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From the Editors

The Department of Russian and Comparative Literature humbly presents
before you the 19™ issue of our departmental research journal Assonance — A
Journal of Russian and Comparative Literary Studies. This issue has included
a wide range of articles dealing with language, literature, linguistics,
contrastive grammar, cinema studies and culture studies.

It has articles dealing with various characters of village prose in Russian
Literature, Tagore’s influence on contemporary Indian literature, how Lokenath
Bhattacharya mediated between Bengali and French literatures, Malayalam
cyber stories, thematic study of Mikhail Bulgakov’s Master and Margarita, a
comparative study of mother and son relationships in Lyudmila
Petrushevskaya’s 4 Case of Virgin Birth and Kamala Das’s Ammayum
Makanum, depiction of same-sex love in Madhavikutty’s The Sandal Trees.
There is another article investigating the manifestation of identity and
otherness in The Outlander and Komouraska. This issue has also included
articles dealing with linguistics and contrastive grammar like — a contrastive
study of category of gender of nouns in Russian and Telugu, a sociophonetic
study of vowels in Prar and its variants. There is an article exploring
philosophical thoughts of Evgenii Chelyshev from the perspective of Swami
Vivekananda’s philosophy. An article on the screen adaptation of Devdas has
also been included. This issue has also included an article of culture studies
dealing with status of Kyrgyz woman during Soviet period. In addition to
these, articles on contemporary Hindi poem, Linguistics, October Revolution
and Malayalam Literature, analysis of K.R. Meera’s short stories also adorn
this volume of Assonance to make it a complete multilingual journal. We hope
that all these articles will be interesting and useful for our readers

While we are grateful to each of the authors who have contributed their
valuable scholarly research articles for this issue, we appreciate the timely
input provided by the Board of Referees with respect to quality of the articles
being received for publication in this issue. 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. 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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JEMCTBYIOUNEE JIMIO JEPEBEHCKOM ITPO3bI

CHARACTERS OF VILLAGE PROSE

C.C. PamxnyTt
Kadenpa ITycckoro f3pika, EFLU, Xatinepaban, Muawst
S.S. Rajput
Associate Professor, Department of Russian, EFLU, Hyderabad, India

Annomayun. Ha Benuxoi Omeuecmeennoii eoune (1941-4522.), no Baoumy
Epnuxmany u Pobepmy Konxeecmy', 6oi10 youmo Gonee, uem 20 muniuonos
yenosex. Cmoavko dice modeil 6110 youmo no eerenuro U.B. Cmanuna (1878-
195322,) na I'VIIAIE® ¢ 1934 200a no 1960 200. Dmux 06a o6cmoamenscmsa
0anu B03HUKHOBEHUIO CEPbEZHOMY KPUSUCY 2eHOEPHO20 HEPABHOBECUSL PYCCKO20
Hacenenusi: HapyweHo Obllo COOMHOWleHUue No08. DMo U OKA3dN0Ch MOm
npeodonpedeiomum Iuyo pycckou oepesHu gaxmopom, komopuvii ¢ 1950-e
20061 mseomen Hacenenue Poccuu (PCDOCP) k o0Homy noiy — K JHCEHCKOMY
Hacenenuro. B Oaumnou pabome Oenaemcs Kpamkuii 0030p U3OPAHHBIX
npoussedenull uz 0epeseHcKol npo3vl Osl MO2o, 4modbl U3Y4Umsb HEeKOmopbie
60NPOCHL, HANpUMED, KAK JICEHWUHA OKA3a10Ch Npeobiadaroujum YieHOM
pycckozo  0epeeHckom Oblma? npu  Kakux 0OCMOSmensCmeax MHCeHuwuHd
bvimyem max, 4mo pycckasi 0epeéHsi CMAand NoYmu OOHONOAbIM A6IEHUEM
HaceneHus 8 kommyHucmudeckou Poccuu?

Knruesvie cnosa: Pycckas Oepeens, nepesopom, Benuxas Omeuecmeennas
Bouna (1941-4522.), gpawusm, ypoanuzayus, npoMbLUAEHHOCHb, MUSPAYU,
onycmouienue, 0epesencKdsl HCeHUWURd, 0epnpo3a.

Otkymna nepmposza? B 1950-e rompl HaumHaercs mpuoOpeTarhb
cBoeoOpasHyr0 (GopMy — M TEMaTHYECKd U MPOOJIeMaTHIYECKU

' Cm.: Cranun, Hocud Buccapuonosuu
http://www.en.wikipedia.org/wiki/Joseph_Stalin#Number of Victims (23-08-
2018)

2 T'VIIAT - TnaeHoe YIPAaBJIEHUE MCIPABUTEIbHO-TPYAOBBIX Jlarepei,
TpynoBbIX nocenenuit u mect 3akmoueHus (I'VJIAT) — noapasnenenne HKBJ]
(MBJI) CCCP, ocymiecTBisBIIee PyKOBOJICTBO CHCTEMOW HCIPABUTEIHHO—
TpynoBeix narepeir (UTJI) B 1934-1960 rogax, BaKHEHITUH OpraH CHCTEMBI
nomutrdeckux perpeccuit CCCP. - Wikipedia and other sources.
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HOBOE HalpaBlIeHHE B PyCCKOW JIUTEpaType — ACPEBEHCKas Mpo3a,
KOpPOTKO Jeprpo3a. ITa HOBas KOHIENIUsS B JIATEparype
YBEILIEBAECT PYCCKUX JIFOAEH, JIEPEBEHCKUMX B YaCTHOCTH,
3alIUTUTH, CIIACTH U COXPAHHUTh PYCCKYIO JIEPEBHIO, €€ OBITOBYIO
HPaBCTBEHHOCTh, KyJbTYpy. Pa3Hble mpoOaemMbl BOHUKIINE U3-32
OECCMBICIICHHON YypOaHW3alMK, BIMSHUE TOpOJa Ha CEIhCKOE
HaceleHHWe BO  MHOTOM  MpPEIONpENeNid  CBoeoOpasue
HPaBCTBEHHO-(QUIOCOPCKON COPUCHTHUPOBAHHOCTH IEPEBEHCKOM
MpO3bl. JTa JUTEpaTypa YIUT CO3HAHUIO, BOCITUTHIBAET OEPEKHOE
OTHOIIICHHE K XOPOIIUM HAPOIHBIM OOBIYasiM W TPATUIMIM —
«BEIUKOMY HACNIeOUI0 KYIbMypbl», HO OTHOBPEMEHHO MOKAa3bIBAET
CTApUHHYIO «02PAHUYEHHOCMb NAMPUAPXATbHOU KPEeCMbSHCKOU
NCUXONIO2UUY” .

Benukas OtedecTtBeHHass BoliHa mycTuiia pyccKyro JIEpEBHIO Ha
paspyxy, npesparuia €€ B Ipyay passamoru. Pycckas nepesHs
OKa3aJlach B Pa3BaJIMHAX KaK HEKOIZa: HE OCTAJIOCh MY)XYUH BO
MHOTUX JepeBHAX. [leno B TOM, 4TO BCsl CTpaHa OKa3ajlach B
pyiiHax: moru0io He MeHee, 4yeM « 20 manH. uenosexy, palmcTKre
3axBaT4MKM  paspymmwin  «1700  2opodos, 30  muicau
NpOMbLUWAEHHbIX — npeonpusmuil, Oonee 70 mulcau cén  u
depeeenb»4. Bor nouemy B JepeBEHCKOW Mpo3€  MbI
CBUJIETEIBCTBYEM OYEHb MAJO0 «OMYo8 UIU NOLONCUMETbHBIX
Myarcerux auyy” Boodute. [IoTHATH e8 U3 MeNeuIIa, ¢ Pa3BaIoXy
MPUIIJIOCh PYCCKOM JEPEBEHCKOM JKEHIUHE, TOMY YEJIOBEKY,
POZIOM KOTOPOTO B OOIIECTBE CYUTAIOT ‘CIA0BIM IMOJIOM’, KOTOpast
0oposach Ha ThULYy HapaBHE C MY>KYMHOW M MPUHOCHUIIA KPYITHBIN
BKJIaA. OTO YAUBUTEIBHO, YTO B CYPOBBIX YCJIOBHUSIX BOWHBI
pycckasi JEepeBEHCKasl KEHIIMHA IMPOSBUJIACH OJULETBOPEHUEM

3 AWM. Kyssmun. [ToBecTs Kak skaHp uTeparypbl. M.: 3Hanne, 1984r. 112 crp.
Crp. 85.

* AWM. Kyspmun. [ToecTs Kak xanp ureparypsl. Ctp. 78.

> From Rasputin to Putin and Back Again: In Search of the Russian Father (30-
07-07) http://www.bath.ac.uk/event/public-lectures (IlepeBon ¢ aHDIHHACKOTO
moii. — C.C.P.)
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BBICOKOT'O Ka4eCTBa CUJIbI, OT3bIBYMBOCTH, TepiUMOcTH. He menee
VAUBUTENIBHO OBUIO TO 4YTO, OHAa HE O)KecToyanach JaXe B
TSOKETBIX UCTIBITAHUSIX KaTacTpodbl. Jlemo B TOM, YTO IOHOCTh «V
8Cex 0epeseHcKuUX JceHwun <> nana na eoennyio cmpaoy»’. Bor
Ha 3TOW BOMHE ATUM JOKa3aHO BEJIWYHUE U IIUPOTa AYIIU PYCCKOMN
JIEPEBEHCKOM JKEHIIUHBI.

Jloknan HampaBlieH Ha KpaTKWii 0030p, TOYHEE KOPOTKYIO
IPOBEPKY TOrO, 4YTO SBJSETCA JIM OOMTATENbHUIA PYCCKOM
JEPEBHU LEHTPAJIbHBIM JECUCTBYIOIIMM JIMIIOM, XapaKTepoM
Jepupo3bl T.e. IPHU KaKUX IOJOXKEHUSAX OHA paboTaeT, Kakue
3aTpyAHEHUS €U IIONajarT, Kak OHa IpuHUMaer ux. Tema
paboThI — O/1HA U3 IVIABHBIX TE€M JIEPEBEHCKOW Npo3bl. [ 1aBHOE B
JKU3HU PYCCKOH JAECPEBEHCKOM XKEHIIUHBI — 3TO TPYA.

Oty mpobiemMy MBI H3y4aéM Ha OCHOBE HW30paHHBIX
npousBeneHusix Banentuna IpuropbeBuua Pacnyruna (1937-
2015rr.), Bukropa IlerpoBuua ActadbeBa (1924-2001rr),
Bacunus ~ WBanoBuua  bemoa  (1932-2012rr.), ®éEnopa
AnekcannpoBudya AbGpamosa (1920-1983rT.). DT AepeBEHIIUKH
CUUTAIOTCA JIYYIIMMHU TPEACTaBUTENISIMU JAaHHOTO mepuoza (T.e.
1956-1985rT.) pycckoii nuteparypel. Emé€, B uX TBOpuYecTBe
3aMETHO OTCYTCTBYIOT CHJIbBHBIE MYXCKHE EPCOHAXKH.

Pycckas nepeBeHCkas JKEHIMHA BCerna Iojydyala IIHPOKOe
n3o0pakeHne B pycckoil nuteparype. Pycckuii mucarens Bcerna
JiepKajl pyCCKYIO IE€PEBEHCKYIO JKEHIMHY BBICOKO U 3allUIIAN €€,
yBakan e€ cBoeoOpasHo. A. H. PanumieB BbiCTymaer mpoTuB
HKCIUTyaTallud PYCCKOM J1€pEBEHCKOM KEHIIMHBI MOMELIMKaMU-
IBOpSIHAMH, U TaK Havall JUIMHHYIO O00phOy MPOTHUB KPEMOCTHOTO
npaBa («Ilymewecmeue uz Ilemepdoypea 6 Mocksyy, 1790r.).
BriepBbie m1yOMHY “Aymmn” pycCKOM JI€PEBEHCKOM >KEHIMHBI

5 ®. A. A6pamoB. JlepeBsHHBIC KOHH: IOBECTH U pacckassl. M.: COBPEMEHHHK,
1978 1. - 431 ctp. Ctp. 9.
" Cm.: JlepeBerckas po3a http://www.nature.web.ru/litera/4.5html (17-09-07)
8

Tawm xe.
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packpbur Hukonaii Kapam3un cnoBamu « M kpecmuvsinku 10oume
ymerom» («beonas Jluzay, 1792r.), KOTOpBIE 3BYyUYaT «MOPANLbHHIM
netimmomugomy’. Tarbsna A.C. [Mymkuna («Eseenuii Onecumny,
1831r.) cranma KJIacCHUYECKOW TE€pPOMHEH PYCCKOH JUTEparyphl.
[ToaTa mpexae Bcero W IIaBHBIM 00pa3oM HHTEPECYET «cyobOa
sakabanénnozo  kpecmusancmeay'’  («Ilosecmu  Benkunay,
«HUcmopus cena Toproxunay n np.). H.A. HekpacoB nocBsitun ei
Mpou3BeNeHus, Hanpumep, «Ecmb oiceHwumnsr 6  pycckux
cenenvsx...», «Komy na Pycu ocumo xopowo?» (1866r.), u T.n.
NBan TypreneB («3anucku oxomuuxa», 1852r.), H. Toroms
(«Cmapoceemckue nomewuxuy), I.Yenenckuit («Kpecmvsinun u
Kkpecmoanckuti  mpyoy, 1880r., «Bracms 3emauy, 1882r),
B.Koponenko, JleB Toscroit (« YVmpo nomewuxay, 1856r.), ®Enop
Hoctoeckuii  («Ceno  Cmenanuuxoso»,18591.),  Anexcanmp
Kynpun («Onecws), A.Il. YexoB («Myorcuxuy, 1897r., «B o8pazey,
1900r.), M. Topekuii («Ha One») M Ipyrue TaKXKe MPUHOCUIH
Oonpmoit mou€t eif. UBan bynun B moBecTsx «/Jepesus» (1910r.)
u «Cyxooon» (1911r.) Kak pa3 MPOTOIDKUI «MPAOUYUIO 3AUIUMbL
PYCCKOU JICeHWjuHbly ~ HAuaTyl0 PYCCKOM JHTeparypoi emé B
XVIII u nponomkennyto B XIX Bekax. Marpéna («Mampénun
06opy, A.COMmKEHUIIBIH) CIeNanach «PyccKol OepeseHCKOU
npaseonuyely, TOITH «C8AMOL) 2

B coserckmii mepuon  pycckas — JIEpEBEHCKas  JKEHIIUHA
IPOAOIDKAda 3aHMMAThb 3HAYUTEIIBHOE MECTO B PYCCKOM
aureparype. B 3TOT mepuom pycckuil Hapox, B 4YacTHOCTH
pYCCKUIl nucarelb, MpU3HAJ €€ BEKOBEUHYIO Iepesl O0IECTBOM U
TOCyIapCTBOM CIykO0y, 0OS3aHHOCTH, M BKJIAJ B HAIIMOHAIHHOE
XO35IUCTBO, U €€ MOJBUIU M POJIb BO BpeMs BOWHBIL. Pycckmii
nycareNb CepAeYHO OnarojapeH el 3a BCE, 4TO OHa Jenaia u

? Cm.: JlepeBeHckast mpo3a, http:/www.nature.web.rw/litera/4.5html (17-09-07)
L. KpaeBckuit, m A.A. JlumaeB. Pycckas mureparypa. Yactel. M.:
TocynapcTBenHOE yueOHO-TIeqarorndeckoe usm., 1955r. Ctp. 284.

AN Ky3bpmun. IToBecTs kak xanp aureparypsl. Ctp. 35.

12 Cwm.:lepeBerckas mpo3a http://www.nature.web.ru/litera/4.5html (17-09-07)
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MPOAOJDKAST Jenarh paau Onara Hapona u Pomunbl. BoT ¢ kakum
yBaxeHueM oTHocuTcs DEnop AOpamor (!1920-1983rr) K
PYCCKOM N€PEBEHCKON KEHILNHE:

«Pycckasi JKEHIIMHA JIOCTOWHA CaMOW BBICOKOM JIFOOBH U
onaromaproctu. OHa Bcerja Wrpajia UCKIIOUYHUTEIBHYIO POJb B
cynpbax Poccun, a B coBeTckoe BpeMsi — 0coOeHHO. Pycckas 6aba
(akTHUECKH OTKpbUIa BTOPOH (POHT, B KOTOPOM TaK OCTPO
Hy)XJaJach Hallla CTpaHa B TOAbI BOWHBL.. < > W BCcsS Myxkckas
pabota, Bce 3a00THl U TPEBOTH JICTIIM HA IJICYW KEHIIMHBIL. A B
MOCJIEBOEHHOE BpeMs? <..> OO0JbHO yAapUBIIAs U MO JETIM, U 10
ux marepsM. S Obl MaMsATHUK MOCTAaBUI pycckoil 6ade!.. Muoroe,
OYeHb MHOrO€ AepxkutTcsa B Poccum Ha xkeHmmHe. He Tonpko B
JIEpPEBHE, HO U B ropo;[e.»13

Wrtak, Omarogaps cBoeMy KpENKOMY XapakTepy pycckas
JIEPEBEHCKasl KEHIIMHA BOILIA, U3 JKU3HU, B BEJIUKYIO PYCCKYIO
aUTepaTypy M craja OeccMepTHBIM €€ MEepCOHa)XeM, 3aTo
CYIIECTBYET HECKOJIBKO MOIIHBIX XYIOXKECTBEHHBIX 00pa3oB
PYCCKO# JE€PEBEHCKOM KEHIIMHBI B AepeBEeHCKOM mpo3e. Kaxmgoe
TaKoe KEHCKOE JEHCTBYIOIIEE JTUI0 BHIICISIETCS CBOCOOPa3HBIMU
yepramMu  xapakTepa. MoxHO cumrarh o0Opa3 IIpackoBbu
MakCMMOBHOM M3 OBEYKMHCKOIO OJHOMMEHHOIO pacckasa
(1939r.) mepBBIM ACUCTBYIOIIMM JIHIIOM PYCCKOW JIEpPEBEHCKOM
KCHIIMHBI Ha JTame JEPEeBEHCKOW Mpo3bl. B pasHbIX oOpazax
PYCCKON JI€pEBEHCKOW >KEHIIWHBI B MPOU3BEICHUIX Ha3BaHHBIX
nmucareneil pacKphIBaeTCs, OBITH MOXET, BBICIIEE TPOSIBICHUE
I0OPOTHI, ryMaHH3Ma, COBECTJIIMBOCTH, YYTKOCTH,
CO3HATEJILHOCTH  YEJIOBEUYECKOrOo  J0Jira, OTBETCTBEHHOCTH,
or3piBuMBOCTU. Co3marenu dSTUX 00pa3oB BCeM ceplleM
MOKJIOHSIFOTCSI TIepe]] HUMU:

«Buktop ActadpeB OTOMBAET 3€MHBIC IMOKIOHBI CBOEH JaBHO
ymepiueit 0adyIike,... BOKPYr YMHpAIOIIEH CTapyxXu KpYXHT U
xjgonmuer Banentun Pacnytun. Jla w  3HamenuThii  MBan

" Tam xe, ctp. 430-431.
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AdpukanoBnu Bacunus benmoBa — pasBe, cienys Hammm
PacX0KUM MPEACTABICHUAM, HA30BELIb €r0 Hepe,Z[OBBIM?»M.

Ot 00pa3bl SBISIFOTCS Y HUX HW3IIOOJICHHBIMH U TIOTYYHIIN
MONJIMHHOE M300pakeHHe, BeChbMa MOXET ObITh, M3 JKH3HHU.
Hanpuwmep, B. Paciiytun co3zgan menyro miesiny o0pa3oB pyccKoi
JIEPEBEHCKOM JKEHIIMHBI B CBOMX Mpou3BeneHusix. Kpurtuku
HA3BIBAIOT WX  «MAMpUapxambholm  mupom  Pacnymuna»®.
PacnyTuHCcKHMe reporHH, B YaCTHOCTH CTaporo BO3pacTa, Takue,
Hanpumep, kak lapes, Cuma, Hactaces, Karepuna («/Ipowanue
¢ Mamépouy, 19762.), Anna («llocneonuii cpoxy», 1970e.),
Bacunuca («Bacunuti u Bacunuca», 196722.), Ynura («Témka
Vaumay, 1984ze.), CeménoBna («Kusu u nomnuy, 19742.), u np.
SIBIISIFOTCS TIPEJICTABUTEISIMEA CTAPOU, «OPMOOOKCAILHOUWY TIKOIIBI
PYCCKOM IEepEeBEHCKOM KeHITUHBI. KaXkmast u3 3TuX pacCnyTUHCKUX
CTapbIX JKEHIIMH O0JIaJaeT CTPOTOM MOpaNbi0 W Yy HAC OT HHX
octaéTrcs CWIbHOE BIreyarieHue. Bce OHHM oTiMualoTcs Tak
HA3BIBAEMBIM «CUOUDCKUM HPABOM»'° U TIOCTYIIAIOT OHH CTPOTO B
COOTBETCTBHUM C JTHUM HEMHUCAaHHbIM Jo0Oponerenem. OTkyna
BO3HUKAIOT TAKUE CHIILHBIC KUBBIE 00Pa3bl PyCCKOM JIePEBEHCKOM
keHIIUHbI y Pacnytuna? CyliiecTBOBAJIM JIM KAKUE-TO MPOTOTHUIIBI
€ro repoMHb? — HaM Xxouercs y3Harb. OtBewaer BaseHTuH
I'puropreBuy:

«CBoux repouns — u AHHY, u Jlapsto, u Bacunucy, u Haranbsto —
s CIHCBHIBAl CO cBoel OaOymku Mapeu [epacuMOBHBI,
0e3rpaMOTHOI 1 MYIpOI CTapyXH, CYpOBOH U CIIpaBeIJIMBON. ITO
GBLI T10-CUOUPCKH CHIIBHBII XapaKTep U I0-PYCCKH GOraThIily .

' Tam xe, ctp. 35.

13 T'enpux Murtun: «Ha mopore HOBOro cMmbicia» B KH.. B. Pacnytus.
CoBeTckue THcaTeNId: CTPaHMIBI TBopdecTBa. M., «Pycckuii s3b1k», 1988r
Crp.12.

1 C. C. Pamxnyr. «XyIOKECTBCHHBIl OONHK PEKH AHrapbl B TBOPYCCTBE
B.Pacniyruna». (mecceprammst M.®wit.) IleHTp pyccKuX HCCIEIOBaHWMA, YH.
M. [Ix. Hepy, Heto lemn. 1999t. Crp. 93.

" B. PacnyruH. «JI0 MOTHMIBI Oyly TAIIblYATh O yIIE, O COBECTH...».
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Jlapps, XOTS O4YeHb CcTapas, HO BCE-TAKM CaMa aKTUBHO JIEJIAE€T
paboty u B qoMe U Ha moisx. [lake B cTapoMm Bo3pacTe OHa
coBepmIaeT TKETYI0 paboTy, Takyro, KOTOpas MpeJiaraercs
B3pocibiM. OHA HE CTEeCHSAETCS OT Tpyla. B cembe OHa 3aHUMAET
NMOoYETHOE MECTO M B OOIIECTBE TaKXkKe yBaXaroT €€, MpH Hel
BeAyT ceds MOKOPHO M MOCIylIHo. J[pyrue nepeBeHCKue oM,
0COOEHHO JKCHIMHBI U OECIIOMOIIHBIC JIOAM XOMAT K Hel 3a
MOMONIBI0, UITYT y HE€ coBeThl. OHA cUMTAETCs ‘‘3aCTyMHULIECH
cnabbIX Jrofeil, nbo B Oedy OHa JEWCTBYET KaK CIIACUTEIb,
HocuTenb ¢oHaps. OgHako, XKU3Hb y HeE HE BCS KpacHa Ja
Xoportia: oHa y Heé€ monHa rops u 6enctBus. OcoOEHHO, B cTapbie
rofbl OHa MYYHTCS OT 3aTOIUICHUSI CJIABHON «ObLIOU OpesHell»
pycckoit nepeBHuM Marépel. Marépa wucue3aer ¢ 3emMiIu U €€
uctpeOnenue BbI3bIBaeT y Jlappu u Apyrux Tskénoe rope.
Marépa — CHUMBOJII PYCCKOM KYJIBTYpBI, C HEH CBsi3aHA PyCCKas
ucropuda. C Marépoil Takxke yXOASAT TOA BOAY OCTPOB,
MaTépuHCKasi [EPKOBb, IMOTOCTHI W JIyra, KIAnOWIle, MO U
meca... Bcsi Ooraras oOKpykawiias cpeaa. B aToil apeBHei
JEPEBHE KOPHU pycckoro Hapoza. [apes npomaercs ¢ Marépon,
n300M, KIIamOuIIeM, MEIbHUIEH, ¢ 3eMJIEH, Ha KOTOpPOM CTosIIa
n30a CITy)KHBILAsi YeJIOBEKY UCIIOKOH BEKOB, TAaK KaK y He€ CBITOE
oTHolIeHne K HUM. KoHeuHo, B ceplilie y He€ ocTalach TsKENas
6onb. Emé, e€ Myuut paBHOMyIINE, HEOAOOPUTEIHHBINA B3I
TeX, KTO He mpomaerca ¢ Marépoi, AepeBHEW U OCTPOBOM Kak
cinenyer. Marépa — cBAras IepeBHsA, a €€ YHHUYTOXKarT. Jlapbe
O0JIBHO OTTOrO, YTO 3TO BHE €€ CHJIbI CIAacTU CBOIO Malylo
pomuHy. Be€-taku oHa uconHsIeT oOpsSABl M 00bIYan MPOIIAHMS,
ITyOOKO COUYBCTBYET €€ «Cyovhey.

Cuma, npyras MaT€puHCKas cTapas JKEeHIIMHA ronana B Marépy B
MOMCKax Moaxojsauiero xenuxa. Ho 3tor pas, ¢ 3aromieHuem
Marépsl, eii camoii He W3BECTHO, Kyda ‘“‘cyovba’” 3aHecér eé.
Opnako, oHa mokKa eme HE Tepsula HaASKAbl HaWTH cebe
“cemerinozo cuacmos”.

«Poccusy», mait 1998r., ctp. 64, cTp.61-65.
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Torga kak Hactackst oropuaetcst OT IOTEPU CHIHOBEW M JoUepi Ha
BoitHe, Karepuna Hemaso cTpajgaer u3-3a  3JIOAEAHUN
“Oecnymnozo” 6e30pauHoro ceiHa. AHHA («llocnednutl cpoky),
emé apyras crapast >KeHIIMHA YK JIKUT cebe Ha cMepTh. OHAKO,
oHa He Ooutcs cmepTH. HaoGopoT oHa XIET e€, MPUBETCTBYET
CBOIO CcMepTh. TakoBa y He€ HPaBCTBEHHOCTh. EAMHCTBEHHas
001b, UTO OHA YYBCTBYEeT 3TO TOJBKO B paszaopax, pasiajax,
ccopax CBOHMX JieTeH, KOTOpble coOpaliuch y He€ CIIyCTs MHOTO
JeT, Ul TOTO, YTOOBI TPOIIAThCS, TOBHIAThCS C HEW Ha e€
nociaenHuii myth. Bacunmca («Bacunuti u Bacunucay), apyras
pacnyTHHCKasl cTtapas JepEeBEHCKas >KEHIIMHA, XOTS BO MHOIOM
MOXO)Ka Ha PACIyTHMHCKYIO CTapyl JKEHIIMHY, HO SBHO
OTJIMYAETCS] CBOUM CTPOTUM OTHOILIEHHEM K MYXXY, KOTOPOTO HE
MPOLIAET 3a €r0 JYPHBIM MOCTYMOK Jake KOrja OH BO3BpalllaeTcs
¢ ¢ppoHTa ‘mMOdeauTENeM . ITO BOIHA €€ TaKo# clernalna, Wi 4To?
Co crapoii mamankoi («Cmapyxa») 4acTo CIOPUT €€ 10Yb, HE
comIamaeTcas C HEW, CTPOro OTKAa3bIBAETCS WCIOJHUTH €€
nocienHee xenanue. Ctapyxa-maManka U Bacwinca BbICTyNalOT
KaK HOCHUTEIBHULBI «CHOPHO20 JicusHenHo20 onvimay. Ho 3auem
ux obenx He yBaxaroT, He mo0aT? Térka VYmurta («Témka
Viumay), emé odyeHp crapas >KeHIIUHA, BCIO JKU3Hb paboTana u
paboTana u Bcera Kujia ofHa. B CBOIO Mopy oHa HE MOIJIa BBIWTH
3aMyX, TaK Kak, MPOCTO HO KYTKO, HE ObLIO keHHXOB. OHa Tak
‘OoKkoBaHa’ pabOTOH, UTO OHA OOUTCS, YTO OHA HE OyIeT JieXKaTh B
rpoby mocie cMepTH, a OydeT TYIATh MO0 POJHBIM MECTaM B
noucke pabotel. CeméHoBHA («Ku6u u nomnuy), OnaATh cTapas
JEPEBEHCKasl KCHILMHA, KOTOpas He MOxkeT Tepners Hactény,
HEBECTKY — XOpOUIYI0 M TPYIOJto0uBYI0. XyK€ 3TOro, OHa
BBITHaJA €€, KorJa Ta OKazalach OepeMEeHHOM OT e€ JKe ChIHA.

OpHako, CpaBHUTEIBLHO MOJOABIE (B3pOCible) TepoHH B.
Pacmytuna Takke, HapaBHE CO CTApPBIMU, SIBJISIOTCS CHIIBHBIMU TI0
CBOMM TMOCTYIIKaM, MOPAJIbHOCTBIO W TPYAOCIOCOOHOCTHIO.
Takumu siBasitorces, Hanpumep, Hacréna, Hanpka, JIuza («Kusu u
nomuuy), Anéna («lloscapy, 198522.) u np.
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C xapakrepoM HacTEHBI CBSi3aHBI HEKOTOPBIE Ba)KHBIE BOIIPOCHI
ceMelicTBa M O0O0IIecTBa KpPOME HPABCTBEHHOCTH HACATbHOU
PYCCKOM JEpEeBEHCKOW IKEHIIMHBL. JTa MOJOAas >KEHILIUHA,
KOTOpas ye B JIETCTBE CTalla CHPOTOI U C TaKUX JKE MOop Hayaya
3aHUMAThCS YIIOPHOM pabOTOMH, MPOXOAUT HECKOJIBKO pa3 B CBOEH
KHU3HU CKBO3b TSKEIOE HCHbITaHue. MOXHO CKaszaTh, YTO OHa
BCerna »wuja paaud Apyrux. B gercrBe oHa wacTo rojojana,
Teprena BCSAKYI0 TpyOOCThb, «iati» 3JIOHaMepeHHBbIX mroaeil. Eé
cynp0a, MmocJie TOro Kak OHa BBINUIA 3aMyXK 3a AHnpes ['ychkoBa,
KOHEYHO, U3MEHWJIACh, HO TOJIBKO K IJIOXOMY, CTaja Xyxke. Bces
cemeitHas paboTa U TsbKecTh nana Ha e€ miedn. OHa eTUHCTBEHHO
BenET BCE JIOMAIITHEE XO3MCTBO, U paboTaer Ha Koixo3e. CBoeit
yAapHOH paboTOi OHA CYMTAET ceOsl YaCThIO HEOTIACTUMON CHIIBI
YEeCTHOTO MpaBaoto0MBOro Hapona. E€ Hamexapl ¢ KaxabiM
THEM etlé OOJIbIle CTAHOBSITCS CHIILHBIMH, TaK KaK €CTh XOPOIIIHe
HOBOCTH C (ppoHTa O JAEHCTBUAX COBETCKOW apmmuH. [maBHOE, OHa
MeuTaeT O CKOpoil BcTpeue ¢ MyxeM. Ho He ObII0 moJjokeHo el
BCTPETUTh MYKa JOCTONMHBIM MyTéM. E€ Myx mokunyn ¢GpoHT, u
BCTpeTWJ1 €  He3akoHHbIM myTéM  Oemioro  conjara,
rocyaapcTBeHHOro npectynHuka. OH oka3ajcs npeaaresieM mnepes
PonuHoii, 0011eCTBOM, HAPOIOM U CEMbEH. DTO BCE Mepeaenano u
Hactény, 1 oHa noiuia npoTuB JIIOAEH, epenuia K Myxy, 100 «oH
eé Mydc», OH «ceoliy. DTa TPOCTasl pyccKas JIepeBEHCKas
KEHILMHA CTOPOHUTCS C J€3ePTUPOM, 3AIIUIIAET €ro OT TojIoJa U
X0JI0/la, CKpBIBA€T €ro OT 3akoHa B TaiHcTBe. OpHako, Bce €&
poOJieMbl U 3aTPYIHEHUS YMHOXKHUIIUCH, KOTZIa OHA OKa3ajach B
MOJIOKEHUH, TOTOMY YTO €M BEJIeHO HACMepTh MOJYarh IMpo
My’Ka: ero HeT U He ObLI0. bbUTo Bpems, Korja oHa cuuTana ceost
“)KEHILMHON HE B MOJHOM CMEICIE, a TOJIBKO «n0a-0a0b1» HU3-3a
0e371eTHOCTH. A Korja OoHa 3a0epeMeHeNla OT «Cg0e20» e, OHa
OKOHYMJIA CBOIO JKU3Hb CAMOYOUKICTBOM.

Taxxe Hemano crpanaet Anéna («lloocapy, 1985¢2.), xorna mou,
OBIBIIME KpeCThsiHE, XJIeOOMAIIIbl BOPYIOT, TAlllaT IPH HEell uyxoe
n00po. OHa HE MOXET TepreTh BOPOBCTBO, yomiicTBo. [louemy?
E€ My BUIUT B HEN MPEACTABUTEND ‘BCEX MUPCKHX XKEHILUH .

9
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Tyt xe pacnyruHckas Mapus («/[enveu onsi Mapuuy, 19672.)
paboTaer mponaBIIMIEH B JEPEBEHCKOM COBETCKOM Mara3uHe.
Onnako, OoHa OKa3bIBaeTcsa B Oele U3-3a ITOTO «NPOKAAMO20»
MarasuHa.

B TBopuectBe @®. A. AOpamoBa MBI TOJNKHEMCS C JPYrUM
o0pasloM pPYyCCKOM JEpPEeBEHCKOW JKEHIIWHBI. AOpaMOBCKHE
TepOVHHN HE SIBISIFOTCS JTOOPOJETENLHBIM YEIOBEKOM BCEIEO.
OHU ABIAIOTCS, HEKOTOPBIN pa3, HE UYKJIBIMH KOKETCTBY, (DIHPTY,
WM HEBEPHOCTHU, WK Aake Oe3HpaBCTBEHHOCTH. OHAKO, TaKXKe
HET HUKAaKOTrO0 MCKIIOYEHHS OT Tshkénoro Ttpyga u TyT. OHu
SBIISIIOTCS, €IIE pa3, YIIOPHO TPYIASIIUMHUCS KEHIIUHAMHU XOPOIIIO
u3BecTHOro xapkrepa. Cpenan abpaMOBCKUX MpPEICTaBUTENIbHBIX
PYCCKOI JIEpPEeBEHCKOM JKEHIIUHBI 00pa30B MOXHO MPEIJIOKHTh
Takhe UMeHa Kak MuneHntbeBHa, EBrenus («/[epessinnvie KoHuy.
19702.), Conomuna (« Yuenuya AeeaKyMalg»), Oxkynuna («Camas
cuacmaueasn ocenwunay’, 1939, 198022.), Mapbst («[locrednss
oxomay, 19612.), Obumbs («Mamepurnckoe cepoyey, 19692.) n
koHeuHo, llemares («llenaces», 19692.), n Anbka («Anvkay,
19722.).

OO6pa3 Bacumucel MUNEHTHEBHBI SBISETCS THUIUYHBIM CTapOM
pycckoii skeHuHbBL. C TOYKH 3peHHsS HE TOJIbKO o0Opas3a, HO U
xapakrepa MuiieHTheBHa Toxoka Ha J[lapeio, Bacunucy, AHHY
Pacnytuna. OHa Taxke O4eHb cTapasl KEHIIMHA, KOTopas J1elaeT
BCSAKYIO pabOTy BO JABOpE U Ha MOJSIX, COOMPAET SITOJbI B TYCTOM
Jecy, coOdroaeT CTPOTUd peXuM paboTel M moctynka. OHa
MpoIjia OYeHb TSOHKENYI0 XKH3Hb. B mepBoOpadHyro ke HOYb €&
MYyX 4yThb-uyThb HeE 3acTpesui €. Ho oHa HuKorga He Bo3pakasa
€My, BCeria Teprena ero »XECTOKHWe, M HHOrma Trpyoble K cede

'® IIporomomn Aeeakym (1621-1682rT.) — mucarenb, IIaBa i HACOIOT PACKOIA B
pPYCCKOM IepKBH, OOpOJICS BCIO JKH3Hb MPOTHB pedopM BBEAEHHBIX
natpuapxoM Hukonom. Harmcan 6uorpaduto «Kumue npomonona Assaxymay
(1672-73rr.). ABBakyM 3allMINAeT IEHHOCTH TPATUIIUK TIEpell JTUIIOM
N3MEHEHUSI.

" Moii nepeBos 3armasus ¢ anrmiickoro The Happiest Woman. — C.C.P.

10



Assonance, No.19, January 2019

OTHOILICHUS 10 u3nuiiectBa. Hao6opoT, oHa CTOPOHHUTCS C HUM,
3alMIIAeT €ro, 3acTylmaeTcss 3a HEro, W He MOa€T ApyruMm
IepeCyKaTb €ro WIM CBOX ceMblo. Iops Takke momano B €€
nom  MHoro. E€  momomas  [oYb  NOKOHYMIA — KU3HB
caMOyOMHCTBOM, MOTHOJIM B3pOCIbIE JETH HA (POHTE B BOWHE C
I'utnepom. K TOoMy xe, €€ cBEKpa ((nOKyﬂaquﬂu)>20, 3a 4TO
BUHOBAaTOM OHa cuuTana ceds. EBrenus, e€ HeBecTka — Apyras
pyccKas JepeBEeHCKas KEHILNHA, HE KaK CBEKPOBb.

EBrenuss oueHp 0OMT MMUIEHTBEBHY, HO OHa TPOTHUB
MYX0000XKEHHS WM MYXKCKOTO IPOU3BOJIA, IOATOMY OHa CTPOTrO
OCYXJaeT CBEKpa 3a €ro XKEeCTOKOCTh K Hei. OHa roroBa
BOCCTaBaTb, OyHTOBAaTh MPOTUB JaX€ CBOEr0 MYXKa, €CIU OH
IIOJIHUMAET PYKY Ha HeEE.

Conomupa, abpaMOBCKasi TEpOHWHS, OYEHb CBOEOOpPa3HOTO
VHHUKAJIBHOTO cKiiaga yma. Y He€ cBoeoOpasHblii xapakrep. OHa
SBIISICTCSL O4YeHb J00poi >keHmuHOW. EE€ Myx oueHb cralObiid
yenoBek. OHa HECKOJBKO pa3 3alllMIaeT ero OT BapBapCKOM
tommbl. Y He€ Hecrmbaemas Bepa B bora. OpgHako, IIaBHBIM €&
My4YEHUEM SIBIIICTCS 3JI0CTHAas JypHas peImyTalusi B KadecTBe
37101 3HaXapKu: e€ 3JJ0HaMEPEHHO OMOPOYUIIH. V3-3a 3TOro HUKTO
He JkeHwiIcs Ha e€ nouepsx. OxynuHa, noOpast abpamoBCKas
TePOUHS CUHMTACT Ce0Sl «CaMol CYACMIUBOU MHCEHWUHOU» B
JIEPEBHE 3a TO, YTO C BOMHBI BEPHYIUCH BCE €€ NETH C MYXKEM
KUBBIMH U 3740pOBbIMU. OJHAKO, HE TOJBKO ITO OINpenaenseT eé
MOHATHE ‘cYacTUs’: OHA 3a00TUTCS O CIIENIOM CBEKpE, MPUHUMAET
€ro B CBOM JIOM, TOTO, KOTOPBIM KOIJa-TO BBITHAN €€ W3 JIOMY.
AOpamoBckast Mapbst Takke MpeJaHHas MyXy *KeHIuHa. Pedb 00
aOpaMOBCKOHM JKEHIMHE HEe OyJIeT 3aKOHYEHHOM, €CJIM, KaK HaM
Kaxercs, He Beném pasroBop o ero llemaree. Ilemares oueHb
TpyocnocoOHas pycckas AepeBeHcKas skeHIMnHa. OHako, y Heé
€CTh CBOM B3INISIBI O CaMOYBa)K€HUHU, JOCTOMHCTBE. XOTS OHa
HerpaMoTHas OOBIKHOBEHHAs IEPEeBSIHKA, HO OHA XOAUT B BaXKHBIX

P, A. AobpamoB. [IepeBsHHBIC KOHH: TOBECTH U pacckasbl. Ctp. 23.
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Kpyrax, JIJOOUT BCTpeyarh BaXHBIX Jinil. OHa 001amaeT OONIbIIOi
CTpacThio OBITH THE-TO psAAOM C Biacthio. OmHako, y He€ ecTh
CBOM IyTh, NOAXOJ K 3TOMY. DTUM CBOMM ‘‘IIyTEéM’’ OHa cTaja 3a
Henenmo mnekapuxol. E€ Havanu npumiamare B Ka4ecTBE
“Oompmroro rocts”’. OpjHako, W3HYTpH OHa coOOH Bcerma
HEJIOBOJIbHA, €€ CTpallaeT KaKoW-TO CTaphlil, CTpaHHBIN ‘“2pex”.
Omna yacTto pyraer A04b U TO He 0e3 mpexynpexaenus. Ha npyroit
CTOpPOHE OHa XO4YeT IMPeyCHeBaTh B JKU3HU MOCPEICTBOM JIOUYEPH.
Korna ymep My, oHa cuutaer cedst MPUIMHON €r0 KOHYMHBI. ITO
TOJBKO UPOHMS, YTO €€ ‘MOAX0A K ycnexy pa3pymui e€ cembro. C
[Tenareii cBsi3aHbI CII0KHBIE BOIIPOCHI MOPAJIH.

[ToBecTh «Anbka» ABISAETCS MPONOJLKEHUEM TOBECTH «Ilenazesy.
O6pa3 Anbku uMeeT 0coboe MECTO B IpoM3BeIeHHsIX AOpamoBa.
Ona ouenp paborocmocoOHas >keHmMHA. OHa TIPEACTABISIET
JNEPEBEHCKYI0 MOJIOAEKD, KOTOpas IIOA BIUSHUEM TOPOIACKOMN
KYJIBTYpbl TIOKHJAeT nepeBHIO. OmHaKo, XapakTep y He€ OYeHb
ONACHBbIM, CTpamHbld. MIMEHHO 3TO CTpEMJIEHHE MOJIOAEXKHU K
TOpPOIy TPEBOXKHUT aBTOPA.

AbpamoBcKas TIpo3a O4eHb Oorara >KeHCKHMMH TEPCOHAaXKaMH, O
CBOMX T€POMHSIX OH HUYETO HE CKPBIBAET, HA0OOPOT, OECIIOMIATHO
pazobiagaer ux.

Pycckast nepeBeHCKasl KEHIIMHA TaKKEe HAIa KaKOe-TO OYEHb
MO/UIMHHOE M CBOEOOpa3HOE OXapaKTepU30BaHHWE B TBOPUECTBE
Bacunua benoBa, emé apyrod 3HAMEHUTOCTH COBPEMEHHOM
pycckoil smreparypel. Ero repoumns Mapus u3 pacckasa «Ha
Poccmannom xonmey» (1968r.) BoeHHass BaoBa. OHa oOnamaer
OTPOMHOM TPYIOCTIOCOOHOCTHIO. OHa JKUBET B
HEXU3HECITOCOOHBIX yCIOBHSIX cypoBor Cubupu. OHa TepruT
BCSAKHUE 3aTPYAHEHUS OJUHOKOU PYCCKOM NEPEBEHCKOM JKEHIMHBI
U TPOXOJUT CKBO3b TSDKEIbIE UCHBITAHUS JEPEBEHCKOro ObITa.
Kak Bcs nmepeBHs, OHa TOXE€ HYXKIAETCI OCTPO B Meoyax
€XeIHEeBHOU ku3HU. OHa Hay4YMJIach JAEPEBEHCKOMY BJIOBCTBY U
MPUBBIKJIA K CBOEMY CypoBOMYy oauHouecTBY. OHa [J0BOJIbHA
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KHU3HBIO KaK TAaKOBOM M TIPOBOXKAET CBOE BpeMsi MyTEM pabOTHI.
Torma xax Tous 3opuna («I/ltomuuyxue pacckasvr», 19682.),
npyras OenoBCKas TEPOMHS, MOpPBalach CO CBOMM MYKEM, He
JIFOOUT cBOIO n04Yb. OHA OYEHBb HENOBOJbHA CBOEH XKU3HBIO. TOHSI
MOJIOZIasi pyccKasi IEpeBEHCKasl KEHIIMHA, KOTOPOH HE SICHO, Yero
OHA WIIET M KaK OHa MOXET NMpHOOpeTarh caMoe OOBIKHOBEHHOE
cuactiue B xu3HM. Torma kak Ilonbka («3a mpems eonoxamuy,
19682.), npyras 6eJloBcKasi IepeBsSIHKA, Y KOTOPOH MYK MOTHO Ha
BOIHE y)Ke B IIepBble THU Havaja 00eB - U OHa cTaja BAOBO emé
3a MEIOBBIM MecsI ux Opaunoi >ku3Hu. OHA yKe CTPOro BeAET
cels1, M KaXeTCsl OHA PElInia TaK U MPOTONTATh BECh MYTh CBOEH
OMMHOKOW TpyaHoOW ku3HU. Ilocime rubenn Myxka OHa
MIPUTOTOBMIIA ceOs 32 KaKhe-TO JApyrue jaena. TeM BpeMeHeM OHa
3HAET, YTO BOIfHa OyneT UATH Aoirue ronabl. Bor roe ona Hamuia
cebe mone3Hoe 3aHsATHe. Takoil ke THKEMBIA MyTh yxke 25 neT
tontaet Mapus («Ha Poccmannom xonme») 0€3 Myka, HO
00s13aTeNIbHO Ke, C BOCIIOMHHAHUSMH T€X HEKOTOPHIX, HO OYEHb
CUYACTJIUBBIX JTHEW CBOEH CYIPYKECKON >KM3HHM, KOTOPHIE OHa C
MY>KE€M pOBeJia U KOTOPbIE CTANU TETephb JJis He€ eAMHCTBEHHOMN
OTIOPOM OT TOM CBSTOM MOJHOW JTI000BBIO MamsTH. E€ Tparenus
3aKJIFOYaeTCsl B TOM, YTO OHA JXKIET Myxka ¢ (poHTAa Bce ITU
roabpl... U OyeT >XKAaTb ero 1o KoHma u3Hu. OHa MpocTo He
MOXXET MeuTaTb O IPYroM MY)KUWHE, MOTOMY YTO OHa BCerja
MeuTaet o Mmyxe. [loaToMy oHa He MpUHUMAET IeBEPS B CBOM JIOM
U C ynpékoM MOChUIaeT ero oOparHo. bomu B e€ Xu3HH ecTh
CTOJIBKO K€ CKOJIBKO IIPEJaHHOCTU MYKY, TOPJOCTH.

Taxke Karepuna («llpusviunoe oenoy, 1966e.), npyras
OenmoBcKast TepOWHS, SBISETCS SAPKUM MPUMEPOM  O4Y€Hb
NPEJaHHOM MYXY TPYIONIOOMBOM  pYCCKOM  JI€pEeBEHCKOM
»eHmuHbl. OHa oHa BEAET BCE X035HCTBO, pabOTaeT Ha KOJIXO3E,
u emé padoraer Ha nonsx. E€ koHunHa paszpymmia cempio MBana
AdpukaHoBuya.

