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From the Editors 

 

The Department of Russian and Comparative Literature humbly present before 
you the 20th 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 various aspects of comparative literature.   

It has articles dealing with the image of mother in the works of Rasputin, 
Abramov, Astafyev and Belov; image of daughter in Viktoriya Takareva’s 
Marina; image of Napoleon in Russian literature; childhood in post war 
Russian literature. It has included articles dealing with documentary genre in 
Russian literature, life and death in the philosophical poems of Zabolotsky. An 
interesting article dealing with intertextuality in the poems of Anna Akhmatova 
has also included in this issue. Article dealing with contrastive grammatical 
study, reception of October revolution, stories of Chandramathi, comparative 
study of Malayalam and Russian Travelogues, Russian science fiction, Russian 
Byt literature and a comparative study of Gogol and Basheer are also included. 
Articles relating to Indian philosophy, cultural studies, gender, language etc., 
shows the multidisciplinary nature of our 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 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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ОБРАЗ МАТЕРИ В ИЗБРАННЫХ ПРОИЗВЕДЕНИЯХ 
РАСПУТИНА, АБРАМОВА, АСТАФЬЕВА, БЕЛОВА 

С.С. Раджпут 

Кафедра Пусского Языка, EFLU, Хайдерабад, Индия 

IMAGE OF MOTHER IN SELECTED WORKS OF 
RASPUTIN, ABRAMOV, ASTAFYEV AND BELOV 

S.S. Rajput 

Associate Professor, Department of Russian, EFLU, Hyderabad, India 

 

Аннотация: Валентин Г. Распутин (1937-2015 гг.), Фёдор А. Абрамов 
(1920-1983 гг.), Виктор П. Астафьев (1924-2001 гг.), Василий И. Белов 
(1932-2012 гг.) внесли крупный вклад в русскую литературу ХХ века. На 
самом деле они являются знаменитыми представителями деревенской 
прозы. Главным действующим лицом в их произведениях является русская 
деревенская женщина. Некоторые женские персонажи у них получили 
мощное изображение в качестве матери. В этой статье 
рассматривается образ матери (как бы общее представление) на основе  
избранных произведений этих писателей. 

Ключевые слова: Деревенский быт, мать, сын, дочь, дети, долг, 
воспитание, битьё,  нравственность, поколение, новое, старое, война, 
голод, холод, смерть, материнское горе.  

 

МАТЬ – всем самое дорогое и важнейшее с точки зрения 
сотворения существо на земле, ибо она постоянно постоянно 
обновляет наш мир новыми землянами – не только людьми, 
но и животными и проч. Итак она является ядром семьи. 
Семья - одно из важнейших для человека явлений в личной и 
общественной жизни. Мать также украшает лицо общества 
путём вклада в него ответственных граждан. Так как всякая 
семья имеет своё начало в матери, поэтому в данном докладе 
изучается её изображение в русской литературе особенно в 
деревенских условиях, ибо в произведениях данных авторов 
господствует деревенский быт. 
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В статье делается попытка найти ответы на такие вопросы: 
какой она представляется  в роли матери? какое у неё 
восприятие о материнстве? как она относится к жизненным 
трудностям да проблемам как матери деревенского быта? как 
она воспитывает своих детей в нежизнеспособных условиях? 
какое у неё понимание материнского долга и как она 
исполняет его? и проч. 

Тема матери в данной работе изучается на основе следующих 
героин а) Валентина Распутина: Анна («Последний срок», 
1970г.), Дарья, Настасья, Катерина, Клавка Стригунова 
(«Прощание с Матёрой», 1976г.), мать рассказчика («Уроки 
французского», 1973г.); б) Фёдора Абрамова: Милентьевна 
(«Деревянные кони», 1969г.), Офимья («Материнское 
сердце», 1969г.), Пелагея («Пелагея», 1969г.); в) Виктора 
Астафьева: Настасья Верстакова («Перевал», 1959г.), мать 
Акима («Царь-рыба», 1975г.),  Мокрида («Стародуб», 
1960г.); д) Василия Белова: Михайловна («Весна», 1964г.), 
Тоня Зорина («Воспитание по доктору Споку», 1974г.).  

