCJIOBEKY U
Tak)K€ COYYBCTBHE K dTOMY YTHETEHHOMY M OCKOPOJIEHHOMY CYIIECTBY B pacckazax ['opbkoro
oco6o mpuBiekany [Ipemuanga u cOMm3mIn ero ¢ ['oOppKUM, KOTOPBI OECCOMHEHHO SIBJISETCS
OCHOBOIIOJIOXKHHKOM COLHATUCTHIECKOTO peann3ma. Ob0a mucarend, Kak OyJATO B TMOUCKAX
HEMITydIIero XyI0XEeCTBEHHOTO METOla H300pa)KCHUs JCUCTBUTEIBHOCTH, METOJM, KOTOPBIHA
MoKa3all Obl KM3Hb IMPOCTHIX, YTHETEHHBIX M OCKOPOJICHHBIX JIIOJCH, MoKa3al OBl peajbHbIC
MPUYUHBI WX CTPafaHds M OCCIIOMOIIHOTO TMOJOXCHUS B KAIMTAIACTHYECKOM OOIIeCTBE.
Topekwuii u [IpeMuaHn He TOMBKO ATO MOKA3alH, HO W TOILIH €IIe Jajbllle, OHH OOBICHHIN U
MPUYMHB WX CTPaJiaHUs W MYYCHHUH, W TPBIBBIBAIA HX K OOpp0e MPOTHB AKCIUTyaTaIlHH
YEJIOBEKA YEJIOBEKOM, NPOTHUB BCSIKOM HEUCIIPABENJIMBOCTH U 3714, BBI3BAJIU K IOCTPOCHHUIO
HOBOTO oOmIecTBa Oojiee TyMaHHOTO, 0oJiee 4eIOBEYHOro. B 3TOM OTHOIIEHWH 00a mHcaTenn
SBIIIOTCSI HOBaTopaMu. OrieHrBast HOBaTopcTBO [IpemMyuania N3BECTHBIM PYCCKHI IHcaTenh XX
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Beka Wibs DpenOypr nucan:- «[lucarens [IpeMuann Ha JeCATh C JHUIIHBIM JIET OBUT MOJOXKE
Maxkcuma 'oppkoro, koToporo oH meHwt u Jarbwi. Hosemtsr [Ipemuanna mpaBauBel, MOpPOi
TPOTaTeNbHBI, IOPOH JKECTOKH M BCET/Ia YEIOBEYHBI. JTOT MHUCATEINH M [0 CBOMM ITOJIUTHIECKIM
yOeXKIIEHISIM U TI0 CBOCH XyI0KECTBEHHOH MaHepe — IMOUIeHHBIN HoBaTOp». (DHEpOypr, 39)

Jlyumme pacckassl ¥ TOTO U Apyroro mucartens (kak «Kagamn» [pemuanna, «/IByamars mecTs u
ogHa» ['oppkoro) sBISFIOTCS OCECCIOKETHBIMH —paccKa3aMy, TJ€ aHAIM3HPYIOTCS Oaxe
MeJbYaiie MCUX0J0THIECKUe NIeTaIN B KaueCTBE XYA0KECTBEHHOTO CPEJCTBa pa3o0IadeHus
OOILECTBEHHBIX TOPOKOB, KOTOPBHIE 3aCTaBISIOT YeJIOBEKAa MYYHUTHCS B CBOEH BpakaeOHOM
cpene. B stom oTtHomenuu u lopekuit u IlpemMuanj SBISIOTCS KPYHNHBIMH MacTepaMu
NICUXOJIOTHYECKOTO aHaJIN3a CBOUX MEPCOHaKEH M MOKAa3bIBAIOT JUHAMUYHOCTh UX AYIIEBHOIO
COCTOSIHHS.

ABTOpCKI/Iﬁ T0JIOC B pacCka3ax o0eux mucaTenei 3BYYUT O4YCHb I'POMKO W YCTKO, MMOITOMY HE
TPYAHO OHNPEACINTb ABTOPCKYIO MO3HMIHIO B HUX IMPOU3BCACHUIX. B pe3yabTaTe 3TOro, HUX
PacCKa3bl 4aCTO HOCAT HpOHOBe,I[‘IeCKI/Iﬁ XapakTep. O,I[HaKO, pacCKa3bl HpquaHz[a OTJINYAIOTCA
oT FOpBKOBCKI/IX PaCCKa30B CBOUM OTCYTCTBHUCM JIMPUYCCKOT'O I'E€posi. v rOpLKOFO J'II/IpI/I‘ICCKI/Iﬁ
rep0171 4aCTO 3aHUMACT BUIHOC MECTO (KaK «OZ[Ha)KZ[BI OCGHBIO»). I/IHTepCCHO 3aMCTHUTB, YTO B
OTJIMYHUE OT pacCKa3oB HpquaH,ua, B TOPBKOBCKUX MPOU3BCACHHUAX YalllC BCEI0 MOBECTBOBAHUE
HUICT OT NEPBOIo Jula, Kak 6y}1T0 nrucarTciib, MMOBECCTBOBATCIIb U rep0171 TECHO CBA3aHbI APYT C
APYTOM U ABJIAIOTCA € IUHOMBICIIMKAMHU.

Otnomenne IIpemMuanna Kk cCBOeMy Tepor0, €ro MaHepa H3[aHHs CBOErO IEpPCOHaXa
MpuoOpeTaeT KauyecTBEHHO MAPYIOM OTTEHOK B €ro pacckasax. B pacckasax IIpemuanna
HEOJHOKPATHO CIBIIINTCS 5XO AaBTOPCKHX CJIOB B cloBax IoBecTBoBarens. OnHaxo,
MIOBECTBOBAHME OYEHb PEIKO HAET OT ImepBoro juna. Kakercs, 4ro aBTOp XOodeT HEOIOHATh
XKHU3Hb NepcoHaxel co croponsl. Ho, Bepa [IpemMuanna B BOCIIMTATENBFHON POJIM JIUTEPATYPHI
OblTa Takas CWJIbHAs, YTO OH HE CMOT OTKa3arcsi OT INPSIMOTO BHIPAKEHUSI CBOETO JIMYHOTO
MHEHUSL.

ITopTpeT meiicTBYIONUX JUI] B pacckazax ['oppkoro sBisieTcs: 6onee moapoOHbIM. [IpumeHenme
JeTajIi KaK XyJ0XKEeCTBEHHBII npreM y ['opbKkoro 0oJsice )KUBOMUCHOE. ITO OOACHICTCS TEM, YTO
['opbKkuii HE TOJNBKO TIIATENHLHO HAOJIONAN JKU3Hb CBOMX I'epOEB, HO M Bell Takoil ke oOpa3
’KM3HU Ha NPOTSKEHWE MHOTHUX JIET HA MHOTHX MecTax Poccum.

Pacckaspl u [Ipemuanga u ['oppKOro mpUMEHSIIOT UBOM HAapOIHBIM s3bIK. OHU NPUMEHSIOT
OYEHb MHOTO TIOCJIOBHI] M IIOTOBOPOK, MeTadop, CpaBHEHWH, M T.I., YyHNOTpeOiseMble
CKPOMHBIMH JIIOZIBMH B HMX Ka)KZOJHEBHOM OBITE M pasroBope. bmaromapst Taknum pedeBbIM
0COOEHHOCTSIM X paccKasbl CTAIM TaK IIHPOKO MOIMYJIIPHBIMH CPEI YUTaJeld pa3sHHBIX cdep
obmecTBa. ['OpbKOBCKHIA A3BIK OTIIMYAETCS OT s3bIKa [IpeMuania mosTH3anuet IpeaoXeHni U
PUTMUYHBIM YHOTpEOJIIEHHEM CJIOB M CJ0BO-coueTaHnil. OnmHako, Omaromapsi OJHO3BYYAIIHM
CIIOBaM U CIIOBO-COYHMTaHMIM TeKCT [Ipemuana 6osee My3bIKalbHBIN.

CIoKeTHBIE DJIEMCHTEI pacCkasza y TOro u JApyroro mnucateid 00BIYHO HaXOJUTCiA B
XPOHOJIOTUYICCKOM TIOPSAAKE. XapaKTep HCﬁCTByIOHIHX JIMI paCCKPBIBACTCA IPpU MOMOLIN peUn
TOBECTBOBATCISI M TAKKE YCPE3 UX IMOCTYINKU U MNOBCACHHA. I/IHTepCCHO 3aMCTHUTh, 4YTO B
Jy4lIuX pacckKadax 000HX MHcaTeNe CIOKET HUIrpacT BTOPOCTCIIEHHYIO POJIb. On MPUCYTCTBYET
TOJIBKO q)OpMEU'H)HO. BwmecTo croxkerHoro HCﬁCTBHﬂ BO3HUKHOBCHHE U PA3BUTHUC KOH(l)J'II/IKTa
O6YCJ'IOBJ'ICHBI TMCUXOJIOTMYECKUMHN MOTHBAMU, 1 OHU JAIBUT'AIOT CHOXKET BIECPCI.

Ob6a mmcaTend MAaCTEPCKH HCHONB3YIOT 00pa3bl JKMBOTHBIX M KapTHHBI TIPHPOIBI Kak
XYJOXECTBEHHBIN NPHEM JUIS BBIPAKEHHUS TIaBHOM HMIEHW paccka3a. DTH 00pa3bl M KapTHHBI
ABJISTIOTCSI HEOTAENNMOHM 4acThio mpom3BenHus. OIucaHHe MNPUPOIBI KaK XyJO’KECTBEHHBIN
MIpYUeM HPUMEHSETCs, YTOOBI IT0Ka3aTh PABHOYIINE OKPYIXKAIOLIEr0 MUpPa K I'epol0 M I0Ka3aTh
TPYIHYIO J)KHU3Hb NPOCTHIX JIIOAEH B aHTaroHHUCTHYECKOM oOliecTBe. B roppbKOBCKOM pacckase
HMHOTJAa KapTHHBI IIPUPOJbI UCIOJB3YIOTCA KaK CPEIACTBA IJI1 COCIAMHEHUS Pa3HbIX 3MHU300B
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(«Crapyxa Wzeprunb»), KOTOpblE COBMECTHO YCHJIHMBAIOT XYJOXKECTBEHHBIH 3(QeKT
MIPOU3BEACHUS.

B oGmacTi Manoro 3MUYecKOro KaHpa XyI0’KECTBEHHOE TOCTOMHCTBO ['oppkoro u IIpemuanna
3aKIJIF0YAeTCSl B TOM, YTO OHH KaKIBIH MO CBOEMY IPHOOpENH HOBBIN XyI0KECTBEHHBII METO,
W CO3/IaJM KaUYeCTBCHHO HOBBIM JIUTEPATYPHBIA CTHIJIH MAJIOTO MIUYECKOTo kaHpa. brmaromaps
Tl'opekomy u Ilpemuanmy maroad, KOTOPBIE CTOSUTH HA JHE OOIIECTBa, HE TOJNBKO 3aHMMAJHCh
LEHTpaJIbHOE MECTO B JHMTEpaType, HO MpoOyauiax OOpOTCS NPOTHB yrHETaTess 3a
YeJIOBEUECKHE MpaBa, YeJOBEYECKOE IOCTOMHCTBO M PAaBEHCTBO. XYJ0)KECTBEHHAs 3aciyra
pacckazoB ['oppkoro u paccka3oB [IpeMyaHa COCTOUT B TOM, U4TO 002 PacCKa3uyMKH NPUMEHSIIN
TaKOH METOJI MPEJCTaBJICHHsI peajlbHON JIeHCTBUTENILHOCTH, KOTOPBI 00HApY KHBal OBl KU3Hb
YTHETCHHBIX U OCKOPOJICHHBIX JIIOCH, pacCKphLI OBl MX 0OphOY 3a cylecTBOBaHKE, OOPHOY 3a
YeJIoBeUeCKHe MpaBa U paBeHCTBO. CpaBHUTEIBHOE U3yUCHHE PACCKAa30B ITHX JIBYX IHcaTeeH
JOKA3bIBACT, UYTO POK TMPOCTOAYIIHBIX IIIOJACH B AaHTarOHHCTHYECKOM MHpPE SBISCTCA
YHHUBEPCAJIbHOH. DTH JIOAN XOTS MaJICHbKHE M YacTO YHWKEHHBIC, HO OHH B COCTOSHHH BECTH
00pp0y TPOTHB OOIIECTBEHHOTO 311a, NMPOTHB HECHPaBEIIUBOCTH OOMIECTBEHHOTO MOPSIKA.
Pacckaszer I'opekoro u [IpeMyaHaa Kak pa3 MPOHUKHYTHI CO STHM ONTHMECTHUSCKUM Madocom,
nagdocoM o0y KACHUS YTHETCHHON U OCKOPOJIICHHON MAaCcCHI JIIOJIEH.
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Abstract: Nikolai Chernyshevsky’s ‘What is to be done?’ (1863) is a landmark work in Russian
literature of the 19™ century that introduced to its readers, an empowered and emancipated
subaltern woman protagonist. Vera Pavlovna fights multiple odds and seeks refuge in industry,
not only empowering herself, but other women too. She establishes herself as an independent
woman who makes her own choices, both in terms of her personal and social life. Almost six
decades after this work was published Virginia Woolf’s ‘A Room of One’s Own’ in 1929. Her
essay discusses the need for physical space and financial independence for a woman to achieve
equality in a patriarchal society. This paper intends to read both these texts parallelly and draw
similarities in the backdrop of feminism and the need for gender equality in the society.

Key words: Russian literature, women, feminism.

Virginia Woolf, in the year 1928, delivered two lectures at Newnham College and
Girton College respectively. These lectures were developed into a work and published
in 1929 as 4 Room of One’s Own. This essay discusses in detail with numerous
illustrations about both the physical and mental space women scholars are provided
within the University system and the society. It also elaborates the space women have
in the literary tradition and world dominated by men. She locates social conditioning
and societal norms as one of the fundamental causes for the oppression of women. And
this has a direct impact on her thinking process and her lack of expression. According
to Woolf, a woman must have both physical space and financial independence for her
to develop and establish herself as a writer or an artist. In simple terms, a woman
needed money and a room of her own for her to express with freedom. A woman’s
thinking process is curtailed at its root in a patriarchal society. To illustrate this, she
uses the example of a woman taking a walk along the banks of a river on the campus
and as she begins to think and strays into the grass nearby, a guard stops her and tells
her that women were not allowed to walk on the grass. She uses a similar example
while discussing the access to library. Women did not enjoy the same liberty in
accessing libraries like that of men as for a woman to use a library, she had to go
through an arduous process. She was made dependent of a man by the society and
traditions. The role of a woman was limited to the household where her responsibilities
were to bear children and serve her family. According to Woolf, the lack of fiction
from women is due to the lack of opportunity. In this further increases the inequality in
the society.

Woolf argues that in a patriarchal society, women is rendered insignificant and this
tradition is carried forwards in the literature produced from such a society. They were
denied education, basic rights and freedom and their world revolved within what was
given to them by the man. Through years of conditioning, she was made dependent.
And this was not a reality that had to accepted, but challenged rather. Woolf herself
was denied formal school education while her brothers had access to it. In her essay,
she continues to discuss and examine the existing writings by women. But in brief, the
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fundamental crux of her essay lies in her demand for social space and financial
independence for the empowerment of women in general. This idea was appreciated
greatly among the feminists of all times. But it is interesting to observe that a similar
idea of the importance of space (a room of her own) and financial independence
(money) in the emancipation and empowerment of women is seen in a literary work
that shattered the then tradition and created a stir among its readers about six decades
before Virginia Woolf first discussed it in her lectures. This paper would now introduce
and discuss Nikolai Chernyshevsky’s What is to be Done? (1863) as the above-
mentioned work.

“True liberation does not stop at escaping one’s parents and founding a family of
one’s own. Women must also gain financial independence. Such was the
inspiration behind the atelier. In the process of liberating herself, Vera is thus
able to help her freedom-hungry sisters, and thereby do her civic duty.”
(Chernyshevsky: 15-16)

Nikolai Gavrilovich Chernyshevsky (1828-1889) was a Russian journalist and critic,
whose free-spirited and revolutionary writings in The Contemporary landed him in
prison in July, 1862. It was during his days of imprisonment, at the Peter-and-Paul
Fortress, that he wrote, in parts, one of the most progressive texts of all times, What is
to be Done? The literary text created quite the stir among its readers and left many a
great mind inspired. In fact, this text had a very important role to play in the future of
the nation as it prophesizes many principles for the social and political development of
Russia. Vladimir Lenin was very much influenced by this text, so much so, that he
named his famous 1902 text the same. Though Lenin felt Chernyshevsky’s idea of
socialism was utopian, it was his firm view that there was a lot to learn from it.
Chernyshevsky proposed a transition from the current state of the Russian society to
that of a semi-feudal peasant commune which would then lead to socialism. In Lenin’s
words:

“Chernyshevsky’s novel is too complicated, too full of ideas, to understand and
evaluate at an early age...But after the execution of my brother, knowing that
Chernyshevsky’s novel was one of his favourite books, I set about reading it
properly and sat over it not just a few days but whole weeks. It was only then |
understood its depth. It’s a thing that can fire one’s energies for a lifetime.” (Joe:
155)

This seminal text by Chernyshevsky, was written around the times when the ‘woman
question’ was beginning to be raised and discussed. What is to be Done? contributed
immensely to the ongoing debates around the ‘woman question’. Though the text
speaks of a political reality that would in real emancipate the peasants and help
everyone live happily in a commune, this paper will focus on the question of female
emancipation and the very plot of the novel emancipates and frees the woman from
traditional structures and accepted norms. A woman’s role in the development of the
plot of the novel goes beyond just love and marriage. She not only emancipates herself
but also frees her sisters and they emancipate each other towards an equal, happy
future.

An interesting aspect about Chernyshevsky’s characters is that they are very much
picked from the society and are relatable too. They make mistakes, they are hurt in the

78



Assonance, No.22, January 2022

process and learn from it. They develop along with the plot, continuously learning and
exploring the world around them. They are in no way perfect or flawless, which makes
them even more real.

“As we have seen, Vera Pavlovna is deliberately characterised by the narrator as
‘ordinary’. That is, she is not help up as an unobtainable image of perfection, but
a normal young woman who is capable of growth and development. So, too, the
other important female characters either change for the better or else their vice
and evil are seen to caused by their social circumstances.” (Ibid: 166)

For instance, Vera’s mother, Marya Alexevna, is portrayed as this evil woman who is
trying to get her daughter married off to rich Storeshnikov, their landlady’s son. She is
always rough and rude with Vera and is the dominant, authoritative figure of the
household. She does all to get her married into a richer household so that she can enjoy
that status, ignoring all the while, her daughter’s wishes and desires. But the narrator
takes time to explain to the reader about the harsh reality of poverty that had turned
Marya into this mean, manipulative woman. Marya too is very much a part of the
society and it is the society that was responsible for her actions. Similarly, Julie, is
portrayed as the fallen woman, who lives with Serge. She lives rich and is surrounded
by all wealth, but her status in the society is that of a fallen woman, and she continues
to live with that. She warns Vera about Storeshnikov’s plan to attain her by any means;
hook or crook. There is a sense of sisterhood that develops between Julie and Vera.
Later in the plot, Julie and Vera become very good friends and she always remains
helpful to Vera until she fades away from the novel. Chernyshevsky thus, creates his
average, relatable, new-generation characters who were the future of Russia.

Vera Pavlovna’s Freedom

“Mr. Storeshnikov, I’ll come straight to the point. You took a box at the opera
last night in order to present me to your friends as your mistress. [ won’t say that
was dishonest of you; were you capable of understanding as much you would
never have done what you did in the first place. But I’'m warning you, if ever you
dare approach me again, at the theatre, on the street, wherever, you’ll get a slap
in the face.” (Chernyshevsky: 59)

Vera Pavlovna was born into a not very comfortable family. Her father was a clerk and
the caretaker at the Storeshnikov residence. Her mother, Marya Alexevna constantly
tried to deck Vera up in the most beautiful manner for her to find a rich guy to marry;
elevating their social status. Mikhail Ivanich Storeshnikov, the son of the landlady, was
one such man whom Marya was courting for her daughter. Marya made sure she didn’t
miss any opportunity to present her daughter to young Storeshnikov. And in a few
days’ time, her plot fell into place. Storeshnikov was now interested in Vera, but she
despised him. But soon, seeing that Storeshnikov is desperately in love with her, she
stops being harsh to him. Marya takes advantage of this situation and soon
Storeshnikov is engaged to Vera, though she never approves of him.

In fact, even Julie, who had initially warned Vera against Storeshnikov, approaches
Vera with regard to the same matter and advices her that marrying Storeshnikov would
provide her with many comforts and a status that was not attainable otherwise. But
Vera tells Julie that she was neither interested in power and servitude, nor money. She
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didn’t want to pursue something just because the society demanded her. The society
had certain expectations of a woman and her roles were well defined thus for her to
lead a happy life. But Vera didn’t believe in these accepted norms and didn’t desire to
sacrifice her freedom in order to attain something that didn’t mean anything to her. She
didn’t want to bow to any man and definitely didn’t wish to become an object for an act
of charity. She desires to be free, without any obligations to any man or anyone. She
wants to make her choice for herself and she values her freedom above all.

The plot develops as the young couple are to be married off. Vera was now
Storeshnikov’s fiancé. Though Storeshnikov’s mother was very angry with him for
choosing a girl below their social stature, Storeshnikov doesn’t budge to his mother’s
demands; he, in turn takes over all the family business, which was under his mother’s
control all the while. And he keeps gifting Vera various precious gifts through Marya;
though these gifts never reach Vera. She is, in fact, unaware of these happenings. In
reality, it is poverty that pushes the Rozalsky (Vera’s) family to give up on a sense of
self and dignity and give in to Storeshnikov. Both Vera’s mother and father make the
best of the situation and profit in their own respective ways; Marya from
Storeshnikov’s gifts, Rozalsky from the landlady’s bribe to stop the alliance. It is
interesting to note that, usually a girl born into a poor family dreams of her prince
charming to rescue her from poverty and looks at marriage as her source of freedom,
whereas it is in reality just a change of ownership. From the control of her family, she
is transferred to the control of a man, unknown. But Vera seems to be the first heroine
who is attempting to arrange her life herself.

It was during such a situation that a young man Lopukhov begins tutoring Vera’s
brother, Fedya. On Vera’s birthday, Lopukhov and Vera become very attached as they
exchange a conversation about the importance of the freedom in a woman’s life and her
independence. Dmitri Sergeich Lopukhov is a student of medicine who tutors to make
his ends meet. His presence had brought about a ray of hope in Vera’s life as he
belonged to the category of ‘new men’ who had progressive thoughts about the status
of women in the society. In comparison to their fellow sisters in France and America,
Russian women were still oppressed and controlled to a large extent. An independent
woman was no lesser to her brothers and she first had to acknowledge this fact. She is
equal to any man. When Lopukhov asks Vera about Storeshnikov and what she would
do if things were in her control, she simply says she would walk away towards her
independence.

“But the chief thing is the independence. To do just what I please, to live a life of
my own choosing, asking nothing of no one, wanting nothing of no one, looking
to no man, not a soul but me! Oh how I long to live!” (Ibid: 105)

After their long conversation, it is decided that Lopukhov shall find her a job
somewhere and she will then be able to leave her home and lead an independent life.
Vera and Lopukhov connect at an intellectual level and have various discussions and
this in turn brings them closer. Lopukhov urges her to think well about her decisions
and not to adhere to social pressure.

It was in times of such great hope that Vera has her first dream. In her first dream, Vera
finds herself locked in a dungeon in a crippled state. Then she is suddenly freed and
enters a green meadow where she begins to run as her cripple disappears. The image
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(an image of herself) that appears in her dream tells her about many more women who
are locked up in similar dungeons. The dream ends with Vera freeing many more
crippled sisters and leading them to the meadows, towards freedom. This dream kindles
her spirit to be independent and when the search for a job leads a dead end, Lopukhov
expresses his love for Vera, and this Vera reciprocates. They decide to elope and get
married and thus begin a new life; a life of freedom, where Vera does as she desires
and is about to discover and experience life on her terms. The dream comes true as
Lopukhov marries Vera and she escapes from her dungeon. They find themselves an
apartment and move in together. And Vera insists that she doesn’t want to live at his
expense as she desires economic independence. Lopukhov is very supportive of this
and acknowledges her demands. She doesn’t want him to play despot to her being a
slave, as was the norm of relationships then.

“Dmitri! Dear! What do you mean by ‘the feminine’? I’'m aware the female
voice is contralto, the male-baritone; is it really that important? Must we be told
to pitch our voices high? Must we be badgered into it? Why is everyone so
concerned we keep our femininity? Don’t you see it’s absurd, my dear?” (Ibid:
153)

Vera proposes three rules for their marriage. She demands they maintain separate
rooms and consider this space very important; neither of them is to enter the other’s
space without consent. She also doesn’t want him to question her actions, thereby
respecting each other’s privacy. And they decide to meet in the common space at times
of meals and to receive guests together. Vera very clearly emphasizes the importance
of both physical and mental space in their relationship. She says that it is important to
treat one’s partner just like one would treat a friend or an acquaintance, for the
relationship to thrive. She also acknowledges Lopukhov’s progressive attitude in him
accepting and respecting all her choices. And Lopukhov, in turn, wants her to empower
herself and is more than happy to adhere to her terms. Thus, the married couple begin
to live their lives, against the will of Vera’s parents and against the odds of the society.
Vera has found her social independence and it was now time for her to seek financial
independence as she desired.

The Atelier: Seeking Refuge in the Industry

Five months into their marriage, Vera announces that she had decided to open an
atelier. She starts off small, gaining dressmaking orders from close ones, beginning
with Julie. But soon she realizes the importance of not just empowering herself, but her
duty to empower her fellow sisters too. Vera employs four women to start with and at
the end of the first month, she distributes the profit equally among all the workers,
including herself. As they had enough to live on, Vera was never money-minded, and
moreover, she was now on a mission.

She introduces a new order in the workshop that is completely transparent and
democratic. She saw meaning in empowering her sisters by getting them to be
responsible for the atelier; the growth of the atelier meant their own independent
growth. Vera soon hands over the accounts to one of the girls, for them to manage it.
The more they took over the responsibilities, the closer they were towards a state of
freedom and happiness. Soon, the number of workers grew. It kept growing until the
time when they moved into a bigger space, forming a commune. The workers who
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were in complete control now, decided to pay Vera one-third of the net return and she
too joined them as one of the employees at the atelier. According to the new system,
profits were equally shared among all the workers, irrespective of any kind of
hierarchy. This in turn increases a sense of belonging and increased productivity. A
collective will was born that lead to collective investment and resulted in a collective
commitment. The profits soon began increasing and a part of it was set aside and an
interest-free loan was kept aside for the poor people.

This new system brought them all together, irrespective of which category of the
society they belonged to. They now lived in one enormous flat, not just sharing the
profits and expenses, but the responsibilities of living too. Vera, instead of holding her
sisters’ hands all the way towards empowering them, creates an idea and a space where
her sisters can empower themselves by gaining both social and economic
independence. Vera also takes the initiative of introducing books to the women at the
atelier. Soon, this develops into the inclusion of a study hour in their schedule. Finally,
the day had come when the atelier had reached a stage where it could function by itself,
without the supervision or guidance of Vera.

Vera’s Dreams: An insight into her thoughts, and the society around her.

As discussed above, Vera’s dream has a lot of significance in her own development and
the development of the plot. In her second dream Vera is visited by her mother. Marya
shows her that the independent Vera she is today, was a result in which she too had
immense contribution. Had Marya been a docile and submissive woman (similar to the
marginalized, stereotypical mother, she wouldn’t have been able to provide Vera with
the strength she possessed. In brief, Marya was responsible enough in creating the
independent Vera. It was her corrupt and mean nature that created an educated and
independent Vera. Vera had turned out into an individual rather than a ‘doll-girl’. The
dream ends with a hope of the day when girls are brought up and taught to be
individuals and not dolls.

Her third dream is a dream that turns her life around the most. Vera was now
independent, happy and living her life the way she desired. But her third dream shook
this state of harmony. In the dream, she happens to read her own diary in which words
seem to appear from nowhere. Her words tell her how boring and lonely she had
become over the past years, though being married to Lopukhov. The diary tells her that
she actually doesn’t love Lopukhov.