B mpoussenenusix Buxropa IlerpoBnua AcradbeBa oueHb TECHO
Y TOHKO CBSI3BIBACT ‘MEJIOUb (MaJICHbKHE JieJia) )KHU3HU C PYCCKOM
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JIEPEBEHCKOM  JKEHIIMHOW. Tam ke OH  OJHOBPEMEHHO
NOTYEPKUBAET pOJIb ‘MENOYM’ B pa3pylIeHHMM OTHOIICHUN
YeJI0OBEKa, TOYHEE JKEHIIUHBl K COCEAsIM M JPYI'MM JIIOZSIM.
CoBceM HOBBIMH € OTOM TOYKM 3pEHUS SIBISIFOTCS TakKHe
TEeMaTU4eCcKHe MpoOJIeMbl KaK CHPOTCTBO, BIOBCTBO, JAETCTBO,
cyeBepue, KOTOpPbIE HalUIM TDIyOOKOE HW300pakeHHE B
XyIO)KECTBEHHbIX  mpousBeneHusx B. AcrapsBa. Ocobo
UHTEPECHBIM C TOYKM 3PEHUS HCCIEJOBAHUNA B TBOPUYECTBE
AcTtadbeBa sBISETCS SIBICHUE “Madyexu’” .

K mpumepy, Hacracest BepcrakoBa («llepesan», 19592.), ero
MOJIO[Iasi TEPOWHS, OUYeHb JpawinBas pPYCCKas JIepEeBEHCKas
xeHnnmHa. OHa HUYEM He J0BoJbHA. Hu ¢ keM OHa HE JaauT BO
BcéM mocénke. OHa Bcerga CCOPUTCA TO C COCEASIMH TO C
nacblHKOM. OHa YacTO BBITOHSET €r0 TO Ha PEKy TO B Jiec
Beuepamu, nociue 3axona. OHa He MOXET TepIeTh CIOKOMCTBO B
nome. Jlaxke K CBOeMY POJHOMY MAIIBIITy OHa OTHOCHTCS KECTOKO
U ménaer ero “Mokpou pykou no 2onvim sicoouyam’. K myxy
TOXE OHAa OTHOCHTCSI O4YEHBb Tpy00 M HenckpeHHe. OHa Ha3bIBaeT
ero “nepcmynom”. IlouTn KaXIplii J€Hb OHAa HAaroBapMBaeT Ha
HETO0, OOBHHSSI €0 B TOM, YTO OH 3aryomi e€ moiomocth. K Tomy
e, OHa HE TMPOIyCKaeT JI00yI0 BO3MOXHOCTh KIISTH €ro
MOKOWHYI0 (TIepBYI0) KeHy. B 3Tol cembe oqHAKo, €€ CBEKPOBb
O4eHb J100pas crapasi KEHIIHHA, KOTOpasi CUIIBHO JIIOOUT BHYKOB,
3a00TUTCSI 0 HHUX. BHYKY OHa y4YUT MHOTOMY XOpOIIEMY |
MOJIE3HOMY, YTEUIAeT MallbihKa, KOrla TOT IJIa4eT BCTIOMHUHAB
MMOKOMHYIO MaTh.

Moxkpuna («Cmapooyoy, 1960e.), emé onHa acradbeBcKas
TepOMHs, TIPEICTABIIIET COOON Takke 00pa3 madexu. [maBHOE 00
ATOM PYCCKOM JAEPEBEHCKOW JKEHIIMHE — OHA CTAPOBEPKA U OUYEHb
*ecTtoka. OHa TakKe O4eHb KOBapHA M 3aMbiciioBara. CaM e€ Myx
HE MOXeT paszbuparbcs B e€ Harype. OHa BOAMTCS BIACTHIO,
BJIUSTHUEM U YBAXXEHUEM Y JIIOIeH B cBOeH jaepeBHE. OKU1alIoCh,
4TO OHa craceT npuémsiia B 6eny. OnHako, 3a 00JI€3Hb, KOTOpas
CBAJIMJIaCh Ha CKOT, OHA CaMa IOChUIAaeT MPUEMBIIIIA Ha OTOHb Kak
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KEPTBOIIPUHOIICHUE.

DTO BBISBIAECT KYTh M IKECTOKOCTh KaK M ITOM PYCCKOU
JIEPEBEHCKOM KEHIIMHBI TaK W OeCHOLaJHOCTh CyeBepUi U
CTapOBEPCKUX OOPSIOB, UCIIOTHEHHSI KOTOPBIX OHA OECTOIIaIHO
Tpedyet. Tyt xe, o6pa3 Kimapnuu, HeBecTkrn MOKpPUIBI, SIBISIETCS
TOYHBIM €€ aHTHUIIOAOM.

HeynuBurensHo, yto MoKpuaa HUKOrAa He mrobuna e€, He
npuHUMasa e€ B KauecTBe HeBecTKU. KiaBaust — noub GeqHOrO
HEBEPYIOILIET0 CaloXHUKA, B 00pa3e KOTOpOH BOIUIOTHIIUCH
HEKOTOpBbIE OYEHb IPEKPACHBIE M CHJIBHBIE KAauecTBa YEJIOBEKA.
I'ymaHu3M, KOTOpBIA M300pa)kaeTcsi B XapakTepe 3TOM MOJOAOH
PYCCKOM €PEBEPCKON KECHILMHBI SIBIAECTCA BBICOKOMOPAJIBHBIM U
CWJIBHO TOBJIHUSATEIIBHBIM.

3akiouenne: MUWUIHOHOB PycCKuX mMmorubio Ha BoiHe (1941-
45rT.); TIOCJIe BOWHBI MHOTO TSICHIY TIOTHOJI0, YOUIH MO TpHUKa3y
peKrMa Ha KYTKHMX KOHIICHTpalMOHHBIX Jjarepsix, Ha ['YJIATe.
Tak MyX4YMHBI IPAKTUYECKU OTCYTCTBOBAJIM B PEAIBHOU PYCCKOU
*u3HU. Cle10BaTeNIbHO, PYCCKOE HACEJIIEHUE B 3TH TOJbl TATOTEI
K XEHCKOMY HaceleHuto. CBOMM HeCcTHOaeMbIM TPYIOTIOOUBBIM
XapaKTEPOM M HAMEPEKOpP BCEM TSKEIBIM 3aTPyAHEHUSIM PYCCKast
JIEPEBEHCKAsl KEHIIMHA nofHsuia Poccuro emé pa3 Ha HOrax W
MyCTHIIAa €€ B KU3HEHHBIM MyTh. [103TOMY MBI BCTpedaeM MHOTO
e€ cuwiIbHBIX 00pa3oB B pycckoit muteparype (1956-1985rr).
Nrtak, Ha OoCHOBE KpaTkoro o0030pa BBEIEHHOTO BBINIE B ITOM
CTaTb€ MOXXHO BBECTHM 4YTO PYCCKas JIEpEeBEHCKas KEHIIMHA
SIBJISIETCS] TPUHUMITAAIIBHBIM JEHCTBYIOIIMM JULOM JIEPEBEHCKON
MPO3bI.
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Pabunnpanar Tarop ponuncs B Kanbkyrre 7 Mas 1861 1. u ymep
tamxke 6 aBrycra 1941 r. Ko Bpemenu ero poxnaenus B benranuu
MIPOMCXOMIIM TPU 3HAUUTENbHBIX JIBIXKEHUS. [lepBoe - GombIioe
OOIIIECTBEHHO pEJIMTHO3HOEe JBMKEeHHe «bpaxmo camamky,
3aumHaTeseM kotoporo B Hadane XIX B. 6bu1 Pammoxon Pait. Oto
IBUKEHHE PA30pBaJI0 OKOBBI PEIMTHMO3HBIX MPEAPACCYIKOB U
CypoBBIX 0ObI9aeB Muaumiickoro oO0mecTBa TOro BpPEMEHH.
OOmiecTBO  MBITAIOCH  TAaKKe  BIEPBbIE  MPOBECTH  psif
npeoOpa3oBaHUii B  00JIACTH  MPOCBEIICHUS, TIOJUTUKH U
auteparypsl B beHranuu. OTO  IBWKEHHE IOCTENEHHO
pacnpocCTpaHsyio CBO€ BIMSHHE W Ha napyrue obmactu Muauu.
Bropoe nBrmxeHne — KOpeHHBIE TPeoOpa3oBaHusl B OCHIaIbCKOM
nuteparype. Pammoxon Pait mepeBen ¢ caHckpuTa Ha OeHraiu
¢unocockux kHUr Ymanumazisl, guiaocopun Bemantei, MHOTO
TpPakTaToB Ha COIMalibHble W mnonuTthyeckue Tembl.Ilocne ToT
[TosiBunuce u npyrue nucarenu tak Munmopuonapo bugnamarop
u Oxkxoiikymap Jlorro. OnHako HWCTHUHHOE BO3POXKICHHE
OCHTaJbCKOM  JHUTEpaTypbl Hayajuaoch c HOSIBJIEHUEM
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Monxymynona [[oTTo, mepBOro BEIMKOIO II03Ta COBPEMEHHOMN
benranuu, mosta XemyoHapo boHmomanxas u pomaHuUCTa |
nyomunucra boukumaonmnoo Yorromanxas . Bee oHu 3aBoeBanu
MpU3HaHKe, Koraa Tarop ObuT ere coBceM MojoasiM. Hakonerr,
TpeTbe- 3apOXKJICHHE HAIMOHAIBHOIO WM MOJUTHYECKOTO
nemxennsa. PammoxoH Paili cmmocoOcTBOBail — ITOSIBIIEHHUIO
MMOJIUTUYCCKON MBICIH B MHIWW, ONHAKO HMACH HaIlMOHAIIM3Ma
HavyaJld TpPUHUMATh Oojiee ompeaeseHHble (OPMBI TOJBKO KO
BpeMeHu poxaeHus Pabunnpanara Taropa. HamumonansHoe
JIBHKEHHE B beHraann OCHOBBIBAJIOCH Ha 0oJiee OOIIMX UaeIX Ha
CTPEMIICHMM K KYIbTYPHOW U TIOJUTHYECKOM HE3aBUCUMOCTH
Bcel cTpaHbl. PaGuHgpanar poc B rymie OOIIECTBEHHBIX,
PENUTHO3HBIX, TTOMTUTHYECKUX M KYJIBTYPHBIX COOBITUH, KOTOpHIC
OKa3aJii 0OJIbIIIOE BIMSIHUE HAa (POPMUPOBAHUE €TO COZHAKHSI.

Oo6pazoBanue PabunapaHar moay4us B OCHOBHOM jaoma. OH
Hauajd mHUcarb CTHUXHM, Korjga ObLI €lle COBCEM MaJeHbKUM;
TPUHAIIATH JIET OHIEPEeBEeN Ha OCHTradbCKUU SI3BIK TPAreauio
[exkcupa «MakOeT»; B  BO3pacTe YETBIPHAIIATH  JIET
onmy6nukoBan cBoe mepBoe cruxorBopenue. C 1875 E., ma
MPOTSHKEHUU IECTUACCITH IIECTH JIeT, OeHranbcKas JIuTeparypa
HEMpepbIBHO oboramanach mNpou3BeneHusMH Pabunapanara
Taropa, HekoTOpBIEC €ro padoThI OBLTH OITYOJIUKOBAHBI ITOCMEPTHO.
Tarop mpeBOCXOAHO 3HAJ AHIJIMKMCKYIO JIUTEpParypy, OH H3ydall
HEMELKUH fA3bIK. B TeueHune BCel KU3HU OH YBIIEKAJICS YTEHHEM
KHHUT TI0 Pa3IMYHBIM OTPACISIM HAyKH, UCKYCCTBY, Quiocodum,
ONMCAHUEM MYTEIIECTBUI, a TaK)Ke HOBOM JIMTEPATYpPOUM pa3HBIX
CTpaH, BTOM 4ucie u Poccuu.

Tarop 3aHMMaeT UCKIIOYUTEIBHOE MECTO B  HWHIUKUCKOU
TUTepaType, 0COOEHHO B TOZ3UHM , a Takxke apamarypruu OH
SBIIIETCS OJHUM M3 BEJIIMKUX MAacTepOB paccKas3a, BBLAAIOIIHUMCS
pomanucToM M myonuiuctoM. OH mucan cTarbyd MO-BOIPOCaM
JUTEpaTypbl U HCTOPUU, OOIIECTBEHHBIX pedopM, MONUTUKH,
MPOCBEIEHUS, PeNurud U (PUIoCOpUH, HAyYHO-TOMYNISIpPHBIE:
cTatbu, Oworpaduueckue wucciaeaoBanus. [IpakTuuecku: HET
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Takod 0OJacTH B JHUTEpaType, B KOTOPYHO OH HE BHEC Obl
BbIJIAOIIUICS BKIIaA. EMy npuHamiexxar BaxKHbIE UCCIEN0BaHUS B
obmactu

U3ydeHus OEHrallbCKOro si3blka W ero rpammaruku.Tarop Obu1
BEJIMKUM IIPOCBETUTENEM M OH OCHOBal B IllauTmHuKETOHE
HIKONTY, TA€ 3aHUMaJiCid TPEenojaBaTelbCKON JesATENbHOCTHIO;
Hamucasa 6osee CoBepIIeHHbIE YUEOHUKH ISl YUaAIUXCS, a TaKKe
P  HAydYHO-TIOMYJSAPHBIX KHUT W cTarei. Tarop Obul
BBIIAIOIINMCS MY3BbIKAHTOM.

OH otkpbln B [IIaHTHHUKETOHE LIKOIY-MHTEPHAT U MPEBPATUI €€
3aTeM B MEKIYHApPOJAHBIN KYJIbTYPHBIN LIEHTpP, Ha3BaHHBIN B 1921
r. «BumBaOxaparu». Tarop ObuT CBsi3aH C OOJBIIMHCTBOM
MPOTPECCUBHBIX HAUMHAHWN B cTpaHe. BrepBble OH mMOCETHI
EBpomny c nienpio nomyuenusi oopazoBanus B JIoHIOHE, KOTJIa eMy
OBUIO CEeMHAIarh JIeT, HO, MPOOBIB TaM HECKOIBKO MECSIIEB,
pemna BepHyThes B MHaui0, enas npoAoKuTh 00pa3oBaHKE B
IyXe Tpaauuui cBoel crpanbl. [lozgHee OH  coBepHIna
OJIMHHAIIATh MyTemecTBUi 3a rpanuny, B 1930 r. on nmocerun
MockBy u Hamucan xopouo usBectHele «lIucema o Poccun», B
KOTOPBIX J1ajl SiPKOe OMHCAHHE. HOBOTO OOIIECTBa, CTPOSLIETOCS B
CCCP. IlepBas knura ero ctuxoB «l Uranmxkanuy», nepeBeaecHHas
Ha aHIMHCKWK s3pik B 1912 1., mpuoOpena BCEMHUPHYIO
M3BECTHOCTh. BriocnencTBuu MHorue Apyrue KHUru Taropa Obuin
nepeBe/icHbl Ha MHOCTPaHHbBIE s3bIKU. PaOmHapanara Taropa 3a
npenenamu MHAUM 3HAIOT TIaBHBIM 00pa30M Kak BEIHKOTO M03Ta
u nucarens. B WHaum ke OH ObLI M3BECTEH HE TOJBKO Kak
nuteparop. OH chIrpan BaXHYIO pOJib B CO3JJaHUU COBPEMEHHOMU
J%08010%078

Pabungpanar Tarop 3aHMMaeT MCKIIOUYUTEIIEHOE MECTO B JKU3HU
U nuteparype coBpeMeHHor Mumauu. OH siBIgeTcs BeauyaulliuMm
II03TOM U3 BCEX, KOTOPBIX Aana Jurteparypa Muauum 3a ponroe
BpEMSl CBOETO CyLIECTBOBaHMs. Tarop »kuin u pabotan B
HACBHIIIEHHBIH COOBITHSMH MEPUOJl MUPOBON HCTOPHUH U UCTOPUHU
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WNuanu. OH niry0oKo MOHUMAJ SKU3Hb U BOCIIPUHUMAI €€ Tlla3aMu
XYIO)KHHUKA, YTO HEM30EKHO CHenano ero Takke u ¢uiaocodom.
OrpomHoe 3HayeHue Taropa COCTOMT B TOM, YTO OH YyMel
Onecrsmie coveTrarb ACTETUYECKOE BOCTIPHUSITHE
JIEUCTBUTENIFHOCTH B KadeCTBE XYJOXKHHUKA C (QHIOCO(CKUMU
BO33PEHUSMH OOJBIIIOTO MBICTUTENS. XyIOKHUKH U (Prmocodsl
NPUHAINIEKAT HE TOJNBKO CBOEMY BPEMEHHU: HX 3HAYCHHE He
yTpauuBaeTcs W Ui OyIymuX TOKOJIeHHH. OTO O0COOCHHO
IPUMEHUMO K TBOpYecTBY Taropa, u60 OH OBUI MaTpUOTOM U
MOCIIEIOBATEIbHBIM T'yMaHHUCTOM B CBOIO 3IOXy — OIOXY
HAI[MOHANILHOW OOpbOBI 3a HE3aBUCUMOCTh MHAWM, KoTOpas,
YCHJIMBAsICh JIOCTHIVIA HAWBBICIIETO HANpsHDKEHUS BO  BpeMs
obmiero  Kpu3Wca HUMIEpUHAIM3Ma, Ha3BaHHOro  Taropom
«KpU3WUCOM MHBHWJIM3AIMUW». B To Bpems TBopyecTBo Taropa
uMeno OoJblIoe 3HAuYeHHWE Il MHIUMCKOrO Hapoaa, HO elle
Ooubliee 3HaUECHHE OHO MMEET TeTepb.

TBopueckuii renmii PaOunapanara Taropa HMCKIIOYUTEIHHO
MHOrorpaned. FEro BiausHue Ha Hapon HWMuaum BecbMa
pazHocTopoHHEe. Kak BennualmMil XygOXKHHK CBOEH CTpaHbl U
cBoero BpemeHHu, PaOunapanar Tarop HameTun OnecTANIyIO
nporpaMMmy Ui COOTEUECTBEHHHKOB, pa3paboTanl  HOBOE
HalpaBJIeHUE B WHIUHUCKOM W OEHTaJbCKOW JIMTEpaType,
OCHOBAaHHOE Ha 3HaHUM *Hu3HU. OH OKa3al MIyOOKOe BIMSHUE Ha
pa3BUTHE JIUTEPATYPhl U HCKYCCTBA Pa3HbIX HapoAoB MHauw.

TBopueckuii renmii PaOunapanara Taropa HMCKIIOYUTEIHHO
MHOrorpaned. FEro BiausHue Ha Hapon HWMuauum BecbMa
pazHocTopoHHe. Kak Benuualimmil XygoXKHHK CBOEHW CTpaHbl U
cBoero BpemeHHu, PaOunapanar Tarop HameTun OnecTANIyIO
nporpaMMmy Ui COOTEUECTBEHHHKOB, pa3paboTanl  HOBOE
HalpaBJIeHUE B WHIUHUCKOM W OEHTaJIbCKOW JIMTEpaType,
OCHOBAaHHOE Ha 3HaHUM *u3HU. OH OKa3al MIyOOKOE BIMSHUE Ha
pa3BUTHE JIUTEPATYPhl U HCKYCCTBA pa3HbIX HapoAoB MHauw.

Wpen un B3rsaa6l Tar Opa MBICIIMTECIA TAKIKEC OKa3aJii HC MCHBIIICC
BJIMAHUC Ha HACOJIOTHMYCCKOC Pa3BUTHUC PIH,I[PIP'ICKOFO Hapoga "
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OTKpPBUIM NEpe] HUM HOBBbIE, IIUPOKHUE MepCreKTUBbl. U Bce ke
Tarop - 310 Heuro Oonblee, 4YeM TMOAT W MBICIUTEIb.
CrpeMieHue TBOPUTh COCTABISIET B HU3BECTHOM CMBICIIE
cepaueBuHy ero (Qmiocodpun, Kaxaoe MIHOBEHHE XU3HH OH
OTJaBaJl CO3UAATEIILHON JIEATEIHHOCTHA B OOJIACTH MPOCBEICHUS,
VAYUYIIECHUS TOJOXKEHUS KPECTbsIH, pa3BUTUS  KOOIEpaLUU.
MHOrooOpa3HpIMH ~ TYTSMH  HCKal  OH  BO3MOXHOCTHU
MPAKTUYECKOTO  OCYIIECTBIECHHMS  CBOMX  COLUMAJIBHBIX U
KYJIBTYPHBIX U€aJIOT U CTPEMUJIICS BOIUIOTUTH B KM3Hb HAJEK]IbI
U CTpEMJIEHHsI CBOETr0 Hapoja, HACKOJIBKO 3TO ObUIO B €ro CHJIaX.
Takum oOpaszom, renuit Taropa okaszan MOJOKUTENHFHOE BIMSIHUE
Ha pa3JIMYHbIE CTOPOHBI JYXOBHOW KU3HU HApPOAOB COBPEMEHHOMN
Nunuu. HeBo3MOXHO nymaTh O beHrajinu HacTOAILIEro BHE CBSI3HU
¢ Taropom. D10 naxke He TpeOyeET TOKA3ATEIbCTB.

Tem He MeHee naTh OOIIYIO OILIGHKY TBOpYecTBa Taropa u ero
poiv B HaMOHaJIbHOM pa3Butuu WMHauum Henerxko. bes
pPacCMOTPEHUS CIIOKHOM MayTHUHBI )KU3HU HapoaoB Muoum naxe
ceiiuac HEBO3MOYKHO MPOCIEAUTh T€ MHOTOUYHMCIICHHBIE U BMECTE C
TeM e€7Ba 3aMETHbIE IIyTH, IO KOTOpbIM BiusiHuE Taropa
MIPOHUKJIO B )KM3HB U OBIT MHIUHCKOTO HApO/a.

Jlnst Toro 4ToObl BepHO onpeaenuTs Mecto Pabunnpanara Taropa
B rictopur MHIuu, clieayeT BCIIOMHUTH, YTO WHAUNWCKHAE HAPOIIBI,
rae Obl OHM HU XKMJIM — Ha CeBepe, Iore, 3amaje Wi BOCTOKE
CTpaHbl, HAKOTJ]Aa HE TIePEeCTaBajy OIIYIIaTh CBOETO EIMHCTBA.
DTO0 BPOXKIECHHOE, XOTS B O€CCO3HATEIHHOE, YYBCTBO «EIUHCTBA B
pasnmuuun» Bcerma Obuto wM  mpucyme. Hapomet Wuauum
OOBEIMHAJIO JpEeBHEE KYIBTYpHOE Hacjie[ue, BBIACpKaBILIEe
ucnbITaHue BpeMeHeM. MIMeHHO B TOT mepuoj, korga Tarop B
CBOEM TBOpYECTBE OOpamancs K HMHIUMCKOMY Hapoxy, Hapox
CTOSUT TIepell BEIIMKUM HCIIBITAHUEM: B IOJUTHYECKOM CMBICTIE
3TOOBUT BBHI30B, OpOILIEHHBI OPUTAHCKUM HUMIIEPHATU3MOM, B
OOIIECTBEHHOM WJIM JYXOBHOM - TO OBLI KPUTHYECKUH MOMEHT B
uctopun MHauM, Korga pemiajcs BONPOC O TOM, CMOXET JIU
Wupns TpuHATH ydacTHe B BEJIHMKOM JIelie CO3JaHHs HOBOTO
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YCJIOBCKA.

B cepenune XIX B. beHranus BcTynuia B HOBYIO, ITMHAMHUYECKYIO
HCTOPUYECKYIO 3M0XYy. DTO OBLIO HAYAl0 MEPHUOa, CIPABEITHBO
Ha3zBaHHoro HMuauiickum  Bospoxnenumem XIX — cronerus.
WNupuniickoe Bo3poxkieHrne cONpOBOXKAAIOCH HOBBIM IIOJBEMOM B
oOmactu JUTEpaTypbl u HCKYCCTBa, PENUTHO3HO-
pedopMaTopcKOTO ABMKEHUS, PA3BUTHEM IPOCBEIICHUS, POCTOM
MOJIMTUYECKON CO3HATENBHOCTH M OPTaHU30BaHHOCTH Hapo/a.

Bonkumuonnpo Yorromaaxail, BEIMKHA MacTep OEHIralbCKON
nuteparypbl, 1 Malikn MoaxyirynoH J[oTTo, OCHOBOIOJIOXHUK
HOBOW OEHTalbCKOW TOI3MM, YK€ MHOTO CAENand s
HACTYIUJICHHS] HOBOM 3pbl B COBPEMEHHOM MHIIUIMCKOM JIUTEpATypE.
Tarop Bomén B yuTeparypy B TOT MOMEHT, Korga Muauiickoe
Bo3poxnenne B beHranum Haxomuioch Ha mnoabeme. [IpaBna,
Moaxymrynos JloTTo ckoHvancs, korga Tarop ObUT e11e MOJIOIbIM,
HO bonkumyonapo Yorromagxailh HpOIOKAT  OKa3bIBAaTh
1yOOKoe BIMsSHUE Ha (OPMUPOBAHWE WHAMMCKON IJIUTEPATyphI
BILJIOTh JI0 CBOEH cMepTH, Koraa Taropy OblI0 TPUALIATH TPH rofa.
[Tocne cmeptn bonkumuonapo Yorromanaxas, €civ HE paHbIIE,
Pabunapanar Tarop crayn mpu3HaHHBIM BEAYIIMM IHCaTejeM B
benranuu. 3a miecThAecAT JIET HEYCTAaHHOW MAESITENIBHOCTH OH
BOIUIOTHJI B CBOEM TBOPYECTBE Jy4IIME TPAJULHUHA U HJIEAIIbI
UHAWMCKON  sureparypel. (Cama JIOTMKa pa3BUTHUS  3TOTO
cBoeobOpazHoro Bospoxnennss B WMuaum mnonasena Taropa
MOHMMAHUIO  JIBIDKYIIUX CHJI  COBPEMEHHOCTH, KOTOPBIM
MIPEACTOSII0 U3MEHUTD U MPeoOpa3oBaTh MUP U €r0 COOCTBEHHYIO
crpany. M no xoHua csoux nHen Tarop, 3TOT BEJIMKUHN XYyLOKHUK,
ObUT HEYTOMHUM B YCHJIUSX BBIPA3UTh IyX COBPEMEHHOCTH B
COBEPIICHHBIX XYJ0KECTBEHHBIX U JTUTEPATYPHBIX (hopMax.

BepostHo, umuTarento TpyaHO OyaeT MHOHSTh, YTO O3HA4ajo B
HUCTOPHU HWHAMNMCKOTO MCKYCCTBA WU JIUTEPATyphl IOSIBICHUE
Pabunnpanara Taropa 0e3 WUIFOCTpaliKi TeX WX HWHBIX
MIOJIOKCHUM BBIIECPKKAMU M3 IIPOU3BEICHUN CaMOIo I103Ta U €ro
MIPEAIICCTBEHHUKOB B OCHTAIbCKOW JHTeparype. Mbl MOXeM
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OXapaKTEpHU30BaTh €r0 TBOPUYECTBO KAaK PEBOJIOLMIO B IUTEPATypE
U MCKYCCTBE. 3a IEPUOJ TBOPUECKOM AesITeNbHOCTH Taropa u ero
NpEeaIECTBEHHUKOB —  boHkumuoHnpo  Yorromagxas u
Monxymrynona JlotTo GeHranbckas JuTeparypa MpoIuia TOT Ke
MyTh Pa3BUTH, KOTOPBIA MUPOBOW JTUTEpaTypoil ObLIT MPOIIEH 3a
Tpucta Jjer. B a3Tor mepuon ObUT 3aBeplIeH Nepexol OT
CPEIHEBEKOBBIX JINTEPATypHBIX IUTAMIIOB K COBPEMEHHBIM
B3MJIAJIaM M CBOOOZIE TBOPUYECTBA B JINTEpAType U UCKYCCTBE. DTOU
PEBOJIIOLIMU U TE€X WU3MEHEHHUsAX B JIMTEPAType, KOTOpBIE BHEC
Tarop.

Tanant Taropa mposiBHICS BO MHOTHUX 00JacTsX, HalnpuMep B
My3BIKE , @ JJI1 MY3BIKM HE CYHIECTBYET S3BIKOBBIX IIperpam;
TBOpPUECKUN TreHuM Taropa NpoOsIBUICS U B €r0 TAHILEBaJIbHBIX
IpaMax,u B JKUBOMKMCH. B OIMH psAl ¢ 3TUM HAJJICKUT ITOCTABUTH
nyonuiucTuky Taropa, KoTopasi Takke ObUIa MPOSBICHUEM €ro
TBOPYECKOTO TE€HMS: OYEPKM II0 MCKYCCTBY M IIPOCBELICHHIO,
CTaTbl Ha OOIIECTBEHHBbIE U TMOJUTUYECKHE TEMBI, IO
UCTOPUYECKUM, SKOHOMUYECKUM, (PHIOCO(CKUM U PETUTHO3ZHBIM
BonpocaM. He cnmemyer 3a0piBaTh W O TPAKTUYECKOU
nestenpHOCTH  Taropa  kak  memarora M OCHOBATels
Me:XlyHapOJHOTO YHMBEPCUTETA, KaK BIIOXHOBMTENS CO3JaHUs
CENbCKUX KoomepaTuBoB U opranuzaropa llIpunukerona. Ku3Hb
Taropa © ero TBOPYECTBO COCTaBISIOT €IMHOE LEIOE, a
MaTPUOTU3M M TyMaHHU3M CHElald €ro caMoOW 3HAuYMTEIbHOMN
¢burypoii Toro BpemeH.

Tarop Hauan ¢ sKcmepuMeHTa B 00JacTH 00pa3oBaHUs, CO3/1aB
HalMoHanpHy!0 1Koy B IllanTMHHKeTOHE. Bekope B beHranuu
Hauajioch  JABW)KEHHE  CBaJeUIM,  MNpPHUHSBIIEE  XapakTep
HaIMOHAJILHOTO Bo3MyIleHus. [1o3T ycepaHo pabortanm Hax Tem,
9TOOBl ~ CONEWCTBOBaTh  JABMXKEHHIO 33  HAllMOHAJIbHOE
MIPOCBEILEHHE, 3a KYIBTYpHOE M OOLIECTBEHHOE BO3POXKICHUE
CTpaHbl U BOCIIUTAHUE B HApOJE BEphl B COOCTBEHHBIE CHibl. Ho
[0 MHOTMM BOIIPOCAM OH PACXOAWICS C PYKOBOAUTEISIMU
JBUKEHUSI CBAJICIIN, TIO3TOMY OH OTOILIEN OT Y4acTHs JBUKECHUU
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U UEIUMKOM OTHAJICSA MO33UHM, MY3BIKE M IE€JAarOTMYECKUM U O
comManbHBIM dKcniepuMeHTaM. OgHako Tarop BooOIie BeICTyMHaT
BCErJa B MOJAJIEPKKY JIBIDKEHHUS 3a CBOOOMY, KOTJa OHO, MO €ro
MHEHHIO, OBIJIO JIBIDKEHHEM 3a BO3POXKIEHHE €ro Hapoja, 3a
noctukenre MHanen 10CTOMHOro ee MecTa B MUpE.

Tarop — aBTOp BEIMKOJIENHBIX MATPUOTUUYECKUX IECEH; MEeCeH
ATUX MHOTO, U BCE OHU 3aMeuarelibHbl CBOEM MEIOAMYHOCTHIO.
HanmonaneHasi TopJJOCTh U BBICOKOE YYBCTBO CIPaBEIMBOCTU
HUKOTJa HE U3MEHSUIM MOATYy- B 3HAK MPOTECTa MPOTUB 3BEPCTB
agmmyad B [lermkade B 1919 1. 0H ¢ HErogoOBaHMEM OTKA3aJICA OT
MOXKAJIOBAHHOTO €My THUTyl1a Oaponera. Tarop pa3zobmagan
UTaJbIHCKUN (alm3M, TepMaHCKUN HAllM3M TaKkKe HEYyTOMHUMO,
KaK ¥ OpUTAaHCKUH KOJIOHWATU3M U UMIIEPHUATTU3M, OCTABasICh MX
HEMPUMUPUMBIM BparoM /10 KoHia xu3Hu. Eme ¢ 1884 r. Tarop
BBICTyHAN B 3amuTy KuTas B MpauHbie THU HAIIECTBUS STIOHCKHIX
nMrepuanuctoB. KpoBwio cepama mucan Tarop o6 Adpuke, y
KOTOPOHM, KaK OH TOBOPUT B OJHOM H3 CBOUX CTHUXOTBOPEHMHIA,
3amajgHas [MBWIM3ALMs JOJDKHA MOJIUTh npomieHus. I[locne
ceoero nocemenus CCCP B 1930 1. u 1o camoii cmeptu Tarop co
CBOMCTBEHHBIM €My OJIarOPOACTBOM U HOCTOSHCTBOM OCTaBajICs
BepHbIM ApyroM Ctpansl CoBETOB.

[Tocemenune Crpansl COBETOB CTalO BaXKHOW BEXOW B KU3HHU
Taropa. «Moe CTpaHCTBOBaHHE IO KW3HU, — IPU3HAJICA OH B
caMbIX TepBbIX cTpokax “Ilucem o Poccum™, — He OBLIO OBI
3aKOH4YeHO, ecinu Obl s He mooOnBax B CoserckoMm Corose» B
MepHOoJ pasryna UMIepuanu3mMa u ¢ammsmMa B COPOKOBBIX rojax
MBICIM M BBICKa3bIBaHUS MO3Ta MpUOOpEnH 0coOylo OCTPOTY U
3nmobogHeBHOCTh. B «llucbmax o Poccum»  orpasmnuch
Pa3HOCTOPOHHOCTh TOHKOIO yma Taropa M €ro BBICOKHH
ryMaHu3M. Tarop HUKOTZa HE Tepsul Bepbl B YEJIOBEKAa U €ro
npenHazHadenrne.OH CTPEeMHIICS K TOMY, YTOOBI PaloOCTh KU3HU U
CBET 3HAHMK LAPWIM BCIOMY. Tarop ¢ TIIyOOKHM HEIOBEpUEM
OTHOCWJICA K HAIIMOHAJIM3MY, MPOTHUB KOTOPOTO OH BBICTYIAJ B
rojbl IEpBOM MUPOBOH BOMHBI. He OBIII0 HemocTaTka B MOMBITKAX
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3aCTaBUTh €r0 YCOMHHUTHCS B CBOUX JIMYHBIX OJIAarONpPUATHBIX
BIICYATIIEHUSAX oT COBETCKOM JIEUCTBUTEIIBHOCTH. B
«Ipunoxennn» k «IIucemam o Poccum» moaT CO3HAETCA, YTO
CHauyaja OH JIEHCTBUTEIIBHO COMHEBAJICA BO BCEM, HO COBETCKHE
HauMHAHUS pa3BesIM Bce ero comHeHuda. [Ipocsemienue macc
SIBISIETCSI  BEPHOM  rapaHTHedl  OT  aBTOPUTAPHOCTU U
oockypantusma. Tarop yBumen, uro CoBETBI HPOBOIST
OJIarOPOJHEHIIINI  ASKCIIEPUMEHT mpocBemeHuss wMacc. OHu
CTPEMSITCS JBUTAThCS BIEpPE] C TMOYTH CBEPXbECTECTBEHHBIM
HallpsOKEHUEM  CHJI, TMOAABJISII B OTOM CBOEM JIBUOKCHUH
onno3unuo. M ecnum cHawanma Tarop cuurtan conranu3aluio
COOCTBEHHOCTH KpalHUM CPEICTBOM OT CMEPTEIbHON O00JIe3HH,
T0 moroM u3MeHua cBoil B3mmad.llocemenue Crtpansl CoBeToB,
KOHEYHO, HE HW3MEHMUJIO OCHOBHBIX  OOIIECTBEHHBIX U
MOJIMTUYECKUX B3MIsAA0B Taropa, HO €ro mpeacTaBlIeHUEO
HEKOTOPBIX CTOPOHAaX JEUCTBUTEIBHOCTU CTajo Oojiee SICHBIM, a
Bepa B NPOCTOro 4YeloBeKka ykpenwiach. «TpyKeHUKH Bcerga
OCTAIOTCS OIUIOTOM BCEX LMBWIM3ALUUN B UCTOPUMY, — MUCAT OH
B OJJHOM U3 CBOHMX IOCIEAHUX 3aMeyaTesIbHbIX CTUXOTBOPEHUI
«JTromn Tpymsarcs» . B mocnenHue roabl KHW3HM I03Ta, KOTAa
MUPOBOM KpHU3HUC YCHIWJICA, €r0 Bepa B UEJIOBEKa HE yracha.
«Benukuii 4acoBOW» M B A3TO TSKEIOE BpEMs HE yCTaBall
MOBTOPATb, YTO BEPUT B 4YEJIOBEKA M €ro TBOPYECKHUE
CIOCOOHOCTH.

bonpimas gacTe 3penbIX BbICKa3bIBaHUMW, UJEW U MbIciend Taropa
Oblla YCBOGHA HWHIUICKAM HApOIOM, XOTsS, MOXET ObITh, U
O0eccozHarenbHo.  KpymnHeimue  WHAWKWCKHE — TMOJMUTHYECKUE
nestenw, Takue, Kak JDkaBaxapman Hepy wmm  mpod.
Pagxakpuminan, oOs3aHbl Taropy, BepoATHO, HE MEHbIIE, YeM
TI'angn, 3TOT o01Ienpu3HaAHHBINA CTOPOHHUK
«caTpArpaxu»(KaMIaHUM TPakJaHCKOIO HEMOBUHOBeHUs). OHu
MOHUMaJH, 9To MHans HalieT CBOM COOCTBEHHBIN IyTh, €CIIA BCE
KOHCTPYKTHBHBIE TPOEKTHl YBEJIWYEHHUsI TMPOU3BOJACTBA OymIyT
«TBOPYECKH BJOXHOBJIEHBD» M €CIM HHAMMCKUNA Hapoi W €ro
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PYKOBOAUTCIIN MPOHUKHYTCSA TBOPUYCCKUM BUACHUEM HUIAYXOM, KaK
toro xoren Tarop.

Kak sxe mpencrasmsit cedbe modT codoanyo Muanio? BepositHo,
4yeM TO  BpOJE  MHOTOHAIMOHAJHHOTO  KOOMEpPaTHBHOIO
COAPYKECTBA C dIEKTpUPHUKAINECH PEMECTICHHOTO TPOU3BOJICTBA B
JEPEBHSX u MEJKON MIPOMBILIIEHHOCTH, c
CEJIbCKOXO3SIMCTBEHHBIMU  KOOIEpaTHUBaMH,  MCHOJIb3YIOIIUMHU
JNOCTIKEHUS] HAayKM M TEXHUKH, CO BCEOOIIMM HadalbHBIM
oOpa3oBaHMeM TIO CHCTeMe, HaXoJsIIelics Ha  YpOBHE
coBpemMeHHOW Hayku. Ho Tarop Obul mpOTHB MpPOM3BOJCTBA B
KpPYIHBIX MaciiTtadax, NPOTHB TUTAHTCKUX MPOMBIIUICHHBIX
NPEeNNpUsATH, TaK Kak OOsuics, YTO OHM YHHMUYTOXAaT KpacoTy
MPHUPOJIBI ¥ PA3AaBST YETOBEUECKYIO JTMYHOCTh, MO0 Tarop muran
MO3TUYECKYIO JIFOOOBb K MPHUPOJIE, BHICOKO LEHW YEeIOBEYECKYIO
JUYHOCTh M COXKaJel O TOM, YTO C Pa3BUTHEM KalHuTaiu3Ma
YCHUJIMBAETCS Pa3phIB MEX/1y TOPOJOM U JIE€pEBHEM.

Iloxa MHaus Ha HaydHOM OCHOBE IUIAHHUPYET T'apMOHHYECKOE
pa3BiATHE HAUMOHAIBHOW JKW3HM, TMBITASACh Jarb HApOAy
oOpa3oBaHME€ W  MPOCBEIIEHHE,  MOOMIPSET  pPa3BUTHE
KOOIIEPAaTUBHON COOCTBEHHOCTHM M HCIIOJIb30BaHHWE HayYHBIX
JIOCTH)KEHUI B CEJIbCKOM XO3SHCTBE, OOpalraercss K HapoaHOMH
VMHULINATHBE B [Iporpamme OOIIMHHOTO pa3BUTHUSA
JEPEBEHD,CO3AACT  HALMOHAJIBHBIE  HAYYHOUCCIIELOBATEIbLCKUE
naboparopuu, UK, JPyruMU clioBamMH, noka MHaus uner Bnepen
U KUBET HE TOJBKO MPOU3BOAMTEIBHONM, HO M TBOPYECKOM
KHU3HBIO, IPUAEPKUBACTCS MPUHIIUIIOB «IIaHYa IIKjIa», O0psICh 3a
MHUp U TapMOHHUIO, M CTapaeTcs MOCTaBUTb HHAUBUAYyalbHBIC
OorarcTBa Ha CIyXOy BCEro 4YelOBEYECTBAa, OHA OJM3Ka K
BOTUIONICHUIO B KU3HB MeuThI Taropa o Oymymeit Muawm.

KuBs B Beaukoe BpeMs, KOTAa HayKa OTKPBIBA€T HOBBIE
BO3MOXXHOCTH JIJI1 TBOPUECTBA B JKU3HU, UICKYCCTBE U JIUTEPATYpE,
JUIsI MaTe€pHAJIbHOTO W JYXOBHOI'O COTPYAHUYECTBA JIIOAEH U
HallUid, MBI, BEPOSATHO,pPAHO WU TMO3JHO COYTEM HEKOTOPbIE
oOlIeCTBEHHBIE U MOJUTHYECKHE Uaeanbl Taropa ycTapeBIIMMU U
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MOTEPSBUIMMHU CBOIO IIEHHOCTh. HO O3HOBHBIE €ro Hjeu, Takue,
KaKk wHIes O CIIOCOOHOCTHM 4YeIOBeKa K TBOPYECTBY, UL
rapMOHHUYECKOTO PA3BUTHA JeJI0BEYCCKOU JIMYHOCTH, HACA
HEeoOXOUMOCTH MHUpa W Tporpecca IJjsl BCEro YeIOBEUECTBa,
ujes «eIWHCTBA B pa3IMuuW», ITH UAeW obecredar BceoOlmee
PaBEHCTBO JIIOACH WINUPOKUNA KYJIBTYpHBIH OOMEH MEXIy
HapOJIaMHU.

OT mepBBIX MAaTPUOTUYECKUX CTUXOB, OMYOJMKOBAHHBIX B
razeTe«AMputa 6azap marpuka» B 1875 T, A0 MONMUTHYECKON
aupukud 1941 1. TakoB OrpOMHBIM MIECTHAECATUIIECTUICTHHUI
TBOpueckuid mnyTh PaOunpapanara Taropa, myTh HEYTOMHUMBIX
WCKAaHUM W HaNpsHDKEHHOTO TPYHA, IMYTHBEJIMKOIO MBICIUTENS,
IIPOCBETUTENs], Marpuora. Tarop BHEC OrpOMHBIA BKJIAJL B
OCHTraNbCKyl0 JINTEpaTypy M TOJHSUI €€ Ha He MPEeB30iIECHHYIO
emie HUkem B Muauum BeicoTy. bonbeme Bcero Tarop cheman s
OeHranbckoi mo33uu. OH HE TONBKO O0OraTWil €€ HOBBIMU
KaHpaMU M TEMAaTUKOH, HO W BBENT B OCHTAIBCKYIO METPHUKY
MHOXXECTBO HOBBIX pa3mepoB. Ero TBOpYECTBO ChIrpajo
BaXHEHIIIYIO POJIb B CTAHOBJICHUU COBPEMEHHOTO OEHTalhCKOTO
A3bIKa KakK IMOATHYECKOro, Tak M TMpo3amdeckoro. B obmactu
npo3bl  Tarop SBUJICS OCHOBOIIOJIO)KHUKOM COBPEMEHHOTO
OEHTranbCKOr0 paccka3a, B KOTOPOM OH JIOCTHT BBICOT JYYIIMX
MHUPOBBIX  O0Opa3loB, OH  pa3BWJI  JKaHpP  COLMAIBHO-
TICUXOJIOTHYECKOTO poMaHa. Tarop coszfan OOJBINONW ITUKI JIpam,
MPOHUKHYTHIX UYEIOBEKONIOOMBBEIMHU HJESMHU, Najl OenraabCKou
IpaMaTtypruyd psii HOBBIX TEM M CHOKETOB. Ero TBOpUecTBO
OKa3aJio CUJIbHENIIee BO3/ICMCTBUE HA BCE JIMTEpPATyphl HApOIOB
Namuu. Wms Taropa OeccMepTHO B MHPOBOM JIMTEpaType.
[Tamsate o mucarenerymanncre, «CoBectu Muaum» Oyner Bcerna
XKUTh B CEpALAX HE TOJIbKO HMHAMMCKOrO, HO M BCEX HApOAOB
MHUpa.

bubanorpadus:
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H.M.T'onnGepr, [I.Yarrepmxu, E.I1.Yenplimes —
Pabunnpanar Tarop, Kcroneruto co msa poxxaenust 1861-
1961, CoOopuuk crareiid wucaaTeabCcTBO BocTouHOM
Jluteparypsi6 Mocksa 1961t

Jleonapny O Topaen-benranusi, Hamuonamuctruueckoe
nsuxenue 1876-1940, Manoxap byk Cepsuc, Hero-/lenn,
1974.

Moxurt K. Peit - UccnenoBanus no Pabunapanary Taropy
— Tom-1, Atnantuk [Tabmmwxkepc ann auctpubyrepc, b-2,
Buman Anknas, HanpotuB Pamxypu rapuaeH, Hero-/lenn,
2004.
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Annomayusn:/lannas paboma nOCesWeHd CONOCMAGIEHUIO Kamezopuu pood
UMEH CYuleCmeumenbHbIX 6 PYCCKOM s3blke U 6 s3vike menyey. B cmamove
paccmompenvl paziuyHvle N00X00bl K ONPEOeNeHUld pPooo8 6 UCCIe0yeMblX
sazvikax. Taxowce 6 pabome npedcmasiien aHAIU3 CXO00CME U paAIUYUll 6
Kame2opuu pooa uUMeH CyuecCmeumenbHblX 6 060ux szvikax. Pycckutl si3biK u
A3bIK Meyey OMHOCAMCA K PATUYHbIM SA3bIKOGIM cembsM. Pycckuil sa3vik
OMHOCUMCA K 60CHOYHO-CAABAHCKOU NOOZPYNNE CAABSHCKOU 2PYNNbL SI3bIKOG
UHO0EBPONENCKOU ceMbl, a Meny2y A6IAemcs npeocmagumenem OpasuOUiCKou
cemve.

Knrouegvie cnoea: pycckuil a3viK, s1361K menyzy, Kame2opus pood.

Abstract: This paper is devoted to the comparison of the category of gender of
nouns in Russian and Telugu languages. In this article, various approaches to
the definition of gender in the studied languages are considered. Andalso in
this paper, we present the analysis of similarities and differences in the
category of the gender of nouns in both the languages. Russian and Telugu
languages belong to different language families. The Russian language belongs
to the East Slavic subgroup of the Slavic group of languages of the Indo-
European family and Telugu is the representative of the Dravidian family.

Key words: Russian language, Telugu language, category of gender.

Kareropusi posa HMMeHM CYIIeCTBHTEJIbHOIO B PYCCKOM
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A3BIKE:

O kareropuu popa UMEHH CYIIECTBUTEIHHOIO B PYCCKOM SI3BIKE
CYILECTBYIOT pa3Hble MHEHUs1. HekoTOpbie yueHble TOBOPSIT, UTO B
PYCCKOM SI3BIKE €CTh YEThIpE TpaMMaTUYeCKUX 3Ha4YeHHUs poja, a
JPyTHE BBIICISIOT MATh. BONBITMHCTBO JIMHTBUCTOB CUUTAET, YTO
B PYCCKOM SI3bIKE CYIIECTBYET TPU TpaMMaTU4YeCKUX 3HaueHUs
pona.

«M.B. JIoMOHOCOB cUMTaj, YTO B PYCCKOM SI3bIKE KaT€rOpHs poaa

IIPEJICTABIEHA YETBIPbMSI TI'PAMMATHUYECKUMHU 3HAYEHUSIMH —

MYKCKOTO, JKEHCKOro, cpenHero u obmero poxaa. I[locne

JlomMoHOCOBa B MO3AHEUIIMX HAYYHBIX U Y4EOHBIX I'paMMaTHKax

BBIIEP)KMBAJIaCh CHCTEMa TPEX POAOB MYMKCKOTO, KEHCKOTO U

cpenero. Ho A.A. 3anu3HsSK TOBOPUT, YTO CYILECTBUTEIbHBIE
nmn

Tuma "caHu", "HOXKHHIIBI" OTHOCATCA K 0cOO0My mapHoMy poay. C
€ro TOYKHU 3PEHHUS, 3TO YETBEPTHIN YJIEH KaTeTOPUU POJIA.»