Жизнь как матери у Дарьи, Настасьи, Анны, Офимьи, 
Милентьевны, Михайловны  была полна горя от смертей 
взрослых детей. Как мать Анна («Последний срок») 
находится в своеобразном положении. Анна сполна 
выполнила свой материнский долг: воспитала и вырастила 
детей сквозь страшные военные годы, спасала их от 
голодовок и болезней. Она родила много детей, из которых у 
неё в живых осталось только пятеро («как хорёк в курятник, 
повадилась ходить смерть»1). Наперекор всему этому она 
очень довольна своей жизнью, которая у неё была «доброй, 
послушной, удачной», потому что всю её она отдала своим 
детям, истратила на них свои лучшие силы. Анна больше 
всего переживает свою неспособность в последнее время 

                                                 
1  Распутин В. Советские писатели. Страницы творчества. М., «Русский 
язык», 1988г. Стр. 141. 
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вставать с постели из-за старости: сыну и его семье она стала 
«обузой».  По её взглядам старый человек препятствует 
нормальному ходу развития и бытования семьи, поэтому она 
старается «не досаждать» семье сына «своей старостью»2. 
Дело в том, что другие дети живут далеко от неё, не 
приезжают к ней: не хотят принять её к себе. Поэтому 
старухе жить дальше стало тошно. Послушав что мать умрёт 
скоро, они приехали к ней, чтобы проститься с ней в её 
смертельный час. Всеми владеет страх смерти, чувство 
потери родного человека, что пробудило в них сознание 
долга к матери. За временное возрождение матери, когда она 
повидала их у себя, они опять обретают свои характеры, 
поступают по своим привычкам как маленькие дети вообще: 
исчезло чувство потери матери, и они тотчас же забыли о 
долге к матери, опять пересластились их страсти; они спорят 
и ссорятся между собой. Анна тем времнем старается 
успокаивать их, советует им, чтобы жили они ладом, мирно; 
по-свойски заминает их неприятный разговор. Они не 
дождались и разъехались. Именно это же «глубокий 
исторический парадокс»3: сегодняшние деятельные, 
общественнополезные дети и внуки т.е. новое поколение 
является отрицательным, невнимательным в своих 
поступках, незаботливым в своих отношениях к старшим, а 
Анна, старое, уходящее поколение несёт в себе высокие 
идеалы и ценности семейства и общества. 

Автор показал, что в каждом из детей Анны сохранилось что-
то от её характера, но появились и какие-то иные, ей 
неизвестные, черты: мелкотравчатость, эгоизм, склонность к 
мещанству, пошлость. Распутин осуждает этот “новый” груз, 
чуждый идеологии русской женщины. За то, что младшая, ей 
самая любимая, дочь не приехала, умирающая мать считает 

                                                 
2  Распутин В. Повести. М., «Просвещение», 1990г. Стр. 9. 
3  Распутин В.  Советские писатели: страницы творчества. М., «Русский 
язык», 1988г. Стр 10. 
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себя виноватой. Хотя ей больно, но она не сердится на 
отсутствие дочери. Наоборот, она старается найти причину 
на это у себя. Это у неё не какой-то принцип, а простая 
натура, которую так оценивает критик Котенко: 

«Анна – не свод добродетелей, это – характер вылепленный 
природой, сформированный вековечными народными 
традициями и представлениями о морали и нравственности, о 
том, что хорошо и что плохо»4.   

В характере Анны изображается большое сознание 
материнского долга, редкое качество снисходительности и 
самооценки как матери.   

Также у Дарьи один сын пал жертвой в бою, ещё один сын 
погиб на лесоповале, старшая дочь умерла при вторых уже 
родах. Однако, в семействе, как и в обществе Дарья имеет 
влияние и пользуется авторитетом даже в 90 лет, является 
хозяйкой. Её дети и внуки уважают её, чтут, относятся к ней 
с уважением, покорностью, зовут её к себе, готовы всегда 
ухаживать за нею. В семье, так же как в деревне, она 
занимает почётное место. В связи с этим В. Распутин про неё 
говорит, что не всякому человеку «удаётся на старости 
такая судьба»5. 