“He’s a noble man and he did save me. But nobility inspires respect, trust,
friendship and common cause; a saviour reaps his reward in gratitude and
devotion. He is a more ardent person, perhaps, that I. When his blood is on fire,
his touch burns. There is another kind of need, though, the need for a soft and
constant touch, for the sweet repose of tenderness. Does he know it? Are we
matched in temperament, in terms of needs? He’d lay down his life for me, as |
would mine for him. But is that enough? Is his every waking thought of me? Or
mine for him? Do I love him as I need to love? I didn’t used to want that soft
tender feeling-no, what | feel for him is not...” (Ibid: 267)

Vera was developing as a person and with time, her needs and desires too developed.
She now began seeking more attention and a different form of love which was not met
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by Lopukhov. Instead, she found this in Kirsanov, Lopukhov’s close friend and a
student of medicine. She soon shares her disturbing dream with Lopukhov. Though her
mind is in a state of turmoil, she assures Lopukhov that she only desires to love him.
But with time, she is not able to suppress her emotions. A few days pass, and
Lopukhov finally addresses the issue telling Vera that freedom was the most important
element and the source of happiness. He insisted that she must never compromise on
her freedom and asks her to give her thoughts some time.

In the meanwhile, on the pretext of visiting his parents, Lopukhov leaves on the
promise that he would soon write to Vera. Instead, she receives a letter that informs her
regarding his suicide. Vera is left devastated and she decides to leave Petersburg. She
blames Kirsanov initially, and then herself for Lopukhov’s death. But before leaving,
she begins to make arrangements for the atelier to be taken care of. Though it was self-
sufficient by now, she doesn’t want to orphan it. Vera reflects the quality of
responsibility here.

Meanwhile, Rakhmetov, an acquaintance of Lopukhov’s, brings her a message from
Lopukhov according to which Lopukhov states that it was his decision to leave Vera
and she was in no manner responsible for the act. Rakhmetov goes further in reasoning
with Vera for abandoning her venture, more in the terms of abandoning her cause.
Rakhmetov also blames Lopukhov for leaving Vera in such a state and rationally
argues his thoughts. The day passes and so do few more days. Vera moves on and
marries Kirsanov. They begin their life in the other part of the town where Vera sets up
another atelier as a sister-concern of the first one. She once again goes through the
arduous task of setting-up a self-sufficient commune. In the meanwhile, she receives a
letter from an acquaintance of Lopukhov that explains his decision. According to the
letter, it was his selfish interest that led Lopukhov to his decision. He was not used to
the infringement into his private space, and with Vera’s demands changing, he wished
to get out of it. And also, that he didn’t desire to stand in the path of her freedom and
wanted to relieve her from her state of turmoil. Vera responds to this letter saying that
all his decisions were based on his assumptions and his actions had left her in despair,
making her the victim. Vera, above all, didn’t desire to live at the mercy of another
human being.

Vera and Kirsanov

Vera and Kirsanov live happily indulging in various debates and discussions about
anything they could think of. They respected each other’s space, both physical and
emotional, but here, Kirsanov pushed her to do more, challenging her and not just
acknowledging her. Vera lives as his equal as they do not share just interests in each
other’s lives, but in the work they do too. She had achieved both freedom and equality
in her relationship with Kirsanov. In a discussion they have about the female sex and
their position in the social hierarchy, Vera states, “If woman has played an insignificant
role in intellectual life to date, it is because the might-makes-right principle denied her
both the means and the incentive for self-development.” (Ibid: 373)

The discussion continues as Kirsanov agrees and observes,

“One factor stands out, inclusive of all conditions past and present. It is the force
of bias, habitual false expectations and even falser fear. To tell oneself ‘I can’t’
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is to be quite genuinely incapable. Women have been told they’re weak so often
that they feel and are, quite genuinely, weak.” (Ibid: 375)

Their discussion on the impact of social conditioning on woman in the society
continues and Vera finally observes the issue in limited to career opportunities for
women. A woman, in general, is expected to be a governess or a tutor, nothing beyond
that. She realizes the importance of more space in the working world for more women
to strive to become independent. At the end of the discussion, Vera decides to take up
the study of medicine for she imagines the contribution women doctors can make to
both their own sex and the society. Vera reflects that it was traditional norms that held
women back from being independent.

Another discussion between the couple is about the need to respect one’s companion’s
freedom for a healthy marriage. It was important for either of the partners not to take
the other or the relationship for granted. Individual space and freedom should be
respected at all times. Many such discussions happen between the couple, who live
happily as the second atelier does well as VVera begins preparing for her exams.

The Fourth Dream

In her fourth and final dream Vera is presented with an ideal commune in which she
sees everyone contributing and living happily. The standards of living are very much
better and she is surprised at this reality in her dream. The dream draws a trail through
different lands and times and how gradually woman establishes her independence and
achieves equality in terms of space, power and roles in the society. The women in her
dreams live with respect, freedom, dignity and acknowledgement. In the dream she
realizes the importance of equality in any relationship and its relation to freedom. They
visit a palace where everyone is happy, equal and content. The dream is basically an
encouragement for Vera on her efforts and a boost for her hope for a better tomorrow.

“The future is splendid, bright, and you must tell all you meet, urge them to love
and work towards it, to hasten its coming and take from tomorrow as much as
they can today- on that depends the quality of life, its sunshine and
contentment.” (Ibid: 408-9)

Days pass and Vera, along with Natasha (who is now taking care of the old atelier),
open a shop on Nevsky Prospect. Vera’s mission doesn’t end there. Katerina
Vasilyevna Polozov, the daughter of a man of great fortune, visits Vera’s atelier and is
thoroughly impressed by its functioning that she too wishes to open up a similar
venture. She closely studies and understands the functioning of Vera’s atelier. She
observes that when the women work for themselves, as their own proprietors, the profit
is more than their wages. This in turn, increases the efficiency of work. And by staying
together under the same roof as a commune, they share both the responsibilities as well
as the expenses. This reduces the cost of living by a huge margin. And alongside such a
contended living, the atelier also provided as an avenue for learning, enlightening and
empowering themselves. Vera had made sure that all her acquaintances took turn to
come and lecture at the atelier. And they also discovered that since the efficiency of
labour had increased, every worker was left with enough time for leisure too. Vera at
the end of the novel, had not just empowered herself, but had taken her sisters arm-in-
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arm towards a free, independent, happy and content life. For instance, she had inspired
Katerina so much, that she had discovered a path in life and a cause to fight for.
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Abstract: That languages interact, meet, clash and play a major role in identities is an
established fact. Associations between languages and cultures are not new. However, Russia
and French language make an unusual and often less quoted match, which also interestingly,
developed in a non-colonial perspective unlike other language-culture interrelationships. This
article, which is an attempt to study this curious partnership, is motivated by two main reasons.
First, the author’s personal interest in Russian literature in her early years, which revealed a
significant influence of French language and culture. Second, the author’s professional
involvement with French language. In a globalized world where borders fade, even if
symbolically, languages and their trajectories play a consequential role. This study situates
itself in that perspective and offers an insight into a subject that is germane to specialists of
sociolinguistics, history, language and culture studies.
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Introduction

Many commonly known language-culture associations exist- India and English
language, Senegal and French language, Brazil and Portuguese for example. However,
Russia and French language make an unusual language-culture partnership. It is no
doubt that historical, sociopolitical and sociocultural elements have played a major part
in the creation and fostering of this cultural-linguistic relationship that flourished in
imperial, pre-Soviet Russia before gradually declining. The corpus for this article is
drawn from primary and secondary and sources that highlight the presence of French in
Russia from a historical, political and social perspective. Literary texts provide a
primary source that support the article’s central interest. All translations from French
into English in this article are provided by the author.

The evolution of French in Russia: a historical perspective

One of main features of Russian royalty and nobility in the 18" and the beginning of
the nineteenth century was bilingualism or even multilingualism. For many among
them, the dominant language was French, which curiously became the language of the
aristocracy, symbolising status, education and power. This evolution has its roots in
history through political developments that transferred into social and educational
developments which we shall review in the paragraphs to come.

The Czars, Czarinas, kings and the language

The connection between the Russian state and French language dates to the 11" century
when Henri the 1%, King of France, seeks the hand of Princess Anna, daughter of
Emperor Iroslav the Wise of Kiev (Bogomoletz). The marriage is solemnized and thus
began the first ties that bound Russia and France. In the 16™ century, Czar Boris
Goudounov, with a cosmopolitan approach, opens French schools and sends young
Russians to France to study. However, it is during the time of Peter the Great (reign
between 1682-1725) that French influence truly begins to make itself stronger and
more visible. The Emperor wanted to transform Russia into a modern state. The palace
of Versailles in France, home to the illustrious Louis XIV in France, captured the
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imagination of Peter the Great, with its architectural beauty, its magnificent gardens
and its breathtaking opulence. He arrived in France in 1717 for personal and political
reasons. Peter the Great or Peter the First was then already familiar with French
language.

Elizabeth | (reigned betweenl1741-1762) was francophile to the core. During her
regency, nobility and French language went hand in hand. It was also directly
associated with social pastimes such as music, ball rooms, salons etc. (Offord et al.).
The court saw many French speaking individuals of importance. French presence was
also strong like the important Hermann Lestocq, personal physician of the empress,
other physicians like Foussadier and Guyon and French diplomats like d’Allion and La
Chetardie. People of nobility were encouraged to study in Europe and undertake
learning in language and the arts (Riasanovsky & Steinberg). Catherine the Great of
Russia who ruled from 1762-96 encouraged French further. She was fascinated with
the French Enlightenment period, its philosophers and the socio-political ideals it
represented (Gorbatov). She not just propagated French language learning, but also
sought to improve the educational system. It is perhaps under her that French language
and culture flourished to the hilt.

The revocation of the Edict of Nantes (1685), saw protestants or the Huguenots fleeing
France and settling elsewhere in order to avoid persecution. The eighteenth-century
period of Enlightenment had already caught on the intellectual world everywhere.
Further the French revolution of 1789 also saw royalists settling in Russia. This
emigration and that which ensued post-Revolution in France, saw the spread of French
language in Netherlands, Germany and England as well.

France and French language emerged as major players in the Enlightenment period
with stalwarts as Voltaire, La Rochefoucauld and Descartes and other Encyclopedists
influenced the world. Russia was slowly but surely opening up to the Western
intellectual and literary world. It was only a matter of time before it saw firm moorings
in Russia. French was steadily gaining currency as the language of the elite, language
of the civilised world, a sort of universal language was being propagated, an idea which
also served colonial interests. By and by, fuelled by the Enlightenment period, French
language and culture charmed a lot of nations. Amongst other happenings, Voltaire
wrote Histoire de l’empire de Russie sous Pierre le Grand (History of the Russian
empire under Peter the Great), Diderot visited Russia, Catherine the Great acquired
Voltaire’s library, which still today stands testimony to Franco-Russian relations. In the
eyes of Russia, Europe was first and always about France (Carriére) and it is “in the
mirror of Russia held by Catherine (the Great) that the Enlightenment period shone in
its full splendour”, describes Gonneau (14).

Growth of French as language of status, refinement

The Academy of Sciences (1724) had begun teaching French.The Institut Smolny
(1764) followed, by introducing French for young girls of the aristocracy. Figes (103),
describing Russian bilingualism between Russian and French languages of the time,
says that the aristocracy had imbibed French to such an extent that they could “easily
and imperceptibly from Russian into French and back again”. French became the
language of official correspondence to the royals and to high positions. Russian
language was even looked down upon, seemed inadequate for expression and French
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was encouraged in the higher echelons of society. Girls of aristocracy who went to the
reputed school Girls’ Gymnasium, were punished if they spoke in Russian by being
“made to wear a red tin bell all day and stand like dunces, stripped of their white
aprons, in the corner of the class; they were forced to remain standing even during
meals, and received their food last” (Lelong quoted by Figes 74). This is a clear
example of how languages assume positions of prestige or rejection in social hierarchy
impacting everyday life.

French was used as language of written communication between high government
officials, personal correspondence of the aristocracy. Slowly but surely, during this
period, knowledge of French language assumed an important and overarching role as
agent of social change and prestige for Russians. French became the language of
communication and mediation between the nobility of the Russian empire and the
Western world. It became the language of the aristocracy, language that signified class,
power, authority, refinement in society. Political, official discourse, social skills,
affective discourse, culinary terms, all found their place in French expressions of the
day, the language of polish. Evidently these socio-historical-political developments
affecting language spilled onto society, the arts and literature especially that we shall
consider in the following paragraphs. Travel in the nineteenth century towards France
also reconnected and kept alive ties with the language and the culture.

Arts and the letters

In 1742, a play by the famed French theatre Comédie Frangaise was staged in Russia.
Earlier, French plays though staged, were translated into Russian. But now, the locals
could appreciate it in the source language to a large extent. Russian diplomats were
posted abroad, like in the Versailles court of Louis XIV and elsewhere. These foreign-
bred diplomats, who acquired knowledge of French, paved the way for the first literary
writings in French by Russians -Trediakovskij, A. Cantemir, G. Ghennadi and a host of
other writers. French writers, thinkers, artistes progressively settle in Russia in the
second half of 1750 and the 19" century (Charon et al). Artistes such as J-P Le Prince,
Gillet, the Lagrenée, the Tocqué brothers and journalists such as Gallien de Salmorenc,
de Mainvilliers came to Russia. An 1874 edition (Ghennady) documented a list of
Franco-Russian writing by Russian authors. Russian ballet was inspired and developed
by French ballet teachers like Marius Petipa who worked in the Imperial court from
1847 until 1910 and choreographed many important pieces including the immortal
Swan Lake (Homans).

Press in French

Very interestingly, during the mid-eighteenth century, French language press
burgeoned in RussiaPapers such as The Caméleon Littéraire (The Literary Chameleon,
1755) edited by the Baron of Tschudi and Le Mercure de Russie, a periodical in French
brought out by Catherine the Great are some interesting examples.

The use of French in press indigenously published in Russia, was not just a marker of
status but also positioned Russia as a multicultural, multilingual society with forward
ideas. Rejoutski and Speranskaia delineate the trajectory of French press in Russia and
highlight the complex political underpinnings in this movement as well as the cultural
elements. French press in Russia clearly served as a bridge for transfer of cultural
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elements from the West to Russia and finally served political interests as well. Some
publications were also bilingual, with French inserts in Russian periodicals.

French in literary sources: some examples

Many Russian authors of the 19" century were drawn by French language and this
interest found its way into their writings both as a literary device and as a reflection of
their times. They often use a liberal smattering of French in their works novels.
Characters are comfortably bilingual and take pride in it, reflecting the sociolinguistic
practices of the period. The use of French is a determinant of their social status and
adds to their symbolic capital to borrow from Bourdieu. We shall examine some
examples from Dostoevsky, Pushkin and Tolstoy.

Dostoevsky: the symbolism of French

Dostoevsky like many Russian writers of the 19" century, was at ease with French and
so were many of his characters.

In The Devils, the character punctuates his syntax with French in mid-sentence. Stefan
Trofimovich uses French liberally mixing it with his Russian.

“Enfin, un ami. Cher, I sent for you alone (At last, a friend! My dear one, |
sent for you alone) (484).

“Blum, that's precisely the name. Vous le connaissez (you know him?) Quelgque
chose d’hébété et de trés content dans la figure, pourtant trés sévere, roide et
sérieux. (Something dazed and very happy about the face, yet very stern, stiff
and serious) A sort of policeman, a submissive subordinate, je m’y connais. »
(I know those types) (485).

Trofimovich makes use of odd sentence structures and gives the impression that he
wishes to impress with his flamboyant use of French. In the process, he even appears
caricatural. Perhaps it was Dostoevsky’s strategy of satire towards the artistocratic
intellectuals of the time. Whether perturbed or calm, Stefan Trofimovich, the refined
intellectual that he is, resorts to French, which comes to him naturally. He represents
the Western influenced generation of his time that is unable to come to terms with their
ideals being dissipated in the chaos around.

Varvara Petrovna who fusses around Stefan Trofimovich, understands French but does
not use it much herself, except to repeat phrases uttered by Trofimovich.

Je vous aimais” (I loved you), he sais, folding his hands again (736)

Why do you keep on with aimais(loved) and aimais (loved)? Stop it! she cried,
jumping up again.

Mon pére, je vous remercie, vous étes bien bon, mais (Stefan Trofimovich) (My
father, | thank you, you are very kind, but)

There’s no mais (but) about it, no mais (but) at all, cried Varvara Petrovna,
jumping up from her chair (740).

Varvara understands French clearly and even knows to speak it, but it is Stefan
Trofimovich who is very attached to the language.
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In The Brothers Karamazov, Dostoevsky’s use of French is revelatory. Karamazov, the
father of Dmitri, Ivan and Alyosha is an unscrupulous, disorderly rogue par excellence.
An interesting conversation in the book is that of Karamazov the senior speaking to
Alyosha who is about to join a monastery.

Surely it’s impossible, I think, that the devils will forget to drag me down to
their place with their hooks when [ die. (...) Because if there is no ceiling, then
there are no hooks. And if there are no hooks, the whole thing falls apart,
which, again, is unlikely, because then who will drag me down with hooks,
because if they don’t drag me down, what then, and where is there any justice
in the world? Il faudrait les inventer, (they need to be invented) those hooks,
just for me, for me alone. (24).

While his characters who represent the intelligentsia speak French, Dostoevsksy
himself had only disregard for such adaptations and borrowings. He calls them
“retrograde”, those who have “renounced” Russia and have become “Frenchified”.
(Dostoevsky, Complete Letters, 3 27). And maybe even estranged from their own
(Dostoevsky, Diary 5) and “slaves to French thought” (Dostoevsky, Diary, 1 398).

Yet he generously recognises the liberalism and idealism that fuelled them to move
towards extreme ideologies. (Dostoevsky, Diary, 1147). It is his characters’ access to
education, to refinement, to language of aesthetics and social symbolism that is
manifested in their familiarity and use of French language. In The Brothers
Karamazov, all the major characters speak French- Karamazov, his son Ivan, Dmitri
and Alyosha. The more they express themselves in French, higher is the degree of
corruption. lvan borrows from Voltaire- “s’il n’existait pas Dieu, il faudrait I’inventer”
(311) (If God did not exist, he would have to be invented”. Smerdyakov is but of a
rustic peasant background with illicit mixed origins and not expected to speak French
as he has had little access to it. But he does reveal his allegiance towards the “clever”
French (298). Smerdyakov also attempts to learn French by memorising words written
out in Russian. To Smerdyakov, French might serve as the escape route into France or
the West, from his murderous crimes. Hall refers to Dostoevsky’s use of French “as the
language of corruption” (173).

Let us look at Ivan’s dialogue with the devil in the chapter Nightmare with the Devil.
When Ivan has an imagined dialogue with the devil, the devil that speaks to him in
French. As Hall (171) explains about the use of French by these characters, “it’s
realistic function is small; its symbolic function is great.”

The aristocracy adopting French language, leaned towards a desired Europeanisation of
themselves, so much so that they began not just to speak in French but also “think” in
French (Billington). This also set the aristocracy apart and French as a language
became another element of class distinction in society.

Pushkin: the French-drawn true Russian

Pushkin was an exemplary bilingual, fluent in Russian and French, using both with
ease, the former being the home language, language of comfort and the latter being the
language of social standing used in public conversations and government
communication. Pushkin enjoyed an intimacy with French language and culture,
despite never having visited France. From the age of seventeen, he signed his letters
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“Poushkine’ adopting the French spelling and called himself Pushkin, the Frenchman
(Druzhnikov).

In Pushkin’s, Eugene Onegin, the protagonist is perfectly at ease in French and takes
pride in it. His personality is determined by his knowledge of this language of
refinement and power. In Eugene Onegin, the use of French is not a linguistic variation
but is an integral part of the aesthetic construct of this novel in verse. The epigraph
which follows the title of Eugene Onegin is in French, probably written by Pushkin
himself or taken from another letter as the Epigraph mentions, and is often attributed to
a description of the eponymous hero.

Pétri de vanité il avait encore plus de cette espece d’orgueil qui fait avouer
avec la méme indifférence les bonnes comme les mauvaises actions, suite d’'un
sentiment de supériorité, peut-étre imaginaire.

Tiré d’une lettre particuliere (2)

Plunged in vanity, he had that kind of pride which acknowledges both good
and bad actions with the same indifference, with a feeling of superiority,
perhaps an imaginary one.

Taken from a private letter.

In fact, Pushkin takes a meticulous approach to the use of foreign words in this work.
For example, he uses ‘bolivar’ in Russian and provides an explanation by way of notes
that the word ‘bolivar’ originates from ‘a la bolivar’ in French. Interestingly, Tatiana’s
letter in French, the original of which is only alluded to but not presented in the text;
the reader only reads the Russian translation of the same, from prose to poetry. Pushkin
successfully mediates his bilingualism and his bold experimentation with words.

Pushkin’s contribution to the epistolary genre in French are also noteworthy. In a letter
which is half French, half Russian to Vera Vyazemski, he uses simple language “votre
derniére lettre est charmante™ 13, 113 (your last letter was charming”) or un sort aussi
triste (such a sad fate), to poetic expressions in French “je crois qu’un beau ciel me
ferait pleurer de rage” (I am convinced that a bright sky would make me cry with rage)
(13, 114). He also expressed love in his letters, and these emotions are attributed to the
influence of French literature (Dmitrieva).

Pushkin is also conscious of the use of ‘vous’ the polite second person plural of ‘you’
in French, common in the French epistolary genre of the day. Pushkin in his story The
Peasant Girl uses the French word — individualité (individuality), in his running text to
clarify or better express what he wanted to convey, suggesting thereby the richness of
French language to express certain things that Russian language failed to. Speaking
about provincial girls and their qualities, he says (69):

Of course, everybody is at liberty to laugh at some of their peculiarities, but
the jokes of some of a superficial observer cannot nullify their essential merits,
the chief of which is their personality of character, that individualité (...).

Fortunately, a large number of Pushkin's letters (more than 780 of them) have come
down to us, about one fifth of which (163) were written in French. Despite this
closeness and intimacy to French language and literature, Pushkin, notably for his
progressive anti-totalitarian, pro-people views, was hailed as very Russian and as a
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“fitting symbol of a modern, culturally and politically respectable, Russia” (Martin
510).

Figes (51) argues that “basic literary concepts, most of them to do with the private
world of the individual, had never been developed in the Russian tongue: ‘gesture,’
‘sympathy’, ‘privacy’, ‘impulsion’, and ‘imagination’— none could be expressed
without the use of French... Hence Russian writers were obliged to adapt or borrow
words from the French to express the sentiments and represent the world of their
readers in high society... This ‘salon style’ derived a certain lightness and refinement
from its Gallicized syntax and phraseology. But its excessive use of French loan words
and neologisms also made it clumsy and verbose”.

Lev Tolstoy: uniquely bilingual

Tolstoy’s closeness to French language is unique. He liberally uses both the language
and its cultural presence in Anna Karenina. Starting with the French governess in the
Oblonksy family to Levin’s stylish suit which supposedly is made by a French tailor, to
Vronksy’s appetite for French theatre, to references to French illustrations of the Bible,
to Zola and Daudet. It is the French culture, refinement and literature that adds to the
“mystery of accomplishment” that Levin admires at the Scherbatskys, where the girls
had to “speak French one day and English the next” (24) and took lessons in French
literature amongst other learning.

“The Tatar, remembering Stepan Arkadyevitch’s caprice of not calling the dishes by
their French names (36) gave himself the pleasure of repeating the order according to
the bill of fare: potage printaniere, turbot sauce Beaumarchais, macedoine de fruits”.
The Tatar wants to exercise his knowledge of French, to establish his position in the
refined social order. French once again, functions as an element of symbolic capital.

Anna is fluent in use of French, code switching with ease like many characters.

“Yes, yes I could never do it. Je n’ai pas le coeur assez large to love a whole
orphanage full of unpleasant little girls. Cela ne m’a jamais réussi.” (p.637).

I am not as large-hearted to be able to love a whole orphanage... I have never
managed that.

War and Peace epitomises the synergy of French and Russian as represented in
Russian literature. The novel could be called “bilingual “for its constant interweaving
of French with Russian. Characters in War and Peace representing aristocracy use
French liberally. Tolstoy (3) begins his historical novel with French, dousing it with
some Russian, foregrounding the novel in the spirit of his times.

Eh bien, mon prince. Génes et Lucques ne sont plus que des apanages, des
nomecmos, de la famille Buonaparte. Non, je vous préviens que Si vous ne me
dites pas que nous avons la guerre, si vous vous permettez encore de pallier
toutes les infamies, toutes les atrocités de cet Antichrist (ma parole, j'y crois)
— je ne vous connais plus, vous n'étes plus mon ami, vous n‘étes plus my
faithful slave, comme vous dites. Well, how do you do? How do you do? Je vois
que je vous fais peur- sit down and tell me all the news.

Well, my prince. Genes and Lucques are but estates of the Buonaparte family.
Non, I am warning you that if you do not tell me that this means war, if you

92



Assonance, No.22, January 2022

continue to support the infamous activities, all these atrocities of this Antichrist
person (and | do believe he is one)- | will disown you, you are not my friend
anymore and you are no longer my faithful slave, as you call yourself. (...). I
see that | have scared you- sit down (...).

His masterly code switching is present throughout the book. Here is another example.

They say old maids ont la manie des mariages (are obsessed with marriage)
and though | don't feel that weakness in myself as yet, | know une petite
personne (a little person) who is very unhappy with her father. Une parente a
nous, une princesse Bolkonskaya (a relative of ours, a Bolkonskaya princess)
(7).
Use of French in Russian literature fulfils two functions. It recreates on the one hand,
the social reality of the time and on the other, mirrors the world of hypocrisy, falsehood
and ego that the aristocrats had taken on during the time. The unnatural use of French,
is perhaps an object of satire for Tolstoy. Tolstoy recognises that in attempting to
portray the deep French influence on society of his time, he himself leans towards
French in his language and his thoughts. Describing Vassili Kuragin, right at the
beginning of the novel itself, Tolstoy describes him thus (3): “He spoke in that refined
French in which our grandfathers not only spoke but thought (...). A significant
description of Kuragin, which reveals language and culture as a marker of identity, of
high society and also a strong demarcating factor between aristocracy and common
citizens or the peasants, creating two radically different worlds (Figes). Bezukhov,
raised in Paris, speaks and only thinks in French. Kutuzov, though seeking the
destruction of the French, reads Les Chevaliers du Cygne, corresponds with the French
lady of letters Madame de Staél. Bolkonsky uses French as if “strengthening his views
by this French sentence” (135) and spoke Russian with a French accent. Bilibin always
speaks in French and when he uses Russian, it is to mark his disapproval. Bilibin,
clearly would rather be French than Russian. The Rustovs on the contrary, spoke
Russian amongst themselves and used French to communicate outside of the family.
Mary Bolkonskaya speaks French all the time but uses Russian with pleasure during
her acts of social service while caring for the poor.

Like with Pushkin, in War and Peace too, French emerges gradually, in the course of
the novel, as “the language of artifice and insincerity, the language of the theater and
deceit; Russian as the language of sincerity, honesty, and seriousness” (Figes).
Needless to say, within this aristocracy too, there are the positive characters like
Pushkin’s Tatiana and Tolstoy’s Rustovs and the far less likeable Kuragins and
Drubetskoys. Tolstoy’s frequent use of code switching and multilingualism were
reflection of bicultural Russia of the 19™ century.

The decline of francophony, a partial revival and French in Russia today

The popularity of French language and culture began to wane with the Napoleonic wars
that put Russia and France in conflict. The charm had begun to fade off. The French
Revolution, the subsequent formation of the Soviet Union all had an impact on
nationalistic fervor and French fell slowly out of favour. There was little
encouragement to learn and to teach and Russian. “High society’” as such was more or
less eliminated but nevertheless French continued to remain culturally strong. Many
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generations of Russians grew up reading Jean de la Fontaine, Dumas, Hugo,
Maupassant and other iconic French authors. Travel to France as a destination was
always in vogue. French cinema enjoyed a pride of place in Russia in the seventies, and
Louis de Funes, Gerard Dépardieu and other great French actors were household names
in the Soviet Union. Despite the cold war, Russia and France maintained a friendly
relationship. That a bust of Victor Hugo stands in St Petersburg is no chance. After the
dismantling of the Soviet Union, there was a renewed interest in Russian history and
culture, which included the role of foreign influences including French. In 2003, an
exhibition on French presence in Russia was organised in St Petersburg at the Russian
Museum and this is one such example amongst many others.