A.M. IlemkoBCKUi BIEpPBbIE OTMETUJI KOHCTPYKIMU THUIIA Bpady
opuma. OH cuuTang, 4YTO B 3TOM  CIy4yae MpOsBIsAETCS
CaMOCTOSITENIbHOE 3HAu€HUE poja INarojibHOW (OpMBI: OHa,
comtacysick He "mo ¢opme", a "mo cMmbicay" , YKa3bIBaeT, 4TO
JEHCTBYIOIIMM JIUIIOM BBICTYAET KEHIINHA.

«B  coBpeMEHHOM  JHUTEpaTypHOM  s3bIKE, OCOOCHHO B
pasroBopHOil opme, YMOTPEONAIOTCS COYETAaHWUS THUTA Bpad
npunuia, Opuraaup yexana, 4ToObl yKa3aTh IOJ Ha3bIBa€MOTO
muna. COBEpUIEHHO CIPaBeUIMBO OOBACHSAET BO3HUKHOBEHME
Takux KOHCTpykKumi u II. MydyHHK, KOTOpBIM IHILET:
"BO3HMKHOBEHHE KOHCTPYKIIMM THIA Bpa4 cKazajga ObLIO
OOyCIIOBIEHO TeM, YTO cuctema cy(hduKcaabHBIX CPEICTB
CYIIECTBUTENIBHBIX OKa3aJlaCh HE B COCTOSIHUM YHAOBJIETBOPUTH
NoTpeOHOCTh s3bIKa B PAJEC HOBBIX JKEHCKMX HA3BaHUM JHUI] 1O

2! Bammsmsik, A. A. "Pycckoe mmenHoe cioBomsmenenne”. Hayka: Mocksa,
1967.
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22
po¢eCcCru U CrennaTbHOCTH" )

«B To xe Bpemst u oH, u E.A. bapuHoBa cuMTarOT 4TO CJIOBa
YUUTEJb, TPAKTOPHUCT, AUPEKTOP, MHXKEHEP, Bpad OTHOCATCSH K
ocobomy pony — o0IeMy Wi MYXCKOMY, HO crienuduaHomy. B
cuiny osroro JIJI. bynaHuH BCe CyLIECTBUTENIBbHBIE IIpEaIaract
pacnpeneiuTh Ha MATh Pyl B COTBETCTBUH ¢ TPAaMMaTHYECKUM
3HAaYEHHUEM POAa:

1. CyiiecTBUTENBHBIE MYKCKOTO poja
2. CymecTBUTEIbHBIE XKEHCKOTO poJa
3. CylecTBUTENbHBIE CPEAHETO POIA
4. CymecTBUTeIbHBIC 00IIETO poaa

5. CylnecTBUTENBHBIE, HE UMEIOILINE POIOBBIX pa3m/1q1/1171»23

Takue komebaHuss B PONOBOM  KiIaccM(HUKALMKU  HUMEH
CYIIECTBUTENIbHBIX PYCCKOTO I3bIKa OUEBUHO CBA3aHBI C TEM, YTO
B OTOH Kareropuu NpOsBISIIOTCS HE TOJNBKO (hopmalibHBIE, HO U
ceMaHaruyeckue MomeHThl. He 93710  ykaspiBam  «A.A.
HoteGus»>!, «K.C. AkcakoB»® 1 JpyTHUe.

[Tpod. A. B. MupTtoB npaBuiIbHO 3aMETHIT:

«ECIIM TPaMMaTUYECKUU POJ HE OTOXKIECCTBIATH C IIOJIOM, TO
NPUAETCA TPU3HATH, YTO M B HA3BAaHUAX HEOAYLICBICHHBIX
NPEIMETOB TpaMMaTHUYECKUH poJ HE MpocTo (opMaIbHBIN
IIEPEKUTOK, @ B OCHOBHOM, SIBJICHHE JKUBOE U CEMAaHTUYECKU
oracuiee.

Cuima ceMaHTHYECKMX MOMEHTOB 3HAYHWTEIBHO CKa3bIBAaCTCS B
MHOT'OYUCJICHHBIX CJIY4asaX BO3HHUKHOBCHUA KoJIcOaHWi B poxac

2 Myunuk, HW. II. "Ipammarndeckne KaTeropuu TJIarola W HMEHU B
COBPEMEHHOM pycCKoM si3bike". Bricmmas mkoina, 1978. Ctp. 53.

3 Bymannn, JI. JL "Tpynubie Bompocsl Mopdomornu”. Bricmas mikona:
Mocksa, 1978. Ctp. 43.

* Tlore6msi, A. A. "3 3ammcok mo pycckoil rpammarmke". IIpocBerieHue:
Mocksa, 1958.

* Axcaxo, K. C. "JTuteparypuas kpuruka". CoBpeMmennuk: Mocksa, 1981.
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(BO3HUKHOBEHHE POIOBBIX JyOJMKAaTOB CJIOB) M B CHOCO0ax

26
rpaMmMaruKaiIn3anu CjiI0B, 3aMMCTBYEMBIX U3 IPYTUX SA3BIKOB.)>

C  wHamel  TOukM  3peHus, Hauboilee  CHpaBeAIUBa
TPEXKOMIIOHEHTHasT ~ CHCTEMa  IPAMMAaTHYECKUX  3HAYCHUH
KaTeropud ponxa, Hamboiee UeTKo ompenevieHas B.B.
Bunorpanossim. Ilo ero MHeHUI0, BCe CyILECTBUTENIbHbIE KPOME
BCEX,  KOTOpble  yHNOTpeOJIsoTCS  TOiNbKO B (hopmax
MHOXXeCTBEHHOTO umncia (pluralia tantum), pacmagaroTcss Ha TPH
(bopManbHBIX KJIacca: MY>KCKOH, )KEHCKUN, CPETHUM.

PomoBass mpuHAUIEKHOCTH  CKJIOHSEMBIX — CYHIECTBUTEIBHBIX
3aBUCUT B PYCCKOM SI3bIKE OT (POHETHKO — MOP(OIOTHUECKUX U
CEMAaHTHYECKUX OCOOEHHOCTEH cioBa, T. €. OT Xapakrepa
OKOHYaHMsI MMEHHUTEJIBHOTO TMaJeka EIMHCTBEHHOTO 4YHcia U
KOHEYHOTO COTJIACHOTO OCHOBBI, @ B PsJie CIIy4aeB TaKXKe OT
3HA4YEHUS CIIOBA.

Kak cpencTtBo mis omnpenencHus IpaMMaTHYeCKOrO 3HAYEHUs
pola  CYLIECTBUTEIBHBIX OYEHb 4YacTO  HCCIEN0BATEISIMU
MIPUBJIEKAETCA TAKXKE CHCTEMAa HMX CKIIOHEHUS B €IUHCTBEHHOM
gycie. OAHAKO OTO COBEPIIEHHO HEMPaBUIBHO, TaK Kak,
HaIllpOTHUB, PAaCIpElIeHUE CIIOB I10 TUIAM CKJIOHEHHS LICJIMKOM
ONMPAETCS HA UX POJAOBYIO IIPUHAJUICKHOCTD.

NMeHHO B Cmily ATOro yKa3aHHs Ha OKOHYAHHS POIUTEITHLHOTO
najgexa E€AUHCTBEHHOIO 4YHUCiIa TpU  ONPENeTIeHUH poja
CYILIECTBUTENBHBIX HA MAPHBIA MATKUN COIVIACHBIA M UIMIAIINAE
SBISETCS aOCONIOTHO HEMpPaBOMEPHBIM, TMOTOMY 4YTO HE
OKOHYAHHUS POIUTEIBLHOTO Tajeka eIWHCTBEHHOTO 4YHhCia
OMPENENSIOT POJ COOTBETCTBYIOIIETO CYIIECTBUTEIBHOIO, a OT
rPaMMaTUYECKOTO 3HAYEHHUs poja dTOro CYIIECTBUTEIHLHOTO
3aBUCHT (popMa POAUTEITHHOTO MaIeKa €IUHCTBEHHOTO YK CIIA.

2 Iut. mo ku.: Bunorpanos, B. B. "Pycckuii s3e1k". Beicimas mkona: Mocksa,
1986. Crp. 62.
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[looToMy mnpu ONHMCAaHUU CHCTEMBI paclpenesieHUs] HMEH
CYILIECTBUTENIbHBIX MO pPOAAM CIEAYeT HCXOIUTh TOJBKO U3
(hOpMBI UIMEHUTEIBHOTO MaJIeXka TUHCTBEHHOTO YHCIIA.

Onnako kareropus poja HMMEET pa3JIMYHbIA Xapakrep Yy
CYIICCTBUTCIIbHBIX HCOAYHICBICHHBIX, C O,Z[HOﬁ CTOPOHBI, U Yy
CYIIECTBUTENIbHBIX OIYIIEBICHHbIX — ¢ JApyrod. C poaoBbIMHU
pasiinuusaAMu Yy OAYHICBJICHHBLIX CYHICCTBUTCIILHBIX CBSA3aHO
BBIpaXEHHE HE TOJILKO Mopdonornueckux U
CJIOBOOOPA30BaTEIIbHBIX OCOOCHHOCTEH JTHX HMMEH, HO U WX
OTIpe/IeNICHHOW CEMAaHTUKH, MPEeXIe BCETo, pa3InueHHs] Ha3BaHUN
JUIl W KUBOTHBIX MYKCKOTO M >KeHckoro mojna. CioBa co
3HAYEHHUEM JIMIa MYKCKOTO T0JIa M Ha3BaHHUS CaMIIOB KHUBOTHBIX
OTHOCSTCSI K MY>KCKOMY POAY, @ Ha3BaHUS JIHI] )KEHCKOTO T0JIa U
Ha3BaHMS CaMOK — K EeHCKoMmy pony. Hampumep: oren — mars,
kopoBa —  Obik. TombkO  HEKOTOpPBIE  ONYIICBICHHBIC
CYILIECTBUTENIbHbIE OTHOCATCS K cpeaHemy ponay. Hampumep:
auts, auno. HeoxyiueBneHHble CylIIECTBUTENbHBIE TPUHAIJIEKAT
K CJIOBaM BCEX TPEX pOJOB, IPUYEM B HACTOAIIEE BpeMs OHU
AOBOJIBHO MHTCHCUBHO IIOIIOJHAIOTCA CJIOBAMU KAaK MYIKCKOIO U
KEHCKOT0, TaK U CPEeTHETO poja.

B cmnocobax o00pa3zoBaHMs CYIIECTBUTENBHBIX MYXKCKOTO U
KEHCKOTO  pOfia 4acTo HAOMIOAAeTCSI COOTHOCHTEIBHOCTH,
0co0eHHO B Ha3BaHUsX Juil. [Ipy Hanmm4my napHeIX 00Opa3oBaHUit
MYKCKOTO M JKEHCKOTO pOJIa y CYIIECTBHUTEIBHBIX CO 3HAUCHHEM
muna (opmMa MYKCKOTO poja 0003HauyaeT B TO K€ BpeMsl U
COIIMAJIBHYIO POJIb YEJIOBEKa — HE3aBUCUMO OT I0JIa.

B coBpeMEHHOM PYCCKOM SI3BIKE POJ OOJIBIIIE BCETO OMPEIeIIseTCs
10 OKOHYAHUSIM.

B cootBercTBHii ¢ rpaMMaTuKoi 60-bIX TOJOB, MPUHAAIEKHOCTD
MMEH CYILECTBUTEIbHBIX K TOMY WM APYrOMY I'paMMaTH4eCKOMY
pony OIpenensieTcss B COBPEMEHHOM PYCCKOM SI3bIKE IIOYTH
MOJTHOCTBI0 Mopdonorndeckd. CioBa OTHOCATCA K OJHOMY M3
TPEX POAOB IO Pa3HbIM THUIAM CKJIOHEHMs. POl HECKIOHsEeMbIX
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HMCH CYHICCTBUTCJ/IbHBLIX, 3aUMCTBOBAHHBIX M3 JAPYIrUX SA3bIKOB
(ecnu TO HE HA3BAHUS JIUIT), OTPEALIISIETCS 0CO00 M OYEHB YaCTO
JEKCUKO — TrpaMmatudeckoe. Hampumep: KeHrypy, IIMMITaH3e,
MOHU M T. [I.

I'pammMaTudeckast Kareropust poja CIYyKUT B COBPEMEHHOM
PYCCKOM SI3bIKE OCHOBHBIM CPEJICTBOM BBIPA)KEHUS MPEAMETHOTO
3HAYCHHUS] UMEH CYIECTBUTEIbHBIX. Kareropus poja OTYETIHBO
oOHapyXHBaeTcs TONbKO B (popmax eauHCTBEHHOro umcia. [lo
rpaMMaTHueckoMy O(OpPMIICHHI0O UWMEHa CYIIEeCTBUTEIbHBIC
pacnpenensoTca Mo pojaM Ha OCHOBAHMM OKOHYaHWi. MMeHa
CYIIECTBUTENIbHBIE, 0003HAYAIONINEe HAa3BAaHUS JIMII M Ha3BaHUS
KUBOTHBIX, MIPUHAJIEKAT K MY)KCKOMY WJIM K >KEHCKOMY POy B
3aBucUMOCTH OT mnoja. CymiecTBuTeabHblEe HA — a (-) co
3HaYeHHEeM JIMIa, YyNoTpelsseMble MPEeUMYIIECTBEHHO B
pa3rOBOPHON peYr ¥ MPOCTOPEYUH, KOTOPBIE, CMOTPS TIO
yHOTpeOIeHHIO, MOTYT OBITh OTHECEHBI K JIMLIAM WM MYXCKOTO,
WIM OKEHCKOTO TII0JIa OMPEAeNSIOTCS YacTo KaKk HMMEHa
CYIIECTBUTENIbHbIE 00ILEro posa.

I'pammaruka — 70 ompeaeser KaTeropuIo pona
CYILIECTBUTENIBHOTO  CIEAYIOUIMM  00pa3oM: «3TO  JIEKCHUKO-
rpaMMarhyecKasl CUHTAaKCUYEeCKasl KaTreropus, yKasbIBarollas Ha
CIOCOOHOCTh CYIECTBUTEIBHBIX COUETATHCS C OINpPENCIIEHHBIMU
¢dbopMaMu CJIOB, OTHOCSIIUXCS K CHHTAaKCHMYECKOMY Da3psiy.
I'paMMaTnueckoe  3Ha4eHHE poJa y  CYHIECTBUTEIBHBIX
IIPUHAJUIEIKUT CIIOBY BO BCEX €T0 cnmaoq)opMax.»27

B coorBerctBuil ¢ I'pammarukoir -70, <«3Ha4YE€HUS, KOTOPHIE
NpeaACTaBIAOT CHOC06HOCTB CYIICCTBUTCIIBHBIX ONPCACIATHCA
npuiararelbHbIMU B (hOpMax MYKCKOTO, CPEIHEro, >KEHCKOTO
poaa, HA3bIBAKOTCA TpPaMMATUYCCKUMU 3HAYCHUSAMH MYIKCKOIO,
CPEIHEro M JKEHCKOTO POia.»”* SHAYCHHs MYXKCKOTO, CPEIHEro

'I'paMMaTHKa COBPEMEHHOTO PYCCKOTO JTHTEPATYPHOTO si3bika. Hayka:
Mocksa, 1970. Ctp. 317.
*I'paMMaTHKa COBPEMEHHOTO pYCCKOrO JHTEpaTypHOTO s3bika. Hayka:
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’KEHCKOTO pOfia BBIpaKAIOTCS Takxke (ekcusiMu pomoBBIX (Gopm
miarona, (GopMamMu MPOLIEANIETO BPEMEHM M COCIarareIbHOro
HAaKJIOHEHMS ¥ KparkuMu (GOpMaMu  MpHJIATaTeIbHBIX U
cTpajareNpHbIX TpuyacTuil. [Ipy 3ToM Ha 3Ha4YEHHE MYXKCKOTO
pozia ykasbIBaeT HyieBas (pIeKCHs, Ha 3HAYEHUE CPEIHEro poja —
¢bnexcus — o (opdorpadudecku — o, - €, - €) U KEHCKOTO poja —
¢uexcus — a (- a, - 51 ), HanpuMep: Opar nmpuexai, cecTpa MpuILIa,
S0JI0KO ymaso, IIaThbe KPacuBO, KHHUTa MOTEpPSHA.

AHAJIOTHYHO C HCKOTOPBIMU MO,Z[I/I(bI/IKaL[I/IﬂMI/I OMPCACIIACTCA
kareropusi poga u B I'pammarnke — 80. Takum oOpazowm,
Mopdonornueckoe 3Hau€HHWE POAA CYIIECTBHTEIBLHOTO — 3TO
TaKOE €ro 3HaYeHUe, KOTOPoe 00YCIOBIMBAET COOO0IO:

1. CrnocoOGHOCTH CYLIECTBUTENIBHBIX OIIpEeNEATHCS
NpUIaraTeIbHBIMUA C COOTBETCTBYIOIINMH (DIEKCHSIMU:

2. CriocOOHOCTh ~ CYIIECTBUTENBHOTO  BCTYNaThb B CBS3b
KOOpIMHAIIMU C COOTBETCTBYIOMIECH POAOBON (hOPMOM CKa3yeMOTO
m1arosia B ¢opMe €IMHCTBEHHOTO YHCIa, POILEAIIEr0 BPeMEHH.

Pox cymiecTBUTENIFHOTO MOXKET OBITH BBIPaKEH MOP(OIOTHIECKU
— cUCTeMOH (prieKcHu nasie)KHbIX (POPM €AMHCTBEHHOTO YHCTIA.

«E. B. KnobykoB B xumre JI. JI. Kacarkuna «PycCKuil SI3BIK»
BBICKA3bIBaE€T Takoe MHeHue: «Pox — 3T0 HECIOBOM3MEHUTENbHAS
KaTeropusi CyIIEeCTBUTEIbHBIX, TPAMMAaTUYECKHU MPOSIBIAIOIIAsACS
B HX CIIOCOOHOCTH COYETaThCS C OMPEICIICHHBIMH JJIsi KaKIOU
poIoBoro kiacca (opmMaMu COIIaCyeMbIX CJIOB: HOBBIM CTYIEHT,
HOBas CTYACHTKA, HOBOC l'[I/ICI:MO.))29

Kareropusi pona uMeHH CyleCTBUTEILHOIO B SI3bIKE TEJIYIy:

Kareropuss poma HMMEH CyIIECTBUTEIBHBIX B SA3BIKE TEIYTY
JIEKCUKO — TIpaMMaruyeckas, T. €. Kareropus oOmpeleieHa

Mockaa, 1970. Ctp. 318.
% Kacarkun, JI. JL. (Pen.)."Pycckuit S3pIk". Yueb. st CTyd. BBICHI. Ten. y4eo.
3aBe/IeHUH. U31aTeNIbCKU LeHTp «Akagemusi»: Mocksa, 2001. Ctp. 521.
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JIEKCUYECKUM 3HAYEHHEM U TPaMMaTHUYECKUMH OCOOCHHOCTSIMHU
UMEHHU CYILIECTBUTENbHOrO. MMs cyliecTBUTENbHOE B S3BIKE
TEIYry pas3jinyaeTrcsl MO I0JIaM, HO TOJIBKO y OXYLIEBIECHHBIX
CYIIECTBUTENbHbIX. Bce HeoaylleBlIeHHbIe CYyIIeCTBUTEIbHbIE
OTHOCATCA K cpegHemy poay. Pacnpenenenwe mno poxam
ONYUIEBICHHbIX  CYIIECTBUTEIbHBIX B  S3bIKE  TEIYTY
IIPOU3BOAMUTCS IO MX  CEMAaHTHYECKUM  IpHU3HaKam. Y
OIyUIEBIICHHBIX MMEH OIpe/leJIeHHe KaTerophH poja JUKTYeTCs
Pa3NUYMsIMH TOJIA.

O kareropum pozxa B S3BIKE TEIYry CYIIECTBYIOT pa3lInyHbIE
MHEHUS pa3HbIX aBTOpOB. Tak, coBeTckuil uHA0I0r M. AHIpOHOB
TOBOPUT:

«Tenyry pasnuuaer Ba poa B €IMHCTBEHHOM YHCIIE; MYKCKOU U
HEMY)KCKOW, a BO MHOXKECTBEHHOM YHCJIe — JIBa poaa ‘’epicene’’
(cymecTBUTENbHBIE, O0O3HAYAIOUINE JIIOACH  MYKCKOTO U
KEHCKOTO TIOJIOB ) H CpPeaHWl pox  (CYIIECTBUTEIBHEIE,
0603HAYAIONIHE KUBOTHBIX, IIPEAMETI H T. 1. ).»""

[To MHEeHUIO MHAUICKOTO UccienoBarens Kpunnamypru,

«B A3BIKE TEIYTy CYIIECTBYIOT TOJIBKO JIBa POAa — MYXKCKOU U
HEeMYXCKoW. Bce cymiecTBuTenbHble, KOTOpble 0003HAYAIOT
MY>KCKO€ JIUI0, MPUHAJIEKAT K MY>KCKOMY pojly. Bce ocranbhble,
BKJIIOYAsl CYILECTBUTEIbHBIE, O0O3HAYAIOUIME MKEHCKOEe JIUIIO,
MIPUHAJIEKAT K HEMY>KCKOMY poz[y».3 !

Ho, no muenuto Kpumnamyptu, B sI3bIKE TENYTy HE CYIIECTBYET
KEHCKOT0 poja.

MHorue JUHTBUCTHI — crienuanucTthl mo Tenyry (Yunnas Cypw,
Yananaru Pao, B. BenkarecBapyiy) roBopsT, 4To B I3BbIKE TEIYTY

% Andronov, M. "Dravidian Languages". Visalandhra Publishing House:
Hyderabad, 1977. P. 40.

31 Krishnamurthy, Bh., Gwynn, J. P. L., "A Grammar of Modern Telugu".
Oxford University Press: Delhi, 1985. P. 56.
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pa3IMyaroTCs TPU pojaa: MYKCKOW, *EHCKUU U cpeaHuid. [lo ux
MHCHUIO, B SA3BIKC TCJIYTY TOJIBKO CYHICCTBUTCIILHBIC, KOTOPBIC
0003HA4YalOT JIOAe M OOroB, OTHOCATCA K MYXCKOMY HITH
KEHCKOMY poJilaM — B 3aBUCUMOCTH OT MX €CTECTBEHHOIO MOJja.
Bce ocranbHbIE CyLIECTBUTENBHBIE OTHOCATCS K CPEIHEMY POAY.
K nmenaMm cymiecTBUTEIBHBIM MY>KCKOTO POAa OTHOCSATCS CJIOBA,
0003HaYaroIIe IO MY)KCKOTO Tojia U OO0roB. XapaKTepHbIH
MoKa3aTellb MYXCKOTO poja — okoHuaHue ¢ (Du) Hampumep,

08¢ (kaarmikuDu) "paGoumi”, Q33r¢toch  (sneehituDu)
"mpyr", oeaweh (raamuDu) "Pamyny”, esencd (alluDu) "3sTh",
S0y c0 (tammuDu) "muranmmid Opat", H3:0¢ (manamaDu)

"BHYK", 20000¢ (moguDu) "myx".

K mMeHam CyIiecTBUTENIbHBIM JKEHCKOTO POjia OTHOCSTCS CJIOBa,
o0o3Havarole JIoAeH eHckoro moia u Ooruub. [lokazarensb
KEHCKOTO pojia — OKOHYaHKe O°ev (raalu) Hampumep, ) reoren

(sneehituraalu) "mompyra", 3& (katte) Hampumep, ©ol3&
(andakatte) "kpacaBuma'.

K mMeHam cylecTBUTEIBHBIM CPEJHETO POAA OTHOCSTCS CJIOBA,
o0O3HaYarolIe  KUBOTHBIX, HEOMYLIEBICHHbIE  IPEIMETHI,
ABNICHUsA, AaOCTpaKkTHBIE TOHATHS W T. JA. XapaKTepHbIM

MIOKa3aTelIeM CPEJHET0 poja SIBISIETCsl OKOHUaHue S0 (mu). Ho,
ceifgac roBopsT @) 0 (annam) ""Bapénsrii puc", HZo (gurram)
"nmomranp", :)gojoo (nirnayamu) "permnenue", Sodo (rampam)
"muma’, (HIDo (gunapam) "mom", Dodgo (biyyam) "puc,
OYUIICHHBIN OT mmIenyxu".

Bo MHOrux cioBax Tenyry rnokasarenib poja BOOOIE OTCYTCTBYET,
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Harpumep, Sog, (tanDri) "orern" 9 (talli) "mars" SS (kukka)

"cobaxka'".

Jlpyrasi 0COOCHHOCTh KaTe€ropud poaa B S3BIKE TEIYTy
3aKJIIOYACTCSl B TOM, YTO JKUBOTHBIC M NTHIBI, B OTIHYHE OT
pYCCKOTO  si3bIKa,  BOCIIPHHUMAIOTCS ~ KaK  IPEAMETHI
rpaMMaTH9YeCcKu HEO/yILIeBIICHHBIE, T. e. HE
NPOTUBOIIOCTABICHHBIE TIO POAy. B TO Bpems, Kak B PycCKOM
SI3bIKE CYIIECTBUTENbHBIC, 0003HAYAIOIINE JKMBOTHBIX W IITHIL,
MOTYT OTHOCHUTBCSI K MY)KCKOMY HJIU JKEHCKOMY poay /co0aka —
oHa, opé€n — OH / , B Ss3BIKC TENYry aHaJOTUYHbBIC
CYILIECTBHUTEIILHBIE OTHOCSATCS K CPEAHEMY POLY.

B s3pIKe Tenyry ecTh emie W Tak HaszbplBaeMbld oOmui pom. K
o0ImeMy poay OTHOCAT OOJNBIIYI0 YacTh CYIIECTBUTEIbHBIX
MHO)XECTBEHHOTO YHCJIa U CYIIECTBUTEIBHBIX CpeaHero pona. B
ITUX CIIy4asX B SI3bIKE TEIYT'y UCIOJB3YIOTCS OCOOBIE CpEeNcTBa
JUISL  BRIp@XEHUs pasznuuus 1nona. g o0o3HaueHus Il

MY’KCKOTO TI0J1a MCIOJIB3YIOT CIIOBO o0 (maga) "MyxumHa', a

TS KEHCKOTO T10J1a e8¢ (aaDa) "»keHmuHa".

Jlnst 0003HAYCHHS T10JIa KUBOTHBIX TOXE HCIIONB3YIOTCS TO JKE
MOJyCITy’)KeOHbIE  CJIOBa, Hampumep, o0s°8 (maga kaaki)

"Bopon", es¢ts*§  (aaDA kaaki) "BopoHa". DT MmokaszaTesu
HHIITYTCS CIMTHO O CYIIECTBUTEBHBIM.

B namieit pabote MBI mocieayeM TpaaullMOHHON Kilaccu(ukanuu
nuureuctoB (Yunnas Cypu, Yamamaru Pao, B. BenkarecBapyny u
1p.), T.K. Halle HUCCIelOBaHME NpecienyeT ydeOHble LeiH, a
CTYACHTBI, H3y4alollMe PYCCKHI S3bIK, B INKOJaX OOYy4aluCh
UMEHHO TI0 TpexXpoaoBoi kiaccupukauu. JIByxanemMeHTHas
pomoBasi kiaccudukamnus, npemiokenHas b. Kpumnamypru,
HCII0JIb30BaHa TOJIBKO JJISl ONMCAHUS S3bIKA.

ConocraBuTe/IbHbIH AaHAJIU3 B KATErOpuM Ppoaa HMEHHU
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CYIIECTBUTEJIBHOI0 B PyCCKOM fI3bIKE U B SI3bIKE TEJIYIY:

IIpuBeneHHBIN B NpPENbIAYLIEM pa3lere TEOPETHUUECKUN aHAJIN3
KAaTeropud  poJa B  CONOCTaBISIEMBIX  s3BIKaX  IOKa3all
3HAYUTEIBHOE Pa3IMune B UX IPAMMaTHYECKON pean3aluy.

Bce cymecTtButenbHble, MMEIOUIME B HMEHUTEIHHOM MaJIEkKE
€IMHCTBEHHOTO0 4YHCJIa OKOHYaHUSA -0, -€, MpHHAAJIexXaT K
CpeIHeMy poay B pycCKoM si3bike. Hampumep: BuHO, Oymyiiee,
BEIIECTBO, BBICTYILJICHUE, AAaBIICHUE, JIEPEBO, KeJaHUE, 3aJaHHe,
3aHUE, U3y4eHUe, KUHO, JIETO, Macio, He0o, 03epo, MUCHMO,
MOJIO’KEHHE, CIIOBO, yNpa)xxHeHHe, s010ko. B s3pike Tenyry Bce
CYIIECTBUTEIIbHbIE, KpOME OO0O03HAUaIOUIMX JIoAel u OOoroB
OTHOCSITCSL K CpelHEeMYy pOAY, MOTOMY YTO OHHM OOO3HAYaIoT
HEOyIIIEBICHHBIE TIOHSATHSI.

B pycckoMm s3bIke pa3HOCKIIOHSEMBIE CJIOBA HA — Ms: BpeMs, UMH,
IIeMsl — MPUHAIIEKAT K CpPeIHEMY pOAy. DTHU CIIOBA B SI3BIKE
TENyTy TakKe MPUHAJIEKAT K CpeiHeMy poay. Bce Bblle 1aHHbIE
CYLIECTBUTENIBHBIE CPEOHETO0 poJa, I[O3TOMY, HE SBIAIOTCA
TPYAHBIMH JUISl yHAITUXCA.

T'opasno cioxkHee 0OCTOUT JENI0 C CYIECTBUTEIBHBIMH MY>KCKOTO
poma B PYCCKOM SI3bIKE, KOTOpPBIC B SI3BIKE TENYTy OTHOCSTCS K
cpenHemy poay. B sTtom cinyuae criemyer oOparuTh BHHMAaHHE
o0ydJaeMbIX Ha CEMaHTHKY B (popMabHBIC MTOKA3aTEIIH.

B pycckoM si3bIKe BCE CYLIECTBUTEIBHBIE C OCHOBOM Ha TBEPIBII
COIVIaCHBIN, UMEIOIINE B UMEHUTEIILHOM MaJieke €IUHCTBEHHOTO
quciaa HYIEBOE OKOHYAaHHWE, MPUHAJIEKAT K MYXKCKOMY POY.
Hampumep: aBToOyc, aptuct, Opar, puc, CIOH, Xpam, MEpTBEIl,
MOKOMHUK W T. . DTH K€ CYIIECTBUTEIbHBIE B S3BIKE TEIYTY
OTHOCSITCSL K MYXCKOMY WJIM CpeHEMY poAy (Ha ceMaHTHYeCKOH
ocHoBe ). Hampumep: 200y (bassu) "aBroOyc", @y 0 (annam)

"BapSHBI prC”, D% (eenugu) "cion", 0& (guDi) "xpam"

NpUHAJIeKAaT K CpeJHeMy poay, IOTOMYy 4TO BCE€ OTHU
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CYLIECTBUTENIbHBIE HEOMYIIEBICHHbIE B S3bIKE TEIyry (o
KaTeropuy OJyIICBICHHOCTH / HEOMYIICBICHHOCTH B SI3bIKE
tenmyry. CroBa RS  (soodaruDu)  "Opar”,  E&sed0d

(kalakaaruDu) ~ "aptmcr",  &areregodwcd  (upaadhyaayuDu)
"yautenp", Sdowned (racayita) '"mucarens', TpUHAIEKAT K

MYXCKOMY POy, IOTOMY YTO OHM OO0O3HAUYaIOT JIMI[ MY>KCKOTO
noJja.

ny2n

Bce cymectBuTenpHble ¢ OCHOBOM Ha "H', HMEIOLIUE B
MMEHHUTEIIbHOM  NaJeXKe EIWHCTBEHHOIO 4YuCia  HYJIEBOE
OKOHYaHUE, MPUHAMIEKAT K MYKCKOMY POAY: QJIIOMUHHUU, KpaW,
MaB30JI€d, Mail, My3eW, MypaBeW, Cciy4daid, CTpOH, TOpHil,
TpaMmBai, XOKKeH, 4ail. Bce 3T cioBa B SI3bIKE TEIYTY OTHOCSTCS
K CpEIHEMY POLY.

Ha3Banus mecsieB (CylIeCTBUTENbHBIE C OCHOBOM Ha MSATKHUI
COIVIaCHBIN ) MPHUHAAJNIEKAT K MYKCKOMY pOIy: SHBapb, (peBpalib,
anpelnb, WIOHb, CEHTSIOPb, OKTAOpH, HOAOpH, NekaOpb. B s3bike
TEIyry Ha3BaHUS MECALIEB IPUHAIIEKAT K CPETHEMY POLY.

Kak u 11s CymiecTBUTENBHBIX MYMKCKOTO poja, OCOOYIO poIlb
UTpalOT CEMaHTHKa U MOPQOJOTHYECKHE IOKa3aTelu B Ciydae
CYILIECTBUTENIbHBIX KEHCKOTO pPOJAa, TaK KakK 3THU CJIOBA TaKXKe
MPEACTABIISIIOT 3HAYUTENbHYIO TPYIHOCTH I TENyTYS3bIYHOU
ayIUTOPUH.

Bce cymiectBuTenbHble ¢ OKOHYaHHUEM -a (-1 ) B IMEHUTEIHbHOM
najie’ke eIUHCTBEHHOTO YMciia MPUHAJIEKAT B PYCCKOM SI3BIKE K
KEHCKOMY POy, 3a MCKIIOYEHHMEM TaKHUX CJIOB KaK Je/yIlKa,
mamna, Jsjs, IOHOIIA, MYKYMHA U T. 1. , KOTOpblE OTHOCSTCS K
MY>KCKOMY POy B 000UX SI3BIKAX.

B s3bike Temyry CinoBo @adyody (ammamma) "GaOymika',
&arergodworey  (upadhyaayuraalu) "yunTenbHuna" OTHOCATCS K

KEHCKOMY pPOAY, T. K. OHH O00O3HA4YaroT JHUIO >XEHCKOTO TOoJja.
OcranpHble CYIIECTBUTEIbHBIE ATOM TPYMIBl OTHOCATCS K
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CpeIHEMY POJIY, TOTOMY YTO OHH SIBIIFOTCS HEOAYIIICBICHHBIMH.
Onnako c1oBo w5ofode (candruDu) "myna', KOTOpoe OTHOCHTCS K

KEHCKOMY pOJy B PYCCKOM $I3BIKE, NMPUHAMIEKHUT K MYKCKOMY
POy B TENYry, MOTOMY YTO B f3bIKE TEIYry Ha3BaHUS ILJIAHET
OTHOCSTCS TOJIBKO K MYXCKOMY POZY.

CymiecTBuTeNbHBIE, 0003HAYAIOIINE HEOAYIIEBICHHBIC TPEIMETHI
U UMCHOIIMWEC B KOHIIC CJIOBA -3Hb, -CTh, -Cb, -Bb INPUHALJICIKAT K
KEHCKoMY poay. Hampumep: Oomnes3Hb, BIACTh, KWU3HB, JTIOOOBD,
o0macth, CMeCh, 4YacTh, 4Y€CThb. B S3bIKE TENyry OSTH CIIOBa
OTHOCSTCSI K CPEHEMY POJY.

B pycckom s3bIKke CYIIECTBUTEIBHOE C OCHOBOM Ha MATKHUM
COIVIACHBIH MOTYT OBITb M MYKCKOIO M IKEHCKOIO poJa.
Hampumep, cioBa neHb, OTOHb NPUHAIUIEKAT K MYKCKOMY POAY,
CJIOBA TE€Hb, CTajlb, HOYb, BEIllb, OTHOCATCA K JKEHCKOMY POAY. DTH
CJIOBA B SI3BIKE TEJIYT'Y OTHOCSITCS K CPEAHEMY POLY.

Pon cymiecTBUTENBHBIX € OCHOBOM HA MSTKMH CONNIACHBIM B
NMCHUTCIbHOM Imagcixe CAUHCTBCHHOI'O quciia Hy)KHO
3anoMuHaTth. HO, B HEKOTOPBIX Ciydasx OMpeaeiIeHHe poja
BO3MOXHO M B UMCHUTCIBHOM MNaACKE CAMHCTBCHHOI'O 4uCia, B
CBSI3M C MCTIOJIB30BAaHUEM PA3IMYHBIX CY(DPUKCOB.

Wtak, npu n3ydeHUU KaTeropuH poaa B PYCCKOM SI3BIKE TEIYTY —
SI3BIYHBIX YUAIIUXCs, OTOpa HA POMHOW SI3BIK BO3MOYKHO JIMIIG B
HEKOTOPBIX  CIIydasxX. OTO  JOKa3blBaeT  HEOOXOAMMOCTh
oOpaleHus: caMmoro Cepbe3HOr0 BHUMaHUS B MPoIlecce 00yUeHHUs
HA CEMAHTHUKY U MOP(OIOTHYECKUE TTOKa3aTeIu posa.

Takum 00pazoMm, MPOBEJACHHBIM BBINIE aHAINW3 YKa3blBAaeT Ha
HEOOXOIMMOCTh YETKON muddepeHnranium poaoBoi
IIPUHAJIEKHOCTH CYIIECTBUTEIBHBIX PYCCKOTO SI3BIKA B CBA3M C
UX CEMaHTHKOM # MOpP(OJOTHYECKMMHU IMoKa3aresnsMu. B
METOIMYECKOM acleKTe, KaKk HaM Ka)keTcs, 3Ta padoTa MOXeT
BBIIJISIETH CIIEAYIOIINM 00pa3oM:
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1. VmopaxHeHuwe, CBsi3aHHbBIE C  OOY4YeHHEM  JIGKCHKE,
COOTBETCTBYIOIIEH IpaMMaTHUYECKUM 3HAYEHUSM pojia B 00OUX
SI3BIKAX;

2. VYmopaxHeHus, cBs3aHHble C gauddepeHnuanuein  cioB
PYCCKOTO $i3bIKa, C OKOHYaHUSMU -a, -4. [Ipr 3TOM Ba)kHEWIINM
(bakTopoM pa3iIMyYeHHUs CJIOB ATOM TPYIIBI SBISETCS CEMaHTHKa
(U0 MYXKCKOTO WM JKEHCKOTO II0JIa; OAYIICBICHHBIC WU
HEONYIICBICHHBIC);

3. CymecTBUTENbHBIE C OCHOBOM Ha MSATKHM COINIACHBINM. JTa
Tpymmna sBiISeTcs 0COOCHHO TPYIHOW NJIsi YCBOEHHS, B CBSI3U C
9eM OTHUM CYIIECTBUTEIBHBIM HEOOXOIUMO VYAEIUTh 0co0oe
BHHUMaHUeE B Mpolecce o0yueHus. B kauecTBe BcrioMorarenbHbIX
(GakTopoB MOTyT OBITh HWCHONB30BaHBI JUIS  pa3IMYCHUs
CYIIECTBUTENbHBIX MY)KCKOTO M KEHCKOTO pojia KaKk CeMaHTHKa
(ob0o3HaueHWEe MecsieB, aOCTpaKkTHBIC TMOHATHS U T. 1.), TaK U
HEKOTOpble MOp(EeMHBIE TOKa3aTeH.

BriBoanI

1. Kareropuss poga B S3bIKE€ TEIYTy SBISETCS JIEKCHKO-
rpaMMaruyecko. Bo MHOXECTBEHHOM 4YHCIIE pa3inyue
MYKCKOT'O U JKEHCKOTO poaa HeuTpanmsyerca. Bmecro
3TOro, (YyHKIHUS YEJIOBEYECKOTO M HE-YeJIOBEYECKOTO
OyleT OTINYaThCsl.

2. B pycckom  s3bIKE ~ Kareropust  poja  SBISIETCA
rpaMMaTHYECKO, BO MHOKECTBEHHOM qucie-
HEUTpaIu3yeTcs.

3. B sA3bIke TeIyry poa OTIMYAeTCs uyepe3 KOHEUHbIE (hOpMBbI
[Jjarojia B HE-IPOLIENIIEM BpPEMEHHM, a TaKXke B
IPOUIEIEM BPEMEHM TOJIBKO Ui TPEThEro JIMLA
€OUHCTBEHHOro uucia. Ho  Beskumit  pa3, Korga
IIPEIMKATUBHOE CYIIECTBUTEIBHOE WM IpHJarareibHoeE,
pOOBOE  COMTAIEHWE C  CEMAaHTUYECKUM  POAOM
TOBOPAILIETO UJIU aJipecara UMeeT Ba)KHOE 3HAUCHUE.
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4. B pycckoM s3bIKE€ PO OTIMYAETCS Yepe3 OKOHYAHUE
(OopMBI TIaroja TOJHKO B MPOIICAIIEM BPEMEHH ISl BCEX
TpEX JIUII B €IMHCTBEHHOM YHCJIE.

5. B s3bike Tenyry 0COOEHHOCTh KEHCKOTO poja HMEET
JIBOMCTBEHHOE TIOJIOKEHHE B CIIOBeCHOU (opme poma. B
€IMHCTBEHHOM qrclie 3TO MOXET OBITH
KJIACCU(UITUPOBAHO 10 HE-YEIIOBEKY (CTEPHIIU3YIOT) H BO
MHOKE€CTBEHHOM 4YHCJIE€ TOJ] YeJIOBEKY, a 3TO 3HA4YuT , Y
HETO €CTh JIBa LIEJIEBBIX POJIOB.

6. B pycckoMm si3bIKE YUCIO KOHTPOJIEpA W IIEJIEBOTO poja
OJIMHAKOBbI. ECTh TpU KOHTpOJUIEpa poja U TPU MUILECHU
pona.

7. PasneneHue B S3BIKE TEIYrY CYLIECTBUTEIIBHBIX B
YeNIOBEYECKMX U  HE-YEeJIOBEUECKMX HMeEeT BaKHOE
3HAYEHHUE NJIS1 CJIOBECHOIO poja. JTO OKa3aJl0Ch BEPHBIM
Ha TMPOTSHKEHWHM BCETO HCCIENOBaHHUS IO CHUCTEME
COTJIAILIEHUSI.

8. B o0oux s3pIkax MO0 Kareropud pojxa WKW JIKIa
OTJIMYAETCS] WIM HE OTIMYAETCS TIIATEIbHBIM €ro YCTHOE
COITIaCOBaHUE, KaTeropus yucna BCeraa
muddepeHnrpoBaHa.

IIpoGaemMbl, € KOTOPHIMH CTAJKUBAETCH CTYIEHT, [JIf
KOTOPOI0 POHOI SI3bIK TEJYI'Y, BO BpeMsi U3y4YeHHsl PyCCKOro
SI3BIKA.

CryneHTsl, o0yJaromuecsi pycCKOMY f3BIKY, Y KOTOPBIX TEIyTy
POMHOI S3BIK, JOJKHBI YAENATh OOJBbIIOE BHUMAaHHE KaTerOpUU
pola U MOHATUIO “ONYIIEBICHHOCTH . ECIIM CTYIeHT HEe yACHUII
3TH TIOHATHUS, OH HE CMOXET IOCTPOUTH IMpeIoKeHne 0e3
rpaMMaTHyYecKoil OIIMOKU B SI3bIKE M HE CMOXET IepeBecTH
m060# 3anaHHbI TekcT. CTyneHT, 4el poxHOW s3bIK -1 Tenyry,
HEU3MEHHO TIBITAETCS 3aMEHUTh CYIIECTBUTEIbHOE, KOTOpOe
0003HAa4YaeT He-NMoel C MECTOMMEHHEM OHH, KOTOpble MOTYT
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ObITh WHBIMH B PYCCKOM S3bIKE€ B 3aBUCHMOCTH OT (OPMBI
CYIIECTBUTEIBHOTO. ITOT THI OIMIMOOK MOBTOPSETCS, TOTOMY UTO
CTYIEHT CUJIbHO 3aBHCHUT OT POJIHOTO SI3bIKa, B KOTOPOM, KpOMe
JIOJIEH, BCE OCTajJbHbIC JMIA MPUXOIATCS HA CPEAHUN POJI.
Hampumep:

'"9to kHUra. OHa JEKUT HA CTOJIE ».

Ho, cTyneHT, yeli poaHON S3BIK TENYTY, CKOPEE BCETO, MEPEBEAET
3TO cienyroumM oopa3zom: "91o kHUTA. OHO JEKHUT Ha cTOJE" —
YTO SBISIETCS OIIMOKOM B PYCCKOM SI3BIKE.

Jl51s TOrO, 4TOOBI OTAUYUTH POJA HEKOTOPBIX CYIIECTBUTEIbHBIX B
pycCKOM  si3bIKe, (DOHONIOTHYECKUX TMPaBUI MOXKET OBITh
HEJIOCTAaTOYHO, HANpUMEpP, C CYIIECTBUTEIBHBIMHU, Kak "IEHb',
"mopr¢ens", "oroHs", KOTOpble MOMANAIOT MOA MYXKCKOH pon, a
"tenp","pUIL", "KU3HB" MTOMAIAIOT MO/ )KEHCKUI. B TakoM cityuae
Tpebyercs IOCTyll K Oojee dYeM OJHOMY TMauexy (OpMbI
CYLIECTBUTENILHOTO, APYTUMHU CJIOBaMH, K €ro MaJIe:KHOMY THILY;
OHM  SBJSIFOTCS ~ MpaBWIa,  IMOXTOMY  MOP(OIOTHUYECKUE

Ha3Ha4YCHUA.

Tem He MeHee, B Hauase CTYIEHTHI ydaT TOJIBKO (POHOJOTHYECKUE
mpaBwia. MMeHHO 1oO3TOMy Takue  pacHpoCTpaHECHHBIMU
KEHCKOTO U MYKCKOTO poja IpPHUBEACHBI JUIsl 3allOMMHAHUS
CTYIE€HTaMH B NIPUJIOKCHUH B KOHIIE.
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WOMEN IN CONFLICT WITH MODERNITY:
STUDY OF KYRGYZ SOCIETY DURING SOVIET
TIMES
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Abstract: This work is an attempt to study and understand the condition of
women in the Kyrgyz society during Soviet Times. Kyrgyz society has witnessed
social, political and cultural shift in the society and it also affected the relation
between men and women in the traditional Kyrgyz society. This change in the
society has brought tradition in the conflict with modernity in the feudal-
patriarchal Kyrgyz society. This paper will try to show the relation between
men and women in the changed political and ideological circumstances and
role of state in the formation of gender identity.

Keywords- Kyrgyzstan, women, USSR

‘Man makes the tradition, woman passes them on.” (Uzbek
saying)

ITonuTuka reHaepHoro paseHcTBa B LleHTpanbHONM A3UM, HaUMHAs
OT COBETCKOTO BPEMEHH, pacCMaTpuBaeTCs Kak KOHQUIMKT MEXIy
LEHTPOM U nepHudepueii; COBpeMEHHBIMU U TPaJUIMOHHBIMU. B
9TOM INaBe s IOCTAPAIOCh AaHAJIM3UPOBaTh, KaK IIOJIMTHKA
CoBerckoro coro3a pazOUpaeTcsi >KEHCKHE BONPOCHI; KaKOBBI
ObUIM WX HUHTEpechl B HMaHcunauuu xkeHuuH? IIpuHumanu
JTOOPOBOJILHO JIM OOIIECTBO WM ObUIM 00s3aTeNbHBIMU JJIsI
JIONEW HOBBIE 3aKOHBI M YKJIAJ JKWU3HH, NPUHECEHHBIE HOBBIM
rocynapctBoM?  Kak  HapomHple  Tpaguuud U 0ObIYaM
¢dbopMmupoBanKCch MYTEM MHOTOJETHHX B3aUMOJEHCTBUAX C
pa3IMYHBIMHU KYJIBTypaMH: OT KOYEBOIO IJIEMEHM JI0 COBETCKOM
B1actu? Mpl OyaeM paccMarpuBaTh IOJB3bI M MOCIENCTBUS
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MOJIMTUKU TOCYNapCcTBa HA COCTOSIHUM MY)KYMH M JKEHIIWH B
IlenTpanpHoil A3um, B yactHOCTM B Kupruscrane, ¢ yuérom
JeTANbHBIX,  COLMAJIbHO-KYIBTYPHBIX,  JKOHOMHYECKHX U
MOJINTHYECKUX cdepax Ku3HU. Mo OCHOBHOW akIEHT OyaeT
ClIeNlaH Ha COBETCKHUI MEepuoJ| OT PEBOJIOIMH A0 paclaaa, U Jo
HacTosulero BpeMeHu. Ho mpekae Bcero Mbl JOJKHBI TIIYOOKO
paccMarpuBarh 93TU CIOXHbBIE W MHOTOCJIOWHBIE KYIBTYPHI,
KOTOpbIE ObLTIH U3MEHEHBI, PECTPYKTYpUPOBAHBI,
PEKOHCTPYHUPOBAHHbIE BEKAMHU.