Дарья добрая но строгая по нравам мать; она воспитывала 
своих детей совестью, научила их отличать хорошее от 
плохого, действовать совестью, прилично поступать, делать 
добро и подавлять зло, заботиться о старых и защищать 
слабых, относиться к природе – земле, реке, озеру, к быту и 
бытовым объектам покорно, неравнодушно. Она сама свежей 
святою памятью сохраняет семейную связь со старыми (т.е. 
предками) и новым поколениями, издавая и распространяя 
известную семейную мораль больше и дальше. Дарья считает 

                                                 
4 Распутин В. Избранные проиведения в 2-х томах. Т.1. Стр. 10. 
5 Распутин В. Жииви и помни. М., «Эксмо», 2002г., стр. 245. 
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себя ответственной перед будущим поколением за оскудение 
нравственности, за всякое нехорошее, что переходит от семьи 
и общества к нему.  

Там же у Настасьи, соседки Дарьи, жизнь была тяжёлая: в лет 
старости у неё не осталось детей и остались они с мужем 
совсем одни: её два сына погибли на фронте, третий утонул, 
провалившись с трактором под лёд, дочь умерла в городе от 
рака. Так, все её дети погибли взрослыми. Тяжёлая скорбь, от 
такой горькой судьбы, так подействовала на неё, что она 
стала до какой-то степени ненормальным человеком. Хотя 
автор рисует портрет Настасьи не без оттенков 
юмористических красок, но для нас не трудно понять её 
печальное положение: оно характерно всем людям в старом 
возрасте, страдающим горем от гибели взрослых детей. Это 
её тяжёлое мытарство, которое искалечило её учитывает за 
свихнутость этого «во всём другом нормального, здравого 
человека»6. Гибель подряд всех детей научила её 
беспокойству, неизвестному и странному испугу, к которому 
она ещё не привыкла. Каждый день она много раз 
вспоминает погибших детей. Поэтому, по нашему 
убеждению, всё ненормальное в её поведении берёт начало в 
этих жутких смертях взрослых детей. Так воздействовало на 
её умственное состояние горе от смертей детей  

Так распутинские героини Дарья и Настасья живут со своим 
тяжёлым горем. Но беловская героиня, Михайловна 
(«Весна») умирает за неделю, после того как получила 
третью похоронную телеграмму: война проглотила её трёх 
сыновьей. Они с мужем очень ждали оставшегося в живых 
самого дорогого младшего сына. Также героиня Ф. 
Абрамова, Офимья («Материнское сердце») также родила 
много детей, но старших война “съела”7: в одном году, как 
Михайловна, три похоронки получила, и муж находился в 
                                                 
6 Там же, стр. 217. 
7  Абрамов Ф. Деревянные кони. М., «Современник», 1978г. Стр. 316. 
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плену у врага, а другие дети умерли от холода («Какой 
холодина был!»8); так она осталась одна на лет старости – 
умирать круглые сутки.  

Как мать, Милентьевна («Деревянные кони»)  тоже была 
очень доброй, но строгой как Дарья, хорошей поучительной 
детям русской деревенской женщиной. И по характеру она 
так же строго требовательна. У неё тоже умирали дети, кто в 
юности, то кто  взрослым на фронте. Тяжёлое горе у неё 
осталось особенно от Сани, дочери с изумительной красотой, 
которую по дороге какой-то подлец, «дьявол» похитил и 
поганил её душу – «обрюхатил»9. Она не посмела показаться 
на глазах матери, которая предупредила её, «острастку»10 
дала. Санька не была в силах принести «честь девичью»11 
домой, так и сама не пришла домой: покончила жизнь 
самоубийством. Однако, нельзя обвинить Милентьевну за 
чрезвычайный шаг, который сделала её дочь. Тут цель  у неё 
была, чтобы дочь не обманули, не злоупотребляли; чтобы 
дочь не заблудилась, не сбилась с пути, что считается долгом 
матери по отношению к своей дочери.  

Тогда как Катерина, соседка Дарьи, не выполняла такой же 
материнский долг и поэтому она ошиблась. Дарья на 
блажном месте благодаря своим хорошим детям, Катерина 
страдает именно из-за своего непослушного сына. Хотя она 
добродушная старая крестьянка, но в деле воспитания у неё 
были недостатки и пропущения. Она смотрела мимо 
злодеяний, грубости, и неприличных поступков сына. Дело в 
том, что она родила его вне брака. Она никогда его не 
упрекала за шалости или грубости, не наказывала его за 
ослушание нравственного правила, за нарушение приличия. 