Loan words from French like manro (manteau), and ompkason (eau de cologne), are
part of Russian contemporary lexicon. A Russian dictionary edited in 2007 reveals upto
1883 words of French origin making French the single largest contributor of loanwords
into Russian language (Coker). There exist today, specialized schools like the College
Universitaire de Moscou and the one at St Petersbourg, dispensing training by teachers
from France in specialized domains, all in French language. French language is today
the third most learnt and taught foreign language in Russia, after English and Russian.

Conclusion: a multidimensional bilingualism

There is no denying that historical and sociopolitical factors favoured the rise of French
language in Russia. French language served many purposes — on the one hand as a
positive image of Russia to the outside world as a progressive, cosmopolitan nation,
and on the other as divisive and hierarchy based between “them and the other”. A
diglossia of power and prestige played out as the aristocracy made French their lingua
franca, creating social and intellectual barriers. Nevertheless, the French-Russian
bilingualism also had its favourable impact. It produced immortal literature that
showcased Russian language as well as a refined bilingualism of aesthetic value. It can
also be perceived as Offord et al. explain: “the achievement of some new synthesis of
cultural leanings and linguistic competencies may even produce a strong sense of
self...a productive outcome of Russia’s engagement with the world beyond its western
borders.” (588). Russian language per se did not decline to any lower position, though
French did attain high grounds during the imperialistic rule and later, marking its
presence as symbolic capital. A perspective of autonomously “coming into their own”
also applies when the French connection is analysed. As Beaurepaire (116) posits, one
has to leave aside the ‘influence’ theory and “take into account the emergence of a
European space of information, of circulation of works, of people’s mobility, into
which Russia was progressively getting integrated.”

While French enjoyed the position of the lingua franca of the enlightened and the
refined, Russian still remained the language of intimacy, of home, of personal
relationships, notwithstanding that French could penetrate these areas as well. French
language developed in Russia as a byproduct of the sociocultural, politico-historical
phenomena of its times and progressed in its context, serving specific interests.
Nevertheless, this situation, both diglossic and bilingual at the same time, makes for
interesting inquiry and establishes the undeniable role of languages in societal
construction, progress and identity. Languages travel, meet other languages, adapt,
settle, migrate again and cross fertilise for many varied reasons creating a
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multilingualism that is both fascinating and intriguing. Bilingualism and
multilingualism carry tales far beyond their face value. Russian francophony stands as
one interesting and everlasting example of the same.
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Abstract: Gary Shteyngart and Ellen Litman are two of the prominent writers of the fourth
wave of Russian emigration that occurred after the fall of the USSR in 1991. Shteyngart and
Litman are the Soviet-born writers who made the USA to be their second home. At the second
home, Shteyngart wrote four novels - The Russian Debutants Handbook (2002), Absurdistan
(2006), Super Sad True Love Story (2014) and Lake Success (2018) as well as a memoir
entitled Little Failure (2014). Ellen Litman is also a very prominent woman novelist of the fourth
wave who has written two novels -The Last Chicken in America (2007) and Mannequin Girl
(2014). These two writers are Jewish by religion. There are some similarities as well as some
major difference between these two writers. This paper discusses how Shteyngart and Litman
depict anti-Semitism and philo-Semitism and what is their stand vis-a-vis anti-Semitism and
philo-Semitism. This paper focuses on how these two writers depict Jewish religion, its rites and
rituals. This paper also focuses on whether these two writers embrace or discard Jewish
religion and religious identity. This paper compares their depiction of anti-Semitism, philo-
Semitism, their identification with Jewish religion, their approach towards rites and rituals of
Judaism. The paper takes into account particular causes behind such depiction.

Key Words: Anti-Semitism, Philo-Semitism, Jewish Religion, the USSR, the USA.

Gary Shteyngart and Ellen Litman are two of the prominent writers of the fourth wave of
the Russian emigration that occurred 1991 onwards after the breakoff of the former
Soviet Union. For many of the Jewish writers of the fourth wave, the USA, Germany,
France, Canada and lsrael became the final destinations. These post-Soviet Jewish
writers of the fourth wave fascinated the reading world through their Russian credentials
and Jewish themes. In the USA, Gary Shteyngart, Ellen Litman and others are much
admired by the American Jewish critics. As quoted by Adrian Wanner, Donald Weber
observes that the Russian emigrant writers of the fourth wave have created a new chapter
in the tradition of Jewish immigrant writing and their writing has refuted the so called
“Howe doctrine” that the Jewish American literature will decline. According to Andrew
Furman, Shteyngart and his peers have successfully brought the Jewish voice at the
centre of American literary culture.

Gary Shteyngart is the trailblazer of the fourth wave of Russian emigrant writing. Ellen
Litman is also a prominent writer of the fourth wave. Both share some common
elements. Jewish by birth, they were born in the same period in the Soviet Union but in
different cities: Shteyngart was born in Leningrad in 1972 whereas Litman was born in
Moscow in 1973. Their parental status and their parents’ professional positions were the
same: Shteyngart’s father was a mechanical engineer whereas his mother was a piano
teacher; Litman’s father was a chemical engineer whereas her mother was a teacher of
mathematics. Both were affected physically in childhood: Shteyngart was an asthmatic
child whereas Litman has curvature in spinal cords. Both the writers claim childhood
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fascination for creative writing: Shteyngart’s literary taste was inspired by his
grandmother whereas Litman too claims inclination for writing in childhood. Their talent
and inclination for creative writing got boost only on arriving in the USA. Shteyngart did
his Masters of Fine Arts from the University of lowa whereas Litman did her Masters of
Fine Arts in Creative Writing from Syracuse University, New York. Only after the
formal education in creative writing, these two writers embarked upon writing as their
profession. Currently, they hold similar professional positions besides being writers:
Shteyngart is an Associate Professor of the Creative Writing Program at the Columbia
University whereas Litman is an Assistant Professor and Associate Director of the
Creative Writing Program at the University of Connecticut. Both the writers avoided
conventional marriage and married outside the Jewish religion: Shteyngart married a
lady of Korean descent named Esther Won whereas Litman married a playwright of
African descent named lan Fraser.

There are also some major differences between Shteyngart and Litman apart from the
most obvious one of gender. The first major difference is the time they got to spend in
the Soviet Union and their age at the time of departure. Shteyngart was just seven years
old when his parents left the Soviet Union in 1978 whereas Litman was nineteen years
old when her family quit the homeland in 1992. As a result, Shteyngart encounter
‘authenticity crises’. His short story entitled ‘Three Views from the Avenue of Karl
Mark’ written as homage to his uncle Aaron, a victim of the Soviet labour camp, had
invited objections on the part of Shteyngart’s own mother regarding certain details being
wrong. In his autobiography, Shteyngart expresses his response to his mother’s
objections. He writes:

“I am heartbroken. Oddly enough, the pain feels similar to being called a Red
Gerbil in Hebrew school. There, 1 was ridiculed for being an inauthentic
American, and now | am being charged with being an inauthentic Russian. | do not
yet understand that this very paradox is the true subject of so-called immigrant
fiction. When the inevitable rejection slip comes from The New Yorker, | decide |
have to go back to Russia to get the details right” (2014 280).

Shteyngart repatriated to Russia in 1999 for the first time and continues to visit every
year as he falls short of authentic details. Litman never encountered this issue as she
spent nineteen years in the Soviet Union before making the USA as her second home.

The second major difference is the education they took. In the USA, Shteyngart went to
the Solomon Schechter School of Queens (the SSSQ) in the USA. The references to his
bitter experiences of the school can be found in his autobiography and interviews. In his
autobiography, he labels the SSSQ as a conservative Hebrew school and describes it as a
frightening institution. At the school, he didn’t understand prayers uttered in Hebrew
language. His teachers at the SSSQ disallowed him to speak Russian language and his
schoolmates mocked his poor English. He earned the title ‘a stinky Russian bear’ due to
his fur overcoat. Due to his Russian origin, he was disallowed near the native born
Jewish girls. At the school, he felt like being a dalit or an outcast. Retrospectively, he
regards his eight years’ existence at the SSSQ as subhuman. Unlike Shteyngart, Litman
did not attend the Hebrew School in the USA but she had the firsthand knowledge of
anti-Semitism practiced during her years in the USSR. After the discussion of some
common similarities and major differences between the two, the researchers intend to
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discuss how these two writers depict anti-Semitism and philo-Semitism in the works and
how these writers respond to the Jewish religion, its rites and rituals and Jewish identity.

Anti-Semitism is hostility towards, prejudices about and discrimination of Jewish people
by the gentile. Shteyngart and Litman deeply detest anti-Semitism practiced in the Soviet
Union but differ regarding how they treat it and how far they go. Shteyngart depicts anti-
Semitism as one of the major issues encountered by the Soviet Jews besides many others.
He writes about the issue of anti-Semitism in his second novel Absurdistan specifically.
He draws the attention of the readers towards prejudices and misconception associated
with Soviet Jews developed by the non-Jewish Soviet citizens out of anti-Semitic hatred.
Shteyngart denies the charge imposed on the Soviet Jews that they did not take part in a
war against Hitler. Shteyngart’s protagonist of Absurdistan draws attention towards his
childhood memories associated with anti-Semitism: the school teachers and factory
directors used to threaten him of stapling his penis to wall; his schoolmates did misdeeds
with him and made slanderous remarks like ‘dandruffy Yid’; imposition of censorship of
Jewish rites and rituals like circumcision, destruction of Jewish graveyards by the local
hooligans, plunder of gold and covering of the Jewish graves with a swastika, the
politicization of the Holocaust figures, etc. Thus, Shteyngart critically deals with anti-
Semitism in his novel that appears to be one of the major issues that the Soviet Jews
encountered besides other issues like economic backwardness, prostitution, cultural loss,
criminality and corruption, etc.

Litman too deeply detests anti-Semitism and this forms a key part of her fictional works.
She draws the attention of the readers towards anti-Semitic practices like discrimination
witnessed by the Jewish teachers and students in the Soviet educational set up,
misconception that the Jewish people do not appreciate inclusiveness of the country,
belief that Jews are ungrateful and unpatriotic people, and so on. Moreover, Litman
draws the attention of the readers towards the creation of negative image of the Soviet
Jews as unclean and vermins out of Semitic hatred. The Soviet Jews are held accountable
for causing alcoholism, drug addiction and for spreading AIDS among the Soviet Kids.
Litman depicts how the constant fear of pogrom horrified the lives of the Soviet Jews
and compelled them to quit the Soviet Union. Litman portrays that anti-Semitism, the
economic backwardness and the constant fear of pogrom are the major driving forces
that compelled the Soviet Jews to quit the country. Besides, Litman depicts that the
Jewish youth are excluded from taking valuable education and are also kept away from
important job positions. Litman draws the conclusion that the Soviet Union is a hostile
place and a futureless society for the Soviet Jews and the only way of survival is
emigration and relocation in another country. Like Litman, Shteyngart’s protagonist of
Absurdistan Misha Vainberg arrives at the conclusion drawn by Litman. Thus, both
Shteyngart and Litman depict anti-Semitism in their fictional works but these two writers
vary in the scope and treatment of anti-Semitism. The horrible nature of anti-Semitism
depicted by Ellen Litman is missing in the work of Shteyngart. This is on account of the
time these two writers spent in the Soviet Union: Shteyngart left the Soviet Union at the
age of seven whereas Litman experienced anti-Semitism in the Soviet Union for a longer
time - till the age of seventeen.

Shteyngart and Litman respond to philo-Semitism differently. Philo-Semitism is an
interest in, honour for, and appreciation of Jews, their history and their religion, Judaism,
on the behalf of the gentile. Shteyngart expresses his derision towards pseudo philo-
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Semitism concern through his protagonist Misha Vainberg in Absurdistan. Upon his
arrival in the state of Absurdistan, Misha encounters philo-Semitic concerns from many
inhabitants of the state including a photographer who exclaims:

“I am very honored. The Jewish people have a long and peaceful history in our
land. They are our brothers, and whoever is their enemy is our enemy also. When
you are in Absurdsvani, my mother will be your mother, and my wife your sister,
and you will always find water in my well to drink.” (2006 114)

Shteyngart exposes how this philo-Semitism is pretentious. Shteyngart presents the state
of Absurdistan as populated by the Christian people with a major split into Sevo and
Svani fractions caused by the ruling class. During his transient stay of two months in the
state of Absurdistan, Misha Vainberg, the protagonist of the novel, is warmly received
by the Sevo leader Mr. Nanabragov who is in antagonism with the Svani people. Mr.
Nanabragov pretends to be a friend of Misha, the Jewish people and the state of Israel.
Inwardly, he expects financial assistance from Israel through Misha’s intervention and
with this desire Misha is appointed as the Minister for Sevo-Israeli Affairs by the State
Committee for the Restoration of Order and Democracy (the SCROD) headed by Mr.
Nanabragov.

In fact, Mr. Nanabragov is the real warlord in the state of Absurdistan who is very much
aware of the financially awkward position of the state. He has initiated seemingly real
but fictional civil war in the state of Absurdistan so that he could attract the attention of
the world powers towards the state. Misha realizes that Mr. Nanabragov’s philo-Semitic
concern towards himself, the Jewish people and the state of Israel is false when he
arrives in Davidovo, a small hamlet where Mountain Jews live. Misha realizes the Sevo
leader Mr. Nanabragov’s philo-Semitic concern is pretentious through the old Rabbi of a
village called Davidovo. He confesses that “the Sevo had him sent to a labor camp in
Kamchatka when he was twenty. Seven of his eight sons were shot” (2006 328). Avram,
Misha’s driver further adds ... After the war, the Sevo tried to have all of our men sent
to the gulags so they could take over our villages” (2006 328-329). Misha expresses his
aversion for the local dictator of the state of Absurdistan Georgi Kanuk as ‘the
murderer’. Misha expresses his gratitude towards the inhabitants of the small village for
exchanging the truth about the Sevo. Thus, Shteyngart exposes how philo-Semitic
concern is pretentious.

Litman does not respond to philo-Semitic concern in her works. In fact, only her first
work entitled The Last Chicken in America is set in Squirrel Hill, Pittsburgh that depicts
existential dilemma of the Soviet Jews at their adopted second home—the USA. As this
fictional work is an outcome of the author’s early three years’ experience of living in
America, the author does not touch upon the issue of philo-Semitism. Instead, she
depicts how the post-Soviet Jewish emigrants respond to the charitable work undertaken
by the American Jews through the Jewish Community Centre (the JCC) that provides
financial assistance to the newly arrived Jews from the Soviet Union. The JCC also
provides free accommodation, lunch, trips for senior citizens, and computer and English
language classes to newly arrived Soviet Jews. Even though some of the Soviet Jews
express mild distaste for the charitable activities undertaken by the JCC, Litman
personally acknowledges in her interview with Margarita Levantovskaya that these
activities are essential in the early phase of life of the Soviet Jews in America.
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Litman neither addresses the issue of philo-Semitism in America nor makes any
statement about the same explicitly. The way Litman depicts painful efforts of the Soviet
engineers and teachers in order to survive in the complex socio-economic structure of the
USA, it raises certain doubts about philo-Semitic concern in America. Litman depicts
that the Soviet teachers and engineers are forced to undertake low paid and menial jobs
in the capitalistic structure of America. Their struggle and efforts of the Soviet Jews in
America as depicted by the author raises certain doubts about the policy of America vis-
a-vis the Soviet Jews. This doubt is consolidated by the critical remark of Andrew
Foreman, the American Jewish critic who blames the American capitalistic system that
exploits the Soviet doctors, teachers and engineers by forcing to undertake janitorial and
financially less paid jobs. Litman seems to be doubtful of philo-Semitism in America.
Thus, Shteyngart and Litman deal with the issue of philo-Semitism differently:
Shteyngart deals with the issue of philo-Semitism with derision. This attitude is missing
in the work of Litman. This could be the result of time the two writers spent in the USA
before writing the works discussed above. Shteyngart’s Absurdistan is the outcome of his
stay in the USA of nearly twenty-five years whereas Litman’s The Last Chicken in
America is the product of her first three years in the USA. Litman seems to have had and
have observed a greater struggle on the part of the Russian Jews after migrating to
America which may have led to this kind of depiction in her first work.

Jewish religion, its rites and rituals are at the core of Shteyngart and Litman’s writing.
The Jewish emigrant writers from the former Soviet Union are warmly welcomed and
appreciated by the Jewish American critics. Hence, it is very essential to analyse how
Shteyngart and Litman depict and deal with the rites and rituals of Judaism. It is also
essential to analyse how they depict image of Hasid and Jewish people. It is also
important to analyse how these writers depict Jewish religion and whether they embrace
Jewish identity or discard the same.

The Soviet Jews were prohibited to practice religious rites and rituals of Judaism in the
Soviet Union during the Soviet period. Hence, the reference to the Soviet Jews visiting
synagogue in the Soviet Union itself is missing in the works of Shteyngart and Litman.
They refer to the elderly Soviet Jews visiting synagogue in America. In his memoir (and
not in his fictional works), Shteyngart alludes to his father visiting synagogue in
America. He recalls his father visiting an Orthodox synagogue with a multi-coloured
baseball cap instead of a proper yarmulke. At first, his father was identified as Spanish
drunkard from the street by the worshippers at the synagogue. When they realized that he
is their long lost co-religionist, they showed a lot of love towards the author’s father.
Shteyngart’s short account clarifies his father’s long lost religious and spiritual
consciousness due to their captivity and certain restrictions on following religious rites
and rituals in the Soviet Union.

Litman provides more detailed and penetrating account of elderly Russians visiting the
synagogue in America than her compatriot. Masha, Litman’s alter ego and mouthpiece in
The Last Chicken in America visits synagogue along with her parents in order to affirm
their faith for Judaism on the occasion of Yom Kippur (a particular Jewish holiday).
Litman’s alter ego observes:

“... The entrance was crowded. My father was handed a spare yarmulke and
something that looked like a towel. Inside, the synagogue was big like a theatre,
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with tiers of upholstered seating, stained-glass windows, and bright round lights
embedded in the ceiling. The service had already started. It was mostly in Hebrew,
which neither of us knew. | had a hard time concentrating. | waited for it to feel
meaningful. When the cantor started singing, | felt sad. He had a luminous voice
that went up to the skies and made my inside clench with loneliness. | glanced at
my parents. My mother picked at the prayer book. My father sat shriveled under
an unfamiliar shawl. They were filled with stifling discomfort.” (2007 60-61).

Litman’s account clarifies the awkward position of the Soviet Jews during their visit to a
synagogue. This visit is remarkable due to their surprise at the giant structure of the
synagogue which they have not seen in the Soviet Union. The visit is marked by their
lack of knowledge about customs of Judaism and Hebrew language. They experience
discomfort and loneliness during the prayer in the synagogue. Thus, Shteyngart and
Litman’s account of visit to synagogue by the Soviet Jews in America is itself evident of
the lost religious and spiritual consciousness in the Soviet Jews due to certain restriction
imposed upon them in their first home.

Shteyngart and Litman respond differently to the rites and rituals of Judaism.
Circumcision is held as a pivotal process in Judaism. The father of the protagonist in
Absurdistan is an ardent Jew who believes that circumcision makes one a Jew.
Shteyngart himself underwent the ritual of circumcision at the age of eight in America.
In his memoir, he regards circumcision as a stamp and a seal on the body of a Jew.
Shteyngart in Absurdistan responds negatively to the ritual of circumcision. Although it
is done in childhood of a male person, Misha Borisovich Vainberg, the protagonist of
Absurdistan did not undergo this ritual in his childhood as his mother was afraid of the
district committee that will blame the family for Zionist behavior. At eighteen, Misha is
sent by his father to America to become a Jew by undergoing the process of
circumcision. Against his wish and due to the strong will of his ardent Jewish father,
Hasids in America performed the process of circumcision. Shteyngart and Misha
perceive circumcision as their great loss and mourn it continuously in the novel. This has
much affected their perceptions of Hasids, Jewish religion and Jewish identity. While
Shteyngart negatively deals with the religious process of circumcision, neither Litman
nor her male characters talk about it at all. Instead, Litman talks about other rites and
rituals of Judaism.

Litman expresses her fascination for Jewish culture and its rites and rituals like Sabbath
Day and the Passover through her autobiographical figure Masha. Masha has got a job of
babysitter for an American Jewish lady named Pamela who prepares the kosher meal on
the occasion of ‘Sabbath Day’. On this occasion, Pamela offers blessing to her husband.
Masha is greatly impressed by this religious practice but has never seen her mother
celebrating the same either in the Soviet Union or the USA. The Soviet Jews in America
are ignorant of the Jewish culture because of the restrictions imposed on following the
rites and rituals of Judaism in USSR. In this context, Masha remarks, “...The holidays
we were accustomed to were secular and sharply marked: November 7- Great October
Revolution; March 8-International Women’s Day. Passover wasn’t in our calendars”
(2007 67). Although Litman’s alter ego is greatly impressed by the cultural rites and
rituals of Judaism practiced by the American Jews, neither she, nor her parents or any of
the other Soviet Jewish characters in USA are seen following the rites and rituals of
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Judaism in The Last Chicken in America. In this way, Litman maintains distance from
Jewish cultural rites and rituals.

Shteyngart and Litman commonly depict the image of Hasid but their approach towards
the Hasid is different. Hasid is an ardent Jew who is a staunch believer in Judaism and its
preaching. Shteyngart often expresses his strong hatred for Hasids and his protagonist
Misha feels offended at the sight of Hasids in Absurdistan. On his plane journey from St.
Petersburg to the state of Absurdistan, Misha encounters a Hasid whom he describes as
‘scraggy- bearded and pimpled’. Misha is certain that the Hasid has not purchased first
class ticket. Misha is greatly infuriated by Hasid’s quarrel with the stewardess over the
issue of the kosher meal provided on the plane that is not certified by a Rabbi. Misha
strongly wants to Kill the Hasid but he is aware of the fact that they share the same DNA.
He wants the stewardess to remove the food brought by the Hasid in the plane that seems
to him a sign of barbarity. He considers his fight with the Hasid as a fight between a
good Jew and a bad Jew. When the plane officials fail to remove the Hasid from the first
class, Misha leaves his first class seat for the economy class. Misha staunchly denounces
the Hasid because Misha feels the Hasids took the best part of him in the process of
circumcision. Thus, Shteyngart’s protagonist deeply detests the Hasids for circumcision.

Litman also presents the persona of the Hasid with whom her protagonist is unhappy.
Litman’s protagonist in the first titular story named Alick who works at Rosenthal’s
Pizza (a kosher restaurant) complains about the Hasids. He complains that the Hasids
visiting the place for kosher pizza are unclean and are sweating in their jacket. He also
complains about the miserable tips or no tips the Hasids handover. Alick detests the
American Hasids. Thus, Litman’s protagonist too expresses his aversion for the Hasids
but is much mild than that of Shteyngart. Shteyngart’s aversion towards Hasids
expressed through his protagonist of the Absurdistan is on account of the ritual of
circumcision performed by the Hasid.

Shteyngart and Litman widely differ in their depiction of Jewish people, Jewish religion,
and their Jewish identity. Shteyngart is highly critical of Jewish people whom he
denounces very much. In his memoir, he talks about perceptions of his father and mother
about their kith and kin. Shteyngart summarizes it in very lucid manner: “To my mother,
my father’s kin are savage and provincial. To my father, hers are pretentious and false.
Neither of them is entirely wrong” (2014 21). In Absurdistan, Misha Vainberg
encounters his pretentious and mean Jewish relatives at the funeral of his father. He is
infuriated with them and comments: “...During the thirties and forties, Stalin had killed
half my family. Arguably the wrong half” (2006 45). Shteyngart’s protagonist Misha
perceives the Jewish religion in negative light. Misha’s gentile step-mother named Lyuba
wants Misha to help her in converting into Judaism. Misha doesn’t want her convert to
Judaism and regards her wish of conversion as a bad idea. He further passes negative
comment about Judaism and says “... it’s just a codified system of anxieties. It’s a way
to keep nervous and maligned people in check. It’s a losing proposition for everyone
involved, the Jew, his friends, even his enemy in the end” (2006 88). Shteyngart denies
the Jewish identity in his interview with Natasha Grinberg and expresses his pride over
being a secular Jew. In similar manner, Misha denies his Jewish identity and proclaims
that “I’m a deeply secular Jew who finds no comfort in either nationalism or religion”
(2006 viii). Thus, Shteyngart is critical of Jewish people, of his race, Jewish religion and
denies his Jewish identity vehemently. His anti-Jewish stance is a result of his eight
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years’ experience at the SSSQ. About this bad experience at the conservative Hebrew
school, he says in his interview with Natasha Grinberg “I was always taught to be proud
to be Jewish, but some of the worst experiences in my life were the eight years | spent at
Hebrew school. As a result, I’'m not religious at all. I'm proud to be a secular Jew”. Thus,
Shteyngart depicts the Jewish people, Jewish religion negatively and rejects his Jewish
identity.

Litman depicts Jewish people, Jewish religion and Jewish identity positively and with
full sympathy. Litman does not feel disrespect for Jewish people either in the Soviet
Union or the USA. On the contrary, she is a strong supporter of the Soviet Jews and
sympathizes with them for their pathetic state in the complex socio-economic structure
of America. She also depicts painful and pathetic state of the Soviet Jews in the Soviet
Union on account of anti-Semitism. Her fictional works delineates existential dilemma of
the Jewish people in both the Soviet Union and the USA. Litman is not deeply religious
although her female protagonist and mouthpiece named Masha in The Last Chicken in
America is greatly impressed by the celebration of the Jewish holidays by the American
Jews. Litman and her characters in her fictional works never appear to be celebrating
Jewish holidays. Yet, she does not deny her Jewish identity. In her interview with
Margarita Levantovskaya, Litman explicitly acknowledges that “to me, being Jewish is
cultural. 1t has nothing really to do with religion” (2016 450). Hence, she is Jewish
culturally and not religiously. She does not glorify Jewish religion, its rites and rituals in
her fictional works. Thus, Shteyngart and Litman widely differ in their depiction of the
Jewish people, Jewish religion and Jewish identity. Let’s compare how Shteyngart and
Litman depict anti-Semitism and philo-Semitism.

Shteyngart and Litman depict the issue of anti-Semitism in their fictional works critically
but differ in its scope and treatment. Firstly, for Shteyngart, anti-Semitism, economic
backwardness, loss of culture and morality in the post-Soviet citizenry, harlotry,
criminality and bribery are key issues that inspire love for America and hatred for Russia
in the mind of the protagonist in Absurdistan. All these issues want him to leave the
country and relocate in America; however, this remains unaccomplished even at the end
of the work. Litman too depicts anti-Semitism critically and is the major preoccupation
in her fictional works. Secondly, anti-Semitism does not appear as serious and horrible
issue in Shteyngart as in Litman. Litman draws the conclusion that the Soviet Union is
not a hospitable, comfortable home for the Soviet Jews. For the Soviet Jews, according
to Litman, self-exile and relocation in another country is the only way of survival.
Thirdly, anti-Semitism is both an individual as well as a communal experience in
Litman’s works which is not so in Shteyngart. Lastly, Litman depicts the sufferings of
the Jews in the Soviet Union on account of anti-Semitism as well as their inability to
adjust with capitalism in America. This doesn’t happen in Shteyngart’s Absurdistan. The
reason could be the very less time Shteyngart got to spend in the Soviet Union.

Shteyngart and Litman respond differently to the issue of philo-Semitism in their works.
Shteyngart critically exposes the issues of philo-Semitism whereas the same is missing in
Litman’s work. The researchers believe that this is the outcome of their experiences of
the second home. Shteyngart wrote Absurdistan in 2006 which is the outcome of his
wide experience of nearly twenty-five years of staying in the USA. Litman’s only work
to be set in the USA is The Last Chicken in America that depicts sufferings of the Soviet
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Jews under capitalism and is based on three years’ experiences of the Soviet Jews in the
USA.