Kak camblil U3BECTHBIN KUPrU3CKUM nucaTeabr YuHru3z AWTMaToB
TouyHO 3ameTui- [As the most popular Kyrgyz author Chingiz
Aitmatov himself noted:-

“If other peoples/nations displayed their past culture and history
in written art, the sculpture, architecture, theatre and literature,
Kyrgyz people expressed their worldview, pride and dignity,
battles and hope in epic genre.” (Kocumkulkizi)

JeiictButenbHo! BBUIMHBI M y31€UKH 3TOM 36MJIN TaK CTapble, Kak
wieMs 3xeck. Iloguac HekoTopble OObIYaM Ja)ke MPEBOCXOIAT
NIEPUOJ KOYEBBIX IUIEMEH. B 3TOM perunoHe, u3-3a IpepbIBUCTON
IIOJIMTUKU B3aUMHBIX YCTYIIOK, Pa3HBIE KyJIbTYypbl Pa3BUBAJIKCH.
Jlo mosiBleHMs UcllaMa, B 3TOM PErvMOHE YK€ MHOTHME pPEeIUruu
pa3BEPTHIBANIUCH - TIOPKCKHUI MaHTEOH, 30poacTpusm, bynanusm u
panHee XpuctuancTBo. Cpeny Hux TIOpKCKHI MAHTEOH OCTaBHUII
camMoe IIIyOOKO€ BIIEYATJICHHE Ha IIOBCEIHEBHBbIE U CEMEiHbIe
KHU3HU. B TIOPKCKOM NaHTEOHE IaBHBIMH OOramMM SIBIISIOTCS -
Teneep (Tenger)- Gor neba, Ymati (Umai)- OGoruHs, KoTOpas
CHUMBOJIU3UPYET 3€MJII0 M MarepuHCTBO, Erglig- OmuIeTBopsieT
3510 ¥ 60T MEpTBBIX mymi. (Abazov, 2007)

Tiopkckue O0Oru, KOTOpble ObUIM BO B3aUMOCBSI3U C TPEUECKOM
mudosoruy, (HopMHPOBAIM PETUTHO3HBIN M JTYXOBHBIM MHp
moneil. Kpome sToro, moau B 3TOM pervoHe TOXE BEPHIU B
ToTeMbl W ImamMaHu3M. OHM BepWJIM B CBAIICHHBIC JKHBOTHEIE,
KOTOpBbIE TIOMOIVIM CIACTH W 3aIIUTUTh PaHHUX IJIEMEHHBIX
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npeakoB. Hekoropsle Kuprusckue cuuTaroT, 4TO HX MPEIKH
criaciii ‘oJieHs’, B TO BpeMs KaK Ka3axH TOBOPAT, YTO ITO ObLI
30JI0TBIM ‘OpEJIOM’.

[TomumoO 3TOrO, JMHOAM TAKXKE MOYUTAIU MECTHBIX CBATBHIX yXOB
u  mnokpoButeneil. Hampumep, OONBIIMHCTBO  JrOAeH B
Kupruscrane wu  VY30ekucraHe CYMTAIOT, 4YTO HECKOJBKO
MpaBeJHUKOB HalI€n yrnokoeHue Ha ‘rope CyneliMan’ B Topoje,
Ompb. OHM CUMTAIOTCI, 4YTO OTO OJIArOYECTHUBOE MECTO
o0ecreurnBaeT HAWITYUIIYIO 3allUTy JUIsl CEMEUHBIX U JIEIOBBIX
BOMpOCax. OTU pUTyallbl UMEIOT O4YeHb IIyOOKHE KOpHU B
OutoBble KM3HM Hapofa. OHHM Takke BKIIOYWIH TPAAHUIIHH,
oObryan u putyansl u3 [lepcoB, ApaboB, MOHTOJIOB Yepe3 A0JTHE
B3aUMOOTHOLIEHUs. B mo3aHeM  BpeMeHHM  HCTOPUH B
NEBATHAILATOM M JBAJALIATOM BEKE 3amajHble, Kopoue Pycckoe u
CoBeTckoe, BO3JCHCTBOBAJIM Ha KaXAbIH AacHeKT JKU3HH
nuguBuga. Cmemenne Kuraiickoit, Mcmamckon, MHmuiickoil n
XpHUCTUAHCKOM TpaauIMu yCyryOssieTcsi M B3aHMOJEHCTBHSA C
uuBuiu3anuen ['penuu, [lepcun, Boctounoit Asun u bravkHero
Bocroka. Or1o cMemieHMe IIOMODIO 3TOMY  ‘TIEHTaroHy’
chopMHupoBaTh TOPHBIM Kpailh W B3SITh HBIHENIHUN  BUJ
IlenTpanbHOii A3MM - MECTO CTOJb pPa3HOOOPa3HBI, dTO,
MIPAKTUYECKH, TPYAHO OCMBICIUTH €€ TPaHULIbI TOUHO.

VYopoménHass ucropuss coBpeMeHHoro Kupruscrana maér Ham
MpOCHENUTh  pa3HOOOpa3Hble ATHUYECKHE U  KYJIbTypHbIE
HACJIE[IUsl, KOTOPBIE OMNPENEIAIOTCS CETOAHAIIHEN KYIbTYPOU
Kupruscrana. MecTtHble KOYEBbIE MJIEMEHA NPUBETCTBOBAIN 3TY
3eMJII0 ¢ He3zanaMsATHBIX BpeMmé€H. Ilo crmosam Javad Haghnavaz,
Saiedjamaledden Alerasoul- mepBble mI0AM, KOTOPHIE 3aHUMAIN
tepputoputo  llentpanpHolt ~ As3um  Obum  MpaHckumwu
KOYEBHUKAaMU, MPUOBIBIIUMHU M3 CEBEPHBIX MACTOMUIL, YTO cerlyac
VY30eKkucTaH rue-To B MepBOM ThICAUYENIETHH 10 Hamiel 3pbl. OHu,
MOCTENEHHO, CTaJid OorarblMM  Oylarofapsi TOpPTOBJIe Ha
«enkoBoM myTtu». B T0 Bpemst 3opoacTpuszM ObUT OCHOBHOM
penurueid Hapsay ¢ bymmusmom u  XpuctuanctBom. Ilocie
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npaHupl, [ penus aepxaia 3TOT pEruoH Mo KOHTPOJIEM B TEUEHUE
KOPOTKOTO Tepuoja BpeMeHH. HecKoabKkuX KpynHble UMIEPHUH,
kak bakxtepus, Ilapgsuckoe mapcrBo, Kymanckuii m Carauan
BO3HMKJIM B 3TOM PETMOHE B TEUEHHWE BOCBMOIO BEKa J0 HOBOM
3pHI - 10 YETBEPTOrO BEKA HAIIEH pbl. B KOHIIE CBOEH CIIaBbl, 3TH
ITaThl NEPEXKHUBAIM TKEIbIE KPU3UCHI, BBI3BAHHBIX BOJHAMH
KOUEBBIX BapBapckux IUIeMEH Benukoi EBpasuliickoil crenw,
KOTOpBIE 4YacTO 3axBaTWIM CPEIHEA3UaTCKhe KpernocTu U
[UTAJCNN, OCTABISAS UX B OOJNBIINE MOJUTUISCKUE, COLUATBHBIC
u SKOHOMHUYECKHUE MTOTPSICEHUS. Mownrousl, ()
MPEABOAUTENLCTBOM UMHIU3 XaH, 3aBOEBAJIM HW3BECTHOCTh B
Hayajle TpUHAAUuaroro Beka. (OCHOBHAs KaMIIaHWA MPOTHUB
[enTpanpHOa3MATCKUX roCynapcTB oTcrana ropozaa
pa3pylIeHHBIM U JIOAU YOUTHIM. MOHTOJBI TPaBUIM OKOJIO CTa
MATUAECATH JIET, Iocie JToro TameprnaH, Juaep KpaiiHe
HEOOJIBIIION TPYMNIBI  TUIEMEH TONYYMJI HW3BECTHOCTh. Ero
yCIEIIHbIE BOCHHBbIE KaMIAHUU U BMECT€ C HHUM HHBECTULIHS B
CTPOUTEINILCTBE CIIABHBIX JIBOPEL, MEYETEN W Majapca MPUHECIH
eMy OonbInyt0 u3BeCTHOCTh. OH OBUT CBHIETEISIMH THOEIN
MWJUJIMOHOB JItOJed W yTpara umyimiectBa. (Cpa3y mocie ero
cMeptu, orpomHas wumnepus or HWugum u  Kurtas 1o
CpenuzeMHOTO MOpsSI OCTajlaCh HECTAaOMIILHOW W HECKOJBKHUX
peruoHoB otopBayuchk. Konen Tumyp o0o3HayaeT smoxu ymajaka
enTpansuoit Azuu. I[locne ero cmMepTH, BECh PErMOH HAXOAMJICS
B arMoc(epe MOMUTUYECKOW HECTAOMIBLHOCTH W HAYMHAIINCH
OecKoHeuHble comepHuYecTBa M KOH(MIMKTHL. [locne BTOpkeHus
apaboB A3TOT pErMoH BHOBb IMOCTAaBWIM TIOJ] KOHTPOIIb
MHOCTpPaHHOU AepkaBbl. OHU BBEJIM HOBYIO PEJIUTHIO, HCKYCCTBO,
KYJIBTYPY, YUPEXKACHHUS U CO3[AJIM TJIaBHbIE UHTEIJICKTYyaJIbHbIE U
KYJIBTYpHBbIE LEHTPbl JUISl PaclpOCTPaHEHUsI COBPEMEHHOTO
apabckoro oOyueHus. JIMb B €BATHAALATOM U JBA/ILIATOM BEKe
STOT PETHMOH CTAaHOBMJICS O0Jiee 3HAKOMHM C 3aIlafioM.

Benb MMEHHO, 3TH 3aBOECBaHUS U BTOPKEHUS CO CTOPOHBI TPYIIII -
HauuHas ot ['yHHa u Tropkckoro Karanara, EBpasuiickoii crenu,
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MOHTOJIBI U TUMYpHUABI - GOPMUPOBATH HEBUIUMBIC COLIMATHLHBIC
U KyJIbTYpHBIC OOBIYal, PEIUTHO3HBIC TPAIULIUNA, CEMEHHBIE
OTIBITHI, 00pa30BaTEIbHBIE CUCTEMBI M KOPOYEe, CO3/1alTi MECTHBIC
coObiTuss ¥ uUcTOpuH. CHHKpPETHYECKHE TpPagullii ChIrpain
3HAYUTETHHYIO POJIb B CTAHOBIICHUU T€HACPHOW UACHTUYHOCTH B
aHTUYHOE BpeMs M TaKXKe NMPUCYTCTBYET B COBPEMEHHOE BpeMs B
HenrpansHoit  A3uun. B  koueBOM TMJE€MEHH, >KECHILUHBI
MOJIB3YIOTCSl OONBIIEH CBOOOJOW M ITO MPOJOHKAIOCH Ja)Xe B
BOCEMHA/IIIATOM U JEBSTHA/AIATOM BEKe B paifHaX, HACEIEHHBIX
KOYEBBIMU IIeMeHaMH. JKEHIIMHBI TIOJIb30BaJUCh OOJbIlen
CBOOOIOI B CBOEHM JMYHOH JKM3HHM, KakKk OOJbIas 4YacThb
MOBCE/IHEBHAsA SKOHOMHUKA OY€Hb CHUJIBHO 3aBUCIA OT UX BKJIAJa.
Kenmuuel He 00s3aHBI TMOKPHIBaTh CeOs, HE BOCIPEIIACTCS
pasroBapuBaTh C WIEHAMH IPOTUBOIOJIOKHOIO TI0JIa, MOIVIH
MyTENIECTBOBATh U HE OTPAHHYMIINCH YETHIPHMSI CTEHAMHU JIOMA.
XKeHiuHpl B KOYEBOM IUIEMEHHM paboTanu ¢ MYyKYMHAMU B
pPaBHOM CTEMEeHH WH3-3a TMOTPEOHOCTH Xo3siicTBa. OHM TaKxke
MOJIB3YIOTCSl PaBHBIM CTAaTycoM C MyXeM. Paznenenue Tpyna u
TeHJICPHBIE CTEPEOTUIIBI OBUTH HE TaK PaCHpOCTpPaHEHbI, KaK ObLI
B CHASYEM BpeMeHHU. B 1pyroil ctopoHe, Tpaauuus Kak «AJa
Kydy» Oblla OTYETIIMBA M HEKOTOpPHIE OKEHIIWHBI  ObLIN
BBIHYX/ICHbI BBIUTH 3a MYX 3a Juepa WIH MpeacTaBuTesen
Apyrux TIeMEH, 4YTOObI oOecneyuTh Oe30MacHOe MEeCTO WU
MOJIMTUYECKYIO M BOCHHYIO CBS3b. [IOKYNKHU /1€BbI U 00S3aHHOCTH
JOMAIIHUX JeN W Jpyrue TPaaulluu, KOHEYHO, ObutH B 000X
obmectBax. O0Oe CTPYKTypbl, KOUYEBOW M CHUASYHN, HE ObUIH
OnmarockioHHO Kk keHmuHaM. Kak Maccen ckaszama- “whether
tribe- or village- oriented, whether nomadic or sedentary, local
traditional societies were organized around kinship units in
relatively self-sufficient communities, by and large along
patriarchal, patrilineal and patrilocal lines.” (Massell 6).
XKenmuuel ObUIM CBSI3aHBI C XO3SIMICTBEHHBIMH paboTamMu U
BOCIIUTaHUEM JieTell. JKeHIMHbBI B cuasueM obpase Ku3HU ObUIn
MOCIIYIIHBIMU K MY>KCKHM 4JIEHOM CE€MbHU, 10Yb Ha OTell, KEeHa Ha
MY>X U MaTh Ha ChIH. B TUIEMEHHOM O0O0IIecTBE CUTyallus OBLIO
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HEMHOXKO JIpyTas, HO HE Jy4llee JUIsl >KeHIIIMH. DKOHOMHUKA JoMa
3aBHCENa OT 00OUX ITOJIOB, IIOATOMY JKEHIIIMHBI MO paboTaTh B
noJjie Ijedy K Iuiedy ¢ MyxkuuHamu. Ho B cembe Bce mpasa
HAXOJIMJIMCh B PyKax OTIa WM MYXKa - CKOJIbKO JieTel oHa Oyner
poAMTh, 3a KOrO OHa BBIAET 3a MyX H.T.I. Bo Bcex cdepax
KU3HU TaTpuapxajbHble TOMUHHUpOBaHUS HaOmomamuck. Ho B
OTJIMYME OT ATOr0 HepaBeHCTBAa, B KupruzckoMm Qonbkiiope ecTb
ucroputo o ‘JKansurt Mupsa’- Moo1as *KEHIMHA, KOTOpasi Besia
CBOE IJIeMs K OCBOOOXKIEHHIO OT Bpara, KOrja HU OMH MYX4YHHa
B IUIEMEHU HE MOT cjenaThb. B JeBSITHaaIaTOM BeKe KeHa XaHa
AnMuH Bek - BO3MIaBIIsuI TpyIy KUPTU3CKUX TJIEMEH HA MOMEHT
poccuiickoro 3aBoeBaHus Kydana. I'engepHoe oTHOIIEHUE
SBJISIETCS CJIOKHBIM M MHOTOSIPYCHBIM IIOYTH BO BCEX OOILECTBax
Mupa, HO B oOmectBe LleHTpanmbHON A3WK SIBISIETCS TOpa3Io
CIIO’KHEE.

TpaguuuoHHBIMU pUTyalaMH U OOBbIYAsMH, KOTOpbIe ObUIH
CO3/1aHbl Yepe3 JOJITHE TO/lbl ACCUMUIISILIVY, YIPaBISIIOT KEHIIUH
no ceropssimrHero AHs. [locne mosiBieHuss ApaOCKoW HUMIIEPHH,
HcenaM OCTaHOBUIICS IIIABHOM PEIUTIMM 3TOTO PETrMOHA. YUEHBIE
MMEIOT pa3Hble MHEHUS O POJIM MCJIaMa B OTHOLIEHUH >KECHILIWH U
Myx4uH, ocobeHHO B LlenTpanbHoii Asuu. Hekoropeie u3 HHX
cuntatoT Mcinam kak yruerarenb U HEKOTOpbIe Kak 0CBOOOIUTEIb.
Mualla Turkon, TypeuKHil HWCIaMCKUH YYEHUK, aHAIU3UPYS
narpuapxajibHble CTPYKTYPbl TYpELKOro OOIIECTBa, KPUTUKYET
YU€HBIX, KOTOpPBIE OLIEHHMBAIOT IIOCJIEUCIAMCKUE TpaJHuLUU B
HeratuBHOM cBete. OH yTBepxknmaer, uyto MHcimam 310 He
narpuapxajibHasi peJUTHsl U OHA TapaHTUPYET PAaBEHCTBO MEXIY
MyX4rMHaMu U keHmmHamMu. [lo Hemy, WMciaam orMmeHun
narpuapxajibHble ~ HOPMBI  JOHMCIIAMCKHUX  TEpPUOJOB B
3HAUUTENBHOUN cTeneHu. K coxkalieHuto, moka oHa Mog4€pKuBaiia
OCBOOOIUTENBHYIO  pOJb  IIApuUaTra, MOAPBIBAET  JPYTHX
COLIMAJIbHBIX, PEIMTHO3HBIX U MOJUTHYECKUX (aKTOPOB, KOTOPHIE
OTPULIATENIbHO BIMAIOT Ha CTaryc >kKeHIuH. Ecim mapuar
o0ecreurBaeT TeHJepHOEe PaBEHCTBO 3a BCEX, TOTA MOJOXKEHHE
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MYCYJIbMAHCKUX OKCHIIMH [0 BCEMY MHpPY JOJDKEH OBITh
OJMHAKOBbIM. B J0omonHeHue K 3TUM, APYrHe AacleKThl TOXKe
CYILECTBYIOT, KOTOPbIE CHJIbHO BO3IEMCTBYIOT HA JKU3Hb KEHIIIUH.
Kak DOnuzaber ®epHea 3amedaeT, 4YTO B KaXIOH KYIbType
yIpaBIAlOT ciioBa ‘O6ora’ u ‘myxuuHa’. LlenTpanbHO-A3arckue
KYJIBTYpbl ~ KOHUENTYyaJIN3UPYIOTCS,  KaK  HMCIAMCKOM |
JoUCIaMCKOi. B OCHOBHOM TpaJMIIMOHHBIC OOBIYAU U TPATUIIH,
KOHEYHO CJIOBAa MYXYMH, CMeIalnuce ¢ McmaMom, ciioBa eIMHOTO
6ora. JTo0 0OBEOEHHME Jy4Ile TOHSATHO, €CIM Mbl CPaBHHUBAEM
[lenTpanpHOa3uaTckue oOIIecTBa ¢ IpsiMoi InHUel. Ha omHom
nomtoce KkoHre JnuHUM crouT Kopan, komudukanus bora,
WJeadbHbIi M MPOOHBIM K KOTOPOMY BCE ACHCTBUS B JKU3HHU
JOJDKHBI OBITh TMOMOOHBIMH U CMEXHBIMH. Ha apyroMm KoHIe
TuHUM QoKyca MJIeMeHHbIe U ceMeiHble 00bYan. Mbl HE MOXeEM
HeJooleHuBarh BiusiHUE Mcnama Ha xu3Hb skeHiuH. [llapuar,
Xamue W JOpyrue IepCOHalbHbBIE 3aKOHbI W JIPYTHE€ HOPMBI
OTPAaHMYWBAIOT M pemamT cyap0y keHmuH. Mcmam B
enTpansHoit A3uu A0ATO MpaBWI M TIYOOKO TMPOHHWKHYI. B
pe3yabrare 3TOrO, BO3ZHUKJIO HarpsKeHUe MEXIY
MPEACTABUTENSIMU  PEJIMTUM M COBETCKMM TOCYIapCTBOM B
nBaanatoM Beke. KOHPIUKT MeXAy rocyIapcTBOM U peluruen
npopopkaics ¢ BpeMeHu Poccuiickoir ummnepun. Ho 310
MPAaKTUYECKH TOAOIIIO K KOHITY, mocie CoBeTcKoil mobensl Haj
benoit Apmun.

[IpoTuB OBICTPOrO pPACHPOCTPAaHEHHs KamUTalu3Ma B Hayale
NBA/LIATOTO  BeKa  MosABWiIachk 3HameHuTas  OkTsa0pbckas
pesommonuss B Poccum. U ta peBomonus  BBABUHYIA
lenTpansHyto A3MI0 B COBpEMEHHYI »3m0xy. Poccuiickas
Pecnybnmka Oblia co3nana, nmocie orpeuenus uaps «Hukomast 11y,
c Oonpmior mommoi W Hazexnae. [lociae mobempl TpakaaHCKOM
BOMHBI, Korna CoBeTcKas BiacTh IpHIia B Biacth B 1917 rony,
BECh PETHMOH TMOTEPSJ CBOM  KYIBTYPHBIM, TMOJUTHYECKHIA,
COLMAJIBHBIA M DKOHOMHUYECKMH  KOHTPOJIb. Csetnoe
KOMMYHHCTHYECKOE Oynyiee IIPUBETIO K MIOJIHOMY
MOJIMTUYECKOMY IIEPEMEHY.
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Kak Tonbko bonpmieBuku npunuim B BiacTe B 1917 romy, oHmn
pas3aeawv 3TOT PErMOH Ha OCHOBE JIMHIBUCTKOM M 3THUYECKOH
uaeHtuyHoctT. B 1928 rogy ocHoBanum Kapakuprusckyro
aBTOHOMHYIO 00nacTh, a oHa craHoBuiack Kuprusckas CCP B
1936. Ilocne mnpuxoma Bo BiacTb COBETCKHUH COIO3 OKa3zaj
CYIIIECTBEHHOE BIIMSHHE HAa OOIIECTBO, OCOOCHHO HAa JKEHIIHMH.
Onu yxe ObUTH PUBEPIKEHBI 0CBOOOXKICHNUIO skeHIIHH. [ToaTOMY,
OHU Cpa3y PelWIN OCBOOOAMTH KEHIIWH BO BCEX PETMOHAX OT
MHOTOTBICSUEIETHET0 MarpuapxaibHoro padcrBa. CoBeTckuit
COI03 BHEC M3MEHEHHUs BO BceX cdepax >KU3HU. DTH W3MEHEHUs
ObBUTH HOBBIMH, MOJCPHHUCTCKUMHU M KacalluCh MOYTH BceX chep
MY>KYHMH U SKEHIINH; COI[MAJIbHO - OHU MBITAJINCh OCBOOOIUTh MX
OT CTapbIX M PEMPEeCCHBHONW CHCTEMBI, KOTOpas TAaKKe BhI3Baja
HANpsDKEHHOCTh B PETHUOHE; IOJUTUYECKU- OHU IBITAINCH
co37aTh AKTUBHOE KOMMYHHCTHUYECKOE OOLIECTBO, BKJIIOUYAs
aKTUBHYIO pOJb JKCHUIUMH; IOPUAMYECKH - paBHBIE IpaBa u
OTMEHWJ BCE JAPAKOHOBCKHE Tpaauuuu. COBETCKHUI CO03 BUIEI
KEHILIUH KaK pPecypc, KOTOPBIA MOXKET WUrpaTh BaXKHYIO POJIb B
noctpoeHun CoBETCKOro upaeana M CTPYKTypbl. OTHBIHE OHHU
UCIONIb30BAIM MX B CTPOMUTENhCTBE KoMMyHH3Ma. Kak Yuval
Davis yxaspiBaet «it is women- and not (just) the bureaucracy and
the intelligentsia- who reproduce nations, biologically, culturally
and symbolically» (Davis, 8-9). Takum oOpa3oM, MOXKHO CKa3arhb,
YTO 3MaHcumnanus >keHIMH B COBETCKOM COr03e Oblia He TOJBKO
CBS3aHa C  COIMAIBHBIM, a TOXE C  IOJUTUYECCKUM,
UJC0JIOTHYECKIM UHTEPECOM.

Jlo Hauana 20-0ro Beka MOIIHbBIE TPAAUIIMOHHBIE POJIbl U HOPMBI
nukToBaM *eHuH B LlenTpansHoin A3zun. Kak uétko Anypana
UuHol ykasana, 4To, 0 PEBOJIFOLHH, KEHIIUHBI B L{eHTpabHOMI
A3un OBUIM XapaKTEepPU30BaHbI BBIKYIIOM HEBECTbHI, JIETCKUMU
OpakaMu, H30JUPOBAHUEM OT BHEIIHErO MHpA Yepe3 MOTUTAMUU,
HAaCHUJIMEM M MYKCKUM MOJAaBI€HUEM. TpajuIMOHHO pPOIWUTENH,
POICTBEHHUKHA M MY CUMTAIIMCh >KCHUIMHOM B KauyeCTBE CBOEH
cobcTtBeHHOCTH. JKEHITUHBI HE OBLITM CBOOOAHBI BHIOPATh CYNPYTy
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U B JIPyroil CTOPOHE MHOTOKEHCTBO OBLIO BE3/IE PaCHpOCTPAHEHO
y HapoJ0B. MoJIOJBIX JIEBYIIEK 3aCTaBISUIM CTaTh JKEHIIMHAMHU B
I"apem GoratbIx Jtoneil, KoTopbie ObI TN MOX0XK U Ha uX asaaei. 1o
Tpanuiuu JleBupar, B 3TOM 4acTu A3UU MOCJIE CMEPTH YEIIOBEKa,
ero ’keHa, 0e3 e€¢ commacus, JOJDKHA OBITH BBIWTH 3a MIIAJILIETO
Opara Myxa. B HEKOTOpBIX MecTax Ja)ke JEBYILKH 3aMyXeMbl 3a
YeNoBeKa, KOTOphId Maér Hambombinee KanibiM, CKOT, NEHBIH,
ONCKIbl U KOBPBI, a HE 3a TOTO KOO OHHM CaMH BBIOMPAIOT.
Hekoropble MyXYUHBI MPEINOYUTAIOT TMOXUIIATh IKCHINUHY,
YTOOBl COXPAHUTH KajbIM. JTa Tpaaulus emé MpoAOoKaeTcs B
Kupruscrane u HaspiBaercs «kyz ala kachu». OHHM TOXUIIAIOT
KEeHIMH 0e3 e€ cormacus. MHorma oHn ObUIH B3ATHI Kak Tpodei B
ckayke. bpak 6e3 m00BH U corviacusi HHOTAA MPUHOCHUT YXKACHOE
MOCJIEZICTBUE IS )KEHIIMH U CEMbU. JTa TPaJuIlMs BO3ZHHUKAIA B
QHTUYHOE BpeMs M MPOJOJKAETCSA; HECMOTpsl Ha TO, 4YTO
CoBeTckuil COr03 BBEN 3aKOH U MPHU3HABAJ €€ KaK MPECTyIUICHUE.
HecMmotps Ha ObicTpee pa3Butue Bo Bpemsi Coro3a, B JepeBHE U
CEJIbCKOM paiioHe Bce cTapble M YXOASIINUEe TPAJULUU U COOBITUN
Halllld OTpaKeHWEe B OOIIECTBE, OCOOCHHO B MAaJIEHBKHX
NEPEeBHAX. DTH Tpamuiuu - Karvim, Aoam, ana Kyuy, noaueamus,
Tapem - pemn Ku3Hb U Cynb0y KEHIIWH, a UX coriacue ObUIO
He HykHO. JKeHUIIMHBI B OCHOBHOM pacCMaTpHUBAIUCH
X03sicTBeHHBIMU pabouumi. [lo 3Toif npuunHe «a young widow
with housekeeping experience commands a large amount of
bride-wealth than a virgin-bride» (Edgar, 2007). B Kupruzckom
IUIEMEHHOM U MaTpUapXajibHOM OOIIECTBE KEHIIUH MO3BOJSUIN K
AKTUBHOU 00111€CTBEHHO-TIOJINTHYECKOH, KYJIETYpHOU u
MPOU3BOICTBEHHOM KU3HHU.

[ToaToMy TpaguIIMOHHBIE POJIBI W HOPMBI, KOTOpBIE ObLIN
3aKperIEHHbIE BO BceX cdepax >KHU3HH, CTOJIKHYIHCH C HOBOM
Coserckoit kynbTypoil. [ns sxenmun B llentpanbHolt A3sum
BpeMss COBETCKOro MpaBUTEILCTBA CUUTAIOCH MEPUOIOM
OCBOOOXKIICHHS OT CTaporo oOIIecTBEHHOTro cTposi. B coBeTckoe
BpeMs ux cdepa IesTeNbHOCTH MIUPOKO PacHpOCTPAHUIIACh, KaK
paboTa B KOJIX03€, y9acTHe B MOJUTHKE, MTPABO TOJIOCOBAThH H.T.1.
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Tpyn B Lentpanbroit Azun Bo BpeMs COBETCKOTO COr03a OBbLT
PECTPYKTYypUpPOBaH, HO TOYHO, YTO OTO HAcJenue, ocTaércs
BUJIHBIM JIa)K€ CEromHs. B coBeTckoe Bpemsi, HoBas (opma
pabounx cus ObuIa CO3/1aHa, B KOTOPOW MYXUYMHBI U KEHILUHBI
3aHUMAJIMCh PAaBHBIMU MO3UIMSIMU. HO BO3HHK KOHQIIMKT MEXIY
LIEHTPOM, KOTOpBII MbITAaeTCsl YCTAaHOBUTH KOHTPOJb U
OJHOPOAHOCTL Had MCECTHBIMHU TpaAULUAMHU U O6BI‘-IB.§IMI/I. Nx
COBPEMEHHBIM M MPOTPECCUBHBINA MOAXO ChITpall 3HAYUTEIbHYIO
poJib B FeHHepHOﬁ IIOJIMTHUKC, U OHH OGJ’I@I“-II/IJ'II/I JKCHIIIUH OT
JOMAIIHUX pabOT M HCIOJIb30BaJIM UX B KayecTBE pabO4MX CHII
JUIS TIPOMBIIIJIEHHOCTH U JIpYTUX cekTopoB. COBETCKas BIACTb,
KOTOpasi CpaBHUBAeT ceOd C JIEMOKPATUYECKUMHU CTpPaHAMU Ha
MHUPOBOH apeHe, XOTella MOKa3aTh, YTO TOCYAApCTBO HE TOJIBKO
3¢ ()EKTUBHO YIpaBISIET PETHMOHA, HO TaKXKE OTO SBISETCS
COBPCMCHHBIM U IPOIrpE€CCUBHBIM B CBOUX HJCAJIAX.

OmMH U3 caMbIX CHJIBHBIX, COBPEMEHHBIX M BCECTOPOHHHX
MOJIMTUK Ha3bIBaJICs «XyIXKyM», KOTOpbli Hadaics B 1927, u
npoaospkasucs Oonee gecatu yeT. CYUTaANNCh MECTHBIE JIIOAHU 3Ty
MOJIMTHKY, KaK Hama/ieHue Ha J0JIr0 BEKYIO TPAJUIHUIO - IPSIMOE U
MaclITa0HOEe HACTYIJICHHE Ha COLMAlIbHble OObIYal HOILIEHUS
yaapbl U yenuHeHus. s COBETCKOTO COr03a KEHCKasl «3aBecay
SBJIIETCS. CHMBOJIOM TPAJUIIMN U PETPECCUU, KOTOPBINA ObLI Be3ne
BUIHBI B oOmiectBe. JKeHIIMHBI, KOTOpbIE MPOOOBAIM CHUMATh
IUIaTKH, TIePEeXUBAIHUCH COMPOTUBICHHEM U arpeccuei co
CTOPOHBI MY)KYMH B 00IIECTBE. DTO MOMBITKA ObLIa PACHEHEHO B
KauecTBe KaK HaraJieHue Ha TPaJullii U BCTPETUIIACh C CHIILHON
peakiuu oT My>K4rnHbl. COBETCKHE PYKOBOIUTENH HAJESIIUCH, YTO
COBPEMEHHBIE M PACKPETOIEHHbIE KEHIINHBI OyIyT 4yBCTBOBATh
ce0si B IONTY Tepes TOCyIapCcTBOM, U UM OyAeT ynarbes CO3/1aTh
HOBYIO COBETCKYIO KYJAbTYpPY M JOsJIbHBIE (yHIAMEHTHI
coBerckux rpaxnaas. Ilo cnosam Jlyrmac Hoprtpon, pemienue
3aMEHUTH IOJI C KJIACCOM OCHOBBIBAE€TCS HA IMPUCBOCHHE, YTO
«Despite obvious differences among them but Muslim women
were fundamentally united by a common experience: they were all
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victims of oppressive structures of patriarchal Islamic society».
DOTOT apryMeHT, B MepBbIe, NpemiokeHHb Greogry Massell,
npencrasisier keHIUH lLleHTpanbHOM Asum kak «Surrogate
proletariaty. Ilo ero cmoBam, CCCP mnomy4dusn cBoe HOBOE
mposerapckoro kinacca B lLleHTpaibHON A3uum B OTCYTCTBUU
peanbHOro pabovero Kjacca U OHH IMbITAIUCHh PEKOHCTPYHPOBATh
o0IIecTBO 4YTOOBI, MPHHATH JABHO JKEIAEMBIX COLMAIBHBIX
U3MEHEHNU. XOTSA, 3TO IIONBITKA HE IPUHOCWIA HKEJIAeMbIe
pe3yNbTaThl, MOTOMY YTO JIFOIW BUACTH ‘Xyoocym’ Kak CPeICTBO
pa3pylInTh APEBHIO HAEHTUYHOCTh. [lombiTka «KeHoTnenby»-
XKeHckui otnen KommyHucTHYecKoil mapTuu, 4To0bl 0CBOOOIUTH
KEHILUH Yepe3 MPOCTOM pa3Bo/l TOXKE MI0X0 KOHUMII.

Onnaxko, 3Tu ¢axTsl yTBepXk)aaoT, uTo CoBeTcKUe OpHUIHaTbHbIC
nuna OplTM MTyOOKO 3aMHTEPECOBAHbI B AMaHCHUIAIIMK KEHILIUH B
nepByto odepenb. HecMoTpss Ha HEKOTOpBIE CONPOTHBIIEHHS CO
CTOPOHBI ~ PEITUTHO3HBIX  YUYPEXKACHUSX, JIOIU [OCTEIEHHO
ACCUMWIMPOBAJIUCh W TNPUHSIM, BOJIEH-HEBOJEH, HOBBIC
conualgbHble W KyJIbTypHble CTpyKTypbl. CCCP wucnons3oBan
MHOKECTBO HMHCTPYMEHTOB JUIsl PACIPOCTPAHEHUS COBETCKOU
KYJIBTYphl B ujaeoioruu. Kiyd - ObUT OMH W3 MHOTHX CIIOCOOOB
pacrpocTpaHeHusi HOBOW  KynbTypbl. Kak mosichun Al
Igmen(2012), po k1y0 B COBETCKHX CTpPaHax, 4YTO O(DHUIIHATBHBIN
nenp knyd wiam Jlom KyneTypbl (B kupruzom- Madaniyat Ui)
pa3sMHOXaeT OOJIBIIEBUCTCKUE HICOJIOTHH 4Yepe3 oOpa3oBaHUE U
pasBieueHue aiis moxnei. Kpome atoro nureparypa, UCKyccTBa -
M300pa3UTeIbHOE U UCIIOTHUTENBCKOE, TEIEBU30p, KWHO U MBICIIH
dbopMupoBanuch mMoja BiIusHHEM oOpa3a xu3HH Hapopaa. llocme
PEBOJIIOLMK BCE CPEACTBA MEIM M Pa3BICUEHUs] NMOCTABHIN Haj
LIEH3YpOM, M TOJIBKO TOCYIAapCTBO PELIMJIO Kakue Mporpammbl
OyayT BecTH TeleBU3MOHHYIO nepemady. [locie 1917, Coerckuii
COI03 CWJIBHO OKa3aJl IEWCTBHE Ha JIMTeparypy B lleHTpasibHOU
Aszun. OHM 3aCTaBJISUIM HamMcaTb O HOBOM MPOTrPECCHUBHOMN
COBETCKOM KYIBTYpE U CO3[aTb HOBBIE COBETCKHE HJICAJIbHBIC
oOpaszpl. ConuanucTUyecKuil peanusM ObLI  €JUHCTBEHHBIM
[JIaBHBIM ~ JIUTEpaTypHBIM  TedeHueM. [lucarenu mokaszanu
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KOH(QIUKT MEXIy HHAMBUAOM U OOIIECTBOM, IIJIEMEHH,
cooOmiecTBa B paHee BpeMs KOMMYHH3Ma. Bo Bpemsi BOMHBI —
BOCHHAs Mpo3a W MNaTpUOTHYECKHe 00pa3bl; B CEMIECAThIE W
BocemaecsaTeie ronbl B CoBerckoil LleHTpanbHO A3uMu Havyaiu
paccMarpuBarh COLMAJIbHBIE W TOJUTUYECKHE HMHCTUTYTHI B
CosetrckoMm oOmiecTBe. B aBannaTtom Beke IVIaBHbIE MUCATENTU B
3ToM peruone Obumn Yumnruz AiirmaroB, bepabi KepOabaes,
Myxtap Aya3oB, Omxac CynelimeHoB. B coBeTckom mepuoze,
OHH CO3JIaJIM OTIIMYUTENIbHBIE 00pa3bl paHbIIE BPEMEHH, KOTOPBIC
ObUTM TEPEeNOBBIMH M TPOTPECCUBHBIMHU. BoOmpockl CBsi3aHbI €
KCHIMHAMU Tak)Ke ObUTH M3y4YeHbI, KaK Ha pUMep Y30eK Mo3T U
nucarenb Manzypa CaBupoBa oOOHapyXuBala TPYIHOCTH
KEHIIMH B Y30eKkucraHe, 70 W TMOCiIe peBoMOUMd. YHMHTrH3
AWTMaTOB, W3BECTHBIH KHUPTU3CKUH mHcCarelb, caM ObLI
CBUJICTENIEM IJIABHBIX COOBITUH COBETCKOTO COIO3a - OYHIICHUE
Cranuna, OteuectBeHHast BoriHa (1939-1945), XomonHas BoifHa,
pacnag Coerckoro Corw3a M MOCH€ HTOTO0 HAYaJIO AIOXU
miobanu3amusi, W TaKkkKe  [peICTaBUTENIeM  KHUPTHU3CKOU
TPAaJULMOHHON JIHUYecKor ucrtopu. [loMuMO TOro, OH TOXe
OJM3KO BUIENT W HaOmroman Tpaauiuio u Goaskiop LlenTpanpHoit
A3zum 1 HaGmoaan TpaHcPOpPMAILIHIO O0IIECTBA OT TPAAUIIMOHHO K
cOBpeMeHHOMY B Bcex cepax >ku3HU. [loaTomMy OH cumraercs,
YTO B3IVIS[ M YKIJIAJ JKA3HU JIOJIEd TOr0 pEeruoHa COACPKUT B
CTapble U aHTUYHBIEC TPAJAUILIUU, TAKOW B3IVIsT TOUHO U300paKEH B
ero mnpousBeAeHusix. Kpome nureparypel, JIpyrue  BUIBI
UCKYCCTBa Kak KWHO, Tearp, TAaHEI| U Ta3eThl, TeIeBU30D, Meaua
Takke (GopMupoBanu B3NN U UAeodoruto Hapoaa. CoBeTCKHid
COI03 MpPHUHEC HOBbIE MY3BIKAbHBIE MHCTPYMEHTHI M >KaHPBI,
TEJIEBU30p MOYTH B KaXAbIX 30HAX, 3alaJHBIA TaHEI, KaK BaJLJIET,
OoJblllas KHHOCTYAMIO OCHOBaNU. Bee 3Tu cpenctBa paspiedeHus
Y MeJId MCTIOJIB30BAIMCH PACIIPOCTPAHATH COBETCKYIO UICOIOTUIO
U CO3laThb COBET MHOTOSI3bIYHOTO W MHOTOHAIMOHAJIBLHOTO.
CoBerckue BIAcTH, 4Yepe3 pa3jIuvyHble CTUMYIIbI, MOOUIPSUIHA
MYCYJIbMAHCKHE J>KEHIIMHBI, YTOOBl BBIATH M3 TPaJAULIUMOHHOU
yenuHeHuss W oObyHOM 3aBechl. CoBerckas KymbrypHas
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PEBOJIIONMS, MACCUBHO PAa3MHOXKAET U PACIPOCTpaHSIET HAyKd U
JIUTEPATypbl, MPOBOAUIUCH B OIHOM s3bIke€ - Pycckuit. Ilpu
MOMOIIM  S3bIKa,  OHM  TBITATHCh  OOBEIWHUTH  BCE
[lenTpansHoazuarckue mposieTuaptbl. C TEUEHUEM BPEMEHH,
BrpoueM, HepocTarku COBETU3ALMK U HAIMOHAIBHOM MOJIUTUKH,
O0COOCHHO, B YBEJIMYEHUHU MaBIICHUS U PyCcU(UKALMU BBI3BAIN
OECIIOKOIICTBO Cped MECTHBIX HACEJICHUSAX U JaXe Cpeau
pPyCUPUIIMPOBAHHOW HWHTEIUTUTEHIIMU. YMHTrU3 AWTMAToB BBEN
HOBBII TepMuH «Mankourtization - 3a0bIBast 0 KOPHSX», KOTOPBIH
JAXK€ YacTO MCHOJIB3YeTCS PYCCKOM HMHTEJUIMTCHIUUA. IJTO
00O03HaYaeT, YTO B IMpOIECCe Mepexoa OT TPATUIHMOHHOTO K
COBpPEMEHHOMY, yTpaTuiu oOmecTsa MU MOJOAEKHU CTapbie
LIEHHOCTHU U STUKHU.

Opnaxko mpomecc pedopma B IlenTpansHOoit Asum  ObLI
MEJUICHHBIM, HO CHUTYyallUs IIOCTEIIEHHO yly4dluiack. Bo Bpems
COBETCKOTO COI03a CaMO€ IJIaBHOE H3MEHEHHE NPOHU30ILIO0 B
06pa3OBaHI/II/I JKCHIIIUH. PaBenctBO MYXXYUH U JKCHIIMH B
MOJTy4eHUU 00pa30BaHUs OBLIO IVIaBHBIM LEIHUSIMH B COBETCKOM
cucremMe oOpa3oBaHus. Panpine Mymia pan oOpa3oBaHue B
Manapce, KOTOpBI OBUIO CBS3aHO C PEIUTHH W KYJIBTYpHOM
LIEHHOCTEW. DTU TpaJULIUU U KYIbTYpHbIE HOPMbI CUJIBHO BJIUSIOT
Ha JKU3Hb M CTaryc >KeHIIUH. COBETCKHM COI03 B PEAJTbHOCTH
NBITAJICA YITYYIIUTDH IMOJIOKCHUC KCHIIHWH C ITOMOIIBIO 3allaTHbIM
U HaydyHbIM oOpazoBanueM. Kak mpaBunmpHO yTBepkaama K. K.
CarpibexoBa (2008), uro CoBerckas oOpa3oBarenbHasi CHCTEMa
60-70 romoB oka3ana HauOOJIbIlIee BIUSHHUE KAaK Ha YpPOBEHb
oOpa3oBaHMs, TaK W Ha JOCTH)KCHHE TEHIIEPHOTO PaBEHCTBA B
mpouecce ero mnoiydeHus. VM oTMeueHO 4YTO, TOJBKO TOCIe
PEBOMIONMY  JKEHIIMHBI TONYYWJIM JIOCTYIl K OOpa30BaHUIO,
3IPaBOOXPAHEHUIO U TEXHUYECKUM JOCTIKeHUsAM. EE 3amenunu
CTapyro IIKOJNY, TIe MyJjla Jajl pPeIUruo3HOoe 00pa3oBaHUE, C
HOBBIM 3amafHbIM oOpa3oBaHueM. [lombITKa HOBOW COBETCKOM
CHUCTEMBI COCTOATIA 6BITB TO YTO XCHIIUHBI CTPCMUJINCH MMO3HATH
CBOIO TOAXOJIAIICIO TIO3UIIMI0 B OOIECTBE uepe3 oOpa3oBaHUE H
ydacTue B Pa3BUTHH COIMATHCTAYECKOTO oOImiecTBa. brnaromapu
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Cogetckoro coro3a obpa3zoBanue B Kupruscrane obecnieueHo asis
BCEX, HE3aBUCUMO OT nona. U B kakoii-to mepe COBETCKUI COI03
HU3MCHUJI KapTUHY 06mecma, a 3TO HE 6BIJ'IO YAUBHUTCIIBHO, KOTAa
KeHIIMHa,  npenactaBismomas  COBEeTCKMM — COIO30M B
TENIEBU3MOHHOM JHajore ¢ AMEpPUKAHCKOW ayIUTOPUH TOPAO
3asBUIIM 4TO «Y Hac HeT noiia ( B coBeTckoM corose)y.

Kpome mocryma k oOpa3oBaHHI0, OOUH U3 OOJBININX W3MEHEHUU
OBLT JKEHCKOE Yy4YacTHe B COIHMAIBHOW W DKOHOMHUYECKOU
NESATEIbBHOCTH M MaccoBO€ CoO3HaHUE O noauTtuke. Ho artor
npouecc He ObUT JETKUM. DTO ObUT TPYAHBIM JeJIaM MPUMEHSTh
COBpPEMEHHBIE U 3amajHble HJIed B pa3HOOOpa3sHOW W OTCTajon
obnactu llenTpanpHoit Asuu. Ilostomy CoBeTckas BIacTh
MEIJICHHO BBeJa COLMAIbHbIE U MOJUTUYECKHUE W3MEHEHMUS.
ITocne oxonwanust ['pakmanckoit BowHBI (1917-1922) B mepBytro
odepenb oHu 3anperunu Illapuar u  Apgar. OHu  TOXE
MIPOBOJIMJINCH JieTalnbHbIMU U3MeHeHusaMU. Kak yrBepxkaana Capa
AmBuH, reHaep OBLT LEHTPAIbHBIM NPUHIHUIIOM COBETCKOM
cuctembl. [ToMMMO MOTYEpKHYB paBEHCTBO MEXIYy MYKUMHON U
KEHIIMHOM, COBETCKas CHCTeMa TOXKE JaBajla TapaHTHIO 3a
neranpHOe TpaBo. Opuaunveckuil yctaB OblT BBEAEH YCTPAHHUTD
3aBUCUMOCTbH JKEHIIMH B KaXObIX cdepax xu3HU. CoOBETCKUI
COI03 MPUCTYMHII KECTKYIO MOJUTUKY aTeu3Ma U UCIOJIb30Bal €T0
Kak HamazeHue Ha Mciaam u Xpuctuanctso. Ocoboe BHUMaHKE B
MYCYJbMaHCKUX paloHax MOAYEPKUBAIM HA HSMaHCHUIAIUIO
XKeHIuH. [[ns1 coBeToB nr0Oble Tpaaunuu, B I000H (opme
MPOTUB KEHILIWH, HAJ0 OTMEHUThH, BO3pPAcT BCTYIUIEHHS B Opak
ObUI MOTHAT 10 BOCEMHAIATH JIET; MHOTOKEHCTBO OBUIO TOYTH
OTMEHHO M Opak 0e3 B3aMMHOTO COTJIaCHUS CYIIPYTOB M IMpaKTHUKa
BBIKYIIa HEBECThl ObUIM OOBSBICHBI NPECTYIUIEHUSAMH. Pa3Bon
ObUT yHOPOIIEH, M SKEHIIMHBI TOJXYYMJIM PaBHBIA JOCTYN K
COOCTBEHHOCTH.