                                                 
8 Там же, стр. 319. 
9 Там же, стр. 28. 
10 Там же, стр. 28. 
11 Там же, стр. 28. 
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Автор показывает, что она не выполняла свои обязанности 
как мать, не знала строго и серьёзно относиться к его 
воспитанию, не требовала от него объяснений к его обидам к 
соседам, детям и  старикам, не упрекала его за дурные 
поступки и нелепость. Он зажёг родную избу, что «с малых 
лет было её домом»12. Как хорошая соседка, Дарья 
сочувствует Катерине, но одновременно строго судит её за 
сына, за то что она испортила его, что она сама виновата за 
его уродливый характер13. 

За его сумасходство, уродливое воспитание Катерина 
обвиняет себя, за что Дарья упрекает её строго, потому что 
сама как мать («Дак я мать ему или не мать?»14), Катерина 
ни слова ему не сказала, а наоборот, принимает его вину на 
себя, так ещё больше и без надобности защищает его. А когда 
он начал жечь избы других людей, она забеспокоилась, чуть 
не убивается с позора. Она не хочет простить его за «работу» 
от которой ей больно, стыдно, страшно: «Он и на меня позор 
кладёт»15. Впервые побудилось в ней сознание о своём 
достоинстве, о самоуважении: «И в меня будут пальцем 
тыкать...»16. Она  заволновалась, побоялась пересудов, 
почувствовала впервые позора.  И наконец у неё есть 
ощущение о неправоте сына, о том как будут её судить из-за 
него, наговоривать на неё, что другие страдают из-за её сына, 
что где-то она обязана ответить за его «работу» людям. Эта 
старая женщина мирится со своим положением считая его 
«судьбой»17. Однако в этом её смирении она добывает себе 
слабого и то временного утешения. Её сердце как матери всё 
чаще бьётся за выправление сына, хотя он злодейник. Она 
глубоко желает в своих молитвах, чтоб её «беспутный» сын 

                                                 
12 Распутин В. Живи и помни. Стр. 269. 
13 Там же, стр. 279.  
14 Там же, стр. 337. 
15 Там же, стр. 337. 
16 Там же, стр. 337.  
17 Там же, стр. 338. 
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пристроился, нашёл бы работу. Тогда она принимала бы, «бы 
стерпела»18 его ругань. 

Все её пожелания заключаются в благе своего недостойного 
сына. Ради его блага она готова заботиться о нём, как о 
малыше. И вот здесь лежит её слабость, её вина: 
самостоятельной трудолюбивой жизни она ещё не хочет 
учить его. Эта её ненужная и не кстати заботливость о 
взрослом сыне давно уже испортила его, сделало негодяем. 
Она не хочет рассудить его. В попытке улучшить его судьбу 
ненужной заботливостью она так и ещё больше портит его 
характер. Сочувствуя ей, автор задаётся известным вопросом 
про таких родителей, которые испытывают тягости и 
затруднения, проходят сквозь стыдливые мучения из-за 
поступков своих недостойных детей: почему у путных людей 
родятся беспутные дети19?                   

Катерина – старая женщина, которая не может упрекать 
взрослого сына. Но Клавка Стригунова, её соседка, молодого 
возраста женщина, которую нельзя назвать матерью в 
естественном т.е. гуманитарном смысле слова. Клавка – 
жестокая женщина, которая не знает пощады детям. К своим 
родным маленьким детям она относится нещадно, и 
наверное, её детям лучше было бы «с мачехой жить»20. 
Клавка часто бьёт своих неповинных детей, и иногда даже не 
даёт им поесть, когда они голодны.  

Беловская героиня, Тоня Зорина («Воспитание по доктору 
Споку») ещё хуже Клавки: она жестоко относится к дочери, 
«маленькому беззащитному существу»21, плач которой 
остаётся ею не услышанным, не заботится о ней, не даёт ей 

                                                 
18 Там же, стр. 339.  
19 Там же, стр. 253. 
20 Там же, стр. 282. 
21 Василий Белов. Повести. Рассказы. Очерки. М., «Русский язык», 1989г. 
Стр. 289. 
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встречать отца. Тоня охотно жертвует благополучием дочери 
«ради своего дурацкого самоутверждения»22. 