Shteyngart and Litman respond differently to Jewish religion, its rites and rituals and the
Jewish identity. Both the writers depict elderly Soviet Jews visiting the synagogue in the
USA and the lack of awareness and proper knowledge of rites and rituals done in the
synagogue. It is the natural result of certain restrictions and strict control imposed on the
Jews in the Soviet captivity. Shteyngart and his protagonist of the novel negatively talk
about the ritual of circumcision. About this ritual, neither Litman nor any male characters
in her novels talk about. Instead, Litman shows immense fascination for other rites and
rituals of Judaism like the Passover and the Sabbath Day. Hasid is a very important
person in Jewish religion who performs various religious activities. Both Shteyngart and
Litman provide an account of the Hasid but their depiction and approach towards the
Hasid varies vastly. Litman provides short account of the Hasid about whom her male
character expresses mild distaste due to their uncleanliness and shabbiness. Shteyngart in
Absurdistan provides detailed account of the Hasid. His protagonist Misha expresses
deep hatred for the Hasid due to the forced circumcision that went wrong. His
protagonist maintains long-lasting hatred for the Hasid because he believes that he lost
his masculinity due to the Hasid. Shteyngart deeply hates the Jewish people whereas
Litman is sympathetic towards the Jewish people due to their suffering in the Soviet
Union due to anti-Semitism and their exploitation in the USA under capitalism.
Shteyngart goes on to discard his Jewish identity. He projects himself as a progressive or
a secular Jew. On the other hand, Litman does not talk much about the Jewish religion
but has positive views about it. Moreover, she accepts her Jewish identity as a cultural
but not a religious matter.

Thus, Shteyngart and Litman widely differ in their dealing with and depiction of anti-
Semitism, philo-Semitism, the Jewish religion, its rites and rituals, the Jewish people, the
Hasids, their Jewish identity etc. Shteyngart’s deep hatred for the Jewish religion and his
discard of the Jewish identity is the outcome of his bad experience at the SSSQ. Though
Shteyngart detests the issue of anti-Semitism and philo-Semitism, he appears to be anti-
Semitic due to his deep hatred of the Hasid, negative portrayal of the Jewish people,
adverse remarks about the Jewish religion and denial of the Jewish identity. On the
contrary, Litman maintains proper balance in her depiction of rites and rituals of
Judaism, Jewish people and Jewish religion.

Works Cited:

Furman, Andrew. “The Russification of Jewish-American Fiction” Zeek (2008). Web. 18 May,
2018.

Hingley, Ronald. Russian Writers and Soviet Society 1917-1978. New York: Random House,
1979. Print.

Litman, Ellen. The Last Chicken in America. W.W. Norton and Co.: New York, 2007. Print.
Litman, Ellen. Mannequin Girl. W.W. Norton and Co.: New York, 2014. Print.

Litman, Ellen. Interview by Margarita Levantovskaya. East European Jewish Affair, 46:3.
Web.25 June, 2018.

Shteyngart, Gary. Absurdistan: A Novel. Random House. New York, 2006.Print
Shteyngart, Gary. Little Failure. New York: Random House, 2014. Print.

105



Assonance, No.22, January 2022
Shteyngart, Gary. “Can’t Live Long Without Writing”. Interview by Natasha Grinberg. Del Sol
Literary Dialogues. Web. 2 January, 2019.

Wanner, Adrian. Out of Russia: Fictions of a New Translingual Diaspora. USA: Northwestern
UP, 2011. Print

Wanner, Adrian. “Russian Jews as American Writers: A New Paradigm for Jewish
Multiculturalism.” MELUS 37.2 (2012):157-176. Print.

106



AGONY OF DESOLATION IN CHEKHOV'S "THE MISERY" AND ITS
HINDI ADAPTATION, Vishad : A CONTRASTIVE ANALYSIS OF
CULTURAL CONTEXTS

Shubham Singh

Assistant Professor, Department of English and Modern European Languages, D.D.U.
Gorakhpur University

Abstract: Anton Chekhov is renowned for his secretive narration and subtle language
portraying miserable human existence. He is a playwright at par in his short stories too. His
characters grapple with insurmountable agony that is often brought home to us in a biting
objectivity of narration. ‘The Misery’ (1886) is one of the author’s finest achievements into the
exploration of the world of affliction and indifference that characterizes much of the modern
world. This paper makes a comparative reading of Chekhov’s original story and one of its
recent Hindi adaptations by author Ravindra Pratap Singh as fasre, with the objective of
identifying how the differences in the cultural milieu and the popular sensibilities of the two
settings transform the narrative technique in the original yet managing to retain the impact.

Keywords: Chekhov, The Misery, desolation, adaptation, indifference, isolation, dramatic,
objective, sorrow.

Chekhov’s story ‘The Misery’, originally titled, "Tocka" and first published in 1886,
reflects his characteristic narrative tendency to depict the bitter truths of life in its stark
realities. The suffocating pain of a father who lost his young son is touched with such
fine skill that the chilling inconsiderate reactions of the other characters makes any
empathetic reader want to share a ride on his horse-driven cab and along with it the loss
that lies heavy upon his grieving heart desperately yearning for an outlet. But what is
even more representative than this tendency is the objectivity of narration and the
heartless Chekhovian language in which the story is worded because the callousness of
a selfish and inconsiderate world makes the suffering of a troubled existence snowball
and the gloom of despair much darker. Right at the onset of the story the twilight and
drizzling snow that shrouds the surroundings set the mood for the cold narrative where
every ounce of sympathy and fellow feeling seems to have frozen in tandem with the
external atmosphere. To further intensify this lack of warmth, the protagonist, lona
Potapov is described as “quite white and looks like a phantom”. The introduction crafts
an impression that is so specific to Chekhov’s narrative style — that of inactivity and

inertia. In a recent adaptation of the story as a short play titled s, by Ravindra Pratap

Singh, the essence of the story is kept intact but the cultural differences between the
two settings and the differing narrative techniques highlight how the same insufferable
nature of human existence could be rendered in a motionless and objective narrative at
one place and in moving verses and emotive dialogues at the other. Singh’s adaptation
describes a warm evening in the life of a cabdriver by the name Fazal, who has just lost
his son a few days back and is overwhelmed with grief. The stark difference in the
setting of the two narratives itself establishes a contrast in the points of view with
which the same incident is pictured. Unlike the cold and snowy twilight of the original
story, the adapted narrative is set on a summer evening and even the poetic language
and the dialogic structure gear the reader for a deeply subjective dramatization of the
grief of a man whose world has just turned for the worst. However, even though the
means to depict the tragedy that has befallen a lonely man are diametrically different,
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the crushing weight of it on a lonely soul remains quite the same and chilling
inhumanity of the other characters in the story who come across it is found almost
similar despite the separate cultural contexts of the two texts.

Desolation and suffering are major themes in Russian literature. Writers of nineteenth
century Russian literature, such as Fyodor Dostoyevsky and Leo Tolstoy, explored the
themes of desolation and despair in works such as Crime and Punishment and War and
Peace, respectively. In the twentieth century, writers like Aleksandr Solzhenitsyn
discuss a completely different aspect of human suffering in Soviet forced labour camps.
Though the deftness with which Chekhov addresses the inhumanity of the times is
unparalleled even by his contemporaries. Harold Bloom observes in his essay on
Chekhov’s art that his narrative style causes us to come to terms with the genuine
horror of our existence which could otherwise make us mad and violent. (Bloom, 3)
This horror is reflected in the world of the story where an aggrieved consciousness is
unable to find a single soul to share on real terms the trauma of such a debilitating
tragedy as the demise of one’s son in the prime of youth. This is deftly represented by
the inability for movement — both physical and mental — that is characteristic of both
the original text and its adaptation which, according to Bloom, is the stuff of actual
action of much of Chekhov’s narratives.

The charge of restraint that Chekhovian prose is often levelled with has roots in the
temperaments and attitudes not only towards literature and performing arts such as the
theatre, but also in the state sanctioned forms of behaviour which restricted ‘all forms
of histrionic pleasure.’” (Burgess, 160) Russian audiences of the 18" and the early 19'"
centuries were accustomed to such repression and even when certain liberties were
afforded to engage in theatrical performances as a way of pastime, they exhibited a
restraint that reflects on the kind of reserve the writers of the day evinced in their works
because to involve in amusements such as a play was still an indiscreet act worthy of
suspicion as it had been something foreign and not inherently Russian.(161) It is also
quite pertinent to consider the history of Russian theatre before jumping to any
conclusions regarding the suitability of Chekhov’s technique of objectivity to generate
the desired effect. During the imperial times and all through the nineteenth century,
stringent censorship was applicable to much of Russian theatre and it was more or less
under great governmental prohibitions. In the mid-twentieth century, Chekhov’s work
also came to be impacted by revisions and omissions undertaken as a project of
Communist censorship which was promoted as the publication of the complete works
of the author in a ‘new and better edition’ that included his ‘vast epistolary legacy.’
(Struve, 328-329) Such acts of revisionist nature aimed at extracting Chekhov’s
criticism of the Russian Communist regime and as such many select passages of his
letters have either been removed from newer editions or they have been destroyed
altogether. In one of his letters written to his sister in the Spring of 1891 which was
later numbered 887, he records his praise for the Italian actress Eleonora Duse whose
performance in an enactment of Shakespeare’s Anthony and Cleopatra was so
remarkable that Chekhov charged the Russian theatre actors as ‘wooden’ in comparison
and the Russian theatre as boring and inferior compared to the English: “It was all right
for him to go into raptures over Duse, but his Soviet readers apparently must not know
that he also spoke disparagingly of the Russian theatre and Russian actresses.” (Struve,
331) As such the lines referring to this comparison were removed from the edition of
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his works published in 1949 even though they had been quoted in full in the one
published in 1939, an edition itself edited by an original editor of the new Soviet
edition.

Even the Russian theatre audience grew complacent with time which John Carr finds is
quite opposite to the lively and interactive audience of the English stage. (Burgess,
183) According to Gary Thurston in his research, theatre and several other arts
flourished in Russia in its Silver age which is the period beginning near about the last
decade of the nineteenth century to the early decades of the twentieth century.
(Thurston, 237) Even though the renowned The Moscow Art Theatre introduced many
novel tastes and the access to rich European literature was available to a select few elite
and the sophisticated classes, they were still under some sort of censorship of subject
matter and representation of classes and their concerns. Thurston also finds that the
essential problem in interpretation of a work of literature is an epistemological one
concerned with one’s perspective and worldview which makes them analyze what they
see in a specific way. He even quotes the Russian critic Vissarion Belinsky to argue
that the way of seeing is connected with the concept of nationality and the nationality
and culture are influenced more by “manner of perceiving” than by things such as the
local cuisine or the way of dressing. (237) Therefore, to write subjective and overtly
emotional narratives exposing the harsh facets of humanity at a time when censorship
was closely knitted to the concept of a nation would be to provoke a sense of guilt and
challenge the modes of restraint mandated by legal means. For a long period of time
the government resisted any attempts at introduction of literary culture of the West to
the uncivilized people, (Thurston, 239) Scholars like Gleb Struve even find instances in
which select passages critical of Russian exploitation of its subjects were carefully left
out from many of his thousands of letters written unabashedly as they were personal
correspondences. This is why Chekhov chooses to cut down on an expressive tendency
that was viewed at the time as a human weakness and to write works in all their brutal
truths so as to amaze and terrify the audiences with how strange the reality actually is.

Indian culture has been quite nourishing and freely explorative towards all the liberal
arts since the ancient times, achieving such pinnacles of perfection as the Natyashastra,
and owing to the quintessential democratic nature of the culture, the readers and
audiences are accustomed to accepting highly expressive forms of representation and to
visualize what is implied. It offers the elaborate theory of rasas - literally meaning
juices - which is a concept expressing the essence or the aesthetic flavour of any
literary, artistic, visual or musical work that generates an emotional appeal in the reader
or the audience but is not easily described in words. The goal of theatre is to allow a
feeling heart to connect with the rhythms propelled by the actor on stage and the work
being performed and emotions and subjective expression are innate features of
achieving that goal. As a result, Indian audiences are quite used to delving deep into
the world of emotions and exploration of the inner states of being and reticence is not
really a feature encouraged in excess except when the artistic requirements necessitate
it. Chekhov too has admitted in his letters to having viewed highly emotive
performances by several English actors during many of his visits which made the
Russian theatre performances pale in comparison and the reason he cites for this in one
of his letters is the power of expression that is quite characteristic of the English stage.
Therefore, the adaptation centres on glowing verses elaborating the grief of the
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protagonist and draws on dramatic liberties to contrast the indifference of the modern
world. Elisa Ganser observes in her essay that during the nineteenth and the twentieth
centuries, modes of expression in theatre evolved greatly and there has been a ‘re-
discovery and re-evaluation of the emotional sphere’ owing to developments of fields
such as psychoanalysis which have afforded ‘new understandings of subjectivity and
expressivity in the arts’: “Since their first codification in the Natyashastra, the
performing arts of India have strongly emphasized the role of emotions in the
composition of a dramatic text, in the staging process, as well as in the theoretical
discussions centered around the aesthetic experience of the spectator.”(Ganser, 64) The
short-play adaptation functions on this technique to give an elaborately expressive and
dramatic form to the grief of the protagonist complimenting it by moving versification
to appeal to the senses of the spectators.

The inactivity in the world of Chekhov’s story is jolted with the appearance of an
officer in a greatcoat who is extremely impatient and he channels hurried movement
into otherwise still world of lona and his horse. The horse shrugs off the snow and even
the lethargic usage of the whip to encourage movement signals the compulsion of
earning food for himself and the horse. Even in the short play the similar scene is
reenacted with an employee of some company impatiently hovering over Fazal to take
him to the Imambara. The passengers in both the case seem much pressurized by the
desire to reach a destination and they abuse the old man to push beyond his limits.
Even the other characters who remain nameless such as a carriage driver who swears at
him, or a passerby who is furious for just escaping being hit by an inch indicate a
similar lack of empathy, if not for the plight that has befallen the poor driver for he
could not have known of it, then at least for his miserable condition and his exhaustive
efforts at outdoing himself just to be able to earn a meal for himself and his horse.
Russian critics have acknowledged how Chekhov found sources of creativity in the
most commonplace, everyday incidents. Leonid Obolensky in his critical review of the
Russian version of the story commends Chekhov’s extraordinary ability to find the
hidden drama behind simple everyday occurrences such as the callousness of the
characters in the story towards the protagonist’s plight. (Obolensky, 178) In his essay
on Vasilii Rozanov regarding his assessment of Chekhov, Vladimir B. Kataev observes
how this “problem of understanding” is one of the central concerns of Chekhov’s
writing: “In ‘Toska’ (‘Misery’, 1886), no one can understand the true reason for the
angst of the drayman lona, including himself. (Kataev, 4) He even observes that in
Chekhov’s stories where the protagonist is an ordinary person unable to muster the
strength to find his way through life, there is always a central theme of non-
understanding. When lona dares to mention the death of his son Barin to the officer, the
very matter of fact reaction and the query “what did he die of” make the pain of losing
his son multiple times harder, for the officer could not care enough to listen or begin to
understand the story of how his son was reportedly suffering from high fever and was
three days in the hospital without proper attention. The officer has no reaction at all this
time but only curses and goads him to hurry towards their destination. Even in the
adaptation, when Fazal tries to narrate about what happened to his sick son named
Badal, the passenger is least bothered, similarly curses the humble driver. The realism
of such an incident is unmistakable and attests to Chekhov’s own vision of reality.
Some critics have claimed that he had a pessimistic and absurdist view of reality while
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others find optimism in the resoluteness of his characters but what Chekhov really
seems to hold is that change is possible only if human beings are willing to make it
happen. He saw both the most pitiable and the greatest of man’s conditions and
maintained a dualistic balance between representing both. (Borny, 50-51)

The second set of passengers in the original tale are a group of three drunkard friends
who freely use foul language and mock lona for his shabby appearance and a tattered
hat. They even harass him physically and threaten to hit him if he keeps a slow pace.
Not only do they advocate using the whip hard on the poor animal but their response to
Iona’s statement of his son’s death is cruel and inhuman to the point of revulsion: “We
must all die, ...now hurry up!” This is quite similar to the way in which the group of
young men in the adaptation frisk and abuse Fazal even though he makes repeated
futile attempts to appeal to their humanity by sharing the debilitating news of the
demise of his only son. This blatancy of expression and inhuman coldness to another’s
grief and feelings is a representative technique of Chekhov’s short stories and he
confesses that this is a deliberate device: “When you depict sad or unlucky people, and
want to touch the reader’s heart, try to be colder — it gives their grief as it were a
background, against which it stands out in greater relief” (Friedland, 97). To consider
an example, his story “Trifle of Life” shows a similar episode of blunt betrayal of a
young boy’s trust when the protagonist Nikolay reveals to his mother that their servant
takes her children to see their father even after their separation, even though the
adolescent boy in his tender beliefs had received a promise from the man that it would
not happen that way. When the little boy attempts to highlight the betrayal, he is
brushed off with absolute disregard for his feelings or his loss of innocence at an age so
young. This specific incident in the life of a young boy that is referred to a trifle is
chosen by the author to close the story with an abrupt open-ending indicating that it
may not be a trifling matter in the developmental stage of a blameless boy after all.
This “sparser, more objective, dramatically focused narrative” as critic R. L. Johnson
calls it, lends the plot an offensive appeal that intensifies the desired effect. (Bloom,
33)

The adaptation introduces another element into the plot which is distinctively
characteristic of cultural context in which the story is set. Addressing the local colour,
Singh’s adaptation introduces an array of characters beside the ones in the original
story to interject the dialogue to present a choral mirroring of the predicament in which
the protagonist is caught up. Even before the first passenger is brought in, the plot
begins by an ascetic, referred to in Hindi as fakir and his three followers, who pass by
playing a sarangi or a short-necked fiddle, engrossed in a melodious versification
illustrating the indifferent ways of the contemporary times in which the world keeps on
its dynamic pace and people seldom have time to do so much as just listen and share
the sorrow of others:
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This poetic verse is a direct commentary on the terrible isolation faced by the
protagonist while the world around him is all hustle and bustle with maddening rush.
The second scene of the short play begins with a clown and his follower who voice
their melancholic verse stating that the world is too in rush in the modern times and
people have enough chaos within themselves to be able to focus on the sorrow of
fellow human beings. Like the previous choral interjection, this too serves to attest to
the tastes of the local setting and to make the grief of the protagonist more relatable to a
reader accustomed to such dramatic representations. Not just this, there are also
instances in the text where lyrical verses are introduced as a set of dramatic devices
separately in the form of songs playing in the backdrop such as the song playing on the
radio contrasting the desperation of Fazal while the first passenger angrily commands it
to be stopped. These songs serve a twofold function of which the first is evident that
they become a tool for the author to allow the audience to relate with the pathetic state
of the protagonist. Secondly, and more importantly they serve to perform a subjective
mode of expression in stark contrast to the restrained and economical expressions of
the original text thus highlighting a fundamental difference in the outlooks of both the
cultures regarding a similar tragic portrayal of human existence, one being that of
reticence while another theatrical and reaction-provoking.

Literary scholarship has had differing takes on the evident objectivity of Chekhov’s
prose, some early reviewers, such as Williamson even holding disparaging views on
the matter claiming that Chekhov did not aim for morality and always attempted to
remain impersonal and cold even to the point of depiction of a hopeless reality with no
probable absolution. However recent critics like John Hagan find that it is a mistake to
relate Chekhov’s work to the straitjacketed restrictions of nineteenth century
Naturalism in literature as if it only promoted objectivism, detachment and a social
commentary and had no moral leanings or saw the world as doomed and irredeemable.
(Hagan, 415) Even though in some of his earlier works he leans towards a naturalist
stance of life, it was more an ornamentation than the spring of his creativity and his
work remained thoroughly realistic.(Moravcevich, 224) Chekhov’s impersonality with
which he often describes the desolate human condition from which there seems to be
no escape is a well-crafted schematic ploy as he himself reiterates time and again in
many of his letters to his family and as noted by many scholars over the years. It is also
sometimes pointed out by scholars such as H.E. Bates that even if objectivity is used as
a tool by the writer, he never condemns, “had no judgement to pass, through either
humour or tragedy, on the ridiculous or the most depraved of his fellow-men.” (Hagan,
409) According to scholars like Hagan, this too is an unwise view since right from his
early years Chekhov has portrayed evil and condemnable characters such as tyrants and
parasites, towards whom he expressed obvious contempt and ridicule. Even in the “A
Trifle of Life”, the way he presents Nikolay’s blunt disruption of Alyosha’s trust and
the sobbing of the poor child, it is incontestable that he feels vexed at the act that has a
ruinous impact on the formative years of the young boy. Similarly, the way he presents
cold way in which the first passenger rebuffs to listen to the cabdriver’s grieving heart
or the inhuman manner in which the three drunkards humiliate and mock at his sorrow,
or even the disinterest with which one of his own fellow beings treats him, all intends
to evoke the shocking indifference and ruthlessness of a materialistic and self-centred
modern society that is always a little too consumed to pay any heed to the pain of other
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human beings. The meanings and implications conveyed in the inter-cultural
communication of the adaptation also serve to evoke the inhumanity and coldness of
the human society that is engrossed in its own preoccupations to be able to focus on
what pain and suffering lies all around them. It is important, however, to note here that
the method employed in the adaptation is anything but purely objective which is even
specified by its length since it develops the short story into a short-play running several
pages.

In both, the original story and the adaptation, the indifference goes beyond the
divisions of class as even the third attempt of lona and Fazal dooms in a similar manner
when they try to approach a fellow driver back at the stables with their “immense,
illimitable grief”, but the young driver drinks the water and falls fast asleep without
reacting. The only companion that they find in the outright cruel and indifferent world
is their horses, who are one in their hunger and their loneliness. A particular
Chekhovian technique with regard to development of character by elaborating on the
collective pathos against an ‘oppressive inevitability’ is quite evident here.
(Moravcevich, 226) It is significant to consider the findings of the biographers who
have paid attention to the context of Chekhov’s writing pointing out how he wrote at a
time of layered censorship by the state and editorial compulsions to ensure the security
of his family that became reasons for his outstanding objective descriptions. It was a
tactical device in order to bring home the deepest possible impact without causing the
seriousness to be diluted by melodrama and emotional appeal. It is also consequential
to note that the shadow of death is reflected everywhere in and it is difficult imagine
Chekhov’s work without that common running theme and that itself drawn from the
experiences in his life with himself and his friends and family. (Malcolm, 138) The
adaptation, both due to its liberties of length and the alternate setting of free circulation
of emotive depictions and scenes, is apt in dramatizing the grief of the protagonist for
the reader and the audience to be able to relate to and empathize with. The charge
against Chekhov’s impersonality is diluted when one reads a particular passage at the
end of the story where the narrative voice almost attends to the pain of the protagonist
in a subjective and revelatory tone:

His son will soon have been dead a week, and he has not really talked to
anybody yet.... He wants to talk of it properly, with deliberation.... He wants to
tell how his son was taken ill, how he suffered, what he said before he died,
how he died.... He wants to describe the funeral, and how he went to the
hospital to get his son's clothes...His listener ought to sigh and exclaim and
lament. (“The Misery”, 1886; Norton, 1979)

This expression is anything but objective and it clearly appeals to the empathy of the
reader to realize how the mundane, everyday existence has rendered the society inert to
the pain that throbs throughout the driver’s being. The similar expression is found even
in the expressive lines of the adaptation with an added technique of verse lines that
actually dramatize the sorrow to evoke the desired emotion of pity and grief. It is
equally significant that the horse not only becomes a companion as a listener to their
grief but it even breathes over their hand as if expressing compassion in the only way it
can. Its reaction is a crucial instance at the climax because it defies the charge of
objectivity levelled against Chekhov for he shows that he is of course moved by the
pathos suffered by the helpless man and introduces the strain in the form of a reaction
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by the mute animal but to intensify the effect on the readers, he consciously chooses to
render an objective take throughout the story. Chekhov’s stories are about the horror of
everyday existence that is inescapable and unbearable at the same time. To conclude in
the words of Stein, his works “portrayed the life of society in a way that left no doubt
in the reader’s mind that such a life had to be changed.”(381) Both from the remarkable
story and its adaptation as a short play, a common implication appears that human
existence itself is desolate but that it has a potential for change. Everyone has to realize
that “only he himself was capable of changing his own life.” (Stein, 381) The cross-
cultural distinctions and the modes of expression aside, the fate of the protagonists is
equally dependent on their persistence in the face of sapping grief and cruel inhumanity
of the world.
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Abstract: A long tradition of peasant economy and peasantry have focused on indigenous modes
of existence. The prehistoric ties to place, nature, tradition and cultural memory illustrates the
relationship of human being with nature as a vital proponent of sustainability. The agrarian
literary tradition focused on inner organic form and rural life as self-sufficient, sustainable and
resilient. Resilience is the capacity to deal with shocks analytically explaining how ecological
systems respond to change. Tolstoy’s Anna Karenina replicates the Russian indigenous systems
and represents the mixed modern-ancient expression of culture and identity. His text articulates
rural sustainability and cultural resilience interrogates human construction of modernity with
an emphasis on transformation, destruction, reorganization reoccurring at micro and macro
level. Tolstoy’s narrative notifies collective cultural schema and change. The paper will focus
on ‘dying consciousness’ as well as the notion of resilience and sustainability as method of
survival illustrated through contrasting pictures given in Tolstoy’s Anna Karenina.

Keywords: Resilience, Leo Tolstoy, Sustainability, Culture, Russian Literature

The paper theorizes on four terms or concepts: Resilience, sustainability, literature and
narrativity and examines Tolstoy’s view of agrarian and cultural life. His leaning
towards agrarian view, community solidarity in Anna Karenina stands in opposition to
the new technologies, industries, social differentiation, growth of a working class,
transformation in country side. Tolstoy’s Anna Karenina has been taken as a referential
work to understand and evaluate these concepts. The advent of new technologies,
industries, social differentiation, growth of a working class and changes in country side
emphasized on the essentiality of community cohesion, solidarity and inseparability.
The Russian literary narratives focused on agrarian, inner organic form as self-
sufficient and resilient. Before defining narrativity in Literature, the concept of
resilience needs to be understood. The term Resilience originally developed in the field
of ecology and Cicero in 106 BC used the term resilio meaning rebound. Resilience
which is said to be the ability to deal with shocks, has connections with ecology,
further pinpointing how ecological systems respond to changes. Crane articulates the
‘resilience of culture’ extending beyond ecological boundaries i.e., the ability to
maintain livelihood satisfying material and moral needs due to shocks (Temple and
Stojanowski 254). Walker and Salt gave three broad concepts and framework for
developing an understanding of Resilience approach: (1) Humans live and function in
deep rooted social organizations that are closely associated to the organic structures. (2)
Socio-ecological structures are complex adaptive systems that do not change in an
anticipated, direct method (3) Resilience framework examines a social-ecological
system as singular whole that is operational in several scales of time and space. The
focus is on changing system and its coping with disorder (gtd in Pisano 10). History,
Literature and scientific methods has to keep in mind the development discourse
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interconnecting the spheres or domains of ecological and sustainable concerns.
Narratives actually brings forth the history, culture and social dimensions of a region /
country.

Nash defines narratives as the recollection of life events in historical documents and
textbooks, in scientific explanations, in political speeches, in day-to-day conversations.
On the other hand, Ryan explains the relationship between narrativity and narrative
defining narrative as a semiotic object whereas narrativity as able to inspire a narrative
response (qtd in Amerian and Jofi 187). The personal and social can be imagined
through a fictional narrative enters history. Tolstoy’s War and Peace or Anna Karenina
are the imaginary narratives and a note on historical digressions with extensive
theoretical essays/ passages. The critic Boris Eikhenbaum called Tolstoy a historical
chronicler (McPeak and Orwin 3) who objectively and accurately discuss the nuances
of political consciousness, records of past, time and accounts in fictious form. The
author’s shaping of Russian culture objectively describes the disorder and upheaval.
Anna Karenina is often credited as laying bare the picture of Russian society. The
aristocratic society deserting the peasants, made Tolstoy draw a model of subjectivities,
construction of narratives, historical memory and collective identity where tradition
remained the generative principle. The dislocation and deterritorialization was
questioned and portrayed by him regarding Russian rustic life. Agrarian life is a part of
world history of almost all societies whose identities are tied to their farmland.
Tolstoy’s village seems to function on an organic model of resilience and the
ecological system positively responds to human culture. His texts explore the
multidimensional fall of humanity from instinct to reason to technology.