Bo Bpems CoBeTcKoro coro3a ObLIN MPHUHSTHI BCE YCUIIHS, YTOOBI
BBECTH COLMAJMCTHI HIeanbl B Bcex cdepax Ku3HU. B
CEMUJIETHEM M JIBYX MOCJIEAYIOIIMUX MATWIETHUX IUIaHax
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YUYHUTHIBAJIUCh UHTEPECHI Pa3BUTHUS SKOHOMHKHU M KYJIBTYPhI BCEX
coro3HbIX pecnyosmk. B Tom uwmcne w  Kuprusckas CCP
npeaycMarpuBaiach  JajbHEWIIee  pa3BUTHE  HAPOJHOTO
o0Opa3oBaHUsl, HAYKH, JTUTEPATYPhl U UCKYCCTBO, NI€UaTH, Pauo U
TENEeBUJICHUS, KOJIXO3HI, KYJIBTYPHO-TIPOCBETUTEIIbHBIX
YUPEKIACHUH, KOTOpBIE UrpaAJIA BaKHYIO poJib B
KOMMYHUCTHYECKHE BocTiuTaHus. bonbiias nmpobinema napTuitHoOH
opranmzanuu  Kuprmsum sBujack Oopb0a C TMEpPEKUTKAMH
MPOIUIOTO KaK co3HaHWe (eonaabHO-0aiiCKOr0 OTHONICHUS K
KEHIIIMHAM, [aTpuapxajibHOE MOJABICHNUE KEHIIUH. B coBeTckoe
BpEMsI JKEHIIMHBI TOXKE Hadalld y4acTBOBATh B IMMYOIUYHOU cdepe
U 3aHUMAINCh TMOJIUTHYECKUM IIOCTOM B KOMMYHHUCTHYECKOMN
naptuu. CoBeTCKasi BJIAaCTh TOXKE CO37aia OTAENIbHAs 4acTb IS
JKEHIIMH B TapTUM - Ha3blBaach «JKenormenb». B 1924,
xeHmuHbl B Kazaxcrane u TamxukucTaHe MONYYHIIA IPaBO
roJIOCOBaTh U Y4acTBOBaTh B BEIOOpax, okosio 20 JeT paHbllle 4eM
Bo @panuun(1944), HWranmun(1945), Mekcuke(1947). Dtn
MOJINTUYECKUE HW3MEHEHUs Jald BO3MOXHOCTH JKEHIIMHAM
MOBBICUTH TOJIOC TIPOTHB JIFO00H TUCKPUMUHAIIH.

OHM co37aIM HOBBIM COBETCKHMN MY)XKYMHA M HOBYHO COBETCKYIO
*eHIMHY. OHU TBITAIUCH CO3/1aTh HOBYIO COBETCKYIO KYJIBTYPY U
«COBETCKHMI KOHIIENT CEMEHWHOW >KHU3HH W ITHKW». ODPdeKT
M3MEHEeHHs ObLT HIMPOKO PAacHpoCTpaHEH Ha oOoux mojoB. OHU
ObUTH pabouuMH, JTETYUKAMHU, TPAKTOPUCTAMU MOYTH B KaXKIbIX
oTpaciisiax u cekropax. CoBeTckasi MOJUTHKA padOTaOIIeH MaTepu
U 37paBOOXpaHEHHE 3a BCEX MOMOINIM OCBEAOMIIEHHOCTh HX
o0pa3oBaHHsI M CEKCYaJdbHOTO 3/0pOBBsA. B o0meM u meiaom
KEHIIIMHBI KUK B TakoM oOmiectBe B LleHTpansHOl A3um, T7€
JOMUHUPYIOT MYKYUHBI M CTaTyC XCHIIWH ObUI CPaBHUTEIHHO
Hu3kuUM. [loaToMy OHHM OBUIM COLMAIBFHO HW30JHUPOBAHBI U
SKOHOMHYECKH 3aBUCUMBI. Toimpko uro uepe3 60-70 ner
COBETCKOT'O MPaBUTEJIbCTBA 3aMETHOE M3MEHEHHEe Halo1anach B
ux craryce. [loMuMo TOTYEPKHYB HEPABEHCTBA MEXKIY 3TUMH
IBYMSl TIOJIaMH, YAYYIIUTH CHUTYalMI0 COIMAIbHO-KYIBTYPHYIO,
SKOHOMHUYECKYI0, TOJIUTUYECKYI0 CTajl 4YacThlO COBETCKOM
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MPOrpaMMON  PEKOHCTPYKIHEH. B 1enoM ColMokyabTypHast
MO3UIUS JKEHIIMH ObUIa JYYIIUM TIOYTH B KaxIbIX cdepax
KU3HU, HO OHa Oopojach C MHOTOJIETHEH marpuapxaibHOU
TICUXHUKH, YTOOBI MONYy4UTh ocBoOoxzaeHue. [loaromy B omHOM
CTOpOHE ONU3KHE H POJACTBEHHHKH 3aCTaBISUIA COXPAHUTH
JOJITOBEYHBbIE TPAJULMK B TMPOTHUBONOCTABICHUM HOBBIX U
COBPEMEHHBIX KYJIBTYp, KOTOpbIE OBUIM BBEIEHBI B OOIIECTBE
CoBeTCKUM NIPaBUTEIBCTBOM.

WNHTtepecHo 4TO, COBETCKAs BIACTb, KOTOpAs IMbITAJach BHEIPUTH
HOBBIE TpAaJWIMM H OOBYaW B OOIIECTBE CO37aTh OYCHB
JUITTEbHBIE W cBOeoOpa3Hbie COBETCKHE BIHMSHHUS HAa JKU3Hb
monen LlentpansHoii A3un. CeroaHs >keHIIMHBI B [[eHTpanbHOMI
A3umn paboTaloT B KAa4eCTBE YUWUTENEH, Bpadeil, OyXxrairepos,
paObOTHHIIBI, TEKCTWIBIIUKOB, MeacecTép W mpodcoro3
aJIMUHHUCTPATOPOB. DTH KCHIIWHBI ObLTM M30paHbl HA BBHICIINE
MO3UIUU B MHCTUTYTaX, KOMIIAHUU, 3aKOHO/ATENIbHBIE OpTaHbl U
MIPOBUHIIUATIBHBIX aIMUHUCTpaIUH. CoBerckas BJIACTh
MpHU3HAIach BaXHOCTHIO 00pa3oBaHMs ISl BCEX U ITO SIBISETCA
OYCHb 3aMETHOU cerofHs. JKeHIIMHBI CeTOIHS KUBYT U padOTaIOT
CaMOCTOSITENIbHO M TBITAeTCs OOOCHOBaThCS B  TOPOACKHX
uentpax. B 1924 rony xenmunsl Kazaxcrana u Tamxkukucrana
BO3POAMIIM MPaBa rojocoBaTh U OAIJIOTHPOBATHCS Ha BBIOOpaxX U
psne Opyrue mTarkl nocienoBaidu 3ToMy. CeromHsi KEHIIMHBI
UMEIOT DPsii TMPUBWIIETUN W TapaHTHUIl, KOTOpbIE 3aKperyieHbl B
Konctutynnu. BekoBol yrHeTeHuss B PEJIMIHO3HBIX Jielax
MOBBICUJI TEHJEHIMH K YKPEIUICHHIO KOHCEpBaTH3Ma BO BCEX
cTpaHax o6miectBa. CoOBpeMEHHBIE KHUPTHU3BI MO-TIPEKHEMY
MPUJAI0T OTPOMHOE 3HAYEHHE U YBAXKEHHUE CEMEWHO-pOJIOBBIE
uctoku. CoBeTcKasl BIaCTh TOXKE OKa3ayia ITyOOKoe BO3/EHCTBHE
Ha Bcex cepax xku3Hu. KoueBble cemeiiHble TpaIuluu U o0bIyan,
cmemianHele ¢ McimaMoMm, KOTOpBIM — yXOAUT KOPHSAMH B
narpuapxaiHo-peoqaNbHBIA  XapakTep  JIIOACH,  BEpHYNIACh
CUJIbHEE B TOCT-COBETCKOE BPEMSI.
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Abstract: The written word has enthralled readers since time immemorial, but
to a highly literate and mechanized culture, the moving images appeared as a
world of triumphant illusions and dreams that money could buy. This paper
will attempt to analyse the process of transforming/interpreting literature into
film, i.e. what happens when a narrative is first expressed in words, and then
told in the language of sound and moving pictures. The text under study is
Devdas written by Sarat Chandra Chattopadhyay and its film adaptations by
Bimal Roy and Sanjay LeelaBhansali. This tragic love triangle of the
introverted and self- destructive hero, the quiet and proud lady and the silently
suffering prostitute has captured the imagination of audiences since long and
redefined the concept of doomed love so much so that the story of Devdas has
become omne of the major touchstones of Indian cinematic history. The
character of Devdas has achieved a cult status akin to that of Shakespeare's
immortal lover Romeo. Devdas provided a catharsis to the audience because,
without wallowing in self-pity, the fatal flaw of the tragic hero must be
punished. He is one of the enduring metaphors of the Indian film oeuvre, a man
alienated from his surrounding, weak-willed and torn by an inner conflict,
succumbing to the societal taboos to forego the woman he loves. The text and
the film have become “a part of the collective unconscious of Hindi cinema.”
This paper will study how Sarat Chandra pioneered the movement of realistic
fiction making the lives of ordinary people the matter of narrative. It will also
attempt to understand how because of the unique adaptability of the novel the
Devdas metaphor has continued to engage our imagination through
generations of readers and viewers.

Keywords: Devdas metaphor, film adaptation, remake
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Adaptation, like evolution, is a transgenerational phenomenon.
Some stories obviously have more “stability and penetrance in
the cultural environment™ ... Stories do get retold in different
ways in new material and cultural environments; like genes,
they adapt to those new environments by virtue of mutation—in
their “offspring” or their adaptations. And the fittest do more
than survive; they flourish (Hutcheon 32).

This paper is an attempt to understand the relationship shared by
the two most accessible means of expression: literature and film.
If we delve into the history of the prestigious Academy Awards,
the one aspect that is conspicuous is that, ... since the inception
of the Academy Awards in 1927-8, “more than three-fourths of
the awards for “best picture” have gone to adaptations ... [and
that] the all-time box-office successes favour novels even more”
(Morris Bejaqtd. in McFarlane 8). Linda Hutcheon re-affirms the
appeal of adaptations by saying that they are “omnipresent in our
culture” and also “increasing steadily in numbers” (4). An attempt
to compare the two discourses- text and film- on a narrative level
may raise several questions. Which elements of the novel’s
narrative have been retained and which ones have been dispensed
with? Are the deviations “necessary” or are they extraneous? Why
the film form is sometimes regarded as a “culturally inferior” or a
“secondary” art form? In the metamorphosis from telling to
showing, does our impression of the characters or situations too
undergo a transformation? Although the study of adaptation might
involve prejudiced notions of an axiomatic superiority of
literature over film, yet in any case, the fact remains that text and
film are two semiotically different ways of expression governed
by vastly different dynamics; therefore it would be fair to state
that a comparison between these two genres would help in an
enhanced understanding and critical appreciation of the various
aspects of a literary work and its film version.

This paper will attempt to study the process of transforming
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literature into film i.e. what happens when a narrative is first
expressed in words, and then told in the language of sound and
moving pictures. Just as every artist has her/his own muse,
similarly all art forms, including film, take their “inspiration”
from various sources. Adaptation is a derivative process, and the
most common form of film adaptation is that from a novel into a
film. The dependence of cinema on literature occasioned
skepticism from some quarters in its initial phase, but this new
medium of expression has consolidated its position and broadened
its possibilities over the years. Connoisseurs of literature have
been fascinated by the film adaptations of the classics and
realized the scope that cinema provides. In fact, cinema, like
literature, also reflects life and society, and adapts stories from it;
this has been done since before and is still continuing.

It can be seen that there is a literary quality inherent in almost all
cinema. The narrator guides us in our reading of a novel, and we
understand the characters not only through their dialogues, but
also through inferring about what they are thinking or through
what the narrator says about them in his narration. In film, the
narrator almost disappears, sometimes making its presence felt
through voice-overs and the filmmaker has to utilize the tools of
filmmaking to reproduce what was thought, felt and described in
words.

The paper while trying to offer insights into the seemingly
problematic relationship between literature and its celluloid
representation will also try to analyse the dynamics of this
relationship keeping in mind the fact that a direct translation from
literature to film is not quite possible because of the obvious
change in dimension and technique of the two media. A film also
cannot directly show us what the characters are thinking and
feeling, it can only make us infer their thoughts through dialogues
or actions. Since any adaptation is a new original or rather a re-
experience, therefore it depends on the filmmaker to strike a fine
balance between preserving the spirit of the original source and

65



Assonance, No.19, January 2019

creating a new form. In fact, when the adapter undertakes the
adaptation of a novel, he “does not convert the novel at all” rather
the adaptation is “a kind of paraphrase of the novel- the novel
viewed as raw material”. There might be discontented novelists
who despair of the adaptations being made of their works, but
George Bluestone maintains that alterations are inevitable because
“the filmist becomes not a translator for an established author, but
a new author in his own right” (62).

The French critic Jean Mitry said that, “a novel is a narrative that
organizes itself into a world, a film is a world that organizes itself
into a narrative” (qtd. in Mandal 259, 260). A good novelist writes
scenes which became memorable, as visual imagination is used
for verbal descriptions just as a filmmaker uses a camera lens to
select, highlight, distort and enhance. It needs to be kept in mind
that a good film never gives explanations and never makes overt
statements. The onus is on the audience to make a meaning out of
the cinematic experience.

II

The text under study in this paper is Devdas written by Sarat
Chandra Chattopadhyay and its film adaptations by Bimal Roy
and Sanjay Leela Bhansali. This tragic love triangle of the
introverted and self- destructive hero, the quiet and proud lady
and the silently suffering prostitute has captured the imagination
of audiences since long and redefined the concept of doomed love
so much so that the story of Devdas has become one of the major
touchstones of Indian cinematic history. The character of Devdas
has achieved a cult status akin to that of Shakespeare’s immortal
lover Romeo. Devdas provided a catharsis to the audience
because, without wallowing in self-pity, the fatal flaw of the
tragic hero has to be punished. He is one of the enduring
metaphors of the Indian film oeuvre, a man alienated from his
surrounding, weak-willed and torn by an inner -conflict,
succumbing to the societal taboos to forego the woman he loves.
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The text and the film have become “a part of the collective
unconscious of Hindi cinema.” This paper will study how Sarat
Chandra pioneered the movement of realistic fiction making the
lives of ordinary people the matter of narrative. It will also
attempt to understand how because of the unique adaptability of
the novel the Devdas metaphor has continued to engage our
imagination through generations of readers and viewers.

Devdas is, and ever will, remain the symbol of unfulfilled love, a
man bearing the badge of a true lover destined for an
unfortunately wretched life; a man, whose life never fails to elicit
a few tears across generations of readers and viewers. In Devdas,
the interpersonal relationships among the characters are bitter
sweet, prompted at times by an egoistic attitude and thus resulting
in unhappy consequences. But underlying all this is a deep love
that binds each character, a love which we already know will
never find its fruition and remain unrequited and doomed. The
strength of the female characters as opposed to the weakness of
the male is a testimony to the awakening of a consciousness
which has learnt not to relegate the female to a peripheral
position, whether at home or in society. Discerning readers also
tend to equate the literary prowess of Sarat Chandra with that of
Rabindranath Tagore, his contemporary, and although the former
was much influenced by the great writer, his works nonetheless
depict an individuality of their own particularly with regard to
character development, sensitive dialogues and his humanistic
outlook. Tagore was a colossus striding the literary scene of his
time, yet Sarat Chandra, although not a prolific writer, could
reinforce his position in the minds of his readers through his
stories and novels. Devdas has been adapted for the screen in
many Indian languages, including Hindi, Assamese, Bengali,
Tamil, Telugu, Malayalam, and every time, it has struck a chord
in the hearts of a pan-Indian audience. Another heartening aspect
is that the films have also triggered a renewed interest in the
reading of the novella. The younger generation, instead of finding
the story archaic, is rather more interested in knowing the
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ramifications of an undying and passionate love. It is intriguing to
understand the sway that this classic romantic text of Bengali
literature has on the minds of a large number of cinema lovers.
Although adaptations of the text in other Indian languages can be
equally credited with their own merit in appropriating the
underlying tenor of the story, it is the Hindi adaptations which
have been the most popular among audiences. Foremost among
the Hindi language adaptations of Devdas are Pramathesh
Chandra Barua’s film (1935) with K.L. Saigal, the singer-actor
essaying the title role, Barua’s wife Jamuna playing the role of
Paro, and Rajkumari as Chandramukhi. This film was released
just before the author’s death. Two decades later, the Do Bigha
Zamin director Bimal Roy shot to limelight once again with the
remake of the movie where the cast included talented actors like
Dilip Kumar, Suchitra Sen and Vyjayanthimala in the lead roles.
And then we have Sanjay Leela Bhansali’s magnum opus in 2002,
a breath-taking cornucopia of colours, costumes, songs and
dances. Although the director has allowed himself a little
cinematic licence to suit the palates of a 21*' century audience, the
handsome protagonists like Shahrukh Khan, Aishwarya Rai,
Madhuri Dixit and Jackie Shroff were able to do justice to their
director’s vision. There is also a very modern remake, a rewriting
of the original text, called Dev D released in 2009 and styled as a
black comedy. Each adaptation has added something new to the
story, and the audience has also appreciated the efforts of the
filmmakers. P. C. Barua, an Assamese by birth, was the doyen of
Bengali cinema. His Devdas was a landmark of sorts made at a
time when sound had just ventured into film, and even in this
nascent stage the adaptation could hold its own. The present paper
without intending to make a comparison, will focus on the text
(English translation by Sreejata Guha), and the 1955 and 2002 on-
screen adaptations of this classiconly. Although comparisons are
best avoided, they sometimes do help in gaining a better insight of
the story and also enhance the critical appreciation of any text,
whether it be in the written or the visual medium.
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III

It is the custom of the wise and the cautious not to pronounce
judgment on anything hastily, or to jump to conclusions without
considering the full implications of the matter. But there are
human beings who are the exact opposite. They do not have the
patience to reflect over anything or follow a matter through to
its logical end. On the spur of the moment they decide that a
thing is either good or bad. They make faith do the work of
thorough soul searching. It isn’t that such people aren’t cut out
for this world—in fact they often work out very well. If luck is
with them, they can often be found at the pinnacle of success.
But if luck doesn’t favour them, they can be found in the
deepest dregs of misery, wallowing in its murky depths, unable
to get up, to rise above their circumstances. There they lie like
lifeless, inanimate objects. Devdas belonged to this class of
men (Guha 44).

Not being able to rise to the occasion and make the right decision
is the greatest malady of the tragic figure of Devdas. The story of
Devdas is of course common knowledge, as is the story of Romeo
and Juliet; the dialogic interaction is memorable and in fact, it has
provided a ready pattern for intense romantic melodrama, a
foundation for stories of unfulfilled love, which has continued
even today. The novel is a mirror of the societal customs
prevailing in the then Bengal, and the power relations between the
classes of people which are responsible for stymieing the
fulfilment of a true love story. The story found wide acceptability
because of the realistic nature of its portrayal, pandering to the
cultural mores of its time. Guha is of the opinion that the
believable protagonists also added to the success of the text.

...the four  principal characters—Devdas, Parvati,
Chandramukhi and Chunilal—are as convincing as any quartet
can be. This has to do with the fact that all of them are drawn to
some extent from real life and find parallels in Saratchandra’s
autobiographical masterpiece Srikanta...The other factor that
contributes to the success of Devdas as literature is that its
narrative is delicately nuanced (Guha viii, ix).
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On screen, it may be said that the character of Devdas might have
been rather “difficult” to portray because he did not fit the
archetypical definition of a ‘romantic hero’. He is definitely an
ardent lover, though an introspective one, and not very good at
expressing his emotions; rather he seems to be quixotic and
impractical in his actions. Therefore, to “make” him look heroic
on screen is a relatively difficult task. It may be argued that the
Devdas persona, in a way, valorizes this image of despondency
and therefore, does not set a very desirable example for frustrated
lovers, who rather than dealing with a situation upfront, would
drown their sorrows in drink. But his appeal lies in this very
desirability-in-undesirability. He is a constant presence in the
novel and the two women protagonists fawn upon him despite all
his shortcomings. Parvati, a married woman, is ready to go
against the social power structure and her familial responsibilities
by offering to take care of him. Chandramukhi, a courtesan,
relinquishes her source of ‘livelihood’ to raise herself in his eyes.
It is therefore their love for him “that sustains the narrative; it is
their love that makes things happen” (Guha xi).

In making Devdas, or rather re-making the film, Roy was
successful in fashioning one of the enduring metaphors of the
Indian film oeuvre—the aristocratic, lovelorn, hopelessly inept,
consumptive lover, drinking away his course to a purposeless life.
P. C. Barua’s Devdaswas a masterpiece in its own right and Roy
was aware of the fact that his film would obviously invite
comparison to that of his mentor’s, but he was genuinely keen
with the idea of remaking it on his own. Remaking a film has a
multi-dimensional nature in that the filmmaker has to work on
different levels right from maintaining the sanctity of the original
to appropriating the original in his distinctive style. Although the
narrative of any acknowledged remake lends itself to elasticity
and malleability, the director has to ensure that the audience while
revisiting the original also pays him back in equal measure, thus
minimizing risks and securing profits in the market.In contrast to
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the rudimentary techniques of filmmaking during Barua’s time,
Roy had much improved film techniques at his disposal together
with an impressive and talented cast of actors. He was successful
in depicting Devdas’ complex character, “calm without and fire
within”, and also in meditatively drawing out his fateful destiny
to its tragic end. Roy’s awareness of the socio-cultural milieu is
apparent in the film; as Garga has remarked, “Much as it evoked
an era not without some nostalgia, it also showed up an untenable
social attitude” (55). Unlike Barua and later Sanjay Leela
Bhansali, Roy’s adaptation of the text does not do away with the
childhood period of Paro and Devdas; rather he devotes
considerable footage to the childhood intrigues of the protagonists
thus building up their intimate relationship and showing the
gradual transition from childhood to young adulthood. Kaushik
Bhaumik in his review of the Bombay cinema hero has talked
about the “array of templates for masculine cine-heroism” that the
100 years of Indian cinema has produced, and this is what he has
to say about the character of Devdas.

The alienness of all the world to the experience of an individual
that needs to be transcended is signaled by what arguably is the
benchmark for masculine heroism for Bombay cinema—the
character of Devdas...Here is a character who is unable to set
up any meaningful relationships with anything in the world
around, so deep is the narcissism of his personality issuing from
the wound occasioned by his alienation from his father. It seems
the inability to set up a meaningful symbiotic relationship with
his father leads to an inability to take charge of any situation in
life: the world always seems to be excessive to
Devdas...(MARG).

Devdas is thus unable to reciprocate the love of the women in his
life, be it his mother, Parvati or later, Chandramukhi. Devdas’
relationship with his mother is very staid; she is a necessary
presence in his life although in Bhansali’s film, the mother’s
emotions are rather exaggerated. With Parvati, he shares a
tempestuous relationship, passionate and naive at the same time.
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And with Chandramukhi, a worldly-wise woman, the relationship
has a certain maturity and a deep compassion, even though
initially his feelings towards her kind were a little detached. She
is won over by him in their first meeting itself as she tells
Chunnilal that Devdas is the first man to throw money at her
without being “serviced”. She becomes a source of solace for
Devdas; in the scene where she picks a drunk and tunelessly
crooning Devdas off the streets and then dances to distract his
mind from drink is deeply touching. However, as we are already
aware, his relationship with both women remains unconsummated
as they are inclined to be maternal towards him; their behaviour is
prompted by a tendency to mother him and keep him from harm’s
way.

Devdas 1is the hypotext from which Bimal Roy and Bhansali have
created engaging hypertexts through the visual medium. Roy’s
Devdas with its easy cinematography exudes the charm of a
poetic composition and resonates with a social conscience without
trying to pander to commercialism. The characters are neatly
delineated and the black and white photography ensured that the
film utilised a lot of natural light which enhanced the credibility
of the actors’ emotions. When Bhansali decided to join the
bandwagon and remake the film, he included all the elements of
poetry, music and dance, but in adapting Devdas for the screen, he
has also tweaked the original story to conform to the regular
Bollywood formula; the nuances of the cultural milieu has been
retained but the sophistication is apparent in the technical aspects
of filmmaking with the help of which the story is presented in a
much grander way than Roy’s restrained adaptation. According to
Bhansali, he “thought it would be a fascinating challenge” for him
as a director to “present already known and loved characters”
from his own perspective. It is a story “that transcends sexual love
and makes emotion its hero”. In his attempt to film the metaphor,
the director has also emphasised that although it is an
interpretation of Sarat Chandra’s novel, it is also “definitely my
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interpretation”, suggesting his creative imagination at work. We
need to remember here that a considerable period of time had
elapsed between the makings of these two films. Roy’s film was a
black-and-white saga where the play of light and shade delicately
illuminates the sombre emotional tenor of the story. The gravity
of the film is even more enhanced by the monologic dialogues,
which also has a hint of the philosophical. Whereas in Bhansali’s
film, even though the crimson and gold-dusted palette of the film,
the riot of colours and the brilliant lighting may seem to be a tad
aggressive, yet the sentiments it portrayed is tantamount to the
Sarat Chandra original. Since any film explicitly titled Devdas
can hardly play too much with the basic story line, therefore any
difference that is there is largely because of the narrative strategy
and the aesthetic re-interpretation of the original. We realise that
the central protagonist of Sarat Chandra’s eponymous novel fails
to establish any meaningful relationships with anything in the
world around, is not able to take charge of any situation in life,
and as a result, finds the world slipping away between his fingers.
He is not even able to reciprocate the love of the women in his
life and remains incapable of coming to terms with the adverse
situations he faces in life; thus, plunging into the dark pit of
despair, self-destruction and eventual death. And this, according
to Guha, is where the novel ultimately succeeds, because Devdas,
in existential terms, “makes a statement by merely existing” (x1),
and it is because of this statement on the meaningless of an
existence where true love remains unrequited that the story has
“become a part of the collective unconscious of Hindi cinema”
(xiii).

An honest comparison between Bimal Roy and Bhansali’s films
might lead to an assumption that the former could capture the
essence of the story better than the latter even without the fancy
embellishments that Bhansali has employed. To speak without
reservations, Bhansali, the high priest of commercial filmmaking,
had his eye on the masses more than being completely honest
with the text. But yet the latter defied critics to become a
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tremendous commercial success, proving all its detractors wrong.
The film was no doubt also helped by the very good-looking cast
of actors who added a different dimension to it. If we are to
search for an explanation, then perhaps we can establish that
when a film is remade after a long time, the process of adaptation
and transformation also reflects the changing concerns and
aesthetic predilections of society, making the audience appreciate
creative modifications. Bhansali’s film-text can be regarded both
as an adaptation of a written text and also a remake of an earlier
film; the text here is a highly esteemed literary classic and the
film is a masterpiece of Indian cinematic history. If we are to
judge Bhansali as a filmmaker, then we can at best apply Satyajit
Ray’s observations on filmmaking and filmmakers. An
“experimentalist” filmmaker is “essentially a free artist, being
responsible only to his own artistic conscience”. A commercial
filmmaker, like Bhansali, is tasked with the problem of turning
“an ostensible business enterprise into a stimulating creative
pursuit and make the best of both art and commerce” (Ray 38).
Bhansali undoubtedly has an eye on both a pan-Indian and the
Western diasporic audience by portraying an Eastern exoticism in
all its glory in his film. Therefore, Devdas, despite its opulence, is
peopled with characters with whom a contemporary audience can
relate to and empathise with. The emotional torment of the
protagonist is enhanced by the use of light and shade, and some
excellent cinematography. Devdas is a tragic hero and he has to
die, but the events which serendipitously lead to his death is what
makes the story moving and appealing to both the readers and the
audience.

Unlike Roy’s remake, Bhansali does not devote reel time to the
childhood days of Devdas and Parvati (barring a few flashback
sequences in between songs and through dialogues) but focuses
mainly on their relationship as gullible young adults. This leaves
the audience to envisage the grounding of their intimate
relationship. The film’s grandeur, both visual and emotional, is
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established from the first shot itself with a view of the facade of
Devdas’ imposing haveli; as the camera pans into the interiors, we
are treated to an opulence befitting the mansion of a rich man,
with winding staircases, endless corridors, stained-glass windows,
huge chandeliers, elegant draperies, and objects d’art, the light
reflecting off it to reveal the splendour of the scene. Not only
Devdas’, even Parvati’s home just across the street screams
magnificence and prosperity, with gossamer curtains billowing in
the breeze, making the viewer conjecture whether Parvati actually
belonged to a lower social stratum as depicted in the novel. If
truth be told, all the houses look equally opulent and dazzling,
including Chandramukhi’s brothel, brilliantly illuminated on the
banks of a lake and Bhuvan Choudhury’s palatial mansion. It is a
spectacle no less, with the costumes of the characters exquisitely
designed right down to the last detail; ostentatious with an
abundance of gold and gem-encrusted jewellery. The costumes
stand in stark contrast to that of Roy’s film, where even
Vyjayanthimala’s costumes have nothing of the delicate
embroidery and richness of Madhuri Dixit’s designer robes.
Again, quite unlike Roy’s film where we see Chandramukhi’s
“house” bare and shorn off its usual embellishments as she pines
in wait for Devdas, here, the courtesan’s house and costumes,
even at its simplest, is never understated. The recreation of
vintage Calcutta, both rural and urban look a tad caricaturish as
there is nothing of the authentic backdrop of Roy’s film, where
the scenes were shot on location with natural lighting and not in
elaborate studio sets with artificial illumination. In fact, when the
film was released, one item of publicity was the astronomical
amount spent in making it, the highest till date then. Contrary to
the opulence of Bhansali’s film, Bimal Roy’s film had a solemn
ambience in keeping with the melodrama of the story and the
trajectory of the hero’s life from affluence to utter ruin; this makes
the two films as different as chalk from cheese. We may speculate
whether the glamour of Bhansali’s film complements the premise
of the story, or whether it overwhelms it. Or we may also wonder
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whether the story loses its profundity because of the trivial sub-
plots, and the loudness and verbosity of its dialogues. Naysayers
may not approve of the excesses of the film, but it cannot be
denied that the kitsch and bling in a way overwhelmed the
audience who look at entertainment as a means of escaping into a
feel-good fantasy world, forgetting the monotony of everyday
life. Therefore, looking at the film from such a perspective,
Bhansali does succeed in wooing the audience as the box-office
collections indicate.

Bhansali’s Devdas is a magnificent tour de force with an
extravagance of colours, music and dances which, without going
against the grain of the film, make it a visual treat as well as a
moving experience. From an aesthetic point of view, the song and
dance routine are an integral part of Bollywood masala films, and
since for the Indian audience, the cinema is the most inexpensive
form of mass entertainment, therefore this film too does not
depart from tradition and offers a potpourri of entertainment. The
structure and concept follow the standard Bollywood recipe
keeping in mind the new generation of viewers, but it does not
disregard the fact that the film is an auteur’s tribute to a classic
text. It is a creative interpretation of a classic tale rather than a
remake, and Satyajit Ray’s eulogy about cinematic expression can
be applied to this movie:

In the immense complexity of its creative process, it combines
in various measures the functions of poetry, music, painting,
drama, architecture and a host of other arts, major and
minor...the cinema is basically the expression of a concept or
concepts in aesthetic terms...which have crystallised through
the incredibly short years of its existence (Ray 19).

The film cannot be expressly termed as a “musical”, but it does
have a beautiful soundtrack complemented by well-
choreographed performances to carry the story forward. The
songs are not external but function as an integral narrative
strategy, complemented with beautiful mythical allusions which
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figuratively bear testimony to the celestial love of Radha and
Meera for the mystique of Lord Krishna. The evocative dances
have been choreographed by the famous Indian exponent of
Kathak, Pandit Birju Maharaj, and when Chandramukhi, the
courtesan, performs them, these song and dance sequences lend a
degree of respectability to her otherwise calumnious profession.
Therefore, when she dances in praise of the Lord, the measure of
devotion and divinity inherent within it also elevates her from her
‘profession’.

The ‘eternal’ love of Devdas and Parvati is elevated in stature to a
mystical level signified by a diya (lamp) which will not be
extinguished; symbolically, it means their love will endure the test
of time. The diya which Paro lights when Devdas leaves home for
the first time keeps on burning, even when external forces
threaten to blow it out, reinforcing her belief that their love has
remained unchanged. The lamp thus becomes a personification of
Devdas. It is the one constant presence in her life, a sign that
Devdas is still living, despite his tribulations. Hence, just as
Devdas himself is a metaphor for unfulfilled love, Bhansali uses
the diya as a metaphor for his life. So, when the life-force leaves
Devdas in the end, the diyatoo extinguishes itself; the light has
gone out of his life. The portent of his impending death is also
manifest in the intercut sequence where Devdas is wracked with
pain and vomits blood in his train car as Paro also stumbles from
the stairs accidentally and bleeds from the scar inflicted by him
on her brow, suggesting a telepathic connection between them.

The layered texture of Sarat Chandra’s novel is simplified in this
film wherein the relationships between the characters are
precisely defined. The author presents an idealised love between
the three protagonists without commenting on the sexual
proclivity of the relationship.Both the film versions are successful
in depicting the uncertainty of Devdas’ actions, his fatalistic
temper and the over-sentimentality involved in his responses to
situations. It is the women, Paro and Chandramukhi who are
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“strong, proactive and indomitable” (Guha xi), acting as a catalyst
in taking the narrative forward. As Guha again comments:

The Devdas metaphor is ultimately detachable from the text of
Devdas, and this is what lays it open to cultural transitions,
adaptations and new versions. In this adaptability lies the
principal strength of the novel, and this is certainly one of the
reasons why the story has been so universally popular ever
since it was first told. (Guha xii)

Since the craving for spectacle is inherent in an audience,
Bhansali has taken full liberty with the text and played with it by
moulding it into the same template, but with an exalted feel. In his
own words, “Devdas, which was a simple story, had a soul which
was so big”. Therefore, in order to do justice to it, “it had to be
made with grandeur and opulence”. We may question whether in
a free adaptation such as this, can we give currency to the fact that
the spirit of the story and the integrity of the original text stands
untarnished. Or we may also question whether the opulence has a
tendency to overshadow the story and the acting. The free reign
with the text that the director has taken can be seen when a minor
character like Devdas’ sister-in-law is played up into a conniving
and manipulative woman who has set her eyes on the family
wealth. She steals the keys of the treasury and on being caught
red-handed by Devdas, squarely puts the blame on him by putting
on an act in front of his mother. Although she does provide some
comic relief at times, yet her role is essentially villainous, and it is
largely because of her deceitful nature that Devdas has to endure
insults and be ultimately disinherited by his mother. By asking
him to leave the house, his mother, forever blind to his pain,
condemns him to his fate. In the text however, the sister-in-law is
hardly noticeable save when Chandramukhi in her desperation to
know Devdas’ whereabouts heads to his house and meets
Dwijodas’ wife, the present mistress. Sarat Chandra describes her
as a repulsive woman, someone who loves being toadied up to,
and with eyes that “sparked with arrogance”. As previously

78



Assonance, No.19, January 2019

mentioned, the director also adds a new character to further play
up the drama, the scheming and lecherous step-son-in-law of
Parvati, who makes his disposition clear to his ‘mother-in-law’ in
their first meeting by caressing her feet in a sensual manner.
Scorned by her, he exacts his revenge by spilling the beans on the
‘inappropriate’ liaison between Devdas and Parvati, thus adding
another episode to the family intrigue. Parvati’s husband, the
benevolent BhuvanChoudhury of the novel, is quite authoritarian
here and his imperiousness is also espoused by her equally
domineering mother-in-law. It is unfortunate that Parvati, despite
all the fortune at her disposal in her husband’s house, will have to
live a life devoid of conjugal bliss. Her husband makes his stand
clear on the very first night, when he says he married her only
because it was his mother’s wish, and also because his children
need a mother-figure in their lives. Without being diffident, he
also admits that he has never been able to forget his first wife
whom he loved passionately and seeks forgiveness for the hurt he
has caused Parvati by saying this. Her strength of intellect and
character is revealed later when she uses this very “confession” as
a riposte to her mother-in-law who accuses her of infidelity and
tries to blow out her diya; Paro asserts her right to remember her
first love, just as her husband cannot forget his.

A tacit understanding of the fact that Bhansali has made a film for
the masses is nowhere more apparent than the spectacular dance
sequence of Parvati and Chandramukhi on the eve of Durga Puja.
As already discussed, that these two ladies meet at all is in itself a
significant departure from the written text. Even Devdas becomes
aware of their meeting when he sees the bangle, he had gifted
Paro on Chandramukhi’s wrist. Parvati is initially very spiteful
and suspicious of Chandramukhi’s intentions regarding Devdas,
and considers her to be a common tawaif. She visits her kotha to
collect a lump of clay in keeping with the time-honoured tradition
that the idol of Devi Durga should be moulded with a clod from
the prostitute’s compound. But her visit was also a pretext for
reproaching Chandramukhi and demanding Devdas back; she is
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however taken aback when she sees the courtesan’s unflinching
devotion for him. Chandramukhi, who had not seen Devdas for
six months, had preserved his ‘space’ as a shrine to Lord Krishna,
with all his belongings intact. Her doubts revoked, both ladies
bond in their mutual love for a fallen man, even dancing in gay
abandon celebrating their love. This bonding between a high-caste
lady and a courtesan brings about events which contribute to the
plot in its own way. Moreover, this digression from the original is
worth mentioning because Bhansali has moved away from long-
established conventions and sought to create a sub-plot which
would probably not have been accepted two decades back. This
diversion from the original may be perceived as gratuitous, an
attempt at dramatisation, but it helps in reinforcing the director’s
vision of putting these two ladies from completely diverse
backgrounds on the same level. Devdas’ long drawn out form of
suicide is also given more prominence in the film, including a
scene where he invites a priest to symbolically conduct his own
last rites. He will annihilate himself rather than take on the
custodians of society.The obvious departures from the novel
notwithstanding, the metaphor of unfulfilled love works
beautifully in this adaptation, and “though the thrust points of the
narrative are located differently in Bhansali’s film text, the core
text is that of the Devdas that has been with readers and audiences
over decades, as a metaphor if not as a written text” (Guha xiv).
Bhansali takes this trope of the condemned lover, and creates a
triangular love-story within the rubric of unfulfilled love and loss,
but not without some beautiful music to complement it. The
tawdriness of the film also does not completely overwhelm the
essence of the story. This earnest attempt has been accepted by
audiences who are satisfied as long as they realise that the film-
text has not butchered the original text, barring a little new
structuring to be in sync with the emotions of the newer
generations of viewers and make them appreciate the crux of the
story.
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Bhansali’s larger-than-life production has thus become a part of
popular culture by taking the novel to a whole new plane of
filmmaking with its extravagant backdrop, imposing sets and
flamboyant costumes, but it is often believed that Bimal Roy’s
Devdas, without being esoteric, retains the intrinsic spirit of the
story encapsulating all its innocence. Commenting on the
loftiness of his film, Bhansali had this to say:

We have lavishly mounted the film, without offending the spirit
of Devdas. We have given the characters a lot of space to
compliment their largeness. Their surroundings are as beautiful
as them. If Chandramukhi, the golden-hearted prostitute came
down the steps, the steps had to be worth it. Paro was one who
could challenge the forces of nature by stubbornly holding her
diya in the face of the storm...This arrogantly strong yet deeply
loving character had to be presented in a way that would be an
ode to her. That is what we have strived to do.

It is difficult to valorise one film over the other given the fact that,
separated by decades, two incredibly charismatic actors have
portrayed the eponymous hero, and each time, the audience
empathised wholeheartedly with his emotional torment.
According to Corey K Creekmur, Roy’s remake is “preferable”
because of its “realistic grounding despite adherence to Bombay
conventions”. Devdas is moreover, “less a classical tragic hero
than a modernist anti-hero, whose downward spiral does not
occur in a mythic space, but in the historically specific modern
world...”. Nevertheless, it is also true that the audience is a wise
mistress; therefore, both films qualify as “entertaining” in their
own right, one with minimalism complemented by intense acting,
and the other, an exaggerated version, facilitating escapist
tendencies with its sheer exuberance.

v

Bimal Roy who had adapted three of Sarat Chandra’s classics,
had once remarked that although the story is an “asset” when
making the film, a Sarat Chandra story does not usually lend itself
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to easy adaptation. It is a difficult job, one that also brings in its
own share of controversies. He had also rued the fact that the
audience is mostly unfamiliar with the original text, and tends to
compare it with earlier film versions. But if he had lived, he
would have been pleased to see the substantial interest in the
novel amongst the present generation. (qtd. in Reuben 270-71). In
this dynamic world, where public memory is but transitory, the
charisma of the immortal lover has not waned. Sarat Chandra’s
story can never be called an anachronism; rather it has a universal
resonance in the sense that most people struggle with indecision
at some point in their lives or are plagued with conflicting
situations; many find their love unrequited, and there are also
some few who often have to stifle individual desires for the sake
of a greater good. It is the underlying essence of true love that is
recognised by an audience who is even ready to forgive Bhansali
his glossy presentation. As mentioned earlier, the adaptability of
theDevdas story is the key to its everlasting appeal. However, it
also nonetheless poses a challenge to filmmakers who need to
ensure that this metaphor sustains itself till later generations of
readers and viewers, else posterity will have to be satisfied only
with the archives.
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Abstract: It is a well-known fact that in Russia, where religion
was banned for decades, the revival started with a lot of
enthusiasm. Consequent to the collapse of communist ideology,
after the introduction of the policies of ‘perestroika’ and
‘glasnost’ in the eighties of the last century, majority of the
Russians from the older generation tried to find support in their
cultural roots, their respective religion. The problem arose mainly
in respect to the younger generation, who were brought up in an
atheist society; for whom religion was absolutely a new
phenomenon. Religious traditions of other communities and
nationalities, mainly their unusual rituals, fascinated many of
them. Religion became more of a fashion, than a means of
spiritual development. At this hour of crisis, academician Evgenii
Petrovich Chelyshev became the advocate of Vivekananda's
philosophy. His aim was to acquaint the disoriented mass to the
true essence of religion.

The paper will focus on the contributions of Evgenii Chelyshev in
promoting Swami Vivekananda's philosophy in Russia.

Keywords: Evgenii Chelyshev, Swami Vivekananda, Russia,
practical Vedanta, universal religion

The year 1985 witnessed the revival of religion in Russia. Banned
for decades, it bounced back with a lot of vigour and enthusiasm
after the introduction of the policies of ‘perestroika’ and ‘glasnost’
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by Mikhail Gorbachev. The revitalisation of religion shook the
foundation of the society. The response to the rise of religiosity of
the mass, as well as of the contemporary intellectuals was
immense. The new taste of it brought in a great change in the
socio-cultural scenario of the country. The Russians fell back to
the spiritual world to fill the vacuum formed due to the collapse
of the socialist system and its ideology. The Russian Federation
being an amalgamation of widely varying ethnic groups and
cultures saw the segregation of these groups increasing in the
process of development of religious consciousness. The various
religious institutions from across the globe were striving to set
their foothold in the land, in quest of a new ideology for a
support. The majority of the Russians from the older generation in
this critical period tried to find solace by linking to their cultural
roots, their respective religion. The problem arose mainly in
respect to the younger generation, who were brought up in an
atheist society; for whom religion was entirely a new
phenomenon. In search of a moral support, many fell back on
other religious traditions, not so much for their value, but their
unusual rituals. Religion, in a way, became more of a fashion,
than a means of spiritual development. At this very hour of crisis,
academician Evgenii Petrovich Chelyshev, with full vigour
became the advocate of Vivekananda's philosophy.

The author of 15 books and more than 500 articles on Indology,
comparative literature, cultural studies, Evgenii Petrovich
Chelyshev is a true admirer and proponent of Indian culture. The
stalwart of Russian Indology was associated to the Department of
Indian Philology of the Institute of Oriental Studies, a research
institute under the Academy of Sciences, first as a research
faculty, thereafter as the Head. At the same time he was appointed
as the Director of Indian Languages Department of the prestigious
Moscow State Institute of International Relations. Later he
became a Member of the Presidium of the Russian Academy of
Sciences. His dedicated research articles and books on Indian
Literature and Culture won him the Sahitya Academy Fellowship
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by the Government of India in 2002, as well as the membership of
the Bureau of the Indian Philosophical Society, and the Asiatic
Society. The exponent of oriental literature and culture,
Chelyshev was bestowed with one of the highest awards in India -
Padma Bhushan (Order of the Lotus) for his contribution to the
development of Indo-Russian scientific and cultural ties. For
many years he served as the head the Russian-Indian Friendship
Society.

Consequent to the collapse of the socialist regime and its ideology
in Russia, Chelyshev aimed at acquainting the disoriented mass to
the true essence of religion. Referring to the importance of
Vivekananda’s philosophy during the time of religious revival,
Chelyshev observes:

The religious resurrection of Russia and the growing
interest towards theosophical literature form the major
feature of our time. For many , religion has again become
a sanctuary for a spirit tired o life controversies, a
stronghold of stability amidst the volatile existence and a
consolation and salvation in the world o social, economic,
political and intellectual discord. It is an ever increasing
number of people that start believing that for Russia, a
way out of crisis lies through the rebuilding o its spiritual
culture, through other countries' spiritual values capable
of giving a fresh impetus to this country's culture.

Such values include above the legacy of Swami
Vivekananda and of many other outstanding figures of
Indian spiritual culture. !

With this belief, Chelyshev made all efforts to strengthen ties with
the institution, propagating Swami Vivekananda's philosophy, the
Ramakrishna Mission. He had various meetings with the
representatives of the Ramakrishna Mission to establish the
Vivekananda society in Moscow.
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Chelyshev's interest in the works of the Indian thinker developed
much before the collapse of the Soviet ideology. The Russian
Indologist was influenced by Vivekananda's philosophy way back
in the 1960s. The Soviet system and its ideology could not hold
back the Russian scholar from getting close to the views of the
great Indian thinker. In his memoir “My life journey to India '
(Bpemen cBszyromast Huthb), Chelyshev states:

. «To me, Indian wisdom or Indian philosophy of life is
above all associated with the name of Swami Vivekananda.
Right from my first step in Indology I have always referred
to him and his thoughts and always found something new
and in full harmony with time that changes only rapidly.» 2

The Russian Indologist expressed his gratitude to Vivekananda
for the latter's effort in introducing Vedanta beyond the borders of
India, which left a profound impact on the soul of many and
continues to be a popular subject of research.

Chelyshev’s acquaintance with Swami Rangathananda, the
secretary of the Delhi branch of Ramakrishna Mission, helped
him in acquiring an in-depth understanding of the philosophy of
Vivekananda and his mentor, Shri Ramakrishna. The tie initiated
by Chelyshev with Ramakrishna Mission further strengthened
with Rangathananda's visit to the Institute of Oriental Studies,
Moscow, for delivering series of lectures in the year of 1961. In
this context Chelyshev marked in his memoir, that Swami
Ranganathananda not merely delivered a series of lectures but
took a lot of interest in imparting Vivekananda's philosophy to the
Russians.

Consequent to this, in 1963, the birth centenary of Swami
Vivekananda was celebrated in the Institute of Oriental Studies,
predominantly on the initiative of Chelyshev.

Chelyshev was not only well acquainted with Vivekananda's
works; he extensively studied the academic works of different
scholars, dedicated to various aspects of the Indian philosopher's
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teachings. As the Indologist observes: ...studying various
problems of Indian philosophy, I had an occasion to read many
works about Vivekananda written in India and other countries. |
have also discussed various aspects of his teachings with scholars
from different countries from different countries. 3

On one of his visit to India, Chelyshev got the opportunity to
interact with the famous writer Aldous Huxley, who enlightened
the Russian Indologist further on the significant influence of
Swami Vivekananda and his practical Vedanta on the intellectuals
beyond the borders of India. Chelyshev in fact had a long
discussion with him on Vivekananda’s impact on the western
world, their leading personalities like Romain Rolland,
H.D.Thoreau, R.W.Emerson, Albert Sweitzer, Leo Tolstoy, to
name a few.

Impressed by Chelyshev’s dedication to Vivekananda and his in -
depth knowledge of the latter’s works, Swami Ranganathananda
invited the Russian scholar to submit an article on Vivekananda
for the centenary issue publication. Thereafter, Evgenii Petrovich
had penned his thoughts on Vivekananda in many more articles
and books dedicated to the Indian philosopher, like
“Vivekananda”, “Swami Vivekananda - The Indian Humanist,
Democrat and Patriot”, “What the Soviet People Hear in the Voice
of Swami Vivekananda”, to name a few. Vivekananda for him was
the epitome of India. «Reading and re-reading the works of
Vivekananda each time I find in them something new that helps
deeper to understand India, its philosophy, the way of the life and
customs of the people in the past and the fresent, their dreams of
the future.» - says the Russian indologist.

Chelyshev considers that Vivekananda's greatest service lies in his
endeavour in propagating humane values through Vedanta, by
incorporating the finest features of Indian culture with
modifications as per the need of the time and space. The
Indologist observes: By his attempt to revive the ancient religious
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philosophical traditions and adapt religion to the requirements of
the present age, Vivekananda objectively helped to popularise
among the masses the ideas of liberation, and imparted to these
ideas the nature of a sacred religious duty. °

The work of Chelyshev penned during the socialist regime in
Russia tries to highlight the socialist characteristics in
Vivekananda's preaching. He appreciates Vivekananda's Vedanta
for its progressive vision. He lauds the Indian philosopher for the
following:

* Raising his voice against religious fanaticism and
exploitative caste system
Reinterpreting the term atheism
Urging the people to rely on their own forces rather than
hoping for divine providence for a better future,

* Speaking in favour of economic equality, education,
industrial development,
* Understanding the decisive force of the working class in

social development.

It is noteworthy, that the modified form of Vedanta was defined
by its creator, Vivekananda, as practical Vedanta or Vedantic
socialism. Nonetheless, the Russian Indologist, unlike many
Indian thinkers, well understood that it wouldn’t be appropriate to
define the Indian thinker as an idealist philosopher or a Marxist,
merely by few idealists or socialist views traced in his preaching.
Chelyshev very rightly felt that such one-sided appraisal of
Vivekananda could lead to a wrong judgement.

Chelyshev is of the opinion that the various analogous traits
traced in the spiritual culture of Russia and India are the key
factors, responsible for the abiding fascination of the Russians
from various circles for Indian culture. The Russsian Indologist
observes:

Many features characteristic of Russian spiritual culture are
inherent in Indian spiritual culture as well. Central to both
cultures is the drive towards perfection of man and high moral
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requirements. For both the Russians and the Indians,
consciousness has been the most important moral imperative.
From time immemorial, the voice has been heard in both Russia
and India of people preaching peace and wellbeing, calling for
Justice, selflessness, and compassion. Characteristic of Russian
and Indian spiritual cultures is their concern for the
environment, the cult of nature any insult to which is considered
to be a grave sin. It is these universal human values
materialized in the teachings of outstanding thinkers, in the
works of sculptors and artists in India that attract our attention
and arouse much interest in people belonging to most various
circles in this country. 6

Perestroika and Glasnost in the eighties of the last century in
Russia provided Chelyshev and his co-thinkers with the right kind
of platform to promote the Indian philosopher's vision in a major
way. R.B.Rybakov, A.P.Gnatchuk Danilchuk, E.N.Komarov,
A.D.Litman, [.P.Chelysheva, O.V.Mezentseva, and A.A.Tkacheva
are the few among the well-known figures from the world of
Indology, who under the leadership of Chelyshev, came out with a
journal, ‘Saraswati’ dedicated to Vivekananda’s philosophy of
life.

In the year 1988, when the newly rechristened Russia celebrated
with much fervour 1000 years of Christianity, several religious
leaders from across the world were invited to attend the
ceremonial events. The sole Hindu missionary to grace the
occasion was the secretary of the Ramakrishna Mission, Calcutta,
Swami Lokesharananda. On the initiative of Chelyshev, a round-
table discussion was organised with an emphasis on the role of
spiritual culture in bringing people close to each other, in
strengthening friendship and understanding between them. The
spokesperson from Vivekananda’s institute discussed with the
Russian Patriarch, and the other religious leaders, the most vital
issue of Russia of that time, the role of spirituality in binding
people.
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The Vivekananda society or the Ramakrishna Society —Vedanta
Centre was set up in Moscow in 1991 with the sole idea of
spreading Vivekananda’s philosophy. Chelyshev marks that the
aim of the society was to encourage various research works on
Vivekananda, to realize the idea of Tolstoy, who, shortly before
his death had expressed his desire to publish selected works of the
Indian philanthropist. The dream of Tolstoy was much realized by
Chelyshev and his colleagues with the publication of ‘Saraswati’.
The collected works not only throw light on Vivekananda’s
philosophy but also brings to the reader’s attention the first
translated works of Vivekananda in Russian by a Russian general,
Yakov Kuzmich Popov at the crossroad of 19th- 20th centuries.
Noteworthy is the fact, that it was Popov’s translation of
Vivekananda’s essays, which caught the eyes of L.Tolstoy,
B.LSmirnoff, Nicolas Roerich. Subsequently, a few decades later,
Chelyshev along with few other eminent Indologists was
successful in carrying Popov’s work further. Chelyshev was
appointed as the vice-president of the Committee for
Comprehensive Study of Ramakrishna Vivekananda Movement.

Reasoning his choice for Vivekananda's practical Vedanta as the
right ideological support for Russia in crisis, Chelyshev notes:

«The legacy of Vivekananda is surprisingly modern and,
what is more important, sounds in harmony with our own
mood. We effortlessly understand his search for a way
towards the one grandeur of India, more so that we are
currently wishing to purify our historic consciousness and
to find in our past and popular wisdom the revitalizing
fountain heads helping us build a better life. Of particular
importance for the modern world are Vivekananda's
thoughts about universal, moral values of various world
religions, capable of bringing people close together, his
appeal to fight against occultism and reactionary
traditionalism, against prejudice and superstition that
have more often than not become a source for religious,
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. : . 7
racial or national conflicts.»

Evgenii Petrovich Chelyshev was honoured with the much-
deserved Vivekananada award in the year of 1989. His deep faith
in Vivekananda, his great admiration and respect for the Indian
thinker, resonate in his following testimonial:

«We can safely say that many years will pass, many
generations will come and go, Vivekananda and his time
will become a distant past, but never will there fade the
memory of the man, who all his life dreamed of a better
future for his people, who did so much to awaken his
compatriots and move India forward, to defend his much
suffering people from injustice and brutality».8
In conclusion, it could be said that Evgenii Petrovich Chelyshev
played a significant role in introducing the philosophy of Vedanta
to the Russian world. He promoted the preaching’s of
Vivekananda, since it encompasses the essence of true religion,
emphasising more on the spirituality discarding the rituality,
which forms the basis of a fraction. The present upheaval in
Russia and places across the globe more so proves the need for
such pathfinder like Evgenii Petrovich, who could bridge the gap
between communities propagating Vivekananda’s notion of
universal religion, which aims at uniting the world of diverse
beliefs.

“if there is ever to be a universal religion, it must be one
which will have no location in place or time; which will be
infinite like the God it will preach, and whose sun will
shine upon the followers of Krishna and of Christ, on
saints and sinners alike; which will not be Brahminic or
Buddhistic, Christian or Mohammedan, but the sum total
of all these, and still have infinite space for development;,
which in its catholicity will embrace in its infinite arms,
and find a place for, every human being, from the lowest
grovelling savage not far removed from the brute, to the
highest man towering by the virtues of his head and heart
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almost above humanity, making society stand in awe of
him and doubt his human nature. It will be a religion
which will have no place for persecution or intolerance in
its polity, which will recognize divinity in every man and
woman, and whose whole scope, whose whole force, will
be centred in aiding humanity to realize its own true,
divine nature.”

Undeniably, the given excerpt from Swami Vivekananda’s paper
on Hinduism (presented on 19 September 1893), spreading the
message of harmonious coexistence of various religions and
discarding the idea of implementation of fixed dogmas forcibly,
should be the hymn of the present time, when the world is being
torn apart by the wave of armed conflicts, terror, hatred in the
name of religion.
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Abstract: The variations within the Pnar speaking area arve tremendously
striking and are considerably noticeable even within a distant of 3- 4
kilometres. As a matter of fact, it is not an exception to Pnar but this is also
applicable to all the Khasian speaking areas. This paper attempts to describe
those sounds that ultimately provide the speaker’s geographical identity in the
course of their communication with others. Each regional variety has different
regional variants which is unique. It is also an attempt to catalogue and map
out how language varies regionally in and out of the Jaintia Hills Districts.
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1. Introduction

Labov (1972) rightly states that the problem of language change
seems to resolve itself into three separate problems. According to
his observations, the origin of linguistic variations; the spread and
propagation of linguistic changes; and the regularity of linguistic
change. Trudgill (1999) in his attempt to differentiate between
sociolinguistics and dialectology, states that the problematic
nature of this relation clearly has to do with the problem of what
exactly is sociolinguistics. Labov (op cit) resisted the term
sociolinguistics for many years, since it implies that there can be a
successful linguistic theory or practice which is not social. Until
sociolinguistics developed a potentially wide discipline of its
own, there are number of parallel branches of linguistics that
focuses on variation. Dialectology is one such branch of
linguistics fading away and now it is just a subfield of
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sociolinguistics. So does ethnolinguistics. Dialectology seeks to
find out the answers, what are the structural properties that
distinguish one dialect from another, how is structural property
spread across space and what structural properties co-occur in the
same areas (Seiler, 2004). Dialectology is a branch of
sociolinguistics that studies the systematic variants of language.
Both dialectology and typology are both concerned with the
empirical investigation of grammar. On the other hand, the term
typology has a number of different uses both within linguistics
and without (Croft, 2003). Croft (op cit) defines the term typology
as roughly synonymous with ‘taxonomy’ or ‘classification’, a
classification of the phenomenon under study into types,
particularly structural types. Comrie (1989: 33) sees linguistic
typology as the discipline that deals simultaneously about the
diversity and uniformity of language, as it investigates the range
of variation in human language and attempts to establish
constraints and order in the diversity. However, both dialectology
and typology share certain similarity. Seiler (2004) states that
dialectology and typology are both concerned with the empirical
investigation of the variability of grammars. He further states that
linguistic typology seeks to attempt to answer the questions: what
structural properties are common to all languages? What
structural properties are variable between languages? And in
which way do structural properties depends on each other?

This paper deals with how and why mutually intelligible
linguistic varieties could influence one another, as well as
discusses the variables that spread through geographical space
and their correspondence with each other.

2. An overview of Sociophonetics

Many have discussed sociophonetics exclusively from the social

dimensions of variation. However, there are others also who look

sociophonetics beyond social criteria and include regional

variation as part of it. This paper, in fact has no discussion on the
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issue of social dimension but rather it mainly focuses on the
regional variation. Regional variation may not display the social
identity but a person’s speech certainly indexes his geographical
identity. Both dialectologists and typologists deal with these
linguistic variations in their attempts to describe the variant forms
of language. So be it sociolinguistics, sociology of language,
dialectology or typology, they are all interested on variation of
language that causes either by the social class of the speaker or by
his regional location and hence we ultimately discuss the
sociophonetics in that sense.

Jennifer Hay and Katie Drager (2007) define sociophonetics as
the study of socially conditioned phonetic variation in speech.
According to Baranowski (2013) the term sociophonetics refers to
the interface of sociolinguistics and phonetics, and specifically to
the use of modern phonetic methods in the quantitative analysis of
language variation and change. Jennifer Hay and Katie Drager’s
discussion of sociophonetics is more on socially conditioned
variation that has concentrated on phonetics whereas
Baranowski’s concept of sociophonetics is more on acoustic
approach. Deshaies-Lafontaine (1974) is perhaps the first
sociolinguist to use the term “sociophonetic” in his dissertation on
variation in Canada French. This paper attempts to study the
phonetic quality of vowels that creates these social and regional
boundaries. Baranowski (op «cit) points out that most
sociophonetic studies of vowels have investigated variation and
changes in the position of vowels in phonetic space.

3. Introduction of Pnar

Pnar also known as Jaintia (Spencer 1967) or earlier as Synteng
(Grierson 1928) is a Khasian language spoken in the East and
West Jaintia Hill Districts of Meghalaya and in a few pockets of
Cachar Hills and North Cachar Hills districts of Assam. The
Census of India 2001 puts the number of Pnar speakers in India at
around 243,441 and the total number of Pnar speakers around the
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world at 247,000 (Ethnologue, languages of the world). Whereas,
the latest population census of Pnars stands at 3,92,853 as quoted
from People Linguistic Survey of India, Volume 19, Part II, The
languages of Meghalaya. As is attested in most of the Mon-
Khmer languages, Pnar also is subjected to a number of regional

variations. The variations may occur even within a short distance
of 3 Kms.

3.1 Regional varities of Pnar

According to Daladier (2010) (as appeared in Ring (2015)) there
are twelve Pnar dialects spoken within East and West Jaintia Hills
Districts. However, my analysis shows that some of the dialects
identified by her are not at all related or similar to Pnar. For
example, Daladier (ibid) shows both Umlatdoh and Ummat
dialects of Lakadong to be similar to Pnar. But based on my data,
it is observed that both these dialects share more similarities with
Pasadwar, a War Jaintia variety. Daladier adds that the varieties
spoken in the entire Narpuh area are more similar to Pnar.
However, in this present paper, I will show that the varieties
spoken in Narpuh area from Lumshnong onwards are closer to the
War-Jaintia variety. Another claim made by her is that Shangpung
and Raliang are separate dialects. If one is to agree with this
claim, one will have to consider each village’s speech as a dialect.
This is because Shangpung and Raliang are villages situated close
to each other (a distance of 6 kms.) and linguistically, they are
very similar to each other. The followings are the varieties ofPnar
(I am only trying to provide an approximate distinction of these
varieties. The variant forms can be easily identified even among
the villages);

(a) Jowai-Pnar

Jowai-Pnar speech form is considered the standard speech form
in the sense, that this variety is spoken in and around the
headquarter of the then undivided Jaintia Hills District and
everyone understands it, though it may not be possible to
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imitate the accent. Villages like Ummulong and Wahiajer share
this variety with a slight variation in the accent which is just
enough to differentiate the variants in these varieties. Many of
the works done in Pnar is actually recorded in this variety.

(b) Rymbai-Pnar

Rymbai-Pnar is spoken in Rymbaiand a few nearby villages like
Shilliang-Umshong, Deinchalalu, Umsatai, etc. This variety is
different from the other varieties in the consistent correspondence
of the /-[1/ with /-aj/ of the other varieties.

Rymbai-Pnar The rest of Pnar
["11] < [" laj] ‘overflow’
[[7] < [laj] ‘to go’

Deletion of the initial consonant ofthe minor syllable
insesquisyllabic words is a regular phonological process in this
variety.

Rymbai-Pnar The rest of Pnar

[DnthE] < [kl nthaj]‘female’

[Onril] < [kUnr01 0] ‘wall’,

[[nte] < [kl Inte] ‘to
winnow’etc.

It is to be noted that in no way do these villages (Rymbali,
Shilliang-Umshong, Deinchalalu, Umsatai, etc.) speak the same
way or with the same accent. Each village has its own accent and
there is always a noticeable variation among them.

(c) Shangpung-Mookaiaw-Pnar
This variety stretches throughout the eastern border of West
Jaintia Hills along the border of Assam. The stretch starts
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immediately after Phramer village and includes Shangpung,
Raliang, Mookyndeng, Mookaiaw and some other smaller
villages. In rough approximation, one can assume that this variety
is spoken within the two elakas (Elaka refers to the tradition
subdivision and boundary headed by the local chief known as
Doloi under the king of Sutnga kingdom or the Hima Jaintia
Chieftain) of Nartiang and Shangpung. The villages using this
variety vary from each other and the variation is enough to
identify the villages of the speakers. To compare the difference
between Shangpung and Mookaiaw is quite easily noticeable, but
it is difficult to categorize some of the villages in between them.
Shangpung-Mookaiaw-Pnar may not be treated as a final sub-
branch of Pnar, however, I simply use this term for the sake of

analyses in this paper.Some of the regular correspondences are
ej<>e:;,a<>e.

Shangpung-Mookaiaw-Pnar The rest of Pnar

[mej] <> [me:] ‘second person
masculine singular’

[ac] < [e[]] ‘to leave, to
abandon’etc.

(d) Tuber-Pnar

This variety spreads all over the western part of EastJaintia Hills
and it is believed that these villages speaking this variety emerged
from Tuber. Villages towards the north western parts of the
present East Jaintia Hills District are all included under these sub-
branches and extend to Dkhiah and Jalyiah villages. As it is
observed in the other varieties, the Tuber-Pnar variety too is no
exception to variation. Any Pnar speaker settled near these
villages can easily be identifiedby the variety they speak.
Moolamanoh, Moolang and Musniang are closer to each other
(approximately not more than three kilometres in between and
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Moolang is in between the two) but they have their own accent to
mark the differences among them.

(e) Bataw-Pnar

This variety is originally spoken in Batawvillageof East
Jaintia Hills District.The variety spoken at Suchen is similar to
Bataw-Pnar with slight variations, with the one spoken in
Suchenhaving more nasalized vowels (though they are not
phonemic). Bataw-Pnar is spoken largely outside Meghalaya. In
the earlier days, many Pnarsmigrated to other states like Assam
and Mizoram and are engaged in cultivating betel leaf and areca
nut. One of the more noticing features of this variety is the
omission or absence of the coda in some wordsand the rhyme [-
aj] of some of the cognate words in Pnar regularly corresponds
with the vowel [a] in Bataw-Pnar.

Other varieties Bataw-Pnar
[laj] <> [la] ‘togo’
[daj] <> [da] ‘to sell’

(f) Sutnga-Pnar

This variety is spoken throughouttheelaka of SutngaandNohkhlieh
and surprisingly stretches to Kwatorvillage and Amlarivillage
right in the heart of the War speaking area. One of the noticeable
variants of this variety is that the low-mid back rounded vowel [-
[I:]always corresponds with [-aw] of Jowai-Pnar or other
varieties.

Other varieties Sutnga-Pnar
[ksaw] < [ks[]:] ‘dog’,
[ladaw] < [lad[]:]‘banana’etc.

(g) Narwan-Pnar
Narwan falls under the Saipung Block of East Jaintia Hills. It is
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situated about 36 kilometres from Jowai by road. There is no
linguistic work done in this variety. Grierson (1904) worked
extensively on the varieties of Pnar, however, Narwan-Pnar is
missing from his work. The present sound system of Narwan
presented in this analysis is based on my personal field work and
analysis.

The list of these varieties can go on and on. Here is the list of
some of the other varieties which are noticeable; Chiehruphi-Pnar
(includes the villages; Nongthymme, Khliehriat, Byndihati,
Kairang, Nongsning etc.), lapmala-Rangad (Spoken in Iapmala,
Lumskhen, Rangad, Lumputhoi, etc.), Mynsoo-Chiliang,
Mpyntang, Nongbah, etc. The variant forms of these varieties are
often noticeable within the syllabic rhyme. The only case where
correspondence is observed in the onset of the syllable is in
Rymbai-Pnar. Rymbai-Pnar is different from the rest of the other
varieties, in that it exhibits onset deletion. The onset /k-/ of the
minor syllable is often omitted as in the following examples;

Pnar Rymbai-Pnar

[kCnrol1] < [[nrol]] ‘to shake’

[k[Inte] < [[Inte] ‘to winnow’

[kOrbI0] <> [Crb] ‘to tremble, to
vibrate’

4. Sociophonetic analysis of Pnar vowels

For the illustration of this paper a comparison of the phonological
differences between Jowai-Pnar, Rymbai-Pnar, Bataw-Pnar,
Shangpung-Mookaiaw-Pnar and Narwan-Pnar may be taken for
illustration. Preliminary analysis of these varieties reveals that
there are correspondences which are regular and uniformly found
in almost all the cognate words. The vowels in these varieties
have revealed their importance for sociological identity. For
instance, the long vowel of one dialect corresponds to a diphthong
in the other; the [e] of Jowai-Pnar corresponds to the [[]] of
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Narwan-Pnar and the [[1] of Jowai-Pnar corresponds with the [e]
of Narwan-Pnar in the environment when itprecedes [-[1], [a] <>
[(], [o] < [U], [o] <> [[u], etc. However, this pattern of
correspondence is seen only with the vowels and not with the
consonants with the exception of few cases where the coda of
Pnar [-[] corresponds to the [-c] of Shangpung-Mookaiaw-Pnar
and Narwan-Pnar. In most cases, if there is any consonantal
difference among the varieties of Pnar, it is a result of deletion or
insertion.

4.1 [a)] ~[U]] ~[a:] ~[U]j] / #

At least four variants of the *sound could distinguish in the
context where it occurs in the final position of the syllable. The
[aj] of the Jowai-Pnar corresponds to the [[]] of Rymbai-Pnar; [a:]
of Bataw-Pnar; and [[]j] of Narwan-Pnar. The four sounds vary in
terms of length, height and position of the tongue. The word [laj]
‘to go’ofJowai-Pnar corresponds to [1[]] (Rymbai-Pnar), [la:]
(Bataw-Pnar), and [1[]j] (Narwan-Pnar). It is to be noted that the
other varieties use [aj] wherever the sound occurs in that position.

4.2 [e] ~[11] [#

An illustration of the above claim, [e/ ~ [[ 1]/ [1#: The occurrence
of mid-high [e] and the mid-low [I]]in Narwan-Pnar and the other
varieties are mutually exclusive in the environment when they
precede the [[1] in the final position. If [e] occurs in JP, then in NP
it corresponds to [[1]. This can be illustrated with the following
examples below;

Pnar (other than Narwan-Pnar) Narwan-Pnar

[e] ~ []

[k"e ] ~ (K"
‘head’
[er] ~ [0

‘to abandon/ to leave’
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[ler]] ~ [100]
‘white’
[snet] ~ [snl]i1]
‘skin’
However, consider the following examples

Pnar Narwan-Pnar

[] ~ [e]

(K" ~ [k"ler]
‘to mix’

[1oo] ~ [ler1]

‘to do’

[hio] ~ [herl]
cbig’

[C00] ~ [er]]
‘hard’

Based on the examples shown above, it is seen that the
occurrences of [e] and [[]] in JP and NP is mutual only in the
environment of [7] that is when the two vowels, [e] and [[]
precedes a glottal stop [[1].For instance, cognate words like [he( ]
‘big” of NP correspond to [h[I[]] of JP and [er] ‘hard’
corresponds to [[111]. This paradigm is well-attested in all words
having these sounds.

4.3 [aw] ~[[1:] ~ [a:] _#

Another three-way correspondence when these sounds occur in
the final position of the syllable. Let’s take (the rest) Pnar as a
reference point; the [aw] that occur in the final position of the
syllable inPnarcorresponds to [[1:] of the Sutnga-Pnar and [a:] of
Bataw-Pnar. This can be illustrated by the following examples;

Pnar Sutnga-Pnar Bataw-Pnar
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[ladaw] ~ [lad(]:] ~ [lada:]
‘banana’

[ksaw] ~ [ksll:] ~ [ksa:]

< dOgD

[wataw] ~ [wat[1:] ~ [bata:]
‘Bataw’

4.4 [e] #~[a] c#

The [e] of Pnar, when it precedes the [(1] corresponds to [a] of
Shangpung-Pnar in the environment when it precedes the [c] in
some of the words. Example; [e]] ~ [ac] ‘to abandon’. This
variety (Shangpung) contrasts with the rest of the varieties by
having sound combination in this way. Another unique feature of
this variety is that while that the rest of the varieties have the [e:]
in the final position, Shangpung-Pnar has a closed syllable with
the palatal approximant [j] as in the words like [me:] ~ [mej]
‘second person singular masculine’, [th[mme:] ~ [th[mmej]
‘new’ etc.

4.5 [e] ~ [a] / [1#

Narwan-Pnar closely resembles to Shangpung-Pnar in terms of
having these kinds of correspondences between the front mid-
high [e] and the low vowel [a] in different contexts. [a] of
Narwan-Pnar regularly corresponds to the [e] of Pnar in the
environment where it precedes the palatal nasal [[1]. Cognate
words like [chDaD] ‘bone’, [dall] ‘tree’, [I[Immall] ‘tooth’, etc.
in Narwan-Pnar correspond to [ch[e[], [de[]] and [I[Jmmel[].

4.6 [a] ~[1)]/  [I#

However, it is to be noted that there are cognate words in Pnar
where the low vowel [a] precedes the palatal nasal in the final
position. In such case, it corresponds to the back mid-low vowel
[[1] of Narwan-Pnar. So, words in Pnar like [tmall] ‘moustache’,
[dall] ‘to cut’, etc. correspond to [tm[1[1] and [d[][1] respectively
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in Narwan-Pnar. Narwan-Pnar is quite different from the other
varieties of Pnar in have different variants like these. Bareh
(2016) notes there are thirteen variant forms that mark Narwan-
Pnar as one of the most unique varieties of Pnar. Other varieties
may have two to three different variant forms that distinguish
from the other.

Conclusion

As argued in the beginning of this paper, regional variation may
not display the social identity, but a person’s speech certainly
indexes his geographical identity. Though the term
sociophonetics, may be used only when dealing with the kind of
variation caused by social class, (caste, gender, age, status, power,
etc) but the variation in Pnar also shows certain significant change
caused by regional variations on social identity. Bataw-Pnar
variety originally spokenin the village of Bataw, is the more used
variety among the Pnars settled in different parts of Assam. In the
earlier times most of these people were engaged in cultivating
areca nut and betel leaf. They spread to different part of Assam in
their search for better place to cultivate areca nut and betel leaf. In
due course of time many others from different part of Jaintia Hills
followed and engaged in the business. These speakers, mostly of
the Sutnga and Shangpung varieties, when shifted to pockets of
Assam, also adopted the Bataw variety. This variety immediately
captures the mind of other speakers, as the variety of those who
are engaged in areca nut and betel leaf business. It is indeed a
regional variety that also has added a social significance to it.
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Abstract: Germaine Guevremont (1893 — 1968) was a Canadian
writer and one of the prominent figures in Quebec literature.
Guevremont's novels are mostly acknowledged as the last dominant
examples of romans du terroir, the traditionalist form of Quebec
literature in the early 20th century. Anne Hébert (1916-2000) was a
French-Canadian author and poet. In the present paper, I will focus
on the relationship between the collective identity (normative in a
given society) and the perception of the Other in Guévremonts novel
The Outlander (1950) and Anne Hébert’s novel Kamouraska (1973).
More specifically, I will ask myself how does the representation of the
other (that is to say, a person "different"” in nationality, race, religion
or sexuality) work in the Quebec novel. To what extent is the arrival of
a "stranger" perceived by other heroes negatively, as a transgression,
a threat to the norm or, on the contrary, positively, as an unexpected
opportunity to escape social stereotypes.

Keywords: Germaine Gueévremont, Anne Hébert, Identity, Otherness,
Quebec

In order to do achieve the work on identity and otherness, we
must first define the concept of otherness. Francois Hartog, a
French historian, who briefly treated it in his work The Mirror of
Herodotus: the representation of the otherin the writing of history
(2009) underlines that otherness is a relational concept that is
defined only in opposition to a term of the same kind, namely
identity:

To speak of the “other” is to postulate it as different, to
postulate that there are two terms a andb and that a is
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not b [...]. But the difference only becomes interesting
when a and b become part of a single system [...]. Once
the difference is said or transcribed, it becomes
significant because it is caught up in the systems of
language and writing. (Hartog 212)

Altogether, it is not a constant concept attached to an invariable
value judgment, but a true ideological, social and discursive
construction subject to profound modifications depending on the
context. As an example, let us recall here the figure of the Native
American, this other par excellence. Whereas in traditional
Quebec literature (for example in the stories of Jacques Cartier or
Samuel de Champlain), the most significant points of the
otherness of the savage are nudity, nomadism, tattooing,
polygamy and barbarism of rites perceived negatively as
incompatible with the social, cultural and religious order of
Western explorers; Ronsard or Rousseau, rather, value certain
aspects of Native American life such as simplicity, freedom and
the proximity of nature, thus leading to a real idealization of the
"good savage".

Another problem is that the relationship "ais not b", "b is not a" is
perfectly reversible. If in the travel writings it is the European
white explorer who considers the Native American as "Other",
nothing prevents us to imagine a novel in which it would be on
the contrary the Indian who would speak and reverse the statutes.
In the first-person accounts, we can say, of course, that a priori it
is the narrator who decides between "me" and "the other", but
what to do in many cases where the narrator is extradiegetic?

In the novel Kamouraska (1973) for example, Anne Hébert
opposes the character of AurélieCaron, a mixed-race servant with
morals rather libertine to Elisabeth of Aulnieres, a young white
woman of good family. At one point, each of the two women
looks at her rival as a real stranger. (For Aurélie it is Elisabeth
who is "other" and vice versa.)

The questionof who represents the other at the level of the entire
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novel cannot be resolved at the binarylevel relationship between
these two analogous units. To find the answer, it is necessary to
take account of a broader context represented by what
EricLandowski, a French semiologist and sociologist calls the
"Reference group".

It is the group that dictates the norm (social, cultural, political,
religious) reigning in a given fictional universe. In the case of
Kamouraska, it is the white society, traditionalist, Catholic and
Franco-Canadian of the City of Sorel that is responsible for this
power of legitimation and which establishes therefore all the
social codes as well as a whole system of criteria allowing to
assimilate or exclude characters judged differently. Only the
reference to this well-defined group makes it possible to identify
as the other, as stranger, Aurélie the mixed race and not Elisabeth
the white.

However, if the character of the other cannot be defined in itself,
but only in relation to a larger unit of which it represents a gap, it
still poses a terminological problem. Indeed, any difference is not
necessarily other.

We have seen so far that the other is a relational notion defined in
opposition to another term that the difference is significant only in
relation to a reference group and that to be able to speak of
otherness, the difference must be part of an inventory of relevant
traits chosen by that same reference group.

However, another question arises immediately: how does the
perception of Otherness change in the history of Quebec
literature?

I will confine myself here to a few global remarks: The category
that includes the greatest number of texts and which is the most
consistent in the imaginary Québécois is that of the Amerindian.
Sometimes a friend, sometimes a traitor, the character of the
native is ready to many representations that play both the
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seniority of its settlement on the North American continent and its
minority status within the present society.

If the Native American is a constant figure, others change
considerably over time. Scots and Irish, who were very often
represented in the novels of the late nineteenth and early twentieth
century, are much rarer today. It seems that, in the eyes of Quebec
novelists, they lose their cultural specificity and find themselves
more and more encompassed in the vague category of "the
English" or "Anglophones". This type of evolution does not
surprise specialists familiar with Quebec history. For example-
Since the 1980s, for example, Americans (in the sense US) are
very rarely seen as "other". Many works of literary criticism are
currently trying to explain the causes of this change of attitude
towards the United States, which makes Quebec novelists
increasingly inclined to include Americans in the category of
"We".

The approach we are dealing with here is based more on
linguistics, study what is called "the enunciation of alterity". In
other words, the links between the notion of the other and the
narrator of the given text.

Using this criterion, Simon Harel, a Quebec intellectual, writer
and essayist in his book Le voleur de parcours: identité et
cosmopolitismedans la literature québécoisecontemporaine,
distinguishes two categories of narratives: (1). The one where the
Other is put at a distance. That is to say where a narrative voice
perceives it defines it and tells it from the outside. This is the case
for the majority of novels published in Quebec before the 1960s.
The End of dreams (1950) by RobertElieis one of the finest
examples of it.

(2.) The one where the other is himself the stating subject. These
are novels told by a character who feels himself different from the
rest of society on which he often takes a critical look. This type of
enunciation appears in a number of contemporary novels that
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depict different ethnic or religious minorities. For example: The
sky of Bay City (2008) by Catherine Mavrikakis.

Let us pause briefly at these two types of novels. In the first case
(where we are dealing with an external representation of the
character of the other), the relationship between the individual
considered "different" and the reference group that surrounds him
generally oscillates between fascination and fear.

The outlander, a novel published in 1945 by Germaine
Guévremont, is a canonical example of this fundamental
ambiguity.

The plot of the book is easy to summarize: an unexpected stranger
arrives in a Quebec village, he stays there for a few months and
then he leaves again, as mysteriously as he once appeared. The
villagers will never know his identity, his origin or the details of
his past, a doubt will hang over his (rather androgynous) sexuality
and we will not know why he arrived in the community.

But the less others will know of him, the more fantasies they will
embroider around his personality. The occurring will function in
the text as what Landowski, a French sociologist, semiologist in
his work Présences de l'autre: essais de socio sémiotique 11, calls
a "missing term", namely:

the indispensable and inaccessible complement, that
imaginary or real, whose evocation creates in us the
feeling of an inactivity or the impulse of a desire
because its present non-presence keeps us in suspense
and as unfinished, in the waiting for ourselves.
(Landowski 10)

Didace, the father of the family, hopes that the stranger will
replace his son, too sick to be a good farmer and not very fertile
to ensure the continuation of the family by many children.
Convinced that the survenant would succeed where his own
offspring failed, Didace dreams to marry him with one of his
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daughters. In semiotic terms the process is clear: the father of the
family wants to abolish the difference between "us" and the other
by integrating it into the reference group (the family, the parish,
the village). To do this he erases the differential features of the
Survenant (he seems to forget that the young man is a stranger) or
else he semantises them in a positive way (he insists on the
energy, the vitality and the strength of the new-comer that he
compareswith the lack of endurance of his own children).

In short, in the eyes of the father, Otherness rhymes with hope.
The hope of breaking the vicious circle of misfortune in which the
family had been shut up for a long time, of changing their fate, of
escaping all the determinisms which hitherto stifled it.

For the son and the daughter-in-law, the Otherness corresponds on
the contrary to an inadmissible transgression, because the arrival
of the foreigner in the family has gradually deprived them of their
traditional rights. Amable and Alphonsine both feel threatened by
the stronger bond uniting their father and the Survenant. Their
hostile reaction undoubtedly results from this traditional fear of
the foreigner who could seize the real or symbolic goods of the
members of a community. In other words, if Amable and
Alphonsine do everything to exclude the Surfer from the
reference group, it is for fear of seeing themselves banished,
replaced by this usurper.

All the interest of the novel consists precisely in this oscillation
between, on the one hand, the positive value of Otherness, this
permanent generator of dreams, fantasies and hopes and, on the
other hand, its negative value of threat to traditions as well as than
the cohesion of the original reference group. Paradoxically, it is to
the exact extent that the Survivor meets the requirements and
fantasies of Didace (intended to protect and continue the
community) that he cuts the father of his own children and thus
questions the survival of this same community. The tension only
ceases when the young man, faithful to his nature of adventurer,
leaves the country definitively, leaving behind the disabled
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villagers.

In the traditional novels (thus those which operate on the
distancing of the other), it is the fascination-fear couple which
governs the economy of the narrative.

To conclude this short excursion in Quebec literature, I would like
to point out that the other's face is not only the place of a
difference, the transgression of a predetermined norm, but that it
generally embodies a whole problem, a real drama.

To transgress the norm, to be other often means to free themselves
from the homogenizing pressures of a society or of a group.
Otherness can thus be valued, even if desired insofar as it
embodies the possibility of another life, of another identity, of
another adventure.

But in doing so, we must not forget that the other is also the
source of our deepest anxieties, those of not belonging anywhere,
of pouring into dispossession, failure or marginality.

Works cited:
Germaine Guévremont, The Outlander, Whittlesey House, 1950.

Anne Hébert, Kamouraska, Crown Publishers, Foreign Language
Study,1973.

Francois Hartog (Author), Janet Lloyd (Translator) The
Representation of the Other in the Writing of History, 2009.

E. Landowski (1997), Présences de l'autre : essais de socio
semiotique II, Paris : Presses Universitaires de France.

Simon Harel, Le voleur de parcours : identité et cosmopolitisme
dans la littérature québécoise contemporaine, 1989.

114



LOKENATH BHATTACHARYA - A MEDIATOR
BETWEEN THE FRENCH AND BENGALI
LITERATURES

Kanchan Chakravarty

Guest Lecturer - French, School of Foreign Languages, University of Mysore,
India, email ID: kanchan.chakravarty@gmail.com

Abstract: Lokenath Bhattacharya was a Bengali poet, writer and
translator who served as a mediator between the Bengali culture
and the French literature, and vice versa. However, it is not simply
his multifacetedness that makes him an interesting personality, but
his position as a literary figure within the Indian and French
cultures. The objective of this paper is to bring to light this
extraordinary literary figure who sadly remains unknown in his
home country.
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Introduction

This paper focuses on an Indian literary figure who beautifully
represented India and Indian culture in the French-speaking
world. This Bengali poet-cum-writer-cum-translator served, with
great distinction, as a mediator between the French and the
Bengali literatures, inspiring admiration among his readers. His
contribution to introduce the Bengali culture and tradition to the
French literature and vice versa made him a much-loved
personality among the French. In 1999, his anthology of poems
won the ‘Prix France Culture’, a French literary award given to
the most outstanding book of the year. His renown as a poet is
such that he is the most translated Bengali poet into French, after
Rabindranath Tagore.

Yet strangely, despite being so popular in France, this
extraordinary figure was, and unfortunately still remains,
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practically unknown in India. Even within the Bengali literary
circle, few have heard of him. This article will shed light on this
eminent yet reticent literary person: Lokenath Bhattacharya.
Given than Lokenath Bhattacharya was a multifaceted individual,
each of his facets will be examined separately.

Lokenath Batthacharya’s childhood

Born in 1927, in an orthodox family in Bhatpara, West Bengal,
Bhattacharya came from a family of intellectuals. His father and
his forefathers before him, were all scholars of Sanskrit. But from
a young age, Bhattacharya was considered the black sheep of the
family because of his inclination towards music and dance. One
must remember that during the early 1900s, Bengal was
extremely orthodox and music and dance were activities that were
not only frowned upon, but considered taboo.

Lokenath Bhattacharya disliked the formal education and his
parents were distressed by his conduct and in exasperation, they
sent him to Visva-Bharati University, in Santiniketan. This centre
for learning and higher education was founded by Rabindranath
Tagore. Tagore disapproved of the western method of education
introduced by the British in India. He always had reservations
about any teaching done within four walls. He believed in open-
air education and devised a curriculum, which was a departure
from the way the rest of the country viewed teaching and
education. This was an ideal setting for Bhattacharya and he
thrived as a student. He became a voracious reader and took great
pleasure in reading ancient Indian scriptures and literature.

After completing his education in Shantiniketan, Bhattacharya
first studied French at the institute of Alliance Francaise in
Calcutta, then went to the University of Paris for his doctoral
degree on a French government scholarship. His passion for
French was evident by the amount of time he spent mastering the
language. He immersed himself in French literature and soon tried
his hand at translation. He translated into Bengali the literary
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works of some of the greatest French and Belgian writers and
poets. Yet, despite his significant literary output, Lokenath
Bhattacharya never received the kind of critical attention he
deserved in the Bengali literary circle.

Lokenath Bhattacharva — The poet

Lokenath Bhattacharya was first and foremost a poet. His earlier
collections of Bengali poems were in the form of verses and were
much appreciated. They were frequently published in Bengali
poetry magazines. But one day, sometime in the early 1950s,
Bhattacharya switched from lyrical poetry to prose poetry. This
did not go well with the Bengali literati. In an interview
Bhattacharya explained why his decision to write prose poetry
was criticized.

“I think what happened to us in India, we acquired
all kinds of notions about literature from the West,
since we had been colonised. We were cut off
from the mainstream. We tried to imitate English
poetry, English romanticism. In India, people do
not generally know that the Brihadaaranyaka
Upanishad, generally recognised as one of the
more important Upanishads was written in prose
and what prose!” (The Hindu, 2001)

His compatriots did not share his passion for prose poetry.
He tried to revive the form, but his works were no longer
being published and circulated as frequently as before. His
tenacity and unfaltering inclination towards prose poetry
eventually created an irreparable rift between him and the
Bengali literary circle.

Years later when he settled in Paris, his life in France was a
different story altogether. All his poems, those composed in
French as well as those translated into French from Bengali,
were received very warmly in France. His skill of evoking a
distinct ‘Indianness’ through French words and imageries
were incredible. His language brought together two worlds
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and wove them to form a tapestry, rich in metaphor. Yet, the
simplicity of his words and thoughts were so powerful that
his readers were struck by their profoundness.

The French were amazed at his command over the French
language and the ease with which he expressed some of the
subtlest ideas and feelings. They were also mesmerized by
his ability to blend music and lightness to prose. His poems
read like stories and except for the occasional rhymes and
subtle consistency of rhythm, one would actually believe the
work to be a short story.

Lokenath Bhattacharya — the writer

Apart from being a poet, Bhattacharya was also a prolific writer.
Before leaving for France, Bhattacharya had already written an
impressive number of novels in Bengali. The majority of these
novels have been translated into French. Once in France he began
writing novels in French as well, some of which were later
translated into Bengali.

Among all his novels, only one has been translated into English -
The Virgin Fish of Babughat (The Hindu, 2004). This novel,
written in 1972, is often compared to the Canadian dystopian
novel, The Handmaid's Tale, written by Margaret Atwood. In his
novel, Bhattacharya speaks about a distant future where men and
women are stripped of their clothes, their identity and their past,
and kept imprisoned in a detention camp. When the novel was
written, Indian and West Bengal were going through troubled
times. The Naxal movement was at its peak in West Bengal. The
government was using repressive measures to suppress the
violence generated by the Naxalites. The work, therefore,
according to many critics, is highly symbolic in the sense that its
subject matter deals with precisely those issues that the
Emergency symbolised — censorship and the loss of freedom.

Besides writing novels, Bhattacharya also published several
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articles in Bengali and English, for various magazines. When he
was in Bengal, he worked as director of the Sahitya Akademi and
National Book Trust and regularly wrote for magazines, some of
them very prestigious, such as Chaturanga, edited by Humayun
Kabir. Once he settled in France, he made regular literary
contributions to French magazines. He published articles in
French on various topics.

Lokenath Bhattacharya — the translator

Bhattacharya was also a translator. His initiation to French
literature deeply impacted him. The poems of Arthur Rimbaud,
one of France’s finest poets associated with symbolism, came as a
shock to him and he instantly felt a need to translate Rimbaud’s
works into Bengali. He began with Rimbaud’s extended poem in
prose called A Season in Hell. Next, he translated Rene Descartes’
Discourse on the Method, Romain Rolland’s Gandhi, Moliére’s
Tartuffe, Sartres’ The Words and finally all the poems of Henri
Michaux.

Lokenath Bhattacharya’s passion for French literature led him to
introduce it to the Bengali literati. The literary works he chose to
translate were never translated into Bengali earlier. His Bengali
translations of the major works of some of the most renowned
French and Belgian literary figures were published in prominent
Bengali magazines. When he settled in Paris, Bhattacharya
continued to translate French and Belgian proses and verses into
Bengali. Although he had very little contact with his homeland by
then, he never gave up his love for translating French into
Bengali.

Bhattacharya sometimes wrote poems in French. These he later
put into Bengali, not as a translation but as a rewriting.
Bhattacharya explained that his poems had two versions, one
French and one Bengali. The second version was usually the
result of multiple re-readings, which culminated with a new
version that was a re-invention based on the original text.
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Bhattacharya often collaborated with the translator of his works.
He had a close rapport with some of the leading French
publishers, such as Gallimard, Fata Morgana, Les Bois d’Orion
and Editions du Rocher who published his works in France. His
wife who is a university lecturer specialising in Bengali and
Ancient Hindu scriptures, has also translated several his novels
and poems.

Bhattacharya and Henri Michaux

Having seen the three facets of Lokenath Bhattacharya, it is
imperative to stress on his literary relationship with Henri
Michaux. Lokenath Bhattacharya first read Henri Michaux when
he was studying French in Kolkata. He was deeply moved by this
Belgian-born poet and writer’s works, but the extent of the impact
was evident only later, when he took up writing as a profession.
Bhattacharya’s approach to literature was very similar to that of
Henri Michaux. Not only were his poems similar in form, but also
the themes evoke in these verses echoed those of Michaux. When
Henri Michaux happened to come across Bhattacharya’s poems in
French, Michaux immediately reached out to Bhattacharya. He
perceived in this Bengali poet a reflection of himself, a sort of
alter ego. Michaux not only supported Bhattacharya but also
introduced him to the French literary circle.

Michaux remained very attached to his ‘Bengali cousin’, so much
so that he dedicated the last poem he ever wrote to Lokenath
Bhattacharya. For someone known never to dedicate anything to
anyone, this was a rare and precious gesture. Bhattacharya’s talent
as a poet and writer certainly reverberated in the French-speaking
world. Another Belgian, but this time a prominent painter,
discovered Lokenath Bhattachya’s prose and said to the publisher:
“I don't know who Lokenath Bhattacharya is but, after reading his
texts, I have visualised him and have done his portrait”. (The
Hindu, 2001) The French publishers subsequently included this as
a frontispiece to one of Lokenath Bhattacharya’s collections.
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Lokenath Bhattachary won everyone’s heart in France definitely
with his writing. But this soft-spoken Bengali was also admired
for his humility and warmth. His renown was not limited to
France alone. He was regularly invited to various European
countries for poetry readings, round tables, literary seminars,
radio talks, writers’ meets and book releases. When asked what he
thought of his position as a poet in France he replied:

“I have very good friends here, friends that I do
not have even in my own country. My country has
given me everything, I cannot ask for anything,
my language, my dreams, my images, my
mythology, my reflexes, my subconscious,
everything is India. Here I am a foreigner”. (ibid.)

Conclusion

Bhattacharya grew up on the shores of the Ganges. His attachment
to the great river made it very hard for him to leave his village. His
childhood memories always haunted him, and he yearned to be
back by the river. This longing never left Bhattacharya and one
can feel this pain in almost all his poems. When working as the
director of the National Book Trust, Bhattacharya was homesick
and often thought of leaving everything behind and returning to
his village. When his writings were no longer being published, and
he was pushed to the margins of the literary circle in Bengal, his
sorrow deepened. He said:

“I am a complete misnomer. In my country nobody
knows me. India is, of course, very big, but even in
Bengal - as the language I write in is Bengali - [ am
hardly known.” (ibid.)

Lokenath Bhattacharya was never considered an important figure
in the Bengali literary circle. He was a literary figure who did not
receive the critical attention he deserved in the Bengali literary
circle. But one cannot deny his contribution through the Bengali
translations of French and Belgian literary texts. Through his
translations, he managed to give the Bengalis an insight into
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French literature. Although the Bengali publishers curtailed his
literary output, his impact on Bengali literature is obvious.

When Lokenath Bhattacharya shifted to France to pursue his
writing, he received fame and appreciation. Although he says that
it is India that has given him everything, one cannot deny that it
was France that gave him recognition, immense respect and a
large readership. Lokenath Bhattacharya’s role as mediator
between the French and Bengali literature is much respected and
admired by the French. Unfortunately, that is not the case in India.
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Contemporary society has become an information society and
hence it makes sense to interpret various changes in the cultural
sphere. Connections between computer technology and literature
are one aspect of the complicated global set of problems in
tackling the adaptation of texts with the media. The spread of
computer technology has brought along the need to make certain
amendments in the study of the humanities. A new phenomenon—
cyber literature — has emerged and many authors use this complex
and versatile genre. (Viires, p.3)

Defining Cyber literature as just literature created on the
computer and presented by means of the computer would be an
attempt to narrow its scope. Cyber literature is part of a larger set
of problems, the most general back ground of which is the
increasing role of technology in our society. Other factors include
the myriad opportunities that characterize the postmodernist
cultural situation, the expansion of the concept of literature and
the emergence of new forms of literature.
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Cyberliterature could serve as an umbrella term which could
tentatively be divided in two:

(1) All literary texts available in the Internet (WWW).
This term covers anthologies of prose or poetry published and
digitized; online literature magazines; hypertext literature and
cyber texts.

(i1) Literary texts on cyberspace and internet
A literary work that deals with the theme of internet, computer
and its peripherals, cyberspace etc. could also be taken as part of
cyber literature. There is also a tendency to call the former digital
literature and the latter cyberpunk.