The Decembrist myth influenced the literary representations and the canonical texts
lead in Russia during 19" century. The turning point in literary history came in 1812-
1917 when writers like Pushkin, Tolstoy, Pasternak, Gogol, Dostoevsky Chekov,
Gorkhy developed great tradition of Russian, literature. Tolstoy, the social reformer
and Tolstoy, the novelist as he is known wrote masterpieces like War and Peace, Anna
Karenina and Resurrection that defines and brings forth his philosophy and concept
about life placing Anna Karenina at the centre. Written between 1873 and 1877, the
work has autobiographical features and is acclaimed as psychological text. The plot of
Anna Karenina place Anna’s life in contrast to Levin’s life that appreciates the
ecological resilience in the times of crisis. Tolstoy tries to understand peasant mode of
appropriation of nature reemphasizing that humans are a part of and subject to nature
which might contribute to larger goal of fostering feasible and sustainable rural
communities. The human and non-human world of Tolstoy premised on a recognition
of the fundamental incompatibility between ecological longevity and humanity that has
now become the subject of global capitalism. The idea of sustainable development
visualizes community with the resilience factors. The Russian literary agrarian neo-
populism has explicitly discoursed on resilience principles. Esteva (1983) Warman
(1980) remarked that the "moral economy" defends small-scale, self-sufficient,
household or community enterprises in the face of large-scale production. A collective,
solidarity orientation is inherent to indigenous and peasant identity, enduring in spite of
the imposition of individualistic values by society at large (qtd in Carruthers 358). The
piece of production is a farmer that harvests things for individual use and exchange
promoting biodiversity and sustainability. Tolstoy in his literature gave the notion of
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resilience, traditional pastoralism and transformation of Russia into capitalist Russia
while illustrating social and natural environmental degradation that led to the tragic end
of Anna Karenina. The reasons for disaster are due to human culture, opportunities,
individualism. Tolstoy provided the answer through he contrasting character of Levin
and Anna, how Levin’s quest for identity lead to his survival whereas Anna moved to
destructive path due to her separation from socio-ecological system.

Tolstoy described the inhuman encryption of urban life examining the individual and
natural human experience. His concerns centers around the primordial earth, the dream
of pastoral. Tolstoy lived for 24 years at his native village, Yasnaya Polyana, wanting
to reform the miseries of peasants. Through his writings the appearance of organic
change in his ideas about men and world exemplified the socio-ecological system as
integrated and interdependent unit. Tolstoy's disapproval of capitalism, is indicative
that human progress without considering the natural world is condemned in toto.
People -place connection, values, beliefs identify the adaptive system developing
community strengths.

Tolstoy’s love for peasant life made him one of the world’s exemplary creators of
literature of reliance, sustainability and farmland. The book on exterior level discusses
about Anna, her aristocratic life, extra martial affair and ultimate ending of life giving a
landscape view of Russian settings and structure of society. The undertones of identity
are prominent in the novel and it is through Levin’s search of self, Tolstoy discovers
the real Russia. As an intrusive writer, he searched for the answers to the complexities
of life and why they existed. He was able to picture out two diverse notions prevalent —
the clash of traditional/ modern, urban/rural, artificial / natural. The cities like
Petersburg and Moscow characterizes New Russia formed by European impacts and
whereas Old Russia finds dwelling in peasant culture. Levin’s estate at Pokrovskoye is
Tolstoy’s own native Village Yasnaya Polyana i.e. Old Russia. The close proximity
with peasants, Levin’s bond with Kitty, the management of the farm and the
haymaking process are formations indicative of how deeply Tolstoy was embedded in
natural space and time. In War and Peace, Bezukhof learns the mysteries of survival
from Karataeff, a farmer whereas Theodore in Anna Karenina, opens up to Levin the
mode of living and existence. Thus, Tolstoy articulates on forgotten nature in Russian
culture, on life sustaining futures. Anna on the other hand is a combination of English
and Russian culture giving an authentic vision of how narratives elucidate cultural
change.

“Levin in his heart despised the town mode of life of his friend... regarded as trifling”
(Tolstoy 40). Levin abides by the capacity to learn and adapt, the regional framework
let him navigate through socio-ecological transformations occurring in the town. The
town life with new evolved structures, trajectories and renewal of system has weak
interconnections among the community. It reinforces the great divide which Levin
experiences in Moscow.

“Levin had begun that winter a work on agriculture, the plan of which turned on taking
into account the character of the laborer on the land as one of the unalterable data of the
question, like the climate and the soil ... Thus, in spite of his solitude...his life was
exceedingly full” (Tolstoy 333). Tolstoy renders the epistemological process through
the eyes of Levin by unfolding the disorder in city life, the possibility of self-

117



Assonance, No.22, January 2022

correction, the farmers confronting the natural world, adaption, reconciliation. Levin’s
ecological epistemology and ethics allows a more resilient and pragmatic approach
making him an ecological agent. “Perhaps because I rejoice in what I have, and don’t
fret for what I haven’t,” said Levin, thinking of Kitty (335). What is important is that
Tolstoy is interested in sustainability amidst chaos and destruction? Infact, the structure
of his works offers a model that traces the local geographies. The epical framework
constructed by the Russian writer creates the inter involvement of non-human world in
contrast to humanity’s relationship with this inanimate world.

The deliberate transformation of Levin and his lack of interest is a transformative
behaviour as he feels disconnect towards his land. Although he later on becomes a
creator and promoter of sustainability, Levin’s lack of interest ascended and pertains
due to his visit to Moscow, the materialistic world. “The farming of the land, as he was
managing it, had become not merely unattractive but revolting to him, and he could
take no further interest in it” (Tolstoy 705).

“It was only in the third month of their married life, after their return from Moscow,
where they had been staying for a month, that their life began to go more smoothly”
(Tolstoy 1049). In this context, Tolstoy’s philosophy and resilient literature more so
focus on the capacity to return to a normal stable state after disruption where
individuals interact with the environment - promotes well-being and nurture relations in
nature.

“Instead of promoting agriculture, as was expected of them, they were competing with
agriculture and promoting the development of manufactures and credit, and so arresting
its progress” (Tolstoy 1052). Tolstoy offers a model that intercedes between the local
and the global representing the modernist ventures which makes resilience and survival
possible in the increasingly destructive human cycle. The geological patterns enhance
longevity, timelessness and stability following a cyclic form in which adaptive capacity
develops out of destruction. Tolstoy appreciates history, nature and Russian culture
expanding the narrative of sin, adultery to national epic of Russian life expecting
structural changes in countryside. The Anna chronicle defines the history and culture
revealed through the conversation of Levin and Steve, the collective loss of people due
to advent of capitalism points towards the resilience through construction of indigenous
temporality.

Anna is closely aligned with Levin in the pursuit for happiness, Levin withdraws from
society when rejected by Kitty whereas Anna is vetoed by Moscow aristocracy because
of adultery which is an outcome of modern society. Levin’s visit to the local elections
and his meeting with Sergey and Vronsky playing a game are different as the entire
atmosphere has no connection with the countryside life but a world of avarice. This
world moves him desperately on the verge to commit suicide when one of his fellow
farmworkers makes it clear to him that his way of life is a fruitful one. Sergey his half-
brother’s interest in the pan-Slavic cause is his replacement of actual emotion and
communication.

The serfs moved to the cities thus becoming a part of industrialization or non- resilient
culture. Oblonsky, Anna’s brother, an example of fragmented aristocratic class does
not have enough money and is ready to sell his wife’s forest, his only wealth. Tolstoy’s
clarity of vision of belief and contentment, seeking mind dreams of pastoral utopia. He
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disliked modernity that was overshadowing traditional values, nature getting destroyed.
His predictive awareness of damaging consequences, the communal upheaval,
individual losing a sense of community and identity focused on the ‘dying
consciousness’. Resilience is said to be “the ability of a system to absorb disturbances
and is still able to preserve its basic function and structure” (Walker and Salt 1) in
order to maintain, economic social and ecological systems (Folke et al. 1). The capacity
to adapt, alter and adjust is sustainability. Tolstoy’s philosophy of sustainment through
pastoral life validates his notion of resilience and is found extensively in Russian
literature. Levin in Anna Karenina and Tom Brangwen in The Rainbow are the
peasants happy in the environs of their farms: the therapeutic effect of Levin’s visit to
“warm, steamy cowshed resembles that of Tom Brangwen’s visit to cowshed with
Anna Lensky... Both men resist the ruthless modernization” (Brown 29).

The concepts like adaptive cycle, Panarchy, resilience, and transformability form a part
of Tolstoy’s text. Panarchy is the coupled human environment system divided into
resilience and adaptative cycle metaphor. Holling’s adaptive cycle model suggests four
phases-exploitation, conservation, release and reorganization and is symbol for
describing transformation in ecological system. The resilience of ancient society is due
to social memory or memory of past. Resilience which is vital to sustainability and the
adaptive cycle, echoes the actual link between ecological system and human beings.
The natural and social system are integrated systems and cannot be separated from each
other. Life in the Russian rural community made relationships grow in a natural,
organic, spontaneous and original manner, the modern society brought artificiality,
making it mechanical. People were uprooted from the old organic order when separated
from the old inarticulate traditional world as happens with Anna or her Brother,
Vronsky, Karenin. The destruction of Anna Karenina in Anna Karenina is followed by
rebuilding and reconstructing of relationship with nature through Levin and Kitty.

Resilience is said to be the ability to deal with shocks and has connections with
ecology, pinpointing towards the response of ecological systems to change. Tolstoy’s is
one of the world’s exemplary creators of literature of reliance, sustainability and
farmland. Despite belonging to high nobility of Russia he spent maximum time in his
native village which becomes the essential feature of his notion of contented life. He
gives a pseudohistorical version of crumbling of Russian society due to
industrialization and individualism and the ‘instinct of community’ formed the basis of
his concept of living together, the concept of resilience. Tolstoy’s Anna Karenina is
presents life of the landed gentry, the predominance of capitalism, the crisis in Russian
agriculture, crumbled upper-class family structure. Levin association with countryside
— the country embodies traditional Russian values like purity, hard work, and
religiosity, the virtue of quietness and peace in solitude. While life in the Russian rural
community made relationships grow in a natural, organic, spontaneous and original
manner, the modern society brought artificiality, making it mechanical. People were
uprooted from the old organic order when separated from the old inarticulate traditional
world. Anna, a modern woman commits suicide because of her inability to sustain in
modernity. Life of VVronsky, Anna, Karenin is full of complexities whereas Levin’s life
is simple. “To Konstantin Levin the country was the background of life, that is of
pleasures, endeavors and labors. To Sergey Ivanovitch the country meant... a valuable
antidote to the corrupt influences of town...” (Tolstoy 518).
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The concept of self-continuity in Levin is a kind of identity formation process and the
failure to do so can leads to annihilation as it happens when Levin is on the verge of
committing suicide. Natural and social systems “act in nonlinear ways, exhibiting
marked thresholds in their dynamics, and (...) social-ecological organizations act as
complicated and growing unified systems” (Pisano 10). Sustainable development and
cultural resilience include economic, social and environmental fields and its
investigation in Russian literature again becomes a referential point to understand the
importance of literature and its constructive purpose. Tolstoy creates a landscape of
imagination and develops collective emotional experiences that are constructive,
transformative and healing. Tolstoy reflected both the systems, natural and non-natural
in his text. While understanding human beings and biophysical domain, it is imperative
to look upon the system as a whole because both are interdependent (Walker and Salt
38). Tolstoy’s Anna Karenina sketches sustainable development, indigenous systems
and resilience found in Russian literature and draws upon Levin’s resilience as the
ability to endure shock without causing distortion or rupture, either to easily adjust or
recover after a big destructive change.
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Abstract- The genre of fairy tale is usually dealt from the narrative point of view. Since its
beginning it was preserved in oral traditions and it kept transcending through time, culture,
religion and socio-historical aspects of society and mankind. The transition and manifestation of
fairy tales in different forms of literary text sometimes does not possess similarity but, they do
possess moral lessons for the society and individuals. Fairy tales play an extremely important
role in depicting the societal expectations, human behaviours and ideas, chaos of human lives
and their problems, but at the same time it gives remedies to the same and it also promotes ideal
life structure and conveys expectations of the society from individuals at the same time.
Therefore, it receives overwhelming response from the society. Fairy-tale plays are altogether a
complex structure of story-telling, where there could be monologues, dialogues and polyphones,
as it has come across many paradigmatic shifts in linguistic discourse. This paper will throw a
light on the depiction of “the genre of fairy-tales” through the eyes of the play of Evgeny
Schwartz ‘The Shadow’ and how it differs from another literary genre. The paper will also try to
identify the expressive potential of the language and its meaning making process. This article is
a fraction of my Ph.D. thesis (currently pursuing) under the supervision of Dr. Arunim
Bandhyopadhyay.

Keywords: Fairy tales, Play, Intertextuality, Stylistics.

It is nearly impossible to meet a person who has not heard of the ever-present
characters of fairy tales: the evil witch, the cruel stepmother, the path of breadcrumbs,
the wolf on the way to Grandmother’s, and much more. These stories have drawn both
child and adult from the progression of everyday reality into the world of story-telling
and the possibilities that exist within a genre that has no limits, no restrictions, and no
target audience: fairy tales.! As it goes beyond ages, places, cultures and
traditions.(Lester, A. J. 2015)

Fairytales are one of the oldest forms of literature. It plays special roles in folklore
literature and often written in the form of short stories and referred as moral compass
for children and adults. It has a moral value which further bypasses to a sense of fear
owing to the religious barriers and teachings (mostly for children).

In a contemporary world, where values are rapidly changing and society advancing,
these tales too have changed their course and approach and at times retelling and
rewriting of these tales have been exhausted, as many versions have been developed by
now. In these circumstances many authors interestingly have started writing parody of
fairytales, depicting satire or spoof of the same story portraying the existing issues of
the society.

As Arthur Frank mentions “Stories animate human life; that is their work. Stories work
with people, for people, and always stories work on people, affecting what people are
able to see as real, as possible, and as worth doing or best avoided. What is it about
stories - what are their particularities - that enables them to work as they do? More than
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mere curiosity is at stake in this question, because human life depends on the stories we
tell”. (Frank, Arthur W. 2010).

Stories are mostly born out of stories and events which take place in our society and
sometimes born out of imagination of storyteller, so there may be mythical element and
fantasy, but no to forget that the clashes, story shows are real and existing in our
contemporary world.

Plays are mostly written for stage performance and visual experience. Acts and
dialogues of a play need certain tools and techniques to be studied. This particular
genre is intricate in terms of writing, reading and comprehension. It involves a lot of
literary and linguistic tools.

Boulton makes a bold attempt to distinguish drama from other forms of literature in his
insightful argument that “There is an enormous difference between a play and any
other form of literature. A play is not really a piece of literature. A true play is three-
dimensional; it is literature that walks and talks before our eyes. It is not intended that
the eye shall perceive marks on paper and the imagination turn them into sights, sounds
and actions; the text of the play is meant to be translated into sights, sounds and actions
which occur literally and physically on stage” (Boulton, M. 2014).

Though in fact plays are often read in silence, if we are to study a play at all
intelligently, we must keep this in mind. Plays are created and shaped by many
elements such as characters & their relationships, voices, metaphors, styles, plots, time,
space and so on, and at the same time, Director also plays an important role, as his
point of views matters on the stage.

When fairy tale and play come together, the intricacies are born. Plays are best suited
for the theatres and the cinema, however when fairy tales are written in the form of a
play, every character is given space, time and importance, and readers could actually
understand the significance and presence of each character, unlike other literary styles.
Moreover, these questions can also be answered and studied meticulously.

i) How characters communicate and interact with each other?
i) How their relationships develop and advance together parallelly to the story?
iii) What kind of languages being used by the characters?

Usually, fairy-tale stories are often written in short form as it should be conclusive and
implicit (many-meaning) and easy to read and remember. It is refined well in terms of
the languages used as they have a target audience; children of different age groups.
This genre uses many linguistic tools in order to have a long-term effect on the minds
of an individual, such as, Allegory (where complex and abstract emotions are depicted
in animated form), personifications (personification of inanimate things), metaphors
(where two different things are compared and replaced for new meaning), anaphors
(repetition of alphabets, words or whole sentences in a text),

E. L. Schwartz was a versatile author extraordinaire in Russian Literature. He was born
in 1896 in Kazan to a Jew father and Russian Mother. He started his literary career in
1920 and started writing poems and stories for children. He wrote a number of plays
after getting inspired from well-known Danish playwright Hans Christen Anderson and
French author Charles Perrault: The Snow Queen, The little Red Riding Hood,
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Cindrella and political satires like The Naked King and The Shadow. His famous work
“The Dragon”, a satire on the Soviet regime is known as his masterpiece. Interestingly
most of these tales are dark at its inception. Although he adapted these works adding
his personal flavor of contemporary problems, he stressed upon ‘the happy ending’ just
to avoid leaving it dark and gloomy and having negative impact on readers.

E. Schwarz tactfully converted these famous fairy-tale stories from cultural play into an
adult fairy-tale drama. His play is understood to be highly subversive and acts as a
satire or parody on social and political practices. The black humour, covertly depicted
in the play needs certain level of understanding and logic, which mostly children do not
possess. Therefore, these are also known as adult fairy-tale.

Although Schwartz has written a number of plays; ‘The Dragon’ is understood to be
one of his best dramatic works and best examples of adaption of fairytales and
traditional legends, while putting inside his own culture and tradition and restructuring
the text in an entirely different manner, teaching moral lessons to reader and
communicating deep political message.

“The Shadow’ is a three-act play written by the Russian writer Evgeny Schwartz in
1940, the plot of story was adapted from a famous play of Danish author Hans
Christian Anderson ‘The Shadow’ which was written in 1847. The original play was a
dark fairy-tale with tragic ending. A learned man who was always submerged in
reading, writing and philosophical work visits a warm country in the south story to
gather knowledge. It was warm country with hot climate and people did not venture out
in daytime. In the evening the country looked like a bride; beautiful, colorful and
mesmerizing. The learned man saw a beautiful woman on the balcony of other house
and when she vanished, he told his shadow to go and know about her. Eventually his
shadow went and never came back. Learned man returned to his country and forgot
about this incident. Many years later he was visited by his shadow, who told him that
he has become rich, famous and wise and going to marry the princess owing to his
learnings & wisdom. Shadow invited him to suitably reward and to be grateful of him.
Upon reaching his palace he told learned man to become his shadow as he did not want
to remain a shadow and sideshow anymore. The learned man denied doing so, this
enraged his shadow. He subsequently framed him and at end was beheaded by The
Palace on the orders of the Princess.

Evgeny Schwartz’s story borrowed similar plots and twists. But his protagonist
Christian Theodore never left the country after losing his shadow in the warm country
and wanted to fight back for his identity as he knew the famous story of ‘a man without
a shadow’. He also was framed by the politicians and the shadow himself, was
manipulated by almost everyone. At the end he too meets same fate, gets beheaded by
the shadow and princess Lisa. But surprisingly shadow also loses his head as he was a
part of ‘Christian Theodore’ and in order to resurrect ‘Theodore Christian’ (The
Shadow), the scholar was resurrected. After regaining his life, Shadow begged him to
stay in the palace as he came to know that his existence is dependent on him. Christian
Theodore confronts them and leaves the town with Annunciata. Later Shadow escaped
the palace as everyone knew his little secret.

Both the tales are highly philosophical in nature and talks about many aspects of
human’s behavior and psychology. Schwartz’s ‘The Shadow’ was more deliberate and
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catchier, owing to the style of dramatic writing. ‘The shadow’ shows both; good and
bad sides of a man. He is none other than the other half of learned man having all bad
qualities; conspirator, manipulator, liar, corrupt and many more which a person could
possibly be.

Schwartz’s writing accounts for each character’s narration, history and development,
for example; Annunciata- one of the leading ladies of the play has a name inspired
from ‘The Bible’ “Annunciata's name obviously refers allegorically to the beginnings
of the parallel stories of John the Baptist and Jesus in the Gospels. These stories begin
with two annunciations-Gabriel announces to John's father, Zechariah, that his wife
Elizabeth will give birth to John, the fore- runner of Jesus, and later Gabriel announces
to Mary that she will give birth to Jesus. John stirs in his mother's womb when she is
visited by Mary, mother of Jesus. This in utero greeting and exchange of the Holy
Spirit marks the beginning of the special, joyous relationship between John and Jesus-a
relationship unencumbered by their arduous roles as martyr- saviors of stubbornly
sinful humanity” (White, Duffield, 1994; 650)

Annunciata symbolizes pure love and compassion and as we know, hero of our play is
known as Christian Theodore, so it portrays beautiful relationship between the two like
Jesus and John from Bible. Christian’s beheading and his resurrection can be associated
with Jesus’s resurrection, linking him with the moral emancipation and getting wisdom
in the culmination of the play.

Shadows on the other hand can be referred to the satanic & animal instincts of human
being, present in unison and separated by the choices made by them. Shadow was
named ‘Theodore Christian’ just opposite to our protagonist ‘Christian Theodore’, this
little detail itself was significant and symbolic in terms of their character analysis, they
both were completely opposite to each other. Shadow was everything which Christian
Theodore was not. As stated by Swiss psychiatrist Carl Gustav Jung "The shadow
personifies everything that the subject refuses to acknowledge about himself” (Jung, C.
G., 1996, p-286).

e Doctor- Oh, dreams and shadows in close relationship. They seem to be
cousins. (Schwartz, 2012)

Many psychiatrists have already been trying to unearth symbolic meaning of ‘shadows’
and establish a connection between real and reel. As stated by Carl Gustav Jung “The
dissolution of the persona and the launch of the individuation process also brings with
it "the danger of falling victim to the shadow ... the black shadow which everybody
carries with him, the inferior and therefore hidden aspect of the personality" (Jung, C.
G., 1954, p-219). For reference, the developments of his character through his
statements have been mentioned below.

e Shadow- | assure you. | followed you relentlessly, but you only occasionally
looked down on me carelessly. And | was often taller than you, climbing to the
rooftops of the tallest houses. It usually happened in the moonlit nights.
(Schwartz, 2012)

e Shadow- (extending his hands to Christian). Thank you. | remained your
shadow, that’s what I’ve been doing all these days. (Schwartz, 2012)
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e Shadow- Listen, you miserable man. Tomorrow I’ll give a series of orders and
you’ll be alone against the world. Friends will turn their backs on you with
disgust. The enemy will laugh at you. And you will come crawling back to me
and ask for mercy. (Schwartz, 2012)

Christian Theodore’s beheading also costs Shadow his head and it was a shock to his
quest for independence and individuality. Subsequently he realizes that shadow can not
exist without its master.

e Shadow- Don’t. No! Stay with me, Christian. Live in the palace. No one will
touch you. Would you like me to appoint you First Minister? (Schwartz, 2012)

e Shadow- Do you want me to send them all away, Christian? I’ll let you run the
state - within reasonable limits, of course. I’ll help you make some people
happy. You don’t want to answer me? Liza! Order him. (Schwartz, 2012)

Talking about Christian Theodore (Protagonist), Schwartz calls him “Yuensiii® which
means a learned man, scholar, scientist or academician.

e Scholar- Please! Teach me! I'm a scholar and scholar studies all their lives.
(Schwartz, 2012)

His character has been shown in constant learning process. Although he is a scholar,
yet he is naive and daydreams and do not listen to the warnings carefully. He falls prey
to manipulative ministers and shadow. Nevertheless, he was decisive, determined,
honest and brave. He was a believer, who believed in good and bad, living and dead.

e Scholar- You can explain anything to a man. Because he understands the
alphabets, and this is even easier than the alphabets, and, above all, everyone
can relate to this! (Schwartz, 2012)

The significance of resurrection is huge; it signifies rebirth or life after death, it is also
a symbol for divinity and eternity. Philosophically, resurrection could be associated
with enlightenment; free from ignorance and misinformation.

“The belief in the resurrection of the body is usually associated with Christianity,
because of the doctrine of the Resurrection of Christ, but it also is associated with later
Judaism, which provided basic ideas that were expanded in Christianity and Islam. The
Resurrection of Christ, a central doctrine of Christianity, is based on the belief that
Jesus Christ was raised from the dead on the third day after his Crucifixion and that
through his conquering of death all believers will subsequently share in his victory over
“sin, death, and the Devil.” (Britannica, The Editors of Encyclopaedia, 2020.)

Resurrection of Christian Theodore can be associated with the process of
metamorphosis. He became mature and wiser than what he used to be. It also was a
revelation to him; listen to the well-wishers and do not trust everyone. This also
signifies victory over “sin, death and the Devil”.

e Scholar- Shut up. But I almost died, Annunciata. After all, in order to win, one
must go to death. And so | won. Let’s get out of here, Annunciata. (Schwartz,
2012)

Conclusion: The role of intertextuality is enchanting and the scope it delivers is
limitless. Intertextual analysis has been used artistically and aesthetically in this play.
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Fairy-tale play, all together is a different linguo-stylistic piece with many layers of
meanings and styles. These types of works unveil a completely new horizon for
linguistic discourse. The play ‘Shadow’ as stated earlier is a complex linguistic fusion,
nevertheless, it was able to pursue ‘what is said & what is meant’ using philosophical
and rhetoric elements. The battle (verbal & psychological) between ‘Christian
Theodore’ and his shadow ‘Theodore Christian’ is new and fresh to watch. Moreover,
stories and developments of other characters like Annunciata, princess Liza, minister of
Finance, the first minister are beautifully incorporated which further creates multiple
elements of tragedy, comedy and satire. This play is one of the finest compositions of
Evgeny Schwartz and it definitely facilitates construction of deconstruction linguistics.

Works Cited:

IIBapu, E. JI. Temp. Hmxeropomckoe otaeneHue Poccuiickoro oOmecTBa HCTOPHKOB —
apXuBUCTOB, 2012.

(Shvarts, I, L. Chen. Nijhegorodskoe otjileniye Rossiskovo obsheshstvo istorikov- arkhivistov,
2012.)

Allen, G. Intertextuality. Routledge, 2011.

Alfaro, M. Intertextuality: Origins and Development of the Concept. Atlantis, 18(1/2), 1996. P
268-285. Retrieved from http://www.jstor.org/stable/41054827

Britannica, The Editors of Encyclopaedia. "Resurrection”. Encyclopedia Britannica, 15 May.
2020, https://www.britannica.com/topic/resurrection-religion. Accessed 22 July 2021.

Clayton, J. Douglas. "The Theatre of EL Shvarts: An Introduction." Etudes Slaves et Est-
Européennes/Slavic and East-European Studies, 1974. p23-43. Retrieved June 6, 2020,
from www.jstor.org/stable/41056076.

De Man, P. Dialogue and Dialogism. Poetics Today, 4(1), 1983. p-99-107.
d0i:10.2307/1772155

Don Bialostosky. Architectonics, Rhetoric, and Poetics in the Bakhtin School’s Early
Phenomenological and Sociological Texts. Rhetoric Society Quarterly, 36(4), 2006. p-
355.

Frank, Arthur W. Letting stories breathe: A socio-narratology. University of Chicago Press,
2010.

Jackson, A. The Dialogic and the Aesthetic: Some Reflections on Theatre as a Learning
Medium. Journal of Aesthetic Education, 39(4), 2005, p.104-118. Retrieved May 31,
2020, from www.jstor.org/stable/3527396

Jung, C. G. "Collected works (Vol. 16): The practice of psychotherapy: Essays on the
psychology of the transference and other subjects.” 1954. p. 219.

Jung, C.G. The Archetypes and the Collective Unconscious, London 1996. p.284.

Lester, A. J. (2015). The Impact of Traditional and Modern Fairy Tales on Society and Its Ind
ividuals, University of Arizona.

Martin, E. Intertextuality: An introduction. The Comparatist, 35, 2011, 148-151. Retrieved
from https://search.proquest.com/docview/874328780?accountid=142596

White, Duffield. “Shvarts's The Shadow: The Andersen Story and the Russian Subtexts.” The
Slavic and East European Journal, vol. 38, no. 4, 1994, pp. 636-654. JSTOR,
www.jstor.org/stable/308419. Accessed 29 June 2021.

126


http://www.jstor.org/stable/41054827
http://www.jstor.org/stable/41056076
http://www.jstor.org/stable/3527396
https://search.proquest.com/docview/874328780?accountid=142596

EXPRESSING ‘SELF’: POETRY OF KAMALA DAS
Priyalekha N S
Assistant Professor, Department of Comparative literature, University of Calicut

Abstract: Kamala Das, one of the most outstanding women writers in India deals with her personal
experiences which are finely expressed in her poetry. She used her poetry as a tool of self-analysis and
self expression, through which expressed her inner most emotions, feelings and desires. The poems of
Kamala Das express various strains of emotions. She explores the territory of inner yearnings
and longings. ‘I’ or the study of ‘self’ is the prominent factor in Kamala Das’s poetry. Her
poetry projects her intense carving for love. It seems that she has an intense desire to love and
be loved. The paper examines how the poet explores her personal feelings and emotions in the medium
poetry and how it throws light on the life of suppressed women who are mere toys in the hands of
patriarchy and how those poems breaks the conventions of mainstream writings.