William Gibson’sin his cyberpunk novel Neuromancer (1984)
coined the term cyberspace, a reference to virtual reality in one
formor another, which he describes as a kind of shared
hallucination. (D’ Ammassa, 2005, p.266) Gibson coined the term
to describe the imaginary ‘datascape’ which his characters entered
by ‘jacking in’ — connecting their consciousness directly to
networked computers. (Bell, 2007, p.2)

In contemporary cultures, people are surrounded by an
increasingly wide range of tangible products that seem to impart a
sense of solidity to their lives. Objects such as mobile phones,
computers, portable physiotherapy units, personal stereos, video
recorders etc. are integral components of many people’s everyday
existence. Often, they are regarded not merely as useful tools for
the accomplishment of practical tasks but actually as defining
aspects of people’s identities, lifestyles and value systems.
(Cavallaro, 2000, p.ix)

They thus become comparable to prostheses, the artificial
supports used by medical technology to complete otherwise
lacking physical organisms. However, the aura of solidity
surrounding those commodities and their human users is
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something of an illusion. (Cavallaro, 2000, p.x)

Austrian-born British philosopher Karl Popper (1902 — 98)
proposed the idea of the existence of three ‘worlds’: World 1, the
world of physical objects, events and biological entities; World 2,
the world of mental events and objects; World 3, the world of
products of the human mind, or abstract objects (theories,
formulae, learning). He proposed that World 3 is partly
autonomous from the other two, and that changes in World 3 can
impact on Worlds 1 and 2. Today, World 3 is sometimes used to
talk about cyberspace and cyberculture, as an emblematic abstract
‘mind-space’. (Bell, 2007, p.18)

Cyber literature breaks the concept of ‘complete work’. The
author, after publishing a work doesn’t get much room to alter it.
He or she has to say just like Pontius Pilot, “What I have written,
I have written”. But with the advent of E- literature, the author
can add, remove or rewrite his work. He is fully aware of the
frequent intercessions from the reader through their feedbacks and
comments. E- Literature will not stay concrete. It will keep on
changing. There are even chances that the work will never be the
same after a couple of month’s interactions. Readers always
prompt the author to rethink the concept of absolute authorship.

One of the main attractions of these kinds of writings is the
minimum amount of the role of publishing companies. Anyone
can post and comment without the constraints of authorities
which usually arise from publishers. Even a newcomer will get a
chance to publish his work worldwide without a mediator. Earlier
a publisher could decide, what one should read, by allowing
publishing only the kind of works that they want the public to
read. The role of these companies as the gate keepers of
publishing and reading gets diminished.

Hyperlinking and multimedia pave way for attractive presentation
of writings. Photos, videos, audios, root maps etc. are added to the
main text. This would give more clarifications and authenticity.
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The use of multimedia is effectively used in travelogues. Using a
hyperlink attached to the text, the reader can know more about a
particular event or person mentioned in the main text.

In the cyber world the importance of crowd sourcing is
unavoidable. Newspapers and TV channels are eager to publish
photos, comments etc. of the crowd, admitting that their biggest
source is the common people. In 2006, The Time magazine
selected “You’ as the person of the year. The cover page said “Yes
You. You control the information age. Welcome to your world”
(Waxman, 2016, time.com). E- writing in the cyber world
reiterate the role of the reader in formulating even the concept of
writing.

Internet services in India began to available for the public during
the second half of the nineties, even though World Wide Web was
introduced in 1986. Even at the initial stage of internet
proliferation, there was literary works related to computer and
internet. Malayalam literature adopted the term cyber literature
for the works dealt with cyberspace. In western literature, the
term cyberpunk was extensively used for such works. Cyberpunk
is a post-modern form of science fiction in which the events take
place partially or entirely within the ‘virtual reality’ formed by
computers or computer networks, in which the characters may be
either human or artificial intelligence (Abram, 2003, p.279). The
term cyberpunk was coined in the late 20" century that is used
interchangeably with cyber fiction and hypertext fiction. The term
cyberpunk acknowledges the increasing influence of computer
technology in literature, whether manifested in terms of plot (e.g.
computer-oriented science fiction), medium of publication (any of
fiction now available on the World Wide Web), reader
participation (e.g. interactive novels that invite the reader’s
creative involvement) or in some other ways (Ray and Murphin,
p.80). Cyberpunk used to have a certain inclination toward
science fiction. But Malayalam cyber literature kept a distance
from science fiction, even from its beginning.
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One of the troubles with the adaptation of the term cyber
literature was whether it described literary works written in digital
form or literature that deals with the theme of cyberspace. Dr.
M.N. Karassery made such a distinction in his essay “E-
Literature”. He calls literary texts available on the internet or in
any electronic forms should be called E- literature, whereas a
work that deals with cyberspace or internet can be termed as
cyber literature.

Dr. Suneetha T.V, after analysing more than a dozen cyber stories
published in Malayalam, has concluded that the cyber stories of
Malayalam literature fall into four different groups
(Suneetha,2015, p.77-78). They are

1. Technophobia

il. The imminent victory of cyber culture
iii.  Fear of identity crisis and identity loss
v. Mockery on media-based community

Cyber stories in Malayalam literature were phenomenal in the
sense that it broke all the conventional way of narration and
character building. These novice writers strongly embraced
change in all fields of writing. Writers like M.Mukundan, M.
Nandakumar etc. took the initial steps to experiment on the post-
modern imaginations like virtual reality. They have opened the
possibilities of a new imagined world. M.Mukundan’s ‘Nritham’
is being considered as the first cyber novel in Malayalam
literature. The characters Sreedharan and Agni meet in cyberspace
with cyber address. The entire story enfolds through their cyber
identity. M. Nandakumar’s ‘Varthaali:
CyberspaciloruPranayanadakam’ uses a website and real time
video chat to take the story forward. It even tries to redefine our
identity at the background of cyber culture.

B. Murali’s story ‘ChattalmazhayileEkaki’progresses through a
chat room conversation. Ramakrishnan, with the ID XX 20, was
chatting with a girl named or with an ID Keerthi. He is all
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prepared to revoke a truth that might change their lives. But with
at the end, he is devastated to find that Keerthi is not the women
he thought she was. Vinu Abraham in ‘Chila Premodern
Idapedalukal’ draws a character who immerse himself in
cyberspace to save himself from the loneliness and identity crisis
that he suffers. The concept of identity and body is either
questioned or revoked in these cyber stories. The address of a
person will be changed to some ID and they live behind the
‘burden of visibility’.

A critical theme that we see in the Western cyber literature,
technophobia, is not active in Malayalam cyber stories.
Technophobia, which spread in Kerala, is entirely different from
that of the west. Western writers were sceptical of scientific
progresses and saw the imaginary innovations of literature with
their own pessimistic prophesies, inventing future words that the
new scientific innovations as tools of oppression. The fear of
computer and technology in Kerala was politically motivated.
‘Kokkarani’ (1992), a short story written by T.V Kochubava,
brings such a fear of computer. The story forebodes the
production of computer assisted designer babies. ‘Kokkarani’ can
be taken as an allegory of the depersonalized effect of technology.
The fear for the computerization spreads as a political tool and the
relationship between technology and alienation might be a reason
behind the sceptical view of scientific progress and technology in
Malayalam literature (Rajasekharn, 2002, p.iv)

Cyber stories in Malayalam literature always try to explore new
horizons. They point the changes affected by postmodern ideas
and the technological proliferation. They are influenced from the
information saturated culture at the same time make use of these
new technologies effectively as their medium of writing. The
trajectory of Malayalam cyber literature is short and tenuous, but
it has addressed the perennial tensions and premonitions that the
growing cyberspace creates.
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Writers have always used their works as a tool to represent
political repression of their period. The Master and Margarita is a
good example for this. Written during the period of Stalin’s reign,
notorious for its repressive rule, with an anti-Stalinist theme,
shows the courage and determination of its author. That’s why,
even now, the novel deserves attention.

The author, Mikhail Bulgakov, started working on his masterpiece
The Master and Margarita probably in 1928 and tried to publish
it in the next year. But the government denied the sanction
detecting the political content of the novel. He was forced to burn
the copy of the novel at once and was sure that he could not see
the novel get published in his life time. Even though, he worked
on it till his death in 1940. With the effort and dedication of his
wife and close friends the novel came out and got it published in
1960’s when the Soviet government became more open to artistic
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freedom.

The publication of The Master and Margarita raised the fame of
the author not only in his native land but also in the other
countries and the English translations of the novel started
publishing in 1967.

““‘Manuscripts don’t burn’. Bulgakov’s posthumous fate confirms
this unexpected aphorism, which has caught the imagination of
many readers today, just as Maria Tsavetayeva’s prophetic insight
once did-

‘And for my verse, like precious vine, the day shall come.’
And the Pushkin’s earlier still:
‘For word of me shall spread throughout great Russia.””1

The quote “manuscripts don’t burn”, from the novel, became a
message for those who tried to repress any artistic activity and
whose works have been repressed under any government.

Mikhail Bulgakov’s The Master and Margarita is considered as
one of the most highly regarded novels written during the period
of Stalin’s reign and it is one of the influential works of the
twentieth century Russian literature. It is a satirical novel with an
anti- Stalinist theme. The author used the genre of magical
realism to narrate the story. The novel is a mix of myth and
history, satire and absurdity, realism and fantasy, good and evil,
atheism and religion. It is a blend of numerous themes and that
makes hard to reduce this novel in to one category.

The novel The Master and Margarita has three story lines. The
main story takes place in Moscow of the 1930’s. It is there the
devil visits in the name of Woland with his associates, named as
Behemoth, a talking cat, Azezello, Koroviev also known as Fagot
and Hella. Together they started to play tricks on the people who
come their way. Another story is of the Master, a writer, and his
love Margarita who seeks help from Woland, the Devil, to reunite
with the Master. The third story line is a story within a story
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written by the Master which depicts the crucifixion of Yeshua Ha
Nostri (Jesus Christ) by Pontius Pilate.

Andrew Barret views that, if there is one feature of The Master
and Margarita which impresses the reader on his/her first
encounter with the novel, it is the vast entertainment offered by its
satirical treatment of the life in the Soviet Union. He is of the
view that the novel is full of wit and comic invention, the satirical
scenes are not only memorable, they are also the most
immediately accessible part of the book, even for those who have
little knowledge, either direct or indirect, of life in the USSR.2

From the opening chapter itself the author Mikhail Bulgakov
teases the beliefs of the Soviet people. Bezdomny the poet and the
editor Berlioz do not believe in the existence of Jesus. The devil
disguised as Prof Woland heard them saying that and he asks
them if they believe in God either. Their answer was a surprise to
him.

“In our country atheism comes as no surprise to anyone.”

“The majority of our population made a conscious decision long
ago not to believe the fairy tales about God.”3

By predicting the death of Berlioz, Woland makes the reader
realize that a man is

“Unable to ensure his own safety for even the next day.”4

Bulgakov satirizes the life of the literary communities and their
ideologies prevailed in Moscow like the MASSOLIT organization
and Griboedov house in the novel. Woland and his retinue capture
one of the apartments as their new house which “had been headed
by the unfortunate Alexandrovich Berlioz before his appearance
at Patriarch’s ponds.”5

Though, Bulgakov did not mention the name of Stalin directly
anywhere in the novel, he wishes to compare him with the
character of Woland. The sudden disappearance of many
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characters and the death of Berlioz and Baron Meigel remind how
he dealt with his enemies. He controls all the characters and their
actions and even their fates in the story. With his retinue Woland
starts to punish almost all the Russians for their sin.

Unlike Stalin, it was Woland the devil who exposes the vanity of
the Russian society. He reveals their greed through his magic
show at the Variety Theatre. With the use of black magic, he
makes a rain of ten-ruble notes. It created chaos among the
audience. They started catching it. “Some people were already
crawling in the aisles, looking under the seats, and many were
standing on top of their seats, trying to the capriciously twirling
bills.” And even some started fighting for it. “What’s that you’re
grabbing? That’s mine! It was coming towards me!” Don’t push
me or I’ll push you back.” 6

Most of the satire by Bulgakov in The Master and Margarita is
about the life of Stalin’s Russia and all the corruptions, black
marketing, the greed, vanity and the false pretensions of the
Soviet society, hoarding of the gold and foreign currency,
boastfulness of the literary associations etc were taken place at the
time of Stalin’s rule. “D G B Piper has argued, for example, that
‘the four days of the Moscow story represent a synthesis of Soviet
life between 1928 and 1938.°7

During the Magic performance at the Variety Theatre Woland
enquires Fagot that “have the Muscovites changed, in your
opinion, in any significant way?”’8 The most important satirical
element Bulgakov wants to express contains in that question.
Thus, Bulgakov made the novel a smart satire of Stalin’s Russia
filled with wit and humour that made an interest in the readers.

Apart from the main theme of the novel, ‘the satire aimed at the
soviet reign’, there is also a story of lovers, the Master and
Margarita whose tales interlinked with the other stories of the
novel.

“Follow me, readers! Who ever told you there is no such thing in
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the world as real, true, everlasting? May the liar have his
despicable tongue cut out! Follow me my reader, and only me,
and I’ll show you that kind of love!”9 A brilliant example for an
everlasting love story is Mikhail Bulgakov’s The Master and
Margarita. The love story of the Master and Margarita is a
touching and an unforgettable one.

The Master met Margarita, his love, accidentally, and he “struck
not so much by her beauty as by the extra ordinary, incomparable
loneliness in her eyes.”10 At that time, Margarita looked at the
Master with surprise, and he completely realized that “this was
the woman I had loved my whole life.”11 Their love was so
intense that they became inseparable. In the Master’s view “it was
fate which had brought them together.”12

But, once, the same fate parted them. As a writer, like the author
himself, failed in publishing his novel (Pilate story) burns the
copy of it and ends up in mental hospital. For the better of
Margarita he did not tell her that he is in hospital. But Margarita
could not live without him and she felt like he is still alive.

Besides Woland the devil, Margarita is the most courageous one
in the novel. For getting the news of the Master she is ready to do
anything. “‘I’ll go anywhere you want’, ‘I’'ll do anything for his
sake’, and ‘I’ll be dying for love’”. 13 She accepts the invitation
of Woland to serve as a queen in ‘Satan’s ball’ in returns for the
love of the Master.

Margarita is the only one who gets help from Woland. The devil
helps her to reunite with the Master, to revenge on those people
who denied the publication of his story, even he gives them the
copy of the ‘Pilate story’ that the Master once burned in to ash.
They are allowed to live their life together eternally.

Following the story of the ‘Master’ there is the ‘story’ of the
Master (Pilate story) which took place in Yershalaim, concerns
with the crucifixion of Jesus named as Yeshua Ha- Nostri and
Pontius Pilate, who is in charge of the execution of Jesus and for
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that he suffers remorse for thousand years.

In the novel The Master and Margarita, Mikhail Bulgakov also
focuses on the religious views of the Soviet society. The author
has written the novel in a time where there no one believes in the
existence of God or in the Devil. ““We don’t believe in God’. ‘In
our country atheism comes as no surprise to anyone.” ‘The
majority of our population made a conscious decision long ago
not to believe the fairy tales about God’”. 14 Bulgakov gives the
task to Woland to show the citizens of the Soviet Union that such
powers really exist. Woland asks them that “If there is no God,
then, the question is, who is in control of man’s life and the whole
order of things on earth?”’15 The answer was “Man himself is in
control”. 16 By predicting the death of Berlioz Woland make
them realize the powerlessness of human being to control their
life even for a day. Through Woland, Bulgakov stresses the
existence good as well as the evil. The author is of the view that,
“What would good do if evil didn’t exist and what would the
earth look like if all the shadows disappeared? After all, shadows
are cast by things and people.” 17

The Master and Margarita covers all the aspects of life like
religion in an atheist society, an everlasting love story and the
political ideas of the time. It contains almost all emotions like
humour, courage, cruelty, depression, compassion, sadness,
peacefulness, love, hatred, pain etc. The novel itself is a
combination of three-story lines. It is very clear that the brilliancy
of the novel lies not only in the satirical elements, but also, how
the author links the stories together to a make perfect sense. Like
the combination of storylines there is also a large number of
unifying themes variously said which strengthens the novel. A
brilliant blend of magical and realistic elements, myth and fairy
tales, historical and philosophical questions, literary inspirations
and real-life events, Christian symbols and Marxist atheism and
spiritual poverty and religious dogmatism makes the novel
impossible to categorise.
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Abstract: Motherhood and Mother-child relationship are striking theme of
literature of every time. These themes have been depicted both men and women
writers differently in their works all over the world. In Russian literature,
Ludmila Petrushevskaya the most famous post-soviet writer wrote stories of
motherhood and mother- child relationship and in Indian literature, Kamala
das is a prominent Malayalam writer who wrote many stories as mother- child
relationship as the centre theme. Even though these writers present the mother-
child relationship in a totally different social and cultural context some
similarities can be seen in their writings. So, the present paper is a
comparative study of Petrushevskayas “A case of virgin birth” and Kamala
das’s “Ammayum makanum”

Key words: Mother- child relationship, Ludmila Petrushevskaya, A case of
virgin birth, Kamala das, Ammayum makanum.

Patriarchy is the power of fathers: a familial-social, ideological,
political system in which men- by force, direct pressure, or
through rituals, tradition, law, language and customs, education
and the division of labor determine what part women shall or
shall not play and in which the female is everywhere consider
under the male. The most respectable status that patriarchy
assumed to a woman is ‘mother’. Maternity was said to be as the
woman's basic duty, business, and an inseparable part of her
nature throughout history. Maternity was equated with femininity
and considered the most beautiful and the most natural profession
for the woman by the patriarchy. Because of the visibility of
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biological motherhood, ‘Fatherhood’ remains elusive. Ile.
motherhood is earned through an intense physical and psychic
ways —pregnancy and child birth — then through learning to
nurture, which does not come by instinct. Therefore, James Joyce
sees inscription of father image as a cultural construct. He says
“Paternity may be a legal fiction, who is the father of any son
should love him or he any son?

Mother -son relation is a glorified one by the patriarchy in
relation with the image of virgin Mary’s bond with God. In Rich’s
view the mother -son dyad has become the determining
relationship in intellectual and cultural life, since theology, art and
social theory have been produced by sons. There for mother son
relationship is also a domineering theme in literature of all the
time. Maxim Gorky’s “Mother”’is the most popular among them
which depict a role model for a mother who loves her son
intensely. In this paper I try to analyze the mother- son relation
depicted in Ludmila Petrushevskaya’s ‘A Case of Virgin Birth’
and Kamala Das’s ‘Ammayum Makanum’.

Ludmila Petrushevkaya is s a well-known author of late 20"
century Russian Literature. Although she began writing prose in
1968, she could not able to publish her works in official journals
till the days of perestroika in 1988, because of the depiction of the
negative aspects of soviet society. That 1is, most of
petrushevskaya’s stories are based on domestic themes such as the
harsh realities of communal life, poverty, alchoholism and
desolated family relationship etc. Maternity is one of the striking
themes in Petrushevskaya’s works, especially the mother- child
relationship. But Petrushevskaya’s mother is always against the
concept of motherhood promoted by the Russian Orthodoxy. Her
mother is always down trodden but, in her misery, she loves and
protect her children expecting in return compensation when may
need arise. This is the story The Younger Brother, Our Crowd, The
Time: Night, A Case of Virgin Birth and many other stories.
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When move to the Indian authors, it is obviously Kamala Das
whose writings can compare with Ludmila Petrushevskaya’s.
Kamala Das is a prominent writer who wrote both in English as
well as Malayalam. She is familiar in the names madhavikkuty
and kamala surayya among the Malayalam readers. Kamala Das
wrote many diverse topics such as women issues, child care,
politics etc. Her open and honest treatment of female sexuality,
free from any sense guilt made her writings powerful. Besides
these, like Petrushevskaya, Kamala Das also treated domestic
themes such as man- women relationship, motherhood etc. in her
stories. She wrote much poetry like My Grandmother’s House,
and many stories like Koladu, Sundariyaya Makal, Ammayum
Makanum which the depicts mother — child relationship. Most of
her mother characters are aged women who feel neglected and
wish for love and attention from their children. Even though they
feel ignored they love their children deeply. That is Das’s mothers
are always satisfies the conventional notion of motherhood.

Petrushevskaya’s ‘A case of Virgin Birth’is a story about a mother
and her adult son. In this story the author itself is the narrator and
the story go like a recollection of the life of son as well as the
mother and their life together from his childhood up to the
present. In the story both mother and son are nameless, and the
author mentioned them as ‘Mother’, ‘son’, ‘she’, ‘he’ and that.
The mother’s longing for an intimacy with his now adult son is
the main thread of the story. The author says about the mother that
“what she wanted and was poised and waiting to take him under
her wing, console him with her greater experience of life and in
return receive consolation.”(P.17 Petrushevskaya) The mother
expects that her son had finally grown up and could understand
her life and let her understand his life too. But the longing of
mother for his love and attention makes the son irritated, because
he thinks that he had suffered many torments from her, as a child,
as a little boy, as an adolescent etc. Even though as a son he is
trying to cooperate with his mother. The story ends with the
mother’s realization of her fault with regret.
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Whereas in Kamala Das’s Story ‘Ammayum Makanum’ is also
about mother and her grown-up son. Here also the story is telling
by the author herself about ‘Unni’ and his middle-aged mother
who longs for a meaningful friendship and attention. The mother
is very much devoted to her son and always makes remarks on his
every action make him annoyed. He harshly criticizes her that
“who gave permission to this old, ugly woman to destroy the
happiness and sweetness of my life. whether she expect gratitude
for giving birth” (P.884 Madhavikkuty (own translation)). He
begins to hate her external features as well as her words. Once he
asks his mother about her opinion to go to his father’s work place
which is in abroad. But the mother was not interested to go and to
become a burden to the father and it felt the son to think that the
mother expects only money from his father. It makes him feel
hatred. The story ends with the unexpected death of the mother
with an accident and the son feels the absence of his mother and
regret what he had done to her.

Mothers in both 4 Case o Virgin Birth and Ammayum makanum
are old women who hated by their sons, but the reason for that
hatred is totally different. In a case of virgin birth, it was because
of his memory about his childhood that the mother pushes him
away from her. In this story the mother is a selfish woman who is
always torturing her son by saying about the ‘Virgin Birth’ which
the little son cannot understand and leaves him alone in the
kindergarten and played triks on him to keep him away for her
own business. The story ends with the author’s note to justify as
well as criticize the mother’s action. She says that the mother
couldn’t do more than that because she was still so young then but
not played that trick on him or push him away when he came to
her at night when he was afraid. Whereas in ‘Ammayum
Makanum’ Unni’s shame for his old mother’s physical appearance
and illiteracy make him irritated even though the mother is loving
and over caring. He thinks that mother is consciously attempting
to destruct his dignity in front his friends with her harsh voice and
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colloquialism in her pronunciation. Unni can’t also adjust with
her recipes that she cooked for him. But at the same time the
mother loves him and feel proud about his studies and all. And
finally, when the mother died the son feels guilty about the
unkindness that he done to his mother and he think that it is he
who killed his mother.

Both the writers present mother- son relation in very different
social and cultural context. Russian notion of motherhood is
slightly different from the Indian concept because it is influenced
by the western thought of individualism. There the upbringing of
a child is the responsibility of the state whereas in India the
traditional concept of mother is lovable and always does
everything for the wellbeing of their children, without expecting
anything from them. In Ludmila Petrushevskaya’s story both the
mother and son are selfish. But in kamala Das’s story she presents
a selfish son and a devoted mother. Both the stories depict
mothers’ desire for love and attention from their sons and sons’
hatred towards their mothers. Both the stories suggest the same
thing as Petrushevskaya says in one of her popular work The
Time; Night that “Ah, Mothers! It’s the holiest of the words, but
time goes by and you will find you have nothing to say to your
child and your child has nothing to say to you. Love them they
will tear you to pieces, don’t love them and they will leave you all
the same. That’s how it is, aye that’s how it is, alas.”
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Abstract: Madhavikutty has been hailed as the new woman of Indian writing in
English. She was a poet, novelist, short story writer and essayist. Though
internationally renowned for the spirited poems in English, she has written
brilliant short stories in her mother-tongue. Her stories have been known for
the realistic portrayal of women's life. She was an iconoclast of her generation
who spoke unabashedly about Indian women's sexual desires. Honesty of
expression and emotional depth made her the best writer of the Malayalam.
The incident of meeting a lesbian girl by Kamala Das appeared as this story
titled The Sandal Trees. In this Kamala Das shows the tendency to posit
lesbianism as loving and satisfactory in contrast to the heterosexual
relationship which in her viewpoint is dull, dominating and abusive.

Keywords: love, lesbianism, intimacy, aristocratic.

The Sandal Trees is a short novel by Kamala Das depicting the
unique intimacy between two heroines Dr. Sheela and Dr.
Kalyanikutty. The intimacy between man and woman is
marginalized in The Sandal Trees to show natural love. In this
story Kamala Das shows the infatuation felt for each other by the
two women, Dr. Kalyanikutty and Dr. Sheela. They were
childhood friends and without their being aware of it had taken a
strong fascination for each other. The complex relationship
between the heroines is capable of quashing the conventional
values of man-woman relationships.

Sheela was not possible to live without Kalyanikutty’s friendship.
She had shared all her secret with her. But kalyanikutty hid her
thoughts from her. When she smiled, Sheela felt that the smile
didn’t emerge from any happiness. And that her tears were not
rooted in grief. Kalyanikutty didn’t liked Sheela developing close
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relations with other girls. She had a special talent for breaking up
relationships. She loved Sheela and wanted her to be always with
her.

In the story Sheela admits how much she used to enjoy the
caressing and kissing made by Kalyanikutty while they were
young. She narrates an incident at the swimming pond:

Sheela said, “Kalyanikutty hugged me tight and started kissing
me on my face, my neck and between my breasts. She was
panting and tiny drops of sweat appeared over her upper lip.
Using all her strength, she pushed me down on the floor of the
pond-house daubed with cow dung. Then, sending a deep thrill
down my spine, she covered every inch of my body with kisses
that really hurt. I shut my eyes in shame and humiliation. I
don’t remember how long I lay there like a living corpse under
her assault. From ages I was a slave to her throbbing hands and
legs. After that I became her beloved. The moistness and taste
of her mouth became mine. The roughness and tenderness of
her body became all mine”. (Das, Kamala; The Sandal Trees
and other stories, 1995, p 3-4)

Sheela’s mother came to know about the relationship between
Sheela and Kalyanikutty. Finally, her mother, who could not find
any other way to separate them, married Sheela off to a rich and
educated relative. Kalyanikutty was ready to live with Sheela out
of her mad love and interests in the bodily delights with her.
Because of the haughtiness of the youth Kalyanikutty was not at
all conscious about the society. She was thinking only about the
pleasure she was going to get when together with Sheela. Sheela
on the other hand, born in an aristocratic family always feared the
society. Though the situation forced her to fall in an unnatural
relationship with Kalyanikutty she was ready to rectify it. She
was not ready to bring dishonour to her family. That’s why she
married her relative who was twenty-one years older than her.

At the very first days of her marriage itself Sheela started
comparing the two; her husband’s mouth that smelt beer and
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Kalyanikutty’s mouth that had sweet smell of durva grass. The
intimacy between Sheela and Kalyanikutty forces the intensity of
human relationships that goes beyond physical attraction. The
intimacy between Sheela and Kalyanikutty is aptly expressed in
the words of Sheela’s husband:

“I realised that you were comparing every past display of love
on my part with hers. I was somebody who had reached you
after her. I was a mere drizzling arriving hesitantly, timidly,
after a full storm.” (Das Kamala; The Sandal Trees and other
stories, 1995 p26)

Later Kalyanikutty got married to Dr. Sudhakaran. But she was
not able to love him that’s why she decided to abort his child.
Kamala Das’ illustration of intimacy between the friends reaches
its zenith when Kalyanikutty says that she prefers to carry the
child of Sheela in her womb.

“I don’t want to give birth to Sudhakaran’s child. A feeling that
my womb has been polluted nags at me”. Kalyanikutty said.

“Suddenly she sat up and kissed me on my lips. The pecuilar
smell of her skin conquered me — a sweet smell that reminded
me of fresh rain”.

“I wish to give birth only to your child” said Kalyanikutty.
(Das, Kamala; The Sandal Trees and other stories, 1995 p7)

Here Kalyanikutty’s role of the masculine initiator suffers a set
back and she steps back into feminine role when she says she
wishes to carry the baby of Sheela in her womb. Kalyanikutty’s
changing role of gender sheds light into the inconsistency in
locating her identity as a woman.

When Kalyanikutty dialled Sheela when she was in danger, she
was damn sure of Sheela’s arrival at the earliest. Sheela on the
other hand reached there in a hurry to save Kalyanikutty’s life.
When Sheela examined her, she learned that it was an
uncompleted abortion. If Sheela hadn’t reached there at time,
Kalyanikutty would have been in danger. Sheela took
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Kalyanikutty to her home. Though Sheela’s husband forbids her,
she nursed her childhood friend with great care. To avoid a
quarrel between Kalyanikutty and Sudhakaran Sheela didn’t tell
Sudhakaran the truth that Kalyanikutty knowingly aborted his
child. So, it is clear that Sheela always stood for Kalyanikutty’s
goodness.

In this story the husbands create meaninglessness in the lives of
Kalyanikutty and Sheela. Kalyanikutty finds impossible to love
her husband Sudhakaran. She cherishes that noble seat for Sheela.
Kalyanikutty quarrels with Sudhakaran and gets divorce and
leaves for Austalia. Before leaving she invites Sheela to
accompany her and she promises to look after her. She has a
double purpose in inviting her. One is to possess Sheela; the other
to free her from her old husband.

Though Sheela was disgusted living with her old husband she
never expressed it before anyone. Belonging to an aristocratic
family she always kept her nobility. Concealing her own desires,
she pretended as an ideal wife. That is why she told Kalyanikutty
that she loves her husband and won’t leave him. But Kalyanikutty
understands that Sheela’s marital life was not happy. We can take
evidences for this from the story:

“Sheela, you’re repeating untruths over and over. And you end
up believing your own lies. You don’t dare be yourself. You’ve
never been bold enough to admit that you love me. You too
know that you’ll get rest and peace and happiness only when
you live with me. Still you choose for yourself the traditional
path. The path to decadence. You pretended that you liked your
ugly husband and his bed ad his decadent words. And now you
have no one to call your own. No one who cares for you. Of
course, certain people need you to amputate suppurated diabetic
limbs or to do a caesarean and pull out a baby. Who else needs
you today?” Kalyanikutty asked. (Das, Kamala; The Sandal
Trees and other stories, 1995 p21)

After a long twenty-six years when Kalyanikutty came back from
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Australia Sheela couldn’t recognise her. Sheela could not be
accused for it because Kalyanikutty had changed a lot. She
became very young; no one could say they were of the same age.
But in one thing she had no change; her love for Sheela. She
kissed Sheela as before she had done. So, even after many years
the relationship they had in their teenage still remained in their
heart. The main reason for this was that both of them had no
children. We know that Kalyanikutty went in search of another
husband because she didn’t like Sudhakaran’s behaviour. Her
second husband was decent and very rich, but he also was not a
husband in her dream. After marrying her, he behaved like he was
in possession of a valued thing but in their bed, he was a failure.
So, in her bed Kalyanikutty always cherished only Sudhakaran
and her playmate Sheela. That’s why after her second husband’s
death she came back in search of them.

At the end when Kalyanikutty was going back to Australia, at the
airport she revealed the most important secret in her life to
Sheela. Kalyanikutty told Sheela that what she suspected and told
to Sheela many times during her child hood was true. She was not
the daughter of Shekaran master, her real father was Sheela’s
father. Sometimess her adoration to Sheela forbade her in telling
that to Sheela earlier. Any way Kalyanikutty never tried to prove
her identity. The conversation given below supports this point

“I’ve always known that there is a resemblance. But the reason
behind it — I knew it only after your father’s death”.
Kalyanikutty said.

“What are you insinuating?” Sheela asked, embarrassed.

“After your father died, your household manager personally
handed over to me some money and a letter your father had
written. At that moment I started hating - intensely hating — that
man who would never admit that he was my father”.

“I can’t believe this. My father and mother had lived together so
happily, with so much understanding. How can I ever believe
my father had betrayed her?” Sheela asked.
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“I’ve kept that letter safely. If you want, I’ll send you a copy by
post. Even knowing you were my sister, I couldn’t control
myself. 've adored you so much Sheela. I’ve never loved
anyone else like this”. (Das, Kamala; The Sandal Trees and
other stories, 1995 p23)

Kamala Das is replaying the oedipal myth in the characters of
Sheela and Kalyanikutty, by their unique intimacy in a different
situation, i.e. amorous love interacting between sisters. The letter
she claims to have been written by Sheela’s father before his
death reveals that they are the children of the same father.
Psychologically this relationship may even cause death in one of
the characters or both when the truth is revealed.

At the airport Kalyanikutty was cold towards Sheela when she
bids goodbye, but Sheela still yearns for her intimacy and
physical closeness.

“Kalyanikutty stood up. I expected her to kiss me a in the past.
But she just smiled. When I could no longer see her, I stepped
out of the airport with a sense of loss. I felt my legs weakening
out of sheer exhaustion. I was reluctant to go back to that all-
too-familiar world of mine that comprised of my house, the
lovely objects on display there, my aged husband, my patients,
everything. But there is no other place for me to live, I told
myself, and no one else to love me, is there?” (Das, Kamala;
The Sandal Trees and other stories, 1995 p23-24)

The role of the initiator of intimacy gets exchanged at this time.
The timidity of Sheela breaks all fetters and opens up her real self
before reality of losing Kalyanikutty. Sheela’s intimacy to
Kalyanikutty is aptly expressed from her words after
Kalyanikutty’s departure to Australia.

“I was transformed into a young lass who embraced her
girlfriend and sought the blissful rapture of her kiss. A girl who
found heavenly pleasures in the bodily touch of her beloved —
her beloved who, having swum and bathed in the pond for
hours together, smelt and tasted of weeds and mosses, water
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lilies and medicinal herbs. Oh, my love, how can I live now”?
Sheela whispered to the darkness that slowly spread in the car.
(Das, Kamala; The Sandal Trees and other stories, 1995 p26)

These intimacies though inconsistent in their exposures are
Kamala Das’ attempts to establish a transparent bond between
people. Though frowned upon as unnatural intimacy, the
relationship between Sheela and Kalyanikutty emerges as a search
for truth.
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Abstract: Intellectual is a term now-a-days used enormously to denote
particular people who excels in their area of expertise. And also use
widely that sometimes this prefix bears those who has contributed
nothing to the society. To use the term Intellectual as an adjective catches
people’s attention to read/listen those. Thus, the term becomes
problematic when it gets out from academic arena and used to describe
anyone who have above average intelligence than those who possess
active brain work and persistent self-education. Intellectuals are a
distinctive class of society who works with ideas, they are often seen as
persons who are well educated or possess a high amount of cultural
capital. The paper tries to identify the persisting notion about
Intellectual, their responsibilities and functions.

Keywords: Intellectuals, duties, responsibilities

“All men are intellectuals, one could there for say: but not all
men have in society the function of intellectuals” (Gramsci 1929-
35:1140)

‘Intellectual’ is a term of recent, twentieth-century origin and has
been applied retrospectively to earlier centuries as well as in
contemporary context. In its earlier usage it describes those of
different occupation in the professions, science and arts who
claim or are credited with the right to speak over and above
particular interest on matters of general philosophical, ethical and
aesthetic import. What gives intellectual this role is their own
expertise and the authority of reason and truth guiding their
discourse, as such, intellectuals are the inheritors of a faith in
enlightenment reason and a product of modernity while they are
at the same time critical of the social and the political effect of
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In detail, the category of intellectuals in the society stands apart
from its ordinary members; they study, think and work for the
wellbeing of their society. Intellectuals, in a manner are
polymaths, hold knowledge across vast variety of subject. The
international world order, the political and economic organization
of contemporary society, the institutional and legal frame work
that regulates the lives of the ordinary citizens, the educational
system and the media network that control and disseminate
information. These vast knowledge makes them public
intellectual who studies and comments on these topics and
spreading their ideas for useful purpose.

There are many thinkers who defined the term and the functions
of intellectual in the society, from Gramsci to Edward Said. They
were being public intellectuals defined the term and gave the
working strategy of their fellow thinkers. Dr. Vitaly Telpkin wrote
about the quality of intellectual. According to him signs of
intellectuals are, active brain works and persistent self-education,
advanced for its time, moral ideals, sensitive to fellow creatures,
tact in manifestation; independence, aspiration to freedom of self,
expression and finding of themselves in it. (Telpkin.2006). Thus,
an intellectual is a man who educates himself and with his self-
esteem he spreads the knowledge that he gained. Jean Paul Sartre
had the opinion that intellectuals are the moral conscience of their
age, their task being to observe the political and the social
situation of the movement, and to speak out freely in accordance
with their conscience.

Modern intellect Edward Said discuses the function of an
intellectual, he is being a rebel argues that criticism locates the
intellectual in the world, for the ultimate function of an
intellectual is to speak truth to power. Speaking truth to power
Said said “is no panglessian idealism. It is carefully weighing the
alternatives, picking the right one and then intelligently
representing it were it can do the most good and cause the right
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change”. (Said 1994:9) Thus he put forward the arguable point as
‘the intellectual’s role is to present alternative narratives and other
perspective on history’. (Said 1994:9)

As we said early, intellectual thinks, unlike the general property
of intelligent, strictly associated with reason and thinking.
Rational thinking is the main character. It is the rational thought
that making them different. Edward Said’s debate on rationality
begins by searching for possible sides of resistance to the
authoritarian modernity. Conceptualized as the public firm of
resistance, ‘reason’ can be heightened firm of awareness and
maturity. Critical reasoning is a process of intense reflection on
both the enablement and the constraints exercised by reason in
human history.

With his active brainwork and persistence of self-education, it is
of the nature of intellectual’s job that he must use his own
knowledge and convictions in performing his tasks. Intellectuals
are mostly intellectually honest, so it is in evitable that they
should follow their convictions whatever they have discretion and
that they should give a corresponding slant to everything that
passes through their hands.

1. Rise of modern intellectuals

Till the decline of clerical power in 18" century it was priest,
scribes and soothsayers were the group of intellectual who guide
people according to their religious teachings. They were the upper
and the educated class of people, men of God’s- who occupied
most of the knowledge. Paul Johnson in his book ‘Intellectuals-
from Marx and Tolstoy to Sartre And Chomsky’ says about the
rise of a new class intellectuals emerged after the decline of
clerical power, new educated people who dare to go beyond the
religion.

“With the decline of clerical power in the 18" century, a new
kind of mentor emerged to fill the vacuum and capture the ear
of society. The secure intellectual might be a deist, skeptic or
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atheist. But he was just as ready as any pontiff or presbyter to
tell mankind how to conduct its affairs. He proclaimed a special
devotion to the interest of humanity and then evangelical duty
to advance them by his teaching; he brought to this self-
appointed task for more radical approach than his predecessors”
(Jonson 1988:2). They were being radical, never accepted the
traditional knowledge completely, they questioned it and
accepted only those which they find as relevant. “He felt
himself bound by no corpus of revealed religion. The collective
wisdom of the past, the legacy of tradition, the perspective
codes of ancestral experience existed to be selectively followed
or wholly rejected entirely as his own good sense might
decide”. (Jonson 1988:1-2). The most important fact of this new
intelligentsia as Paul Johnson says “unlike their sacerdotal
predecessor, they were not servants and interpreters of gods but
substitutes. Their hero was Prometheus who stole the celestial
fire and brought it to the Earth”. (Jonson 1988:2)

Gramsci, the Italian Marxist, a brilliant political philosopher, also
deals with the function of intellectuals, considering them as the
product of their class. When he discussed about the new group or
about the so called ‘organic intellectuals’, he asserts about the
existing ‘traditional intellectual’ such as teachers, priest and
administers, who continue to do the same thing from generation
to generation. Gramsci argues that these are “the historically
formed specialized categories for the exercise of the intellectual
function” (Gramsci, 1929-35:1141) against from this ‘organic
intellectuals’ are directly connected to classes or enterprises that
used intellectuals to organize interests, gain more power and more
control. That is, the organic intellectuals, the new class of people,
who are directly connected with their class, and they are raised
from their need.

Intellectuals’ formation and function cannot be separated from the
class structure of the society. In contrast, organic intellectuals
form a very different type of social layers. Their practice consists
in active participation in practical life, as constructor, as organizer
‘permanent persuader’ and not just a simple orator. (Gramsci,
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1929-35:1141). Rather than only having specialized knowledge,
organic intellectual become directive. They have both particular
comprehensions actively engage in politics.

2. Responsibilities of intellectuals

In a broad sense intellectual are those persons who combined
learning and public engagement. Criticism locates the intellectual
in the world. As Edward Said says “the ultimate function of an
intellectual is to ‘speak truth to power’”. (Said 1994:10) This
always demand a protest in his action, he is prophet of
challenging the status co, revealing hypocrisy, and skewering
falsity. Nom Chomsky in his ‘Responsibility of intellectual” points
out that ‘it is the responsibility of the intellectuals to speak the
truth and expose lies”. (Chomsky 1967) The function of the
intellectual is different from his action. An intellectual might be a
philosopher but he is more than a philosopher. In his ‘thesis on
Feuerbach’ Marx says, “the philosophers have only interpreted the
world, in various ways; the point, however, is to change it”. Thus,
Marx create a new area were intellectuals takes their place as a
mentor.