Keywords: self, identity, women, conventions, society.

Few women writers in India used their creativity as a tool of introspection, of self-
analysis, of self-explanation and of self-revelation. They expressed their emotions, feelings,
desires and longings through creativity by shedding all their inhibitions in words and without
any conflict taking their readers into confidence. Through any literary piece of art, whether it
is poem or short story or fiction, they could do it in the most candid manner conceivable.
Fearless and outspoken nature of their creativity always registered an objection to the
traditional society and it helped to break the restrictions and restraints of the so-called social
norms and conventions imposed upon them and every woman as well by the society. Such
writings gave new hope and aspiration to the suppressed and marginalised women who are
mere toys in the power agencies of patriarchy. And those writings pushed them to think
beyond the barriers of everyday household chores. Above all, those writings and such women
writers served as a way for them to make their feelings tangible and real. The name Kamala
Das, one of the outstanding writers of India, writing in English and Malayalam is one among
them.

The fearless poet Kamala Das was called Madhavikutty and Kamala Suraiyya. Each
name represented a body of her work, a phase of her life or an aspect of her personality.
Kamala Das enjoyed the status of being one of the first poets writing in English from Kerala
to be recognized nationally and internationally. An iconoclast of her generation who very
frankly and unabashedly spoke about the Indian women’s sexual desires and a maverick who
courted controversies infused the complexities and innocence of the heart and the ineffable
allure of simplicity into Malayalam literature through a series of delicately nuanced and
daintily sensitive writings. The transformation from Amy to Kamala Das, to
Madhavikutty and Kamala Suraiyya were not an accidental. On the other hand, Amy’s
growth was entwined with the social changes that came up around her, with the
perspective of the people — educated ones, elite groups, and the poor working class men
and women who moved like satellites around her maternal ancestral house called
Nalapatt Tharavattu and also the servants in the Calcutta house all with observer of
man and matters. Kamala Das, very sensitive girl, held a very lofty view of the concept
of ‘love’. She found ‘lack of love’ to be the root cause of all evils of life and advocated
the practice of love as a panacea for all ills.

Kamala Das is a writer who can’t be tied down to a particular place or class
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easily. She started writing under the pen name Madhavikutty and the reason she
ascribed to the selection of this name is that she never wanted to hurt the sentiments of
her grandmother whom she loved and respected more than ever her father and mother.
She believed that her grandmother whom she fondly called as Ammamma, never even
discussion or reading of these kinds of books she wrote because the moral code she had
imbibed never permitted her to discuss suppressed desires or matter related to the needs
of the body. Kamala Das was a person who ventured out into the world of creativity at
the very young phase of life and wrote with vigour even in her seventies. In one of her
poems, An Introduction (1965), she writes of her choice to write in English and
Malayalam. She writes:

“...Why not leave

Me alone, critics, friends, visiting cousins,

Every one of you? Why not let me speak in
Any language I like? The language | speak
Becomes mine, its distortions its queerness
All mine, mine alone. (p. 7)

Kamala Das reply to her chose to write in English or her selection of English language
as a medium of her expression in a way that English being the tongue most familiar to
her and she used it to express herself. Her choice of English language for her creativity
was by no means a deliberate attempt. In other words, she recognized the immense
possibilities of English and the various nuances of feelings that the language can
convey and its vast storehouse of emotional analogues. She transferred her joys,
longings, desires and hopes into the sensitive, flexible and plastic mould of English.

Through her poetry, Kamala Das essentially spoke about womanhood, even
when it seemed purely personal. Musing lonely heart which seeks love with never
ending passion, is a common theme in her poems. She is perhaps the first brave Indian
poet who wrote naturally in Indian English and expressed herself fully without
worrying about British English. Her poems are questions rather than answers, her
questions about life, love expectations from life. Kamala Das’ poetry has been an
influence to her contemporary and there is no doubt her impact on next generation of
writers as well. Being a pioneer among Indian woman poets who expressed a profound
dissatisfaction with their situation as women, Kamala Das fearlessly raised her voice to
deconstruct the position of women in a so called traditional household and society as
well. First book Summer in Calcutta (1965) gave a promising start to her. Expressing
herself, she wrote primarily about love, its pain, its disappointment, its betrayal, and its
consequent anguish, and Indian readers in 1965 responded sympathetically to her
guileless, guiltless frankness with regard to sexual matters. Kamala Das abandoned the
certainties offered by an archaic and somewhat sterile, wrote for freedom of mind and
body at a time when most of the Indian women poets were writing about teenage girlie
fantasies of eternal, bloodless, unrequited love. With publication of Summer in
Calcutta Kamala Das’ became a celebrated writer in the mid 1960’s, even she was
noticed by Time magazine, as an Indian women writer who is fearlessly writing openly
about her love life and desires beyond her marriage.
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The poems of Kamala Das express various strains of emotions. She explores
the territory of inner yearnings and longings. Indeed, with her audacious portrayal of
man-woman relationship in terms of love and sex, she had added a new dimension to
the Indian poetry in English. Her poems An Introduction, My Grandmother’s House
and The Sunshine Cat enable the readers to arrive at the total personality of Kamala
Das. The poem An Introduction is a projection of her emotional personality and shocks
the readers by realism. She portrays herself as liberated modern woman. She resents the
fact that society was trying to fit her into their way of thinking. Her childhood
memories, Nalapatt house, granny and great grandmother appears in a number of
poems such as The Suicide, An Introduction, My Grandmother’s House, Blood, The
Swamp, etc. In the poem My Grandmother’s House, she projects the woman persona in
the past and the present. The spoke of her loveless marital life, helplessness before
male dominance fills her with anguish and agony. Such themes find its expression in
some of her powerful poems like The freaks, Maggots, The Sunshine Cat and Stone
Age. In the poem The Sunshine Cat, she describes a specific case of the abuse of
woman. The woman loved her husband, but that husband did not reciprocate her love.
Instead, he imprisoned her during the day and had no courage to love or sexually
exploit her. The title Sunshine Cat suggests a yellow cat. It is not really the cat that
gave her company when she was imprisoned but a mere streak of sunshine that spilled
into the room when her husband wanted her confined. He could keep her body behind a
locked door but could not stop the spirit’s flight from her body.

The Descendant (1967) is the second volume by Kamala Das. The Invitation,
The Compositions and The Descendant, are some of the best poems in this anthology.
This anthology has many poems which are death-conscious, death obsessed. The Old
Playhouse and Other Poems (1973) is another collection of poems. The title poem The
Old Playhouse tells that love is perhaps no more than a way of learning about one’s
self of the completion of one’s own personality. It is one of the finest lyrics of Kamala
Das. The female protagonist tries to explore the nature of true love and express a
protest against male chauvinism. Another poem ‘Blood’ is the most renowned and
longest poem in the collection. It is autobiographical, revealing the poetess’s nostalgia
for the old house and for the great grandmother who lived in it. All these poems are
recollections; recollection of both sweet and bitter memories of her life and a true
search for an identity. Kamala Das always moves between a nostalgic past and
nightmarish present. According to her, past symbolises security, love, freedom and on
the other hand present stands for insecurity, betrayal, dualism and the bondages of the
society.

‘I’ or the study of ‘self’ is the prominent factor and recurrent theme as well in
Kamala Das’s poetry. Her poetry projects her intense carving for love. It seems that
she has an intense desire to love and be loved. For Kamala, love means not only
physical union of bodies but also of the minds and the souls. Without emotional and
spiritual fulfilment, love is merely a “skin-communicated thing” (p.89) Kamala Das did
not ignore the physical aspects of love. Sex remains an outer grab for her inner world
of emotions and feelings. She did not enjoy eternal bliss in marital relationship. That
disappointed her; but she continued her search for true love. She begins to identify her
relationship with the love-lore of Radha-Krishna, and seeks the image of Krishna in her
lovers. At times, she imagines herself to be Radha who is waiting for her lover,
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Krishna. Kamala Das tried to justify her illicit love affairs by giving mythological
frame to love. In the poem Radha, Kamala Das depicts emotional and spiritual facets of
love with the feelings and ecstasy of Radha:

“The long waiting

Had made their bound so chaste,

and all the doubting

And the reasoning

So that in his first true embrace, she was girl
And virgin crying

Everything in me Is melting in me

Is melting, even the hardness at the core
O Krishna, I am melting, melting melting,
Nothing remains but

You”(p.63)

Kamala Das was very unhappy when she could not find solace in her
husband’s arms. Lack of emotional fulfilment in her marital relationship leaves her
depressed and dejected, and eventually she turned to other man for gratification. Soon
she realized that ultimate happiness and tranquillity lie in being united with Krishna.
The theme of love is further discussed in the poem Radha-Krishna. In this poem, poet
celebrates the freedom of two lovers. Once free from the human bondages, the two
souls can be united easily. Nobody can stop them from meeting with one another. In
another poem titled Ghanashyam describes the poet’s strong love for Krishna. The
persona of the poem addresses Krishna with great joy and excitement.

“Ghanashyam

you have like a koel bait your

Next in the harbour of my life.

My life,until now, a sleeping jungle
Is at last astir with music.”(p. 94)

Kamala Das begins to love Krishna emotionally and spiritually. Their love
becomes an ideal relationship and this relationship is a good example for Kamala Das
theory of love. It is significant here that Lord Krishna is ultimate lover to most the Nair
women as per the legend. The poet was in fact, nurtured in a family environment
fragment with devotion to Lord Krishna, especially at Guruvayoor (famous Krishna
temple in Kerala). She once said: “Love is the only ritual I believe in, it makes
everything legitimate.” She felt that ultimate bliss and love can be achieved only in
emotional and spiritual union. A.N Dwivedi comments on these aspects of love: “It is
this framework (Radha-Krishna love-lore) that saves her, in some degree, from the
charges of obscenity and promiscuity; otherwise her poetry is replete with shocking
and unorthodox details about love, marriage and sex.” (Dwivedi, P. 37)

Love and sexual carvings are the persistent themes of Indian women writers
since the time of the Vedas. But Kamala Das has surpassed her predecessors in the
treatment of these themes. Her greatness as a love poet emerged from the fact that her

2 Priya Pathiyan, love is the only ritual | believe in an article on Kamala Das, The Sunday Review —
The Times of India, 21/04/2001
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love poetry is truly rooted in her personal experience. It is an outpouring expression of
emotions from her loneliness, disillusionment and sense of frustration. Since she could
never find emotional fulfilment within her loveless marriage, always a deep feeling of
insecurity grips her. Hence, her sexual wanderings are a mask for her wounded soul.

“I am a freak. It’s only
To save my face. | flaunt at
Times, a grand, flamboyant lust.” (p. 78)

It is the sexual frankness and the boldness Kamala Das showed in her writings always
created a sense of shocking and at the same time it amused them as well. She believed
and wandered for a kind of love which was based on unconditional trust and honesty.
In some of her poems she reveals a deep disgust for her own body with which she
sought love, but it proved to be a great impediment that she could not transcend. She
always averred the “silly female shape intervened to ruin a beautiful relationship, the
clumsy gadgetry that always, always damaged bonds.” (Das, Pp 4-5) Though nearly all
her poems are about love however, the poem Jayasurya is not a love poem, it is about
her child’s birth. Considered to be one of the best poems, she depicts the primal hunger
of her/woman’s womb. In this poem, she recalls the birth of her last son named
Jayasurya and those recollections became the source of this amazing poem.

In The Anamalai Poems (1984), Kamala Das depicts about the cultural history
and her familial past as well. Therefore, one can find the vigorous presence of the
cultural history of India in these poems. She wrote these poems during her temporary
stay at the hills of Anamalai in Tamil Nadu after her defeat at the Parliamentary
election in 1984. History operates both on the visible, and on the invisible levels in The
Anamalai Poems. In these poems, her ‘self’ has given historical and political
implications:

There were nights when | heard
my own voice call me out

of dreams, gifting such rude
awakenings, and then

expelling me from warm human
love, unaccustomed

fare for one such as |

a misfit when awake” (P. 130)

The Anamalai Poems are different from the other poems she has written earlier because
one can notice that how the poet now overcomes her anxieties, and allow herself to
luxuriate, even amid a crisis. At the same time the poems have a deep undertone of
nostalgia for her entire life. Hence these poems are an analysis of her life.

Most of the cases, the poetry of Kamala Das is controversial and at the same
time it is spiritual as well. She is considered as the pioneer in Indian feminist poetry
because of her nature of being open and honest in dealing with women’s needs and
desires. But she herself refused to be called a feminist and had never actively involved
or identified with any particular fundamental ideology of feminist activity. Instead of
being direct voice of feminist ideology, her poems have plentiful reference to her early
life, to herself, and to womanhood in general. The works got lyrical intensity and
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strong aesthetic strength under her touch. Received only informal education, without
having any university degree, still almost instinctively, Kamala Das is aware of the
value and significance of words, and recognises fine tunes and shades of meaning of
one word and another. Along with aesthetic qualities of her poetry earnestness,
sincerity, frankness and a deep love of the past are evident in it with a conventional
tone; bold and defiant attitude, clear and direct voice. She experiments in her poetry
with a feminine sensibility that demands equality with man and she examines love and
life from a women’s perspective.

Very openly Kamala Das criticised religious practices and blind faith followed
and practiced by people. Like many European women authors, Kamala Das seized
control of the society’s own cultural codes, particularly those formed by dominant
religious ideologies. She wrote, for example, the terrifying religious image of Kaali, the
Goddess of war, in her defiant reaction: “I hung a picture of Kali on the wall of my
balcony and adorned it daily with long string of red flowers, resembling the intestines
of a disemboweled human being. Anyone walking along the edge of my paddy field a
fur long away could see the Goddess and the macabre splash of red. This gave the
villagers a fright.”(P. 201) Words and expressions tabooed by the Kerala community
and considered as “unladylike” are frequently noticed in Kamala Das’s writing. This is
one of the reasons why she has become the target of incessant stone-throwing by the
society. But despite all odds, Kamala Das’s courage and enthusiasm remains
unmitigated because she wrote out of honesty and she believed that taboos are not just
to be observed but also to be broken. She was able to make open statements about the
evil practices found in religions; because she believed that God dwells outside
institutionalized religions. She equated God with the ultimate good in man, with the
positive spirit omnipresent in the universe and willing to bow before it but not before
pseudo Gods or ritualized religions that have lost God in its essence. She did not
consider it as blasphemy or taboo to write about the rotten practices of religions
because she believed that the ultimate truth, ‘God’ remains outside religion and
unscathed by criticism.

One of the reasons why Kamala Das is severely criticized by the society is due to her
boldness in using certain ‘taboo’ words and expressions, which most other writers
especially women writer dare to write. This prolific writer wrote about the life around
and within her, bubbles with her unabated enthusiasm and zest for life. Kamala Das’s
progress as a writer may be visualised through several stages — struggle for love and
security in the face of neglect, agony and frustration, emotional refuge in others and
return to her past, search for the ideal lover, realization of the futility of such a search
in the world of sense perception, discovery of the possibility of spiritual peace in Lord
Krishna, philosophical detachment and love for all, meditation on death and readiness
to face it.

Kolankodu Vasudevan Nair, who has done an in-depth study of Kamala Das’s
stories, classifies them into four stages. He like many others is of the view that most of
her very fine stories were composed during the first stage. Kamala Das differing from
many of her contemporaries, opted to study each individual, his/her stream of thoughts,
uniqueness and very minute emotional shades. In many of them, she resorts to the
technique of the limited omniscient point of view. In Kamala Das, we see an essential
simplicity of language and direct mode of expression. She had a limited vocabulary but
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made an effective use of it in her writings. She made profuse use of the North Malabar
dialect, which lends local colours to her writings in Malayalam. She had an objective,
dramatic method of presentation. Her stories are fine examples of brevity in expression.
She created an unrealistic atmosphere which is bewildering to the readers. She used a
lot of images and symbols; her prose is very poetic. Kamala Das used a lot of despair
symbols like ‘sterile wombs’, ‘ragdoll limbs’, ‘sleeping soul’ and death symbols like
‘hospitals’, ‘operations’, ‘aimless journeys’ of the characters. She used expressive
symbols like ‘house’, ‘window’, ‘toys’ and ‘puppets’ to stand for different stages in
life. She made use of colour imagery like yellow, red and green colours to denote
different moods of the characters. One can find same classification in her poetry which
deal with her personal experiences, are expressed through powerful symbols.

The asset of Kamala Das’ poetry is her transparent language, which has the touch
of love and beauty. Some of the problems that have touched her sensibility are the
sterility that has touched upon the emotions, morality and the essence of man in the
present day, the conflict between the mind and the language etc. A casual survey of
the writings of Kamala Das disclose the fact that almost all the writings she wrote
as a very young woman have the imprint of the rich craftsmanship of a mature
author. They are mostly poems with fine external form and thematic perfection. The
unique quality of Kamala Das’ writing technique is the intertwining of reality and
imagination. This kind of mystification according to her is essential to sustain the
interest of the readers and she is never willing to reveal the borderline between the
two and her writings celebrated love and womanhood. Scanning the literary career
of Kamala Das spread over a period of five decades, honesty of expression,
emotional depth, crisp narration and deception and deceptive casualness mark her
as the best known writer in Indo-Anglo literary circle.
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Abstract: The article analyses and indebted the repercussion of socio-cultural structures of the
novel Artamonov’s Business written by Maxim Gorky. Through Artamonov’s family saga, the
story of Russia stretches from the Bolshevik Revolution to the end of Russia’s Industrial
Revolution. Artamonov is a category of Russian merchants born from the end of the slave
system announced by Tsar Alexander. Artamonov arrives at the sleeping village of Dromov to
build a linen factory. Ilya Artamonov enters the city, which disrupts life because civilians
previously inhabited it. The story takes us to the third generation, and as usual, the business
turns around when we cross its roots.
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1. Introduction

The most significant name in the virtual renaissance belongs to Maxim Gorky. After
Tolstoy, the only Russian writer of modern times became world-famous and, like
Chekhov, was not limited to intellectuals from different world countries. Gorky’s
career was truly fantastic; Growing up from the shallow depths of the local workforce,
he was less than thirty years old when he became the most famous writer and most
talked about man in Russia After a period of celebrity fame, he now fell in love with
Tolstoy, and Chekhov, his reputation was tarnished, and Russian academics almost
forgot about him. But his fame remained in the lower classes overseas and at home, and
after 1917 his general fame and his encounter with the new Russian emperors made
him a clear champion in Russian literature. However, this new situation was due to his
suitability rather than learning.

The Novel “The Artamonovs Business”, is the life story of three generations of a
merchant family familiar to Maxim Gorky, the author. Without hiding anything, with
clarity and depth of historical thinking, the author examined the Artamonovs as
representatives of a class, their attitude to “business” relying on a deep understanding
of the forces that govern the life of society. In the plot of the story, Gorky was
interested not in questions of human sinfulness, but in the ruthless action of the “law of
degeneration,” the theme of the disintegration and degradation of a bourgeois family,
not religious and moralistic, but social problems in the development of capitalist
society. The history of the rise of the capitalist family under the conditions of capitalist
development was better understood after the “reality” itself closed the cycle of
capitalist development. In “Artamonov’s Business”, of course, the motive of the moral
condemnation of the evil of capitalism, Artamonov’s business remains in full force.
But the decision turns out to be another verdict which is a historical pronouncement.

2. Influences of Gorky and “Artamonov’s Business.”

From 1901 onwards, Gorky began to think about his new work and basement created
for the novel. Maxim Gorky recognized and closely observed numerous generations of
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the Russian capitalist families for the reflective social writing; this leads him to think
about writing the novel. It took more than twenty years to write and publish this work.
After 1916, when the book was published, Gorky postponed his writing after the
October Revolution. Until 1925, though Gorky stayed in Italy, Gorky did not write the
novel but marked the Russian industrial development beginning in his mind, with its
brief reflections and failure by the shocks of the Bolshevik Revolution (Fitzpatrick
133). These things were the initial mind setup of Gorkey to write the book.

In his novel the Artamonov Business, llya Artamonov, a former family founder,
generally represented the Russian business class. This writing reveals the antagonism
and anxiety of the urban people in the Russian community. llya had a great vision and
mission and shaped a linen-making factory in the remote and unimportant regional city
of Dromov. Prevailing and assured, he never looks backward towards anything, but he
uses his time cleverly. He moved ahead with brave-minded, destroyed all difficulties to
attain his vision, and became one of his city’s wealthiest and successful linens-making
factory owners and even his district. After Ilya Artamonov dies, his family, especially
his sons, takes over the responsibilities and plans to develop the factory and business.
Eventually, though, the outline is weakening, partially due to the lack of revelation of
his sons, but mainly the coming revolution. As Porter’s primogenital son, who leads the
factory, he has no passion for his father Ilia’s business or other work. He ensures
business and works as a complex, heavy-duty, and he does not comprehend the
persistence of his challenging work. By way of the linen, factory grew, Pyotr’s
alienation from his spouse, offspring, and colleagues continued to grow. Stuck in the
routine of life and impotent to understand the socio, economic and political movements
around him, he finds solace in alcohol and prostitution. One of his brothers Nikita
devotes the maximum time of his life to the convent, declared elegant deceits to get
advice for devoted pilgrims. Once he realizes that there is no spirituality or sacredness
in the convent life, he returns home and decides to die.

Alexei, the successor of Ilya Artamonov, is full of vigor and great ideas, unlike his
brothers. He was very much concerned with the nation’s political life and social life,
art, and education. He was constantly on the run to achieve success; he was an honest
industrial capitalist, an owner who is strongly thought in the influence of masses of
Russian people and finds the opportunity to create a new-fangled capitalist economy in
Russia. One of his sons, Miran was too wholly immersed in political and social
problems. After he became the business owner, he too plans to perform a vital political
role in the new Russian bourgeois. Similar to some other bourgeois liberals in Russia,
he seeks to steer the history of Russia in a different and new direction towards
progress, industrialization, and culture. Symbols of the new Russian geniuses are father
and son. They held in reserve the Russian future in their hands but were very weedy
and self-centered to save the nation from the new socialist revolution.

The linen factory business was spontaneous at the initial part of the novel; the
Artamonov business expires with the advent of a new period. The book’s latter parts
appear like the Destruction of Artamonovs and his sons’ linen factory business,
concluding all open-minded business openings. The ending is appalling. The new
owner, Pyotr is starving in his well-designed house, and Red Army soldiers of the
nation are guarding his household. Since their eldest son is llya Bolshevik, Pyotr is still
alive. With a revolution that brings neither achievement nor pleasure, but only

135



Assonance, No.22, January 2022

resentment and suffering, Gorky concludes his novel writing. With an unusually
concise but surprisingly complete depth, the novel fills every detail with significance.
Gorky lovingly and meticulously describes ancient Russian wedding ceremonies with
their traditions and customs, wonderfully portrays the many holiday celebrations and
festivities at the annual trade carnivals, and scatterings throughout Russian sayings,
proverbs, and folk poetry. The novel’s action creates various realms of Russian society
and culture.

3. Themes related to Russian society in “The Artamonov Business.”

Gorky also described the different characteristics of this weakening and paid close
contemplation to the various ways in which hereditary family traits developed. But he
shows more clearly and richly his powerful connection with the overall development of
society in times of revolutionary crisis than all the works of his great contemporaries.
Since Gorky always saw the end of the road, his novels, despite their austerity in the
genre, achieving a much more general uniqueness and incomparable epic monument.
The novel “The Artamonov Business” narrates the history of Russian capitalism, the
story of a dying family, showing how the position of the “masters of life” disfigures
and spiritually destroys people, transforming them from the masters of the “business”
into its slaves (Frierson 27). The plot of the novel is based on the development of the
Artamonov business.

llya Artamonov is the founder of the business. He is energetic, business like, knows the
joy of work. His son Peter has neither strong will, assertiveness, nor labour enthusiasm
distinguished by his father. He didn’t like “Business” not only disobeys his father but
trying to become his master. This caused Peter’s fears, and he began to hate the
workers; Tikhon, who frenziedly seizes on llya the Younger, seeks oblivion in
drunkenness, scandals and surrounds himself with comforts. In the final stage, in the
great Artamonov’s “business,” turned out to be almost redundant, as it were a
spectator. Artamonov’s “middle generation” is Alexei. Unlike Peter, he is business like
and energetic. But history inexorably tends Artamon’s “business”, like all capitalism,
to decline, and its insatiable greed for playing with deeds, “unpleasant rushiness”
(Topekuii 63), could not break the historical developments. One of the brother of Peter
Artamonov, Nikita, is trying to escape from social reality.

When Gorky deals with the idea of the novel to Leo Tolstoy, he saw in Artamonov,
who had gone to a monastery to atone for the sins of his relatives, the embodiment of
moral greatness. But in the novel, Nikita Artamonov is not majestic but unhappy. He
does not believe in his preaching and cannot catch anyone in the net of comforting
illusions, distract from the struggle to change a life, because “everyone is tired of
enduring,” because the people are going to revolution, and not to religious consolation
(Fitzpatrick 114).

The novel describes an exceptional condensation of life impressions, events, actions,
psychology. The experience gained by Gorky in work on previous books made it
possible to create a pervasive work. It seized the novelist not more than two hundred
and fifty pages of standard format to express about fifty-four years of Russian life. The
author is laconic in the characters’ in describing their appearance, avoiding a detailed
commentary. The novel amazes the richness of the folklore used in it: lyrics, songs,

136



Assonance, No.22, January 2022

proverbs, sayings; at the beginning of the story, an almost complete description of
Russian wedding ceremonies is given.

Along with many traditional methods and forms of artistic creation, the Artamonovs’
business also uses new ones. In the first part, the author narrates on his own behalf,
emphasizing that there is no distinct difference in the vision of the world between him
and his heroes. In the second part, the world is increasingly shown through the
intersection of the author’s points of view and Peter Artamonov, and in the third -
Peter, Yakov. The author’s characteristics are replaced by internal monologues and
dialogues, ending with the character’s speech, a scene after Peter’s explanation with his
son under an oak tree describing the business revelry at the fair, just like the last period
of life Peter Artamonov. Gorky resorted to what in literary criticism is sometimes
called psychological when some impressions seem to stretch in time. In contrast, others
seem to disappear with time in some failures, as if they did not exist. Such are, for
example, the three weeks Peter spent at the fair. In the main part of the novel reveals
one character — the character of Pyotr Artamonov. It is in the foreground precisely
because the “master” is losing power over the “business” (I'opbkwuii 77).

4. Business issues related with family and society

Gorky encourages a way of delivering ideologies to the highest level in lively dialogue
with the personal lives of his characters during the class struggle. A exceptional
proposition is required to do justice to the infiltration of Marxist thoughts as bourgeois
and bourgeois genius and distort and misinterpret these ideas by representatives of
various bourgeois pseudo-Marxists. Gorky in the Artamonov business provided a
historical representation of the development of pre-revolutionary bourgeois
intellectuals; He later shows the decisive propensities for the expansion of
intelligentsias and their attitude in the direction of the workers’ dictatorship.

Another issue to be discussed in relation to Artamonov is the issue of personality.
Gorky mostly portrayed a strong character of personality in his previous novels, and
old-fashioned Russian facts crushed this source. In “The Artamonov Business”, Gorky
describes the problem of personality as the inner emptiness of modern personality
bourgeois intellectuals from a different angle. Although this subject is naturally
mentioned in Gorky’s other earlier works, it only focuses on a comprehensive and
systematic commentary. In the “Artamonovs Business”, of course, the motive of moral
condemnation of the evil of capitalism, Artamonov’s “Business” retains its full force.
Nevertheless, the critical one turns out to be another judgement as the verdict of
history. The extremely developed impression of the lawfulness, the historical
inevitability of the death of capitalism with all its life-devastating predation, comes to
the fore. The bourgeois theme is presented in a different aspect: the sterility of the
social practice of the bourgeoisie, the exhaustion of its historical forces is the central
thesis of the novel.

Naturally, this kind of idea could not be revealed in the plot about the revolt of the “lost
children” of the class against its environment. It demanded a supplementary
widespread conflict. Such a struggle was the conflict amongst the bourgeoisie and the
proletariat, their competition in the historical arena. The decision of who is the real
master of life, its natural organizer and organizer organizes the novel’s action. In three
generations of the Artamonov family, Maxim Gorky contributed with extraordinary
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gaudiness the artistic history of the Russian bourgeoisie, its belated but stormy
appearance, its short triumph, and death. Gorky was able, with exceptional skill, to
connect the deeply individual portrait characteristics of his heroes with a vast socio-
political generalization (Kaun 233). The author managed to saturate every movement
of his heroes with the fullness of the historical meaning.

The understanding of history that is revealed in the novel is based on the recognition of
labour as the only source of values developed by humanity, the only engine of history
forward, the decisive force of cultural development. Only those social forces that
actively participate in creative, creative labour activities can develop effectively. The
curse that gravitates over the Artamonovs, draining their strength from generation to
generation, is in the parasitism of the exploiters, in the detachment of the proprietary
classes from the life-giving force and the element of labour.

The death of Ilya, the initiator of the “business”, draws a kind of fatal line in the life of
the Artamonovs, after which decline and fading begin. Let his “business” grow and
expand, but the Artamonov’s rattletrap has gone askew, has lost the wheel: from
generation to generation it becomes scarce, the strength of the family degenerates, the
characters lose their brightness and integrity, become impoverished, discoloured. The
activity of the successors of Ilya Artamonov is aimed at power; the pathos of creation
does not inspire acquisition; therefore, all these applicants for the role of leaders of the
capitalist era look small and insignificant. Gorky leads his heroes through similar
situations. On parallels and analogies, the “lowering of the type” in the development of
bourgeois society is revealed with particular convincingness. Only one Ilya-grandson in
new conditions retained his grandfather’s energy and strength, directness, and
independence. Still, to preserve these features, he leaves his father’s house, ceases to be
Artamonov so that, in the end, together with the revolutionary proletariat, he returns
and destroys Artamonov’s domination.

5. Influence of capitalism and democratic in “Artamonov Business”

Immigrants from its bowels are destroying Russia’s capitalist system. Ilya Artamonov,
a grandson and son of factory owners, does not want to do “business.” She goes head to
head in her studies, reading books. Alexei’s son Miron says of his brother: “Ilya is one
of those people who look at life in a book and don’t know how to distinguish a cow
from a horse” (I'opekuit 72). But this is just my brother’s guess. Ilya is closer to real-
life than Artamonov wants to admit. He is a socialist. One of them actively and
consistently shook the foundations of the system in Russia, which led to his revolt.
Miron Artamonov is a Western deputy. He dreams that Russia will prosper on the west
road, and his opponent Goritsvetov “represents” an independent, certain path of
development. There is no consensus in the new generation. They are very different
from their predecessors, fathers. Yakov, Peter Artamonov’s youngest son, condemns
everyone. His brother Miron’s political claims are ridiculous; he does not accept Ilya.
They are funny and incomprehensible to him. “It’s best not to dwell on negative
things,” says his philosophy. It seems to him that, “the owner, he sits at a party with the
people who work for him, he stays for a long time and he is tired of them, they, quietly
angry, look at him as if they want to say:” Why don’t you go? Time. “It seems to me
that this is almost figurative. He was not thrown out of the train but was thrown into a
fast-moving life, as if Yakov was unnecessary, “unnecessary.” Gorky points out that
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the sharp, weak, and lazy democrats are opposed to the united, orderly forces in Russia.
So, in the first attack, the existing system collapsed.

From the words of Tikhon Vyalov, it is clear that Ilya is among the strange destroyers
of the system. To Peter Artamonov, when asked about Ilya, the former security guard
replied: “You have heard - of these. It must be because he is alive. After all, you have
them; otherwise ...” (94) But Peter can no longer comprehend this horrible figure when
his son, his hope and favorite, squanders his father’s “life’s work™. Gorky, therefore,
demonstrated the familiarity and certainty of the collapse of the capitalist system based
on exploitation and humiliation. He estimated the probability that the system picks up
its passengers if it lives on its own.

6. Conclusion

Alexei Maksimovich Gorky, in his book “The Artamonovs Business,” showed the
growth of democracy in Russia. Using the example of the Artamonov family, the
author showed how intelligence agents are formed in capitalism’s depths, which will
lead to workers fighting for their rights. In the conflict between Miron Artamonov and
Goritsvetov, two political lines are shown in which the opposition forces wanted to
position Russia: The Western way of development and its diversity, unlike anyone else,
which ultimately succeeded. Explaining the history of businessman Artamonov, Gorky
explores the cause of the collapse of capitalism in Russia. Using the example of three
generations of Artamonov, the author shows the birth and death of “crime.” Gorky saw
and cleverly managed to show that, in a short time, through the efforts of enthusiastic
and aspiring people. Luck was built, the industry was strengthened, and how easy it
was to ruin it, to take it into weak and powerless hands, to do work without love and
love. “Everyone lives for work, but we can’t see if men live for anything beyond their
work.” This contempt contributes to the Bolsheviks’ success, as seen in the author’s
long association with Lenin. However, as long as the intelligent reader continues the
healthy scepticism, the novel is a good picture of Russia before the arrival of the
Soviets.
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Abstract: Being a social animal, man cannot live in isolation. There has to be a good connect
between people by becoming constant support systems to one another. In today’s world, mental
health is a very serious concern. The growing number of psychological clinics or counseling
centers foregrounds the need to have a listener to listener to make ourselves sane. By attempting
textual analysis of Anton Chekhov’s short story, ‘Misery’, this paper analyses the cavernous
breach between individuals and their unsympathetic reciprocation to one’s bereavement. It tries
to unravel the dehumanized and indifferent attitude of modern society towards human
sufferings. It also highlights how pathetic is the trauma of disenfranchised grief as it leaves the
victim isolated, with no possible ways to vent out their emotions. The study aims to bring forth
the need to have a humanitarian concern and empathy towards fellow beings.

Keywords: trauma, isolation, unsympathetic society, suffering, grief

The theme of human suffering is prevalent in literature across ages. From ancient epics
to modern fictions, we have stories which are instinct with death of loved ones, grief,
loss and trauma. Many authors have reflected in their works the inner turmoil of
individuals which needs to be properly addressed and resolved. Anton Chekhov is one
such writer who is highly sympathetic to the sentiments of people, particularly the
downtrodden. He is a preeminent literary figure of Russia, who has popularized the
modern short story. Chekhov has also helped to revolutionize the modern theatre. In
many of his stories, he identifies himself with the marginalized sections of the society.
He subtly reflects in his works the very ordinary yet inevitable chapters of one’s life —
death, unhappiness, regret, suffering, so on and so forth. Chekhov’s works are more or
less directed to the vices and pitfalls of the society, often sympathizing with the
unprivileged classes.

Chekhov’s Misery revolves around lona Potapov, a sledge driver. The story opens with
the description of a cold evening, where in everything is covered by snow. The evening
twilight, the lazily whirling snow and Iona, who “is all white like a ghost”, bring in a
bleak ambience justifying the title. The mare is also in the same emotional zone as that
of her master: “she is probably lost in thought. Anyone who has been torn away from
the plough, from the familiar gray landscapes, and cast into this slough, full of
monstrous lights, of unceasing uproar and hurrying people, is bound to think” (609).
lona is traumatized by the death of his son. Sigmund Freud, in “Mourning and
Melancholia” defines trauma as “any excitation from outside which are powerful
enough to break the [mind’s] protective shield” (Freud, 23). The protagonist of the
story is so much into his grief that he doesn’t find it necessary to even shake off the
snow that has fallen on his body. The following conversation from the story
foregrounds how lona is preoccupied with thoughts of his son’s death:

"Where are you shoving, you devil?" lona immediately hears shouts from the dark
mass shifting to and fro before him. "Where the devil are you going? Keep to the
r-right!"

"You don't know how to drive! Keep to the right," says the officer angrily.
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A coachman driving a carriage swears at him; a pedestrian crossing the road and
brushing the horse's nose with his shoulder looks at him angrily and shakes the
snow off his sleeve. lona fidgets on the box as though he were sitting on thorns,
jerks his elbows, and turns his eyes about like one possessed as though he did not
know where he was or why he was there.(610)

Here, the memory of Iona’s son’s death acts as a foreign body which is still at work,
making him unreceptive to the outer world. In Studies on Hysteria, Joseph Breuer and
Sigmund Freud discuss the connection between hysteria and psychical trauma.
According to them, for a victim to work out his/her trauma, there is a need to relive the
memory of the event by describing it in the best possible way. Thus, recovery from a
traumatic state is possible only when the memories that correspond to the event have
been properly abreacted. After a traumatic event, recovery is only possible if the victim
accepts the reality and manages to move on. Otherwise, trauma continues to haunt the
survivor in the worst possible way. Addressing one’s trauma is the first step to come
out of it. And often, it needs a listener. In the story, lona tries to share his grief with the
passenger:

lona gives a wry smile, and straining his throat, brings out huskily: "My son... er...
my son died this week, sir."

"H'm! What did he die of?"
lona turns his whole body round to his fare, and says:

"Who can tell! It must have been from fever.... He lay three days in the hospital and
then he died.... God's will."

"Turn round, you devil!" comes out of the darkness. "Have you gone cracked, you
old dog? Look where you are going!"

"Drive on! drive on!..." says the officer. "We shan't get there till to-morrow going
on like this. Hurry up!"

The sledge-driver cranes his neck again, rises in his seat, and with heavy grace
swings his whip. Several times he looks round at the officer, but the latter keeps his
eyes shut and is apparently disinclined to listen. (610)

From the conversation, the passenger is clearly apathetic to Iona’s grief. This makes
lona lonelier and more disappointed as his trauma remains unshared. Then, he gets
three passengers to Police Brigade. They hire him for twenty kopecks. Though the fare
is not at all reasonable, lona never complains. His loss has made him out of place. He
cannot accept his son’s death and is constantly haunted by his memories. Chekhov
portrays lona as one who is desperate to have a listener to share his grief: “He hears
abuse addressed to him, he sees people, and the feeling of loneliness begins little by
little to be less heavy on heart” (611). It is true that when we are haunted by a loss, the
more we try to be active, the lesser will be our pain. To redress trauma, it is important
to be in the company of people with whom we can share our anxieties and grief. To
unburden his agonized mind, he again tries to communicate with his passengers:

"This week... er... my... er... son died!"
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"We shall all die,.." says the hunchback with a sigh, wiping his lips after coughing.
"Come, drive on! drive on! My friends, | simply cannot stand crawling like this!
When will he get us there?"

"Well, you give him a little encouragement... one in the neck!"

"Do you hear, you old plague? I'll make you smart. If one stands on ceremony with
fellows like you one may as well walk. Do you hear, you old dragon? Or don't you
care a hang what we say?” (611)

Chekhov clearly displays how people often lead materialistic lives being aloof to the
sufferings of their fellow beings. He discusses the need to socialize with the world
around for a greater cause of humanity. lona, unable to find a single listener to unweigh
the burden of his grief, is entangled in the web of anguish and loneliness:

Again he is alone and again there is silence for him.... The misery which has been
for a brief space eased comes back again and tears his heart more cruelly than
ever. With a look of anxiety and suffering lona's eyes stray restlessly among the
crowds moving to and fro on both sides of the street: can he not find among those
thousands someone who will listen to him? But the crowds flit by heedless of him
and his misery.... His misery is immense, beyond all bounds. If lona's heart were
to burst and his misery to flow out, it would flood the whole world, it seems, but
yet it is not seen. It has found a hiding-place in such an insignificant shell that one
would not have found it with a candle by daylight... (611)

After returning to the yard, lona sees a young cabman who makes for the water bucket.
With much hope, he tries to initiate a conversation but soon realizes that the cabman is
already asleep. The unshared agony and pent up emotions torments lona:

Just as the young man had been thirsty for water, he thirsts for speech. His son
will soon have been dead a week, and he has not really talked to anybody yet....
He wants to talk of it properly, with deliberation.... He wants to tell how his son
was taken ill, how he suffered, what he said before he died, how he died.... He
wants to describe the funeral, and how he went to the hospital to get his son's
clothes. He still has his daughter Anisya in the country.... And he wants to talk
about her too.... Yes, he has plenty to talk about now. (612)

Deeply frustrated with the fellow human beings who turned out to be indifferent to his
pain, lona finds solace in his mare. It is highly disturbing even to think about the state
of lona who is devoid of a human company. He has no other way than to vent out his
feelings and frustrations to his mare. Chekhov warns the readers with the shocking
reality that in life we might be left all alone with no comforting words. lona gets no
response from his mare but still he is relieved that he could at least speak out his mind
to someone. What is more agonizing than having no one to lean on during the days of
distress? The helplessness of the protagonist along with the utter disappointment of the
writer towards the hostile society is well reflected in the last conversation of lona with
his mare:

I have grown too old to drive.... My son ought to be driving, not I.... He was a real
cabman.... He ought to have lived...."
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lona is silent for a while, and then he goes on:

"That's how it is, old girl.... Kuzma lonitch is gone.... He said good-by to me.... He
went and died for no reason.... Now, suppose you had a little colt, and you were
own mother to that little colt. ... And all at once that same little colt went and
died.... You'd be sorry, wouldn't you?..."

The little mare munches, listens, and breathes on her master's hands. lona is
carried away and tells her all about it. (613)

Men are social beings. In modern world, it is very difficult to live in a self-made
cocoon, completely isolated from the rest of the world. The rapid growth of counseling
centers informs us about the deteriorating mental health of people. The increase in the
number of suicides makes us aware of the need to socialize with people. We often feel
a peace of mind when we share our insecurities or anxieties to our fellow beings. It is
true that sharing our grief unburdens us. But unfortunately, our society has become
more or less resistant to the sufferings of people. Failures, loss and disappointments are
part and parcel of our lives. Individuals get traumatized due to various reasons, most
importantly when they incur a loss. In “Mourning and Melancholia”, Freud describes
one’s reactions to his/her loss. They are mainly of two types, mourning and
melancholia. In the former, the victim identifies with the loss whereas in the latter, the
grief remains a foreign body and destroys the well-being of the individual. lona suffers
from the trauma of disenfranchised grief as he finds none to share his state of mind.
Loss of loved ones can bring about an unbearable pain in the minds of people. Only
when the trauma is meaningfully shared in words, will the victim be able to get solace
to go through his/her agonizing situation. “When the event is over, the post traumatic
period becomes relatively distorted with the backdrop of the trauma continuously
looming into the present. When the survivors of trauma come in and tell their stories
they are in the process of creating wholeness from the destruction they have
experienced (Wall, 109). In the story Misery, Iona Potapov is agonized by his son’s
death. He has no wife and all he seeks in life is a person to share his pain. Chekhov has
clearly portrayed the helpless nature of lona throughout the story especially in his
conversation with the passengers. The unsympathetic reaction of the society makes him
more vulnerable. Anton Chekhov has clearly raised his disappointment with the world
which is emotionally resistant to the pain of its fellow beings.
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Abstract: Menstruation is considered as a taboo in many cultural communities around
the world. Human ancestors’ purity/pollution believes and their sense of danger
imprinted menstruation as a taboo along with other bodily effluences. But, unlike other
taboos, menstrual taboos are deep-rooted and resistant to change. These cultural
taboos on menstruation paved way for the creation of linguistic taboos too. Direct
discussions on menstruation are strictly proscribed in civic spaces and public
discourses. These cultural and linguistic taboos led to the formation of innumerable
menstrual euphemisms globally. These euphemisms are cloaked in colourful linguistic
features and may sound funny and entertaining. But, they propagate and reinforce
menstrual negativity and the culture of shame. This Paper attempts to study the
interconnection between menstrual taboos and menstrual euphemisms by focusing on
the meanings and themes of various menstrual euphemisms of different languages.

Key Words: menstruation, taboo, euphemism, menstrual culture, patriarchy.

The term ‘euphemism’ is derived from the Greek word “eupheme”, which means
“auspicious”. In Greek, the meaning of the prefix “eu” is “well” and of “pheme” is
“speech”. Thus, “euphemism” stands for good speech or sweet talk. Webster’s Ninth
New Collegiate Dictionary defines euphemism as “the substitution of an agreeable or
inoffensive expression for one that may offend or suggest something unpleasant” (428).
Concise Oxford English Dictionary refers euphemism “as a mild or less direct word
substituted for one that is harsh or blunt when referring to something unpleasant or
embarrassing” (492). Euphemisms are used in order to replace something unpleasant,
offensive, embarrassing, forbidden, or impolite. For example, since death is unpleasant
and fearful, it is often replaced with the euphemistic expression “pass away”. The term
“porcelain throne” or “potty” is used to denote toilet. Similarly, “cancer” is indicated
by using the phrase “that disease” in many regions. Thus, euphemisms offer linguistic
politeness or sweet talking.

Euphemism maintains a close relationship with taboo. Taboo is an implicit social or
religious prohibition of particular person, place, thing, utterance or behaviour. Taboo is
inherently connected with culture, religion and morality. Philipp Stranzy points out that
it is the cultural norms of a given society which decide the taboo and its operation in
that particular society (1073). If an object, utterance or behaviour is a taboo in one
society, it does not have to be a taboo in another society. From time immemorial,
societies considered anything/anyone that may cause danger, discomfort or injury to
their members as taboo. Sweat, urine, saliva, vomit, excreta, flatulence, sexual fluids,
sex organs, disease, death, murder, abortion, adultery, incest, bestiality, necrophilia,
paedophilia, masturbation, pornography, matricide and patricide are some of the
universal examples for taboo. Sometimes, speaking or uttering about these things itself
is a taboo in a society. In such case, members of that society prohibit themselves from
talking about it or, instead, they use euphemisms to refer them. For example, in Burma,
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there is no particular word for “vagina”. Tabooed objects, acts, people or situations
which are considered as offensive, unpleasant or harmful are denoted and described
with the help of euphemisms. Thus, taboos contribute significantly to language. Taboo
motivates language change by “promoting the creation of highly inventive and often
playful new expressions, or new meanings for old expressions, causing existing
vocabulary to be forgone”, observes Allan and Burridge (162).

Menstruation is considered as a taboo in almost all cultures. Laura A. Walker remarks
in one of her articles, “one taboo that crosses many cultures all over the world is the
menstruation taboo” (1). Attributing multiple complex meanings to the process,
different cultures interpreted menstruation differently. Some cultures celebrate
menstruation as a sign of womanhood and fertility. Some others denigrate it as a form
of impurity, sin and danger. Some others celebrate and denigrate menstruation
simultaneously. Cultures and religions which perceive menstruation as a taboo imposed
several restrictions for menstruating women. They were secluded in menstrual huts.
They were not allowed to enter religious places and perform religious functions. They
were not allowed to touch food or water, to cook food or to enter kitchen. These
restrictions were observed unquestioningly by many cultural communities even in this
twenty-first century. Anthropologists like Buckley and Gottlieb have interpreted these
taboos differently and favourably by considering them in their cultural contexts and
critiqued the Western tendency to imprint other cultures and their traditions as
something inferior. However, menstrual restrictions and taboos should be confronted
and contested when they violate the fundamental rights of people and their dignity.
Undoubtedly, there is a dominant menstrual culture which is propagated by not only by
culture and religion but also by science and industry. Scientific discourses define
menstruation as a pathological condition. Industry, with the help of multinational
sanitary product making firms, pharmaceutical companies and advertisements, defines
menstruation as something to be hidden. They undoubtedly maintain menstruation as a
taboo.

Due to this taboo status attributed to menstruation, people rarely talk about
menstruation in public. This taboo status of menstruation demanded or promoted the
use of euphemisms to refer this biological process. Without any spatial and temporal
differences, people employed various euphemisms to mention menarche, menstruation
and menopause. Being an unmentionable subject, in almost all around the world,
menstruation has been uttered implicitly with the help of various euphemisms and
slangs. Using the linguistic techniques such as metaphors, circumlocutions, loanwords
and figurative speeches, euphemisms are made enormously. These are used mostly by
women among women. However, it is also used in the discussions between lovers and
partners, among peer group adolescents. Generally, girls learn and begin to use
menstrual euphemisms when they attain menarche as secrete codes being in company
of people in whose presence the direct reference to menstruation is deemed unpleasant
and embarrassing. Even in this twenty-first century, there are thousands of secret codes
to refer menstruation and to cover it from the everyday public discourses. V. L. Larsen
remarked that “special words and expressions as well as verbal taboos are used in most
cultures to refer to menstruation” (874-5).

The number of euphemisms in a society varies according to the cultural differences.
Cultures with strong menstrual taboos rarely mention the process and therefore the
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number of euphemisms and slangs in that culture are very limited. On contrary to this,
cultures with moderate menstrual restrictions exploit more terms to refer the process
implicitly. For example, the number of menstrual euphemisms is greater in Western
societies compared to many African and Asian societies

A period tracking application Clue conducted a survey involving around 90,000 people
from 190 countries. It could compile around 5000 menstrual euphemisms. In olden
days, people used the terms like “them”, “these days” or “those days” to describe
menstruation. Ever since, plenty of words and phrases were added and used as secret
codes to refer menstruation. There are several funny and wired euphemisms for
menstruation all around the world. For example, in Germany, alarmstufe rot (“code red
alarm”) and auf der roten welle surfen (“riding the red wave”) are widely used.
Similarly, in France, the phrases la semaine ketchup (“ketchup week™) and c’est une
scéne de crime dans ma culotte (“it’s a crime scene in my panty”) are used to denote
menstruation. In Italy, phrases such as Le mie cose (“I have my thing”) and palloncino
rosso (“red rebellion”) are employed to refer period. In China, the most popular
euphemisms are A4#44 (“eldest aunt”) and A7/ (“regular holiday™). Similarly, in
Japan, the terms like/12% (“blood festival”) and -~ 7 —#fi (“arrival of Matthew
Perry”) are recurrently used to refer menstruation. There are very interesting
euphemisms in Russia for menstruation. 9mu onu (“these days”), Kpumuueckue onu
(“critical days”™), Jera (“business”), Kpacunas apmus (“red army”), Kpachwiii Oenb
xanendaps (“red day / days of the calendar”), l'ocmu uz Kpacnooapa (“guests from
Krasnodar™), and Ilpazonuxu (‘“holidays”) are some among them. In India, there are
multiple regional languages and, in each language, there are multiple euphemisms to
signify menstruation. For example, in Malayalam, words like theendari, purathakuka,
vayassariyikkuka and maasamura are used instead of the Malayalam clinical term
aarthavam.

It has been found that these euphemistic terms are derived on the basis of particular
themes in almost all cultures. It was Natalie F. Joffe who examined menstrual
terminology for the first time in 1948 and she classified her findings using the
categories ‘time’, ‘colour’, visitors, ‘persons’, and disability’ (135). Later, Victoria
Newton had conducted an extensive research on menstrual euphemisms that are
prevalent in north Derbyshire region of Britain and included her findings in her work
Everyday Discourses of Menstruation. She remarks that there is a “stability of themes”
within cultures and this “suggests that menstrual slang and euphemisms can be
described as a shared cultural discourse about menstruation” (137). Similarly, with an
intention to decode the terminologies which are used to describe female body process,
another scholar, Sara Read identified the well-known menstrual expressions of early
modern England. Read found that the terms such as ‘courses’, ‘custom of women’,
‘flowers’, ‘gift’ or ‘benefit of nature’, ‘months’, ‘monthly sickness’, ‘ordinaries’,
‘terms’, ‘time common to women’, ‘those’ and ‘visits’ are frequently adopted to
communicate the process of menstruation (Read 24). A close analysis of these
menstrual euphemisms shows that there are terms which give negative as well as
positive connotations for menstruation. Negative euphemisms give the impression that
menstruation is filthy, debilitating, impure and toxic. On the contrary, the euphemisms
which give positive connotations for menstruation connect menstruation with
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womanhood, fertility, and reproduction. In addition, there are terms which are neutral
and very much interesting.

Almost all around the world, there are terms which give reference to the time and
frequency of menstruation. For example, euphemisms like ‘period” ‘time of month” and
‘monthly’ are used in England. The famous English diarist Samuel Pepys noted in his
dairy on 24 December 1662 that “so home to supper and to bed, my wife not being
well, she having her months upon her” (qtd. in Read 100). In India, euphemisms like
masika dharma (IIT@W %If[) and mahavari (IHBT:IT\ﬂ) in Hindi, and maasamura in
Malayalam are all mean and signify the monthly occurrence of menstruation. Some
other euphemisms connect menstruation with nature and seasons. For instance, the
euphemisms like rtu (B d- ‘season’) in Tamil, la luna (“the moon) in Spanish, ho le
inondazioni (“T have a flood”) in Italy, and les chuts du Niagara (“Niagara Falls”) in
French are all derived from this connection.

Some other terms reflect the pollution or the impurity concept and the outside status of
menstruation inherent in many cultures. For example, the kannada phrase horage antu
(“outside”) and Malayalam terms like theendari (“untouchable”) and purathaavuka
(“to be outside”) indicate this purity/pollution or inside/outside aspect of menstruation.
This shows how women are forced to stay away from home, kitchen and from the
cultural and religious spaces. Several cultural communities associated menstruating
women with unfavourable images like witches, devils and monsters. These cultural
references became verbal taboos immediately. Occasionally, Spanish people mention
bleeding woman as el diablos (“the devil”) and el vampiro (“the vampire”). Russians
refer menstruating women as mowncmpsr (“monsters”) and Portuguese also labels them
as monstra (“female monster”). Other frequent themes are ‘illness’, ‘indisposition’ and
‘discomfort’. The Spanish euphemism estar sonada (“being broken”), Chinese term
/7 (“bad luck”) and Italian phrase sono indisposta (“I feel sick”) echo this theme.
The earliest known diary was written by an English Lady Margaret and she wrote in
her diary on 26 Jan 1600 that “I, being not well, praied and reed in mine owne
chamber...” [Sic] (qtd. in Read 87). Another theme is danger. There is also a tendency
to imply menstruation as a form of danger using euphemisms. For example, the
German euphemism die rote pest (“the red plague”) and the Italian euphemism
semaforo rosso (“red light”) suggests this danger attributed to menstruation.

Colour of the blood motivated the creation of a great number of menstrual
euphemisms. Red is a word that recurrently appears in menstrual euphemisms across
the globe. Usually, the colour red is directly applied in Euphemisms. However,
sometimes, Fruits, vehicles and flowers, having red colour, are often used as metaphors
to signify this. Walker notes that “some euphemisms for menstruation are based on
colour associations. Different groups of people will use colour metaphors that are
significant to that specific culture”(27). Most of the German euphemisms are closely
connected with the colour red. For example, German menstrual euphemisms such as
erdbeerwoche (“strawberry week”), besuch von tante Rosa (“Aunt Rose is visiting”),
rote tante (“red aunt”), rote armee (“red army”), rote welle (“red wave”) and rote
woche (“red week”) are derived out of the redness of menstrual blood. French
euphemism la semaine ketchup (“ketchup week”), Italian euphemism semaforo rosso
(“red light”), Danish euphemism kommunister i lysthuset (“communists in the gazebo™)
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and Russian euphemism kpacuwie JKueyau (“red zhiguli”, Russian car brand) are all
directly or indirectly connected with the colour red. Thus, a large number of menstrual
euphemisms are evolved from the red colour of blood.

Similarly, the entrance of a visitor is a recurrent image in menstrual euphemisms.
These kinds of euphemisms echo the connotation that a visitor is a nuisance or
annoyance for the host. Thus, these terms also implicitly echo the meaning that
menstruation is an unwanted thing. In England, the visitors are “Aunt Flo” and “Miss
Dot”. In Germany, “Red aunt is visiting” (Besuch der roten Tante). For the people of
Denmark, there are the “visitors from Redby” (Besgg fra Redby). “Blood Mary”
(/1 /2 75E) visits Chinese women. “Mathew Perry” (+~ 7 —&#7) arrives in Japan. In
Spain, it is “Andrew who comes once in a month” (Andres, el que viene una vez por
mes). There is no direct link between the name of the visitor and the process of
menstruation. Except in the case of Aunt Flo whose name is associated with the word
“flow, it has been found that other names are randomly picked.

References to sanitary protection are also evident in menstrual euphemisms. The word
‘sanitary’ itself is a euphemism which gives the notion that menstruation is ‘unclean'.
Euphemistic term ‘on the rag’ is associated with reusable cloth pads which was highly
popular before the entrance of modern menstrual management methods. Commonly
used English euphemisms such as ‘riding the cotton pony’, ‘plugged up’ and ‘covering
the water front’ are connected to menstrual products and their use. Another euphemism
‘I’'m on my surfers’ is originated due to the surfboard shape of sanitary pads of the
1970s.