Intellectual are bound to society and their mental power must use
for it. Edward Said talks about the personal risks in the name of
moral issues, and about the value of willed disconnection from
the realm of political power to describe the value of true
intellectual pursuit: “ it involves a sense of the dramatic and of the
insurgent making a great deal of one’s rare opportunities’ to
speak, catching the audience attention, being better at wit, and
debate than one’s opponent, and there is something fundamentally
unsetting about intellectuals who have neither offices to protect
nor territory to consolidate and guard; self-irony is therefore more
frequent than pomposity, directness more than hemming and
hawing. But there is no dodging the incapable reality that such
representations by intellectuals will neither make them friends in
higher places nor win them official honors. It is a lonely
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condition, but it is always a better one then gregarious tolerance
for the way things are”. (Said 1994:22-23)

It is thus intellectuals, who criticizes the authority and expose lies
and speak truth to people, who have to be publically engaged this
purpose, so here it becomes his interaction with public is crucial,
trough writing or oratory. When the question comes for whom
intellectual should take their position, Said undoubtedly says
“...there is no question in my mind that the intellectuals belongs
on the same side with the weak and the oppressed” same time
they must be socially engaged. He is particularly interesting in
this regard, because he specifically sets for himself the task to
work as an intellectual, in part via his judgment of fiction: at
‘bottom’ writes Said “the intellectual in my sense of word is either
a pacifier nor a consensus builder, but someone whose whole
being is stated on a critical sense, a sense of being unwilling to
accept easy formulas, or readymade clichés, or the smooth ever-
so-accommodating confirmations of what the powerful or
conventional have to say, and what they do. Not just passively
unwilling, actively willing to say so in public.” (Said 1994:11)

3. Intellectuals: now

The changing media and the influence of market gave new
dimension and role to intellectual. The new broadcasting system
made them ‘public intellectual’ rather than from any specified
feild, Nom Chomsky and Edward Said were much in this time.
Their voice heard around the world and liberal minded people
listened them. The new world never tries to define intellectuals as
Bourdieu suggests, the cut-and-dried defections end up
“destroying a central property of, the intellectual s field, namely
that it is the site of struggle over who does and does not about to
it (Bourdieu 1979:54) the time discussed on responsibly and
representation of intellectuals in the society. All fingers point out
towards the function of intellectuals in the society and about their
opinion, arguments still going on. To assert, the new intellectual
as Said says “in an individual with a specific public role in society
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that cannot be revealed simply to being a faceless professional, a
competent member of a class just going about her/his
business.....the intellectual is an individual endowed with faculty
for representing, embodying, articulating a message, a view, an
attitude, philosophy or opinion to, as well as for, a public.” (Said
1994:11)

4. Conclusion

Intellectuals are a distinctive class of society who works with
ideas, they are often seen as persons who are well educated or
possess a high amount of cultural capital. As in Richard
Hofstadter’s word “intellectuals as persons who live for rather
than off ideas and whose thinking is marked by disinterested
intelligence, generalizing power, free speculation, -creative
novelty and radical criticism, they can be viewed as a person with
a deep concern of society or a sense of responsibility. The
multitudinous definitions of intellectual often see and combine
different dimensions of intellectual; their personal characteristics,
their output, their position in society and their general social roles
or function. So, to define them is a notoriously risky business.”
(Junpeng Li 2010:4)

Intellectuals are the people whom with their novelty of thoughts,
purity their knowledge, transparency of ideas and honesty toward
society influence the society. They are the leading light, who
never shows partiality and influenced by good and always critical
to everything with a high value of radical sense. They are true
with their words and society and stands for the moral. Real
intellectuals are, according to Benda definition, supposed to risk,
being burned at the sake, ostracized or crucified. (Said 1994:7). In
a very broad sense, intellectual are those people who studies and
works for the public, it’s who leads people towards a better play.
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IR &9 W ot cgad & didlel ardl & I 3o

AT

ReIeR @ed & Bigr g &

Sih 9 FAR W RdeR

HIAT, 9, dTel, TG, Aot 3R gadr §17°°

FfT AN & FAAET W WY A &1 A Shaad & e

T B I B
S g R A AfEAr o guEd & Sexee, A el e wep-
Tsh Wk B dgd Goraedl & Ty Ao ofid 1 3T TR A
S @ urEr gd ¥ ARSI wEar § 6 oS- & IgER A
PLAT &l AP FI-T AR FaIdT F TG B GHIIT PPh SN
ool Ual &l &, a5 H doN a8 31 A &l fRE @eR W
faara a& & @dl T @l #Afo, Afhar AR 1 &l 6
TY H & 3R ST Wl ST & UrH| aedd H A J3-gSr Hufadr
& afos FAEAR A &t anfow € 3ad o waeRar A%
WUR ¢, 3R AR AUR & A@9G] 3§ W dg GI9g At
gFEr # &

“3IR g3 3T FIH F;T

fF cgaEdr SR FAT HAST

TAa @l oY getrelt

MY agerar sl & AT HUAT FITA

frare & ary-ary wad o

g o HcASAT & aR A

M T g 39 a1 99 TH TR §

a1 Y o o ™
AN d@ ARAUE & IHFER O dedl § AR ddT g, 5
AEcdqOT dcd §-Hcd &I dcd| FAGAA Hedad sl & fheqg dcd
SEd o FAeEEE B 7 S & TAER & B o T F Sew
IR &
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‘ar & A MF Hfaar F @ v Var &1 o §
% 3ua gRaR &1 seafa W & <o 3 §1 T 35U ey o ot
8F W ¥ &I a8 & &1 T 3R 3FUg @9 F BROT U
@ fr NN Tuua F & T IS A% Tha &1 R Shaa i
Soield faarg, uell & e Ay, Jae # AR, 3R aRar & ae,
Aol B TR 3R A @1 AEEl dd A Jer F@ e @
IETAT of AN P TAAT ST BT & ad TG A Irr a1, Ve
&A@ Hr A g A A 3R e RNfEa @arn, 3R T a
s FRufd fegpea aga Sl afva Rar 9aR 3@Ue W@ 3poih
3R AT w®-
“Og T BId Siad fgara & AT 0
IS GHAT T T Bl 3¢
B FhA & 5T & gam W A foeer g @Y
A-GT B WU geal d ufd g SDEAaRar adr ¥ afka sa@
SAYfah FATS # - 3R Al B ara @e & urE wa g
el &l WY HUS g Pl Bledee Thel A S od ol 0H AR A
I TE, UH F aR A O A4l Sd|
IS W T A 3MTF TAhe H & o9 & BIT @@ a9a o
W@ Bl sl B FHAT et S W ¥ Asfeg IR FderT S IS
Shadd A0 agd FRPe 9 T=7 ¥ d HI wl foheh o frer
BIC-BIC PREET H Ald Fh Shad [ard &1 39 A9l & 3T @
Tdh A did e a1 Se-8ic aREE & 1998 # Feguey d fSramsh
g pied AT dg @9 & TN $$ ASGU o HcHAN BT off|
qas St T wfadr ‘@rsferer # 389 T & —A0T gar
“¥ 3HF IR H AN F TS FeAT aTe &
AfhaT 5% Hg H ST AE
Aec AL 3HD UH
AR A FIH AT AR ¥
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38k T H T & A S A
CHWE HT Y
&l T BT A" 18
AGYERT & TSATSIRTE dice ffeT dg gled & Tsd, el & Hsigy ol
A HTCHATRIT BT off| HTcH AT e Pl DRUT ST dl a7 HY
E ¥l Hfd T & Th Ul & & FA TPR e SR
dlcA e & Afod & gRI Aslgl & W AT T AMor W e
Bl Tl ASIGU T 3McHATAT S ¥ g8 Ugd & @ gh M e e
B TeY BT Aded & Holgll @l T SAHeled BT TEAT Grell STl
Tl arfors T H Ao & a1 FAT IT PR d€ Fdh I Fd
Bl EA dPR @ & AsIGY oIl P A AT BT ¥l arEdd H 30T
F A HY AME AT Arl B GG @S & o & ¢ afew
AP SAHAA Pl & faUw 3R A Haa & fow & B
TAHA GoNarey eFaedr # HEAR &1 HIqd thera g ¥l B,
= 3R ac g3-93 fodt & @ F §1 o 6 Far 99 aredqa A
F AT | ST b FATST P IHFTAT fT 3R S o & & FAST A
AfAPAT B BIS TAH A& &1 ATHAT, P31 AR S ;Y FH T ST FA
BN IEER| 3T AT F ‘Aar H FI Toefad Aar A1 P b AT
PE FIUTAS N FT £ T AT FE B TI IS & HR TT @
36 M g ¥ gad S Y ‘T HRANE F ar F Mue Hfaar #
g SNl WY 9T YA &1 SH diddl H Ueh UHT aehrel &, S T &l
3o TUfd & & g &1 38 ahad & 3Eed # a8 9 §,
R & w3 g A8 Aedr € docer § &ad-fagra & o
Jeadd TAT R # g 3818 § -
““Ig B 39Tl W FAAT AR 8@l
ol 30 W HeE YT A g
30 HOER A WIT AT dr@y e
Tl & Afd 3R = Ry dei & e awa & o g g
AP 3eT T A€ ¥ F B e PRuy Jeit Y & e § 9R,
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BUC IR HEAR HR arel eholt Y = 3R A e &
ITgAra & a} cfopl fife wfaar 5@ dae & FAARR BT
fre 3uarg & TR Rya e g &1 T tE udie & &,
g 3R 3R T FA H| g¥ W B B arel ARG &
RedeRt & dargl # faasar, Raar, gq@ IR 78d & 3mas & q¥
A @t walt ofd & wroT F WY gg & fov gsud Wfed & faemw
Ffl TTdl H1 TSIfAAT F IR DIz gfd T TqAT RS 31S ART Fr
U gl @ g1 B g K Qe DY A T IMarsT| wlr Iue de
A AT HOS AT o T FH AT R4, AR gg ar @1 Fer|
AR Pl @Tar B Fog AR T H 30eT @ Ao TT 9 &N qWTA
UellY| 31 | §:We TAl Bl SWH qUarel & feel 5 Irm -

=g cfomia & A% @aed & e

FHl I F B 5EY e

Ul 81 @, BT GIEIRT 38D FIHA

Gl 37T TSI & ST 3T |2
TIERT a9 & TSeeslt 1 70 57 Bfaar & Aegy & Tohd &
TS &1 Jar AR fodar gor & aRFEufaat o samnt 7 e
g 3dem g 3R B FE ¥ Far WABR FAT w oTEr ¥ 3R
fagrer ol

GHABTANT BiIar F ASHERTD e &

AT & T H Toela g R, TFpfa fage 3R @@ &
dfaura & A TEHA A &1 A TSAd AH H T R
T cafs & g Sifa @ are A ¥
TIaAaT & qd ARfA & AT F 36 Re F TuA A| AR oS-
Hcllsirare, URARAIG Td HEER & HRUT Ysliditadh edr # g gam
Tl USfa 39 TR & Y A T 3T W Udd 0T S
HIAAT ‘Ad-FA el &1 AT-FAT F A U F IAF T AFAT A
T § Sl 30, 3HeTA, 3E, TRl B¢ faumT & ¥, gegeEr AR
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3T dlhddrel N offd Waaren gl T 8 3ad for W =«
BN, AlpT-are, famld, del-uis ¥a Ed &1 30 &faar 3 & 3
& ATHA YOI, AR & PegaeRr AR 31A0T g & ardsg i
FA 9 IRAAT W FIT ARG § TAURY @97 TH I, HETH
AT W HUAT gaE sTed €1 3R U REAGER F1A Fa ¥
8 WX Hfd &1 Y-

PR T & TS dTadadr T R ar @l @

AepT-aret, P, Feld dr Blar

3R v FEE Sad T W g 1A

S grd-ard &= St ot arer 3R fasmer v
A FAEE H W po AT § S HAUs, 39T AR arEaT yomeh
F IR H Fo A4 JAGd & T IR FAST F aR FA AR z@H
HTARTHATIN & aR A & A& SAId &1 T W9 DY AAT H 30AT
JT T & 386 aX # M I oo a8 AGa| 59 fow T o Fgegad
T 3T AR @ A Wi B
ATST IeUHETH HART qgHEIS IRE # I T ¥ 3R e
31 iR & aw § 3R e FE 3RE W FdERT T B W
A G | AfpaT AT A ad 9 AN ¥ A A &1 3R arend
ad Bl Tt 5 A FdErT AT qeefas & fav die da &1 arersh
HL ATl ASTATAAT U g 3BHIY Tded S & HfAdT GBI q@r=T-
W I sfaa & g7 2@ daa -

“F 3 A9 hH § Tt

IEAdrell A Bt P

zgdh IR €0 T

SHPI AT H Weaerdr I

St @ fpelt & Al &,

a8 Y el R A

SH 91 T S Dl Iy

3ah AR fra e fAga
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od § 39 4 dner®
die A & 916 R dell O 31T &d &l 3 ae & a9 ed &
3drd, 9 & fow ol 3R @9 & for e ) dad 3ua o
2l
qd AR gATgeFR A IEMURT IS dgd T ¥R wfaar &
SIRT & 30 W aId A 1 YA & e g H waEldr & Rg
AT 30 S ST-Gaar3il W I Uehe d B daar W g & >
Y 99 g @S ¥ o e R oW, A9 weEell oy
a3t & a8 @3 g3t B W A g o dfpa afod, e &
caar A &1 faarerl, Iredarel $ T W AR # gavgR @
QA3 W gaafhd @d § o1l AR qud gdtacedr H A 4
TR T Bl TIAT OiFe AAafedl 3 9 B AT F IR
ufaflda e &1 R wfaar & go dfeal 589 IR §-

3 @ AR P Fo N &, FedT W

gl R A, g 3ua

I, Pud, ARAE HR AT g9 W a8, g

w

TG e wifer 3N H g § IE 9 H I @ deel

e
IS AT & Fereefd AR HEER @A B w8 9 A FAS A
Y Yo TA USRI T E

‘Teerare’ M Hfaar & arely ARG & FqT 3o IAT -

“31 3TUP TFATT ST & Uarh Hh B B g F

TIA St & O T @1 Al

Iy ARG Y Sorg e A & e afer |
R AR & vehar W AU wa aren g ¥ Afha HRA
TR 3T @R H &1 311 4, anfa 3R TEpfa & aF o
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HIH # osd 1 e s v foeg 3R Hi¥ow & @ & ¢
3t & HA F AR F g« &1 se7 gam un| g 3w uA
3R Ferais W e & §1 3 Rar A afes sftar w
A El
fiq @9t 3R s Wt & I Fu¥ saa WHR o1 fF sl T
ST| SETH U TUE THARA ATl offdhad g @ 3mue 3R
AfdYste vd FgdAAE &
A 9N F g F e TveiRear & Y7 war g faer didew
HAAT sHH TIJ & SHHA [T B FVGIADdT & Udld & FT A
PR ddh UG g @S 31T &l Jel & T AW Ahdr &,
Rgeaardy &1 @1 & faew & W Th W1 B HUAT HAeed Bl g
AR TS 30 W1 & Aded dl ARSI, HTTHT SIS d IR &
T W 6 FART 9§ W yAYAT WA BT <Fh A R
HUCIAGdT & TIE N & v Hfa 3EaEt & Iy I W 3R
IORIT # U &ITHIS W HUAT YR P §| ISl Hf I IrEr &
e # HRA & TS AHAAE B Tgariedl, Rgeaaredr & AR sl
B q@dr ¥ 7w ¥ TuerRear? a9 HI$ Braer ar gl a9 -

“q T o 38 Wh P He 30 bl ) Tl Usd

U aee A TS 1Y T o W@ ¥, A o @

od are I Y Sei-stel d e

Igd ISR IGT o W eWA-3Td

& I U SHPT IERAT, I[N Aol JYorid & Iar|”?

Y [EAT ol Ugaar & M Bfaar # qeid & aner
ECAThIS UT JTAILT &l
“SH TEd W 3D -4
STeled SaTcT & 3T
el oI §
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HAGH T,

3eR T,

Fordldl odld § Saofel ¥ R AR

STefel ofdTdT & TMERT 3R

INERT § AT g3 IR 1"
fAsepda: g &e Thd & 6 gad axor W & Ffa T 3FwaT &
arex fomler wfdar dae & dafad Sfaan sgyfaws ¥ ber
g & YR AR FATUROT AT P 5F Pfd A Shad Fem g
S ol A & AR ST A & S Ul dreanfieai® f
Teo fecaforar
1. Udd &I AT & dex Sfolpld- dicarl- 4.8.116
Uaed &RUT- IEUAT & el cfoldid- dig & ar #H- G.8.12
Uae $0T- IHEUATA & dred cfauld- aeR- G.8.14
Udd HIUT- 3Odid & aieX eforpia- Rar & 3w & wrh
3iRa- g.g.17
5. ge- 7.H.18
6. del- g.g.22
7. Ud &OT- AT b Y STohiel- - T.H.32
8
9

el

. gl &UT- AT & dre Sferhld- SURT offel- G.4.35

. gel- 4.H.34

10. Uad FOT- ETAT & R Collhid- FHet- T.H.39

11. Udel H0T- HEUATS & A STohld- eTardAT- §.8.41

12. 98- 4. 4.43

13. Ude I0T- AT & e Tolihld- RRAGR- . H.43

14, UdeT 0T- HEUATS & dTe] Collbled- TIAT WEFAT- J.H.48
15. 3i.g, 1. - AfEA Awa- 8.7

16. Uad &UT- 3EUAT &b Il STAhld-gow & aAd- T.H.71
17. Uad dIOT- YT & e cfordled- far $r ird- 4.49.98
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19.

20.

21.
22.
23.

24.
25.
26.
27.

Assonance, No.19, January 2019

Uae &0T- HETAT & dre cfordid- arsfehel- g.4.24

Udd &0T- 3UdT & A cfolpld- T MTRHATUS & IR A-
g.9.119

Udd $IUT- 3TUATT & ded foldld- 3UdTed & dTed folthied-
g.9.123

% ARl GifaTd- WA FATS: TSiellide Hhaol- . H.38
Udel OT-30ATe & e Sferhld- Sfd-#A- g.4.57

Udd @ROT- AT & deY Tt @l ®R: did sfadil-
J.€.103

qael $0T- IETS & ared efeardia- fig- g.4.95

Uded &UT- HEUATS & Il cfahld- Ugeldid- §.4.61

Uael &0T- HETATS & e efapia- fadem- g.g.112

Ul OT- AT & ded Sforhled- I &A1 STel Ugadl ©-
U.H.64

173



oY, Higed
areger, QY Remer, R AeaRearea, Ree-110007

S db P HYOT HAW-TRTA—HARAT a1 urared—3nmgfas dmrfreire
F ST TEGR H KON §| T 1857 F HRA TH hifd & FIUR I
ar s a¥ PR A T FHifdeR Aihed J oA fodT|TE Afhed,

TLATCHD HTWTTA=A bl FAUTT P dTel Heled ast Hrfae wiéar,
ﬁ'ﬂ?—'{{(Ferdmand de Saussure) T3l TEacHd  HNIfaAT  dr
ARG fAFIfaf@d IR TdHT W @S & §— 1. HIWI(Langue) TAT AT
(Parole)dl HeheUedl, 2. HINH Udlh (Sign) HIH HGYUROM, 3. HIS
THBAT & WIWR TGY JATTAATHADRAT (Syntagmatic) 3R TEarepar
(Associative/Paradigmatic) T, TAT 4. HTNT &I dlelshidd  (Diachronic)
3R TdhdIferd(Synchronic)3¢Tda &I

g gt RAgial & auia-fadaa aey & vHAT Ueg Ffd B g
foiffaffeca Seke (Cours de Linguistique Générale)” g3 %Igélﬁ'ﬂl T
aid I ¥ fhue ofd aey f eeafaf@a adt 3k g & g
Je % P b Ag F AT IV F 30U 1916 FH 395 &
e —arey deli(Charles Bally) Td Tedd AU (Albert Sechehaye)
q P F OE S FArg-ARE I BHET §RI BET H ol TS
feoafort 3R careaEt & dofod g guifea fear aar ‘A &
G H gAAT fRAT| 3TF a6 3R, TR (R. Engler) 58 ATHI; Hl
Ue-fic & WY R ywld R 53 BRUT #% R TR &
3Tl B 3T el & o 38 §7 # AR el oar & 5
P # orgd @t Rigia aega-aeys & —I% @iy ¥ fhg &
TEl 30 agd H AT @ F 9T TR A 3 AheudT W fATAR
T AR A Sieela Wi & 3T fasmat & 9 Tarfa e
g HWr IR Hem F T H TH AU Agd TEAEG
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(Structuralism) @I ST f&aT|

TR Th SEh HuHTae g gUl 3oeld o191 & 38 <hIud
foea fr FHEaART w1 @A fhar wd awr & Hifdw, aeee,
afae ik Fadef@e nfe gt el o1 veEy FUE @ 5T
faolia seeia R ufthar & W@ arelt AR acgelia ugfaat &
TP Ueh 3feldT Tehipd AW ol TATTAT 1, TP MU el Teh
IS gdiies & Theuar 2|

IS gcdleh I HHeUaAT Bl PR ¢ & fov FER d Toh Ad
el & 3gaer B, o8 gH  Ude-faeE b ®T A S
B ude-faara’ el DfAITAST (Semiology) (i Qreg TR
(Sémeion), T HY & ASA (Sign) TR Ul § FcUed) T3 BT
TG EGR A & | Ul F 3H AT AAT & 3iddd el
HIUIaAT @ U TV emEr AT R IfFdR & I« ¥ q@ # 33U
3H oW A 3T JAT &1 A TIE HAT T GHSIAT &| IS HHA TS
3H UAR & L.Udp &ar &2 2. e udies @ar &2 3. e
Aegaar F1 &2 4. i IR R F oRuem #7 wils gde s
7t gdfs A gpfaera RAvad 6. e ude Fadaegy H
HIYROT 1 W AWEATAD il W gHg gar qEgY dr
T

gl 1 adea aRkemwr gig fage @ wa dd (C.S. Pierce) &
ecl # & S Fhcl & 6 ‘Ul g5 a¥g ¥ S fhdl (carearn) &
fow forelt 31ea ¥ T W fFedl 3R W ugd B 10T (A
sign is something that stands to somebody for something else in some respect
or capacity,)Udleh TEJd: e UbR & A T g 1. UTAHTUIRYcD
(Iconic Sign) 2. HhAUID Ucidh (Indexical Sign) 3. TTHAT Ucieh(Sign
Proper) IS 8 udles &2y 3R 3iffcafs & Tf8E sHe adar &1 3T
gdler AR e Ul # IR H2T 3R Fffcafes & o gay
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FuRa w=a & vfaaRe udiet & w2 3k 3fcate & &g @y
eI W INURA &I R IAERE, awR, e, Fideensnis
UfAATIRE gl & 3RO &1 ThduRapydihl i Ig TaY HRI-BROT
TR ¥ N G¥ B S@RT AT P UAT T AT FAT Gept 7
H2g AR ffcats & g gOg Iros a1 Ffema A & g
Ui & ARG Ude B EIERR & HGER W ydiet Hr aw
IIEYT ¥ e Aegd 8 ARt & dfdcats gwa @dr &1 59
BRUT 36 <IaEAT H Joledl AWA-UfA, I@-Taet N guiATeT,
UdlplcH® hads, AR & Fui 3R AfFe-gha g I o e

1" 7 (“A language is a system of signs expressing ideas, and hence

comparable to writing, the deaf-and-dumb alphabet, symbolic rites, forms of
politeness, military signals, and so on.”’-Course in General Linguistics, Page

No. 15)319T & Hgd & A linguistic sign is not a link between a thing and
a name, but between a concept and a sound pattern” -Course in General

Linguistics, Page No. 66)37dTq  ‘#1i¥e udfies weh &g 3R a1 & =
I F g T [TaR 3R «afa-31Ramar & 9 ge9g &1

TER @Y & wafd 3R wafq-3fReer & fe B TWE AT g Bed
¢ 5w e wawy & #ifde el & fhg wafa-sfdceasian &
#ARasr W 39 wafa &1 aeufafda & S 39 e sfear & arcgs 9
T8 BT &1 STl dd [AaR &1 9ard §, g% # U AE $hE o

3 UPR TERHATG Uciieh Pl Tdh Gkl AAAIAD 3Hs (a two-
sided psychological entity) ¥ & 3R 38 i Gr 71w 3m@ &
HACIHA & A &
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SIS

TR AR & Ty W RTAEE  (Signifie/Signified/Signification) 3R
afd-3ffaar & Taa W RAPAfkue  (Signifiant/Signifier/Signal) &Y
gfaraig &a €1 39 &0 & 9e udid 1 TGhard (Signified) 3R
Hdhcdd (Signifier) ST TTHE THS ATAT &l

gfh TEGY HIWT BT HTTG Uil P TGEAT AT TITAT AT &, 3
T TXIAT & "ehl I AT¥S gt & WRER T4l o ff T &
Slea Tedg # 9w Femaar T fiffaffed dog (Linguistic
Value) &1 TOgid U¥dd &Rd §l 396 FJAR— ° ‘HIOT Th QA
T & o @l shEdl th-gEy @ Fag A ¥ 3Rk et
IHS M HedaargEiisarsdl & AT 3Ry T W & AR wd

g (“A language is a system in which all the elements fit together, and in

which value of any one element depends on the simultaneous coexistence of all
the others”-Course in General Linguistics, Page No. 113)

NG & T A 38 30 e @ W S Fhell &

(S\gnlflcatlon] (Slgmflcatlon)
H HIIATHEEGY & IHFAR ar [y g2g anfde &
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1. PI3 IFAET dediorgad! JfaTdua 38 dcd & TIH W fhar A,
Sadhr Aegam &g # ¥, IR 2. g€ @A dafadd Jor 39
deads |1 & ST Th, TAHH Hedadr bg H T HAT & Rl e
(S Feaaar &g # §) @ gfaeaua Rl @A« awa, s 6
AR’ & T W R § T AR R g & gore e wae
deger® & ‘g’ #@ & W &I dgiwr & fow, I &
TN’ & TAA WX IEM B U b dl INMSTA gRT
fear T gfa=ar o HhardSIaT de A€ Ugden| gl S 3R
‘el gl wAEndt g € fhg TR o R wWewr # S
HAegaar ‘S’ P WY FE E, g8 U b Y FAd| AT
fF I8 A ‘9O eeg F HfedeT & HROT W Bl TH Ao P
U’ &% Whd § fhg URANTeHAD T A Ao B Fel el
RGBT (ETATCHES ¥ H Fg 3T )| IH WA #A uD
WG Fhs & FHegdar §, SN AT H 3T sHRAT A 3db
TR A AR Jola gRT Uhe gl &l

TEGX 50 TR ARG Hegdadm Hedh Al BHTATS  (Differential)
gard &l JEYI Gy 31%1?-!'1' #H, (“In the language itself, there are only

differences, and no positive terms” -Course in General Linguistics, Page No.

118)37de] oMW &% 3 fAYE &7 & hae Heh ovd & wd § qof
TPRIcHAD dcd A |

TRdeE & 5 a8 &1 SAEIR FH F@fAAT (Phonemes) WX §, 3d:
AN TR & Fg A WTW H IAAGHSHSAT Tl 3erxor & forw, If
THOCGE W I AT qHT A W Asg b TYF W W W@ &
A 9T EET- ‘g% T AT AT | A ol ardl H FF-dwey
PRUT AT Th TWAA ‘O & TAET W S’ & GINT g dEhr &
T APt gl

fhg a8y & AT & 5 RAAgeasar af g6 " ¢ I9 a@
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Jhary 3R dohae RAWfed aa & 59 @ 9 udle & &7 &
TNSd & I ¥, d9 fAdeeAdar AE @ A & I8 T 0d &
¥ N ERgiee 3 3R 3RS 3] gUd ®U @ fied IEafae
Upfa arel ¥, fhg o & Uil Il v 3 (H,0)H HYh T UROT
B od § ol 3d A% FE W® AN FH USN HEQL HWT H
APRICHBA ¥ HHRIcHADAT, HQTAr & qoiar 3R afg g & s
A #E a &9 ¥ wgT H IR R A

it SHhsAl B TE RAASTCAD FPRIcHAD G5 TIYU 3w Uh
‘TG’ US AT & R FER & Aql A, “The language itself is a
form, not a substance,” -Course in General Linguistics, Page No. 120) 3-1'21‘|T-[

AT fAgga: §9 &, uard A

TR b [iad # I8 9% dR-IR 3SR @l gfh I HIWT & Fereh:
Th AGARAD AT AAIAAS AUR AFS §HAS SO #7 s
AR AT I9AT gRT 3Hb STAR §Y B JATT HWT Fehe Hld Pl
YT AT §1 PR N T T T 317 Agcaqul HI¥d oA
- @9 (Lange) AT WIS (Parole) I ‘#mor 3R ‘@’ & ==t
BT ST-HaAOT AT I BN

TEY & HJAR AT Heldl: o197 Al HIW-SGaEAT ¥ HIW-cqaedT
Rl AT & i arel TATST & ARTASE A gl &1 a8 U TawU
A AfSh, AGARAS g AT Hboudr ¥l Wil TR arb HI¥D
IeR ¥ g8 AT &l 3waRd I Af@d §U & S dafhe alar &
3ereuT & fou, Hifde St & e avg @ T
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PN

AR P S aeg U R W F wge RE gee B
e

e - W

37T - T3H  (House)
% - AT (Maison)
&Y 3IA  (Dome)
TUfAer - AT (Casa)

SRR &1 ard & 76 3udeh |t eredl o S Hehard agor R Srwem
gg  EE- T BT @ e fhg O ot @alt et & s@
Thardy &1 ffcafe e &1 53 ydR e el Jmwist #F g §
wq R e &1 e udint &1 dfr atkier e &1 gt
& ofer g W & WY HIY TIE e & v g Aefai@a 3Ivg
&I HETIAT
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] e
|

(R s [w® ] ARt | [ AR |

| ‘ ‘mw%mm(am%a)‘

MR TE F FET-RATT ¥ SWT SRF AT GN SRR
HITh Uclieh Pl Upfd (Nature of the linguistic sign) foaRolT &1 TR
§ Wi weiis §1 & FEE TR ROV St § o e
grefeedar [3RERAT  {Arbritrariness}] dAT TERIAT [oTARE
{Linearity}] ¥| 98 @ Aefesdal W 3egiad dgd Ear & ==l &
el

® g 3l upfa & aefRos aar § s@a 39 7w ¥
a1y IR Fhde & da Ieos IHATq AFAT FEU BT &
3Gl & T IR W gt gur diha arel g 1 AH HEpd A
‘Fagt , R A FAOr , IFASH A ST (Dog), T H A’
(Chien), ST & ‘€8’ (Hund), 3R & ‘ded’  (Kalb) FAT &, 3THT
IS g¥ HUR 81 fFerdr|

Thard, Fhfad 3R dhd T JRE Uil F 7T TIY P & Th
W*Wﬁé’@ﬂﬁ%z
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(ST & ATETD H Tefel arell Pl Dl )

(st & #fEaF F T arer T b )
L
(s
L1
ﬁ (ﬁ
oy N
& g
Ll
m o
s -
e (R ) i
(3o 3AT=G5elT) (it s 3 g
(e 5+ 3T=5eT) (HIfde ST A el

Frefeodar &1 Rgid a¢a Aw-adw & dgf & oy el afe R
RE U9y & THET PSS ‘Toed’ Pl ITIRUT R dl 3HP
afass & ar W gl g, B/ a8 ‘Far  salkd a&xar §; s
el aam|

Frefeodhdr & 30 Rgid H3adid IEgRal 3uarer Hr o9 i &d 2
Ugell 3Udre 3iiederdis (Onomatopoeic) Haﬁaﬂm ARG
&l IgeuTcAs gl & AT afa-aeg & YR W Far § S
R A Reelh & for ‘75’ |, ol & Fga & fow ‘sues’ 3nfg
VB Ucliep |STTTeade &6 HIivlicaHs Aeq o wur-faQw & fow
fiie @1 €1 sarexor & fow, IS & oo & A & v az-as
(Bow-Wow) g ar fedr # ‘oo’ | sdieRor sigaor fagia &t
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qraTcg HINTIa=TT 3 ar5-ars 2R (Bow-WowTheory) 8T &gl 14T &1

GERT 3udie faeHEaTieaiye el (Exclamations) T ¥ 30T &
foe, R & ‘a’ 396 & asr (Wow!)3fgl fhg & o smwT-
fadw & #@get A IrfTos d &

TE & HIER 3igeioncas iR faeaanfarusereg ar ok §
aAr 3P Ydiholed Hd $S &G db AaiGIEd &1 (“Onomatopoeic

and exclamatory words are rather marginal phenomena, and their symbolic
origin is to some extent disputable” -Course in General Linguistics, Page No.

69)aTERSHhdT BT Ie RAgid 37U Upfa & gglcas adr &1 30 ggol
e N & foar ey s Rl goadt sgaar ad ¥ 9%
ITA & IARTIAIAT (Invariability) 3R aRGAA=IAT (Variability) F

TER & Fedl & 6 J @ W¥e gdmarcRod 8d § W AT
e el foffafesd HFgAdr (Linguistic Community) & €f¥epior
W gcdieh TIGT AT o @A MY AT A § AW dio ardl & o
3H gA1g & GaG H PrS TF T off S| IfE Hwr R Fheuar &
fov e ar fhell Udlis & FAg R o @ I8 GEY Udih gRI
ufaenia @@ fhar o1 wdan wife wae 3R cafv—aar &

woT & ufd 5@ ® HA aeT ¥l (“The community as much as the

individual, is found to its language.” -Course in General Linguistics,Page No.
71)

3 A Fed § B g geEw f AW @i @ wchd @ Il @
¥ 30 ypR PS5 oY uega e 3ravr wda dnfawfie sRut @
gfdwed @t § 3R I gw FRor ¥ St wiRe udhe &
IURTINTAT B TAE R & T Ig dad & F a8 Ieosd

el & 3TFT FT &1 (“Any given linguistic state is always the product

of historical factors, and these are the factors which explain why the linguistic
sign is invariable, that is to say why it is immune from arbitrary alteration”-
Course in General Linguistics,Page No. 72)
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HAT & WY F§ R GATGhIEddIdT Bl oHNAR oG Bl &
3R 20 yaR & A FRoi # ve 9y Tufia & e € 3R I%
&l PRUT FHAM: 3 YR &

1. g Arefeaddr a1 l3IT’CITI'(arbi’[rary convention) SIEATT g1g &fr
Tpfa &t &l

2. IE AT PI A, (passage of time) ST 3 AT T fauRoT
BT B

TEY & HFAR AT 1 Ig 3HalTel, el Teb 3N T i fadaan
IATT T@AT §; Tl gad 3R ag AW F aRadd & FROT # g ¥
59 ypR URadaaar 3R uRadaaar gat & oite gdie & aeqor

€1 (“Hence variability and invariability are both, in a certain sense,
characteristic of the linguistic sign”’-Course in General Linguistics, Page No.

74)
B IR VG BT T A FHET F W #A A oRe g
PIEdATcHD TIFY TH-A1 & fohg 38d1 37T daal ST AT Hhdd
ar TE W W TP g U FAIRTAT d AT 3 dred Y-
fear, 3d-derm, ey e sdr RAfa @ gofd §1 saeor &
fou, @&pd @& qeg  IwR@EEl  SEer #¥F Canf’ g3
Ry o ‘3ifer sf3ar IRAT (Al India Radio) &1 ardes g 13T &1 AT
YR TR "G H HA FF A H wwom A ™
N @I ¢ W 3T B A ag e o gor & @ F1 3T A
qrell QAsE, I I1AT

U guy fRufd off ® 76 @ora & 3faue o el ereg &1 Whd Y
e & IR Fhas T vl B # Iw Rufa gead 3R dga et
#A 2 AT ghdr BIFAT CUH BT WG, H BT CHH
B SIS # ar U-RA QeEl @ 3TURUT dodl &dl &l
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IgoT & fow,  ‘Ursddl’ (Privacy) QG @ STAROIIISIRA

‘WA’ B oIt ¥ ASNE FA vH. uH.TH (SMS)HT HIWT FHEAT
JEdUT 3GTIOT &1 3R J BIHI?” (Are you coming? I SMSHI HWT
#H “R U Cmin?” forddl| 7Y ag) § W gegcienor e &

TER & Feell & 5 s gches 3 oRada @ aRor St 3o o @,
IE Te&d Hbasd 3R Fhard & 3oy G99 H R & SeF7 I &

(“They always result in a shift in the relationship between signal and
signification.”-Course in General Linguistics,Page No. 75)

TEQY & HFER AW Teh UHT <gaedqn § S HaRed § § 3 @
frafaa wxa €1 wie gdies & aeRosar & aiomdl # & I8
el

AT P AR AP Ydil W FEASIe ARBAT & UHET & Uea
&1 HlBT & &1 Th B R &1 Agiad & S g H Facd7dn
¢l ¥ 3N gl o I Rgia aRadd & W Sex gar &1 39
UPR Hhdd IR Thard & et d aRada 3mar &1

I (Time)

Har

(the language)

it w@oerT

(the linguistic Community))
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30 UM A g TR T 3N F ACIHA F TIE o &

Iefesed & 59 Rgid & IEaRyds I« o & 3Wd &7 T8
gRT fqu v M Ucdieh & qE HerHd g Il v 6
T HE

HINH Ucdlh & THEI UPHfd (Linear Character) Pl FIE I gv

TEQDT el & o6 Yfeh MW Uehieh 3Uel Uepfad # Cafiiles el
®, 37c: 3HPT Ugell EART UaT ¥ 3R q@r T B

Ugoll % b A& Udied eudpiford &ar &1 (“It acquires a certain
temporal space”-Course in General Linguistics,Page No. 69) ﬁw I T
IE had UH fer HF S@W-wR@r ST FhaT & S @ (line) ¥l
M TEAT & Uehl & FHLT UT I dared faearasmsr 3R
HEaRepAEgdl dr ITURRr IH gia ¥ 3, s afe wra-
gcliept 1 & fopdl feem & qwet ot THeT Wb € fhg ofes gcfient
#H T IR Fa A THREIAT HATE &l 3GV & fow, I
TH ‘BAA’  Uqeg W o iR 39 39 ypR o -

Gl
H of

ar 3N T A @9l ' 39 Ueh AR Wy §aea & s o#
forgar gem—

hHT

IE A P B & Gedg A @ ZTaRor B AR g & gue

qE ‘T BT ITAROT A, o Y sar & 3T TOE A% @ urwem|

TH TAG UG A UGH diel Aot I w7 IR

& 3TIROT T fAfd 3R 3HcTed 3aid W & &I US| AR
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T O 3 vy grr & S g fr urg ImaRIeant # @
h, 5 7 Il ar ARhT Fed §, Pla B ¥ F FHUAT AT
TRERIAT & &l

TEQY & GG Hr UG TATAT Ig ¢ fb Ao v 0 T §
SadsaRal i geard @ d 396 TUT grT A9iRa @ & F
5 forelt arell Rufa S &5 gy nfg grnl 59 ueR a&gy @
e S 3 B g URgd #ar ¥ e [AdemeAnig-
g (Referential theory of meaning) & fa%g ¥ 39 R&gid & AHJAR
arg & Rufd owr & q@ o o, oW F AT 38 A AR A
vard 1 ¢l fhg aegEed Igar IfE wmwr J @ @ g difdes S
& gEgIHt B 3H T A TG I U T ®T A H 3 W &
AEIHA § Sd AW & HquiRafa d o 77 guo 3R e
dedl & Rl X & far 6 e gl (Beauty lies in the eyes of the
beholder) T Aied 2@a arel i 3@l & iar &8 Re awr Ty
& 39 & A A0 A §, T ¥ H @ Iurd @ g
CIEER & FFEAR YdEl URRA ThEry gfied el &1 Uh, o
JAT AT &S gHTa H T FEOT AT & AN qEd S@ aer Iy &

gHTg H gHTG H FT TEOT Al &l (“One is that reality takes shape under

the influence of language, the other is that language takes shape under the
influence reality.”-Language and Meaning, Page No. 4)

I8 Ggd ufhar, fO8 g 3em Adiadd, Hie Udles # Hbdd
AR d@Fard i wefeufd @1 nur ¥ Jfraegy A Aiilte ude A
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Hehad

(Signifiant)

Hehard
(Signifié)

(®) AR AfFT G T RY Fa dfT g7, FRIT =
d e’ HAGT O SHWR aed B I Al 301 6 Th HWTd=ATTAD Pl
T J Y A R ST T W R IY T & H IR 3EH
denfas fepeetd, & (Christopher Beedham) &7 I@r fiar &1 a’FITéI{
g1 fqu arw s udles & ARG A THAS B JET IR Fhas
B 38D IHedcd & A g g A ¥ IR sHAT ey Tg
@ § 5 avgR 3ua [’iaa & adhard e Afdr @ dhdaare
BIH A I dT I £ T TH FHA P S FS 3H e UEdd
Gk

IA T T H FhaF H IR A IR A 3gIAR
HUTd=AAe Pl SHT el & JUATT aIfeU| 3 qeal A, “But it is
my contention that the form-to-meaning approach is foundamentally
structurelist and likely to lead to new discoueries, whereas the meaning-to-

form approach goes against the grain of structuralism and tends towards
making no advances in linguistics.”-Language and Meaning, Page No. 6)

HAG W AT Ig AT & 6 T & JF 1 AR A9 arer ughy
AId: T € 3R @ & a3 @6 f 3R R wS arelr
%586 Auda 3T @ &0 & 3R I ugla @Waaae $ &Teg
AR awifaaa FaF # FS e & Hr AHAr

Ig YA FAYGT P ATAT & Fbal & fhg Ugell ard o I8
TER J AW B & AT § AR 30 UFR 3ddm areg o 0 & §,
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‘Y ag @Ya § TOd ACIHA ¥ U d&T dFb H AW I
A ¢ AR gEl a9 F% fF % A awidee w AR ad ar
fF a8 ®U-@-3F H IR Fw AT W 7T-J-FT H IR, T
ITIT-Uga W A AR ar & seor & fow, ‘ag o &
TR dhadr ¥ —arad W H Y @ Roga S & fhg 3T &
R @ JT ga & I PITAER &1 3§ @ H Uh Hdd uflg
3CIeoT % : “Colourless green ideas sleep furiously”(3¢2ﬁ7-[ T '&‘ﬁ' ICEIES
afad & @Id gD AT & AW &1 3T arrg-faa (Syntax) &l
T A g € O o oW B g’ SIS Y HeTIA-UgTa BT g
A gen 3R g HaRe AR e = (Eu utus E
TFR) o gafdear i gl It g semma wg-faea
(Semantics) BT F A T & a & 3T 1 wafddar = el
A, Spleda & Usal A : “Language without meaning is meaningless.”
AT AT & e T RS HY AR

TEETd, TEPR Hr HIE Yol Fheual Af¥d d W T #7eg 3R
fiRIe el ‘SAR-TIaamare’ (Post-structuralism) @7 TR
i g8 IHEHR 3 B @ ErR B H AEHA el
B ST YR T Yei: 3Tellhd & o i ol (Jacques Lacan) 3R
@é eyaX (Louis Althusser)d o@l & f@eaAvs Wias 3R Plel AT
T GeT: EATUA|

ISR i # TG & 586 HOTHAS $HT Tgell OIT Jacarmel Falis
oI Eﬁﬂ (Claude Lévi-Strauss) &*Structural analyse in linguistics and in
anthropology’ (HTSTIa=Tel 3R JdvaemEdl WadlcAd fadwon) 3
fear &fSad 3ol g Tufg frar 5 wafaat & @i Red-a
&1 erearaell (kinship terms) 3 U TEAT @A &1 Tel %), d A
AT & AT & 30 37 IEOT P B

Ui, ar(Roland Barthes)gRITEIY & Ued 300 gy ‘g g2
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(Myth Today) & TUEd: fe@rs usdr ¥ 3@ A9y & a1 F a@won &
fF  Fhad Tag v Ay T, aEgW & @I A qUT e dr Hifg, S
U ATF Ul & (Signification is the myth itself, just as the Saussurean
sign is the word [or more accurately the concrete unit) 3O TqY
‘FSATATSST (Mythologies) F a1y & ‘omwr 3R fAYUF’  (Language
and Myth) & 3id9Td Ush IR gRT 38 TUE fpam &

- s 2ot
(Language) (Signifier) (Signified)
farers

(Myth)
3. = gclis (Sign)
L. TFa® 1. Fehelret

IIL ¥ geitr

AANAYUS AP, ddl F AdT Pl {—iloﬂq;fa (topography of the
unconscious) &1 37U fdeT 1 dhg a1 gU A8 eI e arv Hif¥es
uches Hadt 3m@ @ aRafda & $o 360 USR T4

S

S

T8 Wh A FEG H UG A0 (Algorithm)Fel fSEA ISl
gquiATel & ‘e TH Thdd (Signifier) & IR ‘TATT wH
THhATS (Signified) BT AAD §| oH BN Tg NG TR & 3IRNG T
e 3t F e am

Uee IE 5 sHA WER & 3IR@ # AERNT FHard it dhde &
TUE P 3ol G mm § AU R & IR@ & [(uda @
Hhdd P FW TAT Ghard 39 AT Ir=m &
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gRATAT IRT ¥ G T fF Hebleh @ HfUcel TH GRT TUT Hbard &l
TATT TH gRT AfAd &R oIl o Tohdd Pl ThAT T 48 @ 3
AT Ig 6 Aq IR A Fhard 3R Fhde A IMTHT ERAT 3R
QIheT Y Ml arel R 3R 38d alal 3R fqu are dRE @ orepi
q AUS ARG H TAS A AT T & bl F Hohdep IHR Hhard
& drg f AATSTE-@T FATTRIY  (Resistance to meaning) T & forw
Ugd A ¥ FH UBR ahl o FEQY g gfduried #ReE uddies 6
e wgpfa A ekh &3 gu Tw fow R fF e aEqa: T
3R gftham & foFd dhast A1 s@er ¥ oonarR AT & & g
T &l AU Fhard qaadt Hhadt 3R 3@e (I HAfad) dhard
& IquiRAfd & aRues & g are gfaeaad &1 gfawed &

fr@sdare & SeHAGar aRaTacques Derrida) TEGX & HhdTd &l

‘HATANT THaATS  (Transcendental signified) e &, fo@dT dcad &

T T HTE Tl St 30 7Y & for gEn e gl W fAeR
S G A T3 St S U 221 s B S C | O =
‘GEPTA’ (Culture) B AT Uchieh & FT F A T 38D Hehard W
faR &t O ared F s@er Ghary T@d 3wipiae, AEg-fafad,
faerfie, o, e 3nfg @ Fohdardf fr s@er &1 ddhdae g ST
¢ 3R s @t whardf & WY 3HF WIY F HJAR ZHDAI HhAT
fea-fiea Qa1 ¥1gdardt & Fhas # Refda @9 wa & T%
gfepar e & O gRer 7 3y fr e (Play of the meaning)
Fed 1 30 ® # aRaT 3T FF F-diegaT WS FT OEEG N
gfaurfea s1ile uclis & Thas 3R THASY & e deag & Y
A BT o STR-TTAEEHE R d T Te0T i gU 3R o @
PR A U I el ¥

St fore-a-foRd ¥ & ey &1 HNT A @ 3R F v g Rgia
e fS@a 3@ AT & 3T &1 ° (There is no linguist today who does
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not owe him something. There is not a general theory which does not mention
his name.)

TER Th PIYaad ANEAAS & fSeele 7 Fad wadl ATTiaaie!
o R WG W TR e A A R s Ahe 3T
T ANR HNEAS T, AT F e [Agidl, e
TR & ‘THGEe EGAErG  (Functional Structuralism), lUedgared
TH &b TAHATTFE  (Glossematics), JAidl Fhel IHMfE T TEJ
F HHAQS UAG ¥l O @ @fAARFE (Semiotics) FEIX &
‘WA (Semiology) HI & o T TIfeed & &8F H &4
®UdiG (Russian Formalism), Fré FHAET (New Critisism), HTSaRATcad
(Cybernetics), oThl T WIgsarg, a1y, &Rer 3nfe  soRETaamacy
fararet & Rigia a¥gx & o1 & e 3R 3R oo €

E’gs&.ajsq, Ei—i! :

1. F.de Saussure : Course in General Linguistics—ed. Charles Bally and
Albert Sechehaye with the collaboration of Albert Reidlinger, English
trans. By Roy Harris, (Prof. of General Linguistics, University of Oxford)
Published by Duckworth, First edn. 1983

2. An Introduction to Language, 7" edn.— Victoria Framkin, Robert Rodman,
Nine Hyams, Published by Thomson Wodsworth

3. Language and Meaning—Christopher Beedham, Published by John
Benjamins Publishing Company 1* edn. 2005

4. The Study of Language— George Yule, Published by Cambidge
University Press, 2" edn. 1996

5. Introductory textbook of Linguistics and Phonetics—Dr. Radhey L.
Varshney. Published by Student Store Bareilly, 1* edn. 2004

6. The Cambridge Companion to Saussure—ed. Carol Sanders. Published by
Cambridge University Press, 1*edn.. 2004

7. Routledge Critical Thinkers : Roland Barthes—graham Allen, Published
by Routledge (Taylor & Francis Group), 1* edn. 2003
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8. The Routledge Companion to Postmodernism—ed. Stuart Sim. Published
by Routledge (Taylor and Francis Group), 1* edn. 1999

9. &y awr T & RARY 3maFE—Idegary aedg, uae 4.
a1 Mareda, F. AL, SoRrEag HfEAT, TYUTHSUT  UhIRM,
RS, a5 o, UYUH HEHIOT- 1995

10. AT & FAUR- gy ANaredd, AYY  UWRddd,  Ags,
JUH HERIUT-2002
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BHGSIMIO 0llal0I0No MLIVIZ AVIOIMIOI)0

0o® M@
2em)d (adl. 8.), GH01GHO0S - 673 328

8366506013  aflgJaiemla) M0} HSlemIBleN D). 1917 MAlosnId
a@Slmoe)  OaHyad  TLOPORIOO®  (AlBMUMO  OBOBH 2 )OBH06NE DD
ailglale @ROGEBROIV®. AIMAl 2IGIMOV]IOLICOMHAN Da0d AVoRAIGRS]

SRIMOWIEM @REACIHHM MI0}ald:MO® ¢2R06M 0l ‘CRIG:OOD afls]

A)H)eNSHI o FlAUaVEBU’ ag)dM al)NOHOMI0S B&EsoenId ail
aloo®  aflewatdlaflafldlen)m@. &oelEBg0W] 8oMAIRNROMIONM Aad3m
OO0 ajaHEMODIOMWW)o MBHOMIMSIVIGE  vdIaVoMS]  allsSeom
80} FNO® MVAMIOW]aHOIMROW alj@IOWIO) CGLIDGHOAMEN0)S8S (al®
SHUSEBOS  QWIGOOMH)EMQAUAN  GOIRIMURMBHAIW  2)a0)BCMARO
WOEM BHGSIMNIB QflglAIOCI GG 21CI(@0 BRSWIBHQ|S}OMIND. 63
MW OWYEBSOS TLOZ)00Y VSTV BINECWWHOD MOFIOVWEBIW
0D aLoRAI af)}OWIOM B1TWITV(@HOMD)o BRYAILINDDEBBEBW)o
@RYOmIad 99)mMAdlemHaIS]l  @pailsaBgloal  qVoadlmy  {)dle:lenoe
)@l  2)AUS}OAUTal)BUBE @)SB0  B)0180)BHW)MR0W]. A WIG3
alMOAUW)o CHOBOMITE (A IGMYdslajjo a}GOINAM MVIAGIMY(aITOOM
o@lo@ BB Tee)o Alle:0MOIMe @B B)FINDICE 38 ESENIA
ailglalo Qladla] al®s ©aI0)®EL.

MNIaOIMAINOW  (alWBMEBBUT  HENAHIGDOSHI®  MVODJA0 IO 1SHHUAOWV]
@AM} DOYJal®I0MQIMEINM @RYBY BUOMEBEITE cHozOWICS Wlaimlan]
0)M®. ROOIVAOW D2 M12IMIEBBJ0 EPGIO)GHUNIW R &h)Slod
QMO0 AVIWIEM RMEB8)OS KINMOHO™ @PAVa0IQIo @REIUD
al®a20661© B0100W10)M) @P@). @psSlomSsleal RMaBxes R1almo
AUMNGHUWB  @R@IBOMIVA01)aN). OD aqu2 a0y AjaITMOlGIeHH o0
3QU0%0)0 HOQUHNBS aflel §210)0MITBa 8 DeNoTlo)PMERIEN0
@PAINWIHSD Gl33Wo @S] aBTMHA|S)GHQIWVIOAN). @R TVAVEDIE
0a D@ BHES06nI@ aflalalo @POEEBO)IM®. AllalAIBE®  TVosNITWlaj
AUDBOM U3 MAIGIGE o)WY (A1 1SHHDEMABOM]. @RAIG @R)YGAUUERGIM O

@l ‘MLl 0aHiM  MVIaCIMIBHIEMOB’ af)M  aNMOHOMITI  alQIMM

MEBOM af) )@ “BHES06NIAB aflglalo @YEAIW0 OBIBH]a] aIOTVAO(TVO
ROEBUW CROHOTIOMG afeld BIVEBElenMnE. oo MISIa @ean
af)OM ®LIR0V]TINa]s BREMHLIGH RMEBUY DaOTMOW QllglalomI©3
MIMYo  @RYEAINMUBOSHOETBAIOIE). CHOBM)UWBOAOS HatiSHQ|SIAN RM
ailcomeBg)ss  afelovisamsg)o  allgjaomlon  @RUWEEBSBJ0  TVEBUD

63BS)0 @RYEAUNECOMIHSWIM TUIE:ClEH6 SO .
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allgJaiomlend  @EaInale @R  GRIDGOIM) M@K (el 1SHUW)o
GHOSOWMIOL! RMaOyBOGBBSICRINBNOTIHN)MMNTIIEN0 @RS @RAIGIGE
allgjanloyele  ASOM)M@IL)0  GREHOLIOD  DANSIPOD  af) IO}
@000 MLOM0Y alGlatie:GOMOSOB o MEGIMIS) QAUGISWNBOW. TVORa0Y
(al@®NIEL®  BleHio  QUaPOBITE  (alQIGODNEN)BHW0  af)PIO)BHW)0
9210@10)MAIBSHE 2110 af@Bafla) BD®IR0W0)N) GRO).

“MEBOSEA0NLIMBS VWAEHEBHOBHILI0
BoWAILIO® HalT® G2LI0M00 @ IONCTOG
aNRIAG® RNa0IBIAVYOIIMC3 GdhemN Oaiy0-

b

WosM1 allGUIVEMO LI TV)ERVVIW...”" o) ATVEAOIBOM @R
al0@ QIEl®:08 MDD ATMT@® GRSWIBHA|S)OMANYENE. B&ES0MIA Allglal
OOME0)0la] MOMWO62NGIV 06900068 A®AINE] &y aFieMmMOW0)aN).
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