Similarly, there are several magnificent funny euphemisms too. The French women
declare that les Anglais ont debarqué, a wartime expression that implies ‘the English
have landed’. Some other euphemisms like ‘on the blob’ (combination of the words
bleed and blood), ‘painters’, ‘decorators’, and ‘girl’s thing’ are prevalent in European
societies. There are also personified terms like ‘Aunt Flo’ and ‘Grandma’. The English
term “the curse” is also popular. Popular culture also contributed terms like ‘crimson
wave’ which is adopted from the film Clueless and ‘gone with the wind’ from Miss
Scarlet. There are some creative descriptions like ‘riding the red dragon’, ‘up on the
blocks’, ‘to have the painters in’ and ‘Liverpool are playing at home’ to describe
menstruation. Euphemisms using a number of linguistic techniques like alliteration
(‘flying the flag’, ‘blood bum’, ‘blood bath’), assonance (‘leaky week’, ‘jam-rag’) or
acronyms (PMT, PMS) are also enormous in European languages (Newton 135-140).

Menstrual euphemisms and slangs are not innocent. They are the carriers of patriarchal
assumptions about women and their bodies. They reinforce age old stereotypical
images and models of women in general and the menstruation in particular. Cultural
and religious doctrines often prohibit sexual intercourse with menstruating women.
These doctrines implicitly exerted their influence on the language surrounding
menstruation, particularly on euphemisms. English euphemism “closed for
repairs/maintenance” and French euphemism Etre en travaux (“to be under
construction / a work in progress”) demonstrate this aspect of menstrual culture. To
talk about sexual intercourse during menstruation men use terms like ‘mucky jump
week’, ‘blood sports week’, and ‘bleeding love’, whereas women use terms like ‘out of
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order’, and ‘out of action’(Newton 137). After analysing these words Newton
comments:

There is a clear gender divide: all the terms used by the males refer to having
menstrual sex, whereas the references given by females mostly allude to the
undesirability of having sex during the menstrual period. Some of the men’s terms
(‘blood sport’, ‘mucky jump week’) define women as sexual objects, and confessing
to having had menstrual sex in direct breach of that ‘taboo’ serves only to reinforce
the masculinity of the man who has said such a thing. With regard to the terms used
by women, these reinforce the menstrual-sex ‘taboo’, but also give the woman a
measure of control over her sexuality. Stating that she is on her period is an
acceptable way for her to refuse sex.” (137-8).

Menstrual euphemisms, circulated from generations to generations, not only propagate
archetypes of gender but also the negativity surrounding menstruation and
menstruating bodies. Menstrual expressions both reflect and reinforce the cultural
attitude towards menstruation as something impure, pollutant and unclean. Several
terms give the impression that female body is leaky and out of control. Larsen writes
that “special words and expressions as well as verbal taboos are used in most cultures
to refer to menstruation. Frequently these expressions are synonymous with ‘danger’,
‘unclean’, or ‘beware’” (874-5).

Even though several euphemisms have changed or perished on the course of time, most
of the euphemisms and slangs remain constant with a hesitation to change. For
example, reusable menstrual cloths have been replaced by sanitary napkins, tampons
and menstrual cups. However, the euphemistic term ‘on the rag’ still prevalent in
European societies to indicate menstruation. Moreover, several neutral terms like
‘menstruation’, ‘menses’, and ‘period’ are unsusceptible to change and getting
standardised.

Thus, the intertwining of social norms and verbal taboos is most evident in the case of
menstrual euphemisms. Unlike other biological processes, menstruation is considered
as a socio-cultural event. Cultural and religious discourses interpreted menstruation
according to their rules and norms. Taboos were also imposed upon menstruation and
menstruating people. These cultural taboos on menstruation also instigated verbal
taboos which, in turn, led to the creation of alternative verbal expressions. Thousands
of menstrual euphemisms were used across the globe to refer a single biological
process. This demonstrates the intensity of menstrual taboos. There are very transparent
similarities among menstrual euphemisms, particularly in their themes. These apparent
similarities show that the notion of menstrual taboo is universal. Even though they
contribute to the vocabulary of a language, and there are several positive and
interesting menstrual euphemisms, some others are the manifestations of a dominant,
retrogressive menstrual culture. They not only reflect but also reinforce a patriarchal,
gendered social order.
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Abstract: This paper aims at examining the garden- as an idea and space- in three nineteenth
century British novels- Jane Austen’s Pride and Prejudice (1813), Emily Bronte’s Wuthering
Heights (1847) and Charlotte Bronte’s Jane Eyre (1847). It seeks to show how the heroines in
these novels come to terms with their own selves and the world outside while frequenting
gardens or when thinking about them. These gardens function variously as hortus conclusus (an
enclosed garden) setting boundaries for women and as spaces pushing the boundaries of home.
Attempts at negotiating the paradoxical nature of the garden space lead to stirrings of freedom
and transgression, ownership and property rights, and philosophical musings in the women
characters of these novels. At a time when women did not have rooms of their own, stepping out
of the patriarchal garden bounds or into the open garden spaces allowed women the space to
escape claustrophobia or to realize their claustrophobic condition.

Key words: garden, women, nineteenth century novel, space, freedom
1. Women, nineteenth century, garden

The nineteenth century saw women making forays into the public sphere and
expressing themselves mainly through writings. The first wave feminist movement in
the nineteenth century was hugely influenced by Mary Wollstonecraft who in her A
Vindication of the Rights of Women critiques the idea of women as the weaker sex.
Wollstonecraft stresses on the need for education for women which would enable them
for nobler intellectual pursuits. This period also saw the growth of female novelists like
Jane Austen, the Bronte sisters, George Eliot etc. Apart from being a pastime and way
of self expression, writing also helped these women earn some financial benefits. This
period also saw the rise of the gardening advice text written by women like Gertrude
Jekyll and Jane Loudon and directed at women creating their own suburban gardens.
Wollstonecraft herself talked about the importance of “Gardening, experimental
philosophy, and literature” which would provide the women folk with “subjects to
think of and matter for conversation that in some degree would exercise their
understandings” (147). Writing about gardening in advice texts, novels and journals
thus gave women access to both financial and creative freedom.

In the eighteenth century and the beginning of the nineteenth century, however, not
many ladies were hands on gardeners. Landscape gardens in countryside mansions
would be designed by landscape architects like Capability Brown, Humphrey Repton
etc, most of whom were men. (Bell 472). Women were mainly engaged in creating
flowers gardens where men were creating landscape gardens. (Bell 479). Also “...the
flowers gardens of the women of the eighteenth century live mostly in their letters, in
their garden notebooks, in their botanical paintings, and in their embroideries.” (Bell
481). To this, we may add the early nineteenth century novel where women writers
make their heroines express themselves by inhabiting or creating gardens.

Again, the horticultural gardens would be taken care of by the male gardeners, though
they would often be supervised by the ladies of the house. Hands-on-gardening for the
noble women was still disgraceful as can be understood from the writings like
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Elizabeth Von Arnim’s Elizabeth and her German Garden. Here she describes her love
for gardens and gardening which she can engage with only indirectly through her
gardener who would also not care to listen to her.

2. Eden and gender

The Edenic myth of the garden is highly imbued with gendered overtones. Adam is
given supremacy over all the objects n the garden including plants, animals and Eve.
However, even before consuming the fruit of knowledge, Eve is a woman who speaks
her mind. Her argument with Adam about working alone by herself in the garden is the
first instance of Eve claiming her space in a patriarchal garden. However, it is the same
space where she is tempted into sinning. This is the same instance that Von Arnim
refers to while making a statement on women and gardens:

“It is not graceful, and it makes one hot; but it is a blessed sort of work and If Eve had
had spade in Paradise and known what to do with it, we should not have had all that sad
business of the apple” (25-26)

The tasting of the apple, however, had paved the way for Eve discovering knowledge
of the patriarchal world. Also, we would not have had the tale of Fall and of Eden
altogether. While gardening with a spade would have made Elizabeth ecstatic, the
unfulfillment of these desires left the scope for her to write a treatise on women and
gardens. Thus women, both with and without a spade, are seen to produce stories and
make sense of discourses of the male world, while in presence of or while thinking
about gardens.

3. Space, gender, nineteenth century

Armstrong refers to the inseparability of the spatiality and the nineteenth century novel
when he says that “if we subtract the element of space from the nineteenth century
novel, it would be hard to say what is left” (2). While the domestic interior space is
often dealt with in nineteenth century fiction, not much attention has been paid to the
domestic exterior which is highly gendered. Most of the spaces in which the action of
the nineteenth century novel plays out are owned by men. However, it is the women
characters who occupy most of these spaces both physically and on page.

Lefebvre talks about how ideology both produces and works in relation to social spaces
(44). The garden is similarly produced by the anthropological and patriarchal
ideologies which tame both women and nature. The notion of the garden as hortus
conclusus or an enclosed space comes from the notion of the protected virgin woman’s
body. From this body/space all outside pleasures are violently excluded by a wall just
the way women’s mobility in the nineteenth century was highly restricted to the garden
bounds of the house. Doreen Massey’s description of a gendered space resembles this
hortus conclusus:

From the symbolic meaning of spaces/places and the clearly gendered messages
which they transmit, to straightforward exclusion by violence, spaces and places
are not only themselves gendered, but in their being so, they both reflect and affect
the ways in which gender is constructed and understood. The limitation of
women’s mobility, in terms both of identity and space, has been in some cultural
contexts a crucial means of subordination. Moreover the two things — the
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limitation of mobility in space, the attempted consignment/confinement to
particular places on the other- have been crucially related. (Massey 179)

It is these restrictions or mobility and limited space that made women in nineteenth
century novels claustrophobic (Shands 73). In her essay 4 Room of One’s Own,
Virginia Woolf had famously talked about how in order to exert creative freedom a
woman needed money and a room of her own (7). In the nineteenth century women
lacked such privacy and would often find themselves in the drawing room near the
fireplace stealing off moments from the surrounding crowd either to sew or to write.
Woolf connects the unavailability of wealth to the limited creative space for women in
the nineteenth century. At a time when they did not have access to either money or a
room of their own, they frequently turned to nature to exercise their minds and bodies
in gardens.

In the first place, to have a room of her own, let alone a quiet room or a sound
proof room, was out of the question, unless her parents were exceptionally rich or
very noble, even upto the beginning of the nineteenth century. Since her pin
money, which depended on the will of her father, was only enough to keep her
clothed, she was debarred from such alleviations as came even to Keats or
Tennyson or Carlyle, all poor men, from a walking tour, a little journey to France,
from the separate lodging which, even if it were miserable enough, sheltered them
from the claims and tyrannies of their families. (Woolf 58-59)

In order to escape this claustrophobia, the women would escape to gardens which
would offer them some mental and physical freedom, if not all. The paper looks at how
women evade attempts at the regulation of their bodies and minds by escaping to free
spaces and by creating their own spaces in gardens.

4. Garden, Spatiality and the Nineteenth Century Novel
4.1 Pride and Prejudice:

Although Austen’s narrative space is compared to two inches of ivory, her heroines,
especially Elizabeth Bennet constantly push the gendered boundaries of space and
mobility by moving outdoors to the garden or walking on foot to Netherfield or running
errands for the family (Langland 53). Through Elizabeth’s escape to the gardens
Austen wants to draw attention to the individuality of her heroine who finds mundane
social conversations insipid and prefers escaping to the garden to her own company.
For example, at Rosings Park, she sneaks out to the gardens to avoid the dullness of
Lady Catherine de Bourgh’s conversations:

“Her favourite walk and where she frequently went while others were calling on Lady
Catherine, was along the open grove which edged that side of the park where there was
a nice sheltered path, which no one seemed to value but herself, and where she felt
beyond the reach of Lady catherine’s curiosity.” (Austen 191)

The eighteenth and the beginning of the nineteenth century were dominated by the
discourse of taste in clothing, architecture, mannerisms and garden design. Wealthy
landowners with huge estates liked to “improve” them through landscape architects. In
the eighteenth and the early nineteenth centuries, the English landscape garden style
attributed to Lancelot Capability Brown with wide views and meadows merging into
the countryside were the dominant style. Landscape improvement was a male domain

153



Assonance, No.22, January 2022

since women neither had property rights nor did they supervise such improvements.
Again, most of the landscape architects around this time were males. Women, however
exhibited a great deal of understanding of such improvements. These often formed the
basis on which they formed judgements of people. Elizabeth’s reactions to the various
landscape gardens in the novel show the heroine’s keen sense of taste. While at
Rosings, Elizabeth cannot bring herself to a strong liking of the park:

Every park has its beauty and prospects; and Elizabeth saw much to be pleased
with, though she could not be in such raptures as Mr. Collins expected the scene to
inspire, and but was slightly affected by his enumeration of the windows in front
of the house, and his relation of what the glazing altogether had originally cost sir
Lewis de Bourgh. (Austen 182)

In comparison, the grounds at the Pemberley estate, apparently set in good taste in
reigning fashion of the natural looking prospects:

The park was very large and contained a variety of ground...It’s banks were
neither formal nor falsely adorned. Elizabeth was delighted. She had never seen a
place for which nature had done more, or where natural beauty had been so little
counteracted by an awkward taste. They were all of them warm in their
admiration; and at that moment she felt that to be the mistress of Pemberley might
be something! (Austen 271)

The landscape set in good taste also reflects the taste of the owner Darcy which causes
Elizabeth change of mind towards him. This understanding of the garden and the
discourse of taste in landscape thus secures her future prospects. She eventually marries
Darcy and comes to be the mistress of the Pemberley estate according to her wish.

4.2. Jane Eyre

In Charlotte Bronte’s Jane Eyre, spaces-houses, gardens, schools- and places-
Gateshead Hall, Lowood School, Thornfield Hall, Marsh-End, Ferndean- figure
prominently and have a bearing on the characters psyche and the plot. The protagonist,
Jane, is seen to move out of one of these spaces to the other, finally settling in
Ferndean. In her decision to settle in or move out of these spaces the garden- variously
acting as hortus conclusus and an Eden of freedom- holds significance. At Lowood
school the girls are made to compulsorily go and play in the garden. While the aim of
this training is to train the kids in discipline and physical fitness, it eventually turns out
be a torture, especially in winter. The garden can be seen as an example of hortus
conclus guarded on all sides by towering walls, which sends across a prohibitory
message against transgression:

The garden was a wide inclosure, surrounded walls so high so as to exclude every
glimpse of prospect. A covered verandah ran down on one side, and broad walks
bordered a middle space, divided into scores of little beds. These beds were
assigned for the pupils to cultivate, and each bed had an owner. When full of
flowers, they would doubtless look pretty; but now, at the latter end of January, all
was wintry and brown decay. | shuddered as | stood and looked around me
(Bronte 47).

Further, she finds the garden “convent-like” guarded by “high spiked” walls which
produces the image of a prison (Haggan 355). This very claustrophobia causes in her a
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strong desire for transgression and looking over the walls for freedom. She happens to
encounter the world beyond these walls in spring:

“I discovered, too, that a great pleasure- an enjoyment which the horizon only
bounded- lay all outside the high and spiked guarded walls of the garden. This pleasure
consisted in a prospect of noble summits girding a great hill- hollow, rich in verdure
and shadow; in a bright peck full of dark stones and sparkling eddies” (77).

The prison garden of Lowood is thus seen against the hills of desire viewed on the
horizon:

“I went to my window, opened it, and looked out. There were the two wings of the
building; there was the garden; there were the skirts of Lowood; there was the hilly
horizon. My eye passed all other objects, to rest on those most remote, the blue peaks;
it was those | longed to surmount; all within their boundary of rock and heath seemed
prison ground, exile limits. | traced the white road winding the base of one mountain
and vanishing in a gorge between the two; how I longed to follow it further.” (87)

She crosses the threshold of Lowood to the promising garden of Thornfield which held
prospects of economic freedom for her. Like Elizabeth in Pride and Prejudice, Jane
Eyre escapes to the garden in Thornfield for solitude and quiet time with herself when
she needs a break from her duties. She refers to her time in the garden “the sweetest
hour of the twenty four.” (261)

The gardens of Lowood, Thornfield and later Marsh End, however reveal themselves to
be patriarchal traps trying to tame her free spirit by either disciplining her or tying her
to undesirable marriages. When she finally inherits a huge fortune, she sets out to the
wilderness of Ferndean in order to create a garden of her own, after the hortus
conclusus of Thornfield is ruined. Her experiences in the garden space bring about
wisdom, a sense of self and wealth to her which leads her to creating her dream garden
space of freedom, divorced of past influences.

4.3. Wuthering Heights

In Emily Bronte’s Wuthering Heights, the mansion of Wuthering Heights is said to be a
wild moor while Thrushcross Grange is compared to a well-cultivated garden. These
women negotiate their freedom in trying to get out of or get into gardens and by
implication, getting in and out of either of these two spaces. Both Catherine and Cathy
are free spirited women who love to transgress and are often seen to ramble out of the
bounds of their homes to explore the outside world. During one such exploration,
Catherine and Heathcliff stumble upon the mansion of Thrushcross Grange and its well
kempt garden. Catherine, a spirit of the moors, enters this garden and emerges out of
this to be a well-cultured lady married to Linton. However, she feels herself to be a
misfit in the garden of Thrushcross Grange as her spirit and heart lies in Wuthering
Heights where her lover Heathcliff resides. This control of her true spirit works
towards her detriment- she feels claustrophobic and falls sick. The garden to which she
came seeking freedom entraps her and leads to her end.

While Catherine had come to the garden of Thrushcross Grange looking for freedom,
Cathy escapes the garden of Thrushcross Grange to the moors of Wuthering Heights. In
her case too, the destination reveals itself to be a trap. In order to avenge Linton and to
acquire Thrushcross Grange for himself, the younger Cathy is forcefully made to marry
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the sickly younger Linton whose property was to pass over to Heathcliff’s after his and
his uncle Linton’s death. As a woman in the Victorian period who does not have
property rights, the younger Cathy is dispossessed and has to bear the brunt of
Healthcliff’s maniacal behavior. She longs to return to thrushcross Grange and its
garden, which now represent freedom for her. She makes attempts to plant some of the
peace and freedom of Thrushcross Grange at the Heights by planting trees. When
Cathy is seen to cultivate plants brought from the Grange at Wuthering Heights,
Healthcliff is enraged and yells at Cathy, while she retorts by claiming her right on the
land which had been taken away from her:

“You shouldn’t grudge a few yards of earth for me to ornament, when you’hv taken
away all my land!” (284)

Cathy’s assertion of her rights is thus important not only because it defies the
patriarchal dominion of Heathcliff but also because it challenges the traditional
understandings of property and belongingness. At a time when women lacked property
rights, Cathy lays claim to space not through legal ownership of land but through
gardening and nurturing a part of her own from Thrushcross Grange on Heathcliff’s
land. Thus, while the garden space of Thrushcross Grange acted as hortus conclusus for
Catherine, the younger Cathy uses the garden to the effect of her freedom.

5. Eden in the nineteenth Century Novel
5.1 Jane Eyre

The Edenic garden along with the insinuations of Fall and redemption is a recurring
metaphor in the nineteenth century British fiction (Finney 22-23). The spaces and
images in Jane Eyre hint at a Biblical world of deception and punishment at work. At
the garden in Thornfield, Jane sneaks off to a corner in order to escape the glances of
Rochester, who she felt was looking at her through the windows. She compares this
sheltered corner to Eden:

“No nook in the grounds more sheltered and more Eden-like. It was full of trees, it
bloomed with flowers.” (262)

Jane’s view of Eden is thus one where can be by herself without any companion. This
Eden, however, faces the threat of interruption. Bronte creates a sense of foreboding of
the trouble, the serpent, soon to visit Jane’s Eden in the following lines:

“But in threading the flower and fruit parterres at the upper part of the inclosure,
enticed there by the light the now rising moon casts on this more open quarter, my step
is stayed- not by sound, nor by sight; but once more by a warning fragrance.” (262)

This is caused by Mr. Rochester, whose entrance interrupts the bliss that Jane had been
enjoying. Like Satan, he would tempt Jane into an apparently better but a bigamous
relationship in reality. (Haggan 66). At another place Rochester’s talk with Jane in the
garden alludes to Eve being created out of Adam’s ribs:

“I sometimes have queer feeling with regard to you, especially when you are near
me, as now; it is as if | had a string somewhere under my left ribs, tightly an
inextricably knotted to a similar string situated in the corresponding quarter of
your little frame. And if that boisterous channel, and two hundred miles or so of
land, come broad between us, | am afraid that cord of communion will be snapped;
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and then I’ve a nervous notion I should take to bleeding inwardly. As for you,
you’d forget me” (266)

Both these cases present an image of a man trying to persuade a woman to comply in
the garden. Jane gives in to the temptation and accepts the marriage proposal which
brings doom to her blissful paradise. This doom is signaled by the storm at Thornfield
right after the proposal, in the manner of heavens clattering after Eve’s eating of the
forbidden fruit (Hagan 367). When Jane comes to know of Rochester as an already
married man, the Edenic promise of the Thornfield garden is shattered and it reveals
itself to be yet another hortus conclusus meant to trap her into an immoral life. Like the
postlapsarian Eve, Jane comes out of closed heaven, leaving this hortus conclusus now
to enter into another one, that of Marsh End. The house described as “well-built though
small house” in “the middle of a garden” (327) likens it to an earthly garden and a life
of toil as against the garden of pleasures in Thornfield. The following description
which highlights the modesty of the house further enhances the image the earthly
garden after Fall:

“I, too, in the gray, small, antique structure, with its low roof, its latticed casements, its
mouldering walls, its avenue of aged firs- all grow aslant under the stress of the
mountain winds; its garden, dark with yew and holly- and where no flowers but of the
hardiest species would bloom- found a charm, both potent and permanent.” (371).

It is at this garden that Jane inherits a fortune which empowers her to reject any more
prospect of marital eden with St John Rivers. In full control of her life, Jane sets out to
look for Rochester at Thornfield which she finds in ruins. She then arrives at Ferndean
which presents a picture of wilderness “a building of considerable antiquity, moderate
size, and no architectural pretensions, deep buried in a wood” (458) as opposed to the
well-kempt old Eden. This is a place with “no flowers, no garden-beds; only a broad
gravel walk girldling a grass-plat, and this set in the heavy frame of the forest.” (459)
Here Jane finds a “sightless Samson” (460) instead of the brooding old Rochester. All
traces of the corrupt old garden are thus removed with its owner duly punished. With
her new found economic independence, Jane now sets out to create the blissful Eden of
her desire with Rochester at Ferndean. Jane thus evades all Edens restricting her
freedom of body and mind to create an Eden of her own.

5.2 Wuthering Heights

Emily Bronte’s Wuthering Heights is replete with Biblical metaphors. Susan Gubar’s
“Emily Bronte’s Bible of Hell” talks about how the images and perceptions of heaven
and hell frequently merge into one another and are extremely subjective, as each
character perceives these two differently (385). The ideas of the garden and the moor
are central to Catherine and the younger Cathy’s understandings of Heaven or Eden
and Hell. Catherine enters the parks of Thrushcross Grange and the interiors of
Thrushcross Grange present to her and Heathcliff a picture of Heaven:

We ran from the top of the Heights to the park...We crept through a broken hedge,
grope our way up the path, and planted ourselves on a flower-pot under the
drawing-room window...and we saw, ah! it was beautiful- a splendid place
carpeted with crimson, and crimson covered chairs and tables...We should have
thought ourselves in heaven! (41)
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Catherine comes to reside in this Heaven of beautiful parks and well furnished home
only to end up miserable. She tells Nelly of her misery and how she pictures Heaven in
her dreams as the moor of Wuthering Heights:

“I was only going to say that Heaven did not seem to be my home; and broke my heart
with weeping to come back to earth; and the angels were so angry that they flung me
out into the middle of the heath on the top of Wuthering Heights; where | woke
sobbing for joy.” (71)

Emily Bronte thus presents here her version of the Fall where what seems to be a Fall
for the angels is actually a joyful heaven for Catherine. Again, the younger Cathy’s
heaven, as opposed to her mother is closer to the idea of Thrushcross Grange. When
she tells Nelly of her idea of heaven, it resembles a garden as opposed to Linton’s idea
of Heaven which is a moor:

He said the pleasantest manner of spending a hot July day was lying from morning
till evening on a bank of a heath in the middle of the moors...That was his perfect
idea of heaven’s happiness: mine was rocking in a rustling green tree, with a west
wind blowin...and the moors seen at a distance, broken into cool dusky dells; but
close by great swells of long grass undulating in waves to the breeze; and woods
and sounding water, and the whole world awake and wild with joy. (

This becomes clear later when she identifies her Heaven with Thrushcross Grange:

“This is something like your paradise ...Next week, if you can, we’ll ride down to the
Grange Park, and try mine.” (231)

When her Heaven is taken away from her through her imprisonment in Wuthering
Heights, she tries to plant some of it in the hellish atmosphere of wuthering heights.
When faced with threats to this Heaven from Heathcliff, she fights back and lays a
claim to her heavenly garden space which Heathcliff had taken away from her.

6. Conclusion

In the nineteenth century patriarchal setup of which the garden is a part, women
manage to carve out their own spaces and overturn authority, even if temporarily. The
garden as a space both within and outside the home allowed women to taste freedom
and have moments of self reflection while avoiding the danger of transgression. The
garden thus emerges as a site of contradiction nevertheless crucial to the consciousness
of female liberty. Just like Milton’s Eve asserting her freedom in the garden, these
nineteenth century Eves use the garden as a tool to reason against patriarchy and for
their right to space. In trying to escape the hortus conclusus of patriarchy or in creating
gardens of their own, these fictional women herald the “New Woman” of the
nineteenth century. In these gardens, “the sterile space of men, founded on violence
and misery, give way to a women’s space” and go beyond “the inability of male or
manly designs to embrace anything but joyless domination, renunciation and death.”
(Lefebvre 380). The twentieth century women novelists would use the garden space to
delve into deeper issues of subconscious, sexuality and creativity and signal second
wave feminism through their writings.
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Abstract: This article seeks to intervene in Bengali travel writings about Burma that narrate the
history of the connection between Bengal and Burma during the colonial period. Migration from
Burma to Bengal has increased since the end of the nineteenth century. The British took a large
number of Bengali coolies to Burma to strengthen their position in Southeast Asia and to
develop infrastructure. The present is an attempt of looking at the Bengal’s growing contact and
interactions with Burma that developed during colonial rule. The paper concentrates on the
cross-border migration of Bengali workers and further examines Burmese culture and customs,
etc. This paper will focus on several selected travel narratives of Bengalis visiting Burma in the
early twentieth century and it will attempt to bring to the fore the history of Burmese and
Bengali exchanges during the colonial period.
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Burma and Bengal have a long history of social, political, and cultural relation. Located
at both ends of the Bay of Bengal, these two lands have been connected by water and
land since ancient times. As the Bengali historian Niharanjan Ray has pointed out, in
ancient times horses and cloth were exported from the Ganges port of Bengal to
Mandalay. In ancient times, this region of Southeast Asia was called Subarnabhumi.
Subarnabhumi is mentioned in various narratives of Indian literature, which were the
countries of Burma, Thailand, etc. in Southeast Asia. In particular, the tales of Jataka,
which is based on the life of Buddha, directly mentions Bengals trade relation with the
countries of Southeast Asia. The descriptions of the sea voyage from the Tamralipta
port of Bengal are found in the tales of Jataka, which establishes Burma's connection
with the Bengalis. In this context historian, Dilip Kumar has pointed out that the
earliest trace of Indo-Burmese relations is found in Buddhist texts and manuscripts of
the fifth and sixth centuries. According to his findings, the Indian influence came to
Lower Burma by sea and the communication between Bengal and Burma through both
the sea and land is evident in these manuscripts. (Kumar 2)

This connection reached a new dimension in the late nineteenth century. After the
defeat in the Third Anglo-Burmese War in 1886, Burma was annexed to the British
Empire in India. After the end of this war, the interest of the Bengalis in Burma has
increased which accelerated the Bengali migration to Burma. However, it would not be
fair to claim that the connection with Burma was established during British rule.
Evidence of Burmese contact with Bengalis in the Middle Ages is found in the writings
of different Bengali scholars. But the journey was not merely for travel. Since the late
nineteenth century, Burma has provided countless opportunities for migrant workers to
make a living, or for middle-class Bengalis to find employment. In the nineteenth
century, Burma not only opened the door to endless possibilities for the Bengalis but
also became a haven for many people. Umaprasad Mukhopadhyay in his travel
writing Barma Muluke describes the possible reason for such a voyage to Burma.
According to him due to its proximity to eastern India, a large number of Bengali
migrant people went for work in Burma. In addition, as Burma became a new British