Героиня Астафьева, Настасья Верстакова («Перевал») так же 
другая русская деревенская женщина, которая беспощадна. 
Не только как мачеха, но и как мать она хуже дикарки. 
Настасья часто перебранивается с пасынком, который ещё 
является мальчиком. С ним она часто входит в перепалку, 
драку. Она не жалеет его малолетства: вечерами отпускает 
его то на реку то в лес. За мелочь она поднимает скандал, 
чтобы привлечь его в драку. Внутри Настасьи «всё кипит», 
ей очень хочется поругаться с кем-нибудь хоть за то, чтобы 
«отвести душу»23. 

В действительности ссориться, перебраниваться стала у неё 
привычкой. Спокойство в доме вне её терпимости: ей 
хочется, чтобы пасынок огрызался, бранил её, названиями 
называл, чтобы в доме был шум, гром, тарарам. На основе 
этого она причитанием плачет, руганью клянёт всех в семье и 
соседстве. Она не остановливается пока не охватит её 
усталость, и только тогда наступит недолговременное 
затишье в доме. Дело в том, что ей совсем не нравится 
пасынок. Комментируя про неё автор советует таким людям 
не обратить внимание на детскую выходку. Но Настасья 
кровно оскорбляется, визжит, топает ногами24. Смеяться, 
радоваться детям да детским шалостям не её нрав. В таком 
же духе с злонамерением она часто жалуется на него отцу 
«мешая правду с выдумкой»25. 

Она хочет, чтобы отец бил пасынка. На это она планирует в 
духе злодейки, работает с местью как злюка. А в прошлом 
она не была таковой: раньше она была сочувствительна и 

                                                 
22 Там же, стр. 287. 
23 Астафьев В. Перевал. Кража. М., «Детская литература», 1988г. Стр. 10.  
24 Там же, стр. 13. 
25 Там же, стр. 13, 14. 
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добра. В суровый голодный год, когда людям не хватало 
хлеба она с пасынком жила «дружно». Но, сейчас она 
изменилась: со своим «прилипчивым и диким нравом»26 она 
«самая лютая на ругань», совсем другая женщина. Мысляя 
над изменением её характера автор указывает на её 
«ошибку», на недостойный поступок, что выявляет 
отрицательное в её характере: «неправильно распорядилась 
своей молодостью»27. 

Поэтому не странно если иногда она добреет по прежнему. В 
этом смысле у неё это не загадочный характер, а гнев от 
самосознания своей неправоты, раскаяние для чего не 
получается. Когда есть у неё сильное воспоминание о своём 
проступке, она дичает, а то в другой момент она добреет. 
Всё-таки её доброта к пасынку не кстати. Поэтому доброта не 
её характеру присущее свойство: она не умеет добреть даже к 
родному малышу.  

Особенно дичает Настасья, когда её малыш терзает ей 
волосы. В такой момент она ведёт себя не как мать, а хуже 
дикарки. Настасья такая мать, которая не может терпеть 
маленькие игры, нежные шалости родного ребёнка. 
Предполагается, что мать вообще радуется первым играм  
малыша. А Настасья ожесточается. Она шлёпает родного 
сына «мокрой рукой» по голым ягодицам. Разумеется, малыш 
заходится от плача. Однако в голодный год она была совсем 
другим человеком. Тогда она переживала страшное 
положение от недостачи молока и хлеба. В это время она 
намного страдала и похудела сильно. Жить стало очень 
трудно, но она жила ради новорождённого. Тогда она 
всячески старалась поить ребёнка, но в её грудях не хватало 
молока. Для того, чтобы накопить молока в грудях она пила 
воду. Но сейчас потерялась добросовестливость этой матери, 

                                                 
26 Там же, стр. 10. 
27 Там же, стр. 32. 



Assonance, No.20, January 2020 

 21

так как добросовестливая мать не шлёпала бы малыша. 
Износится материнство этой русской женщины. К родному 
сыну тоже она относится очень жестоко, вроде бы мачехи, а 
не как мать.  

В этот ряд мачехи попадает ещё одна астафьевская героиня – 
Мокрида («Стародуб»), которая является редко жестокой 
женщиной. Из-за своего влияния среди людей она почитается 
как «мать Мокрида» (- авторский курсив.). Однако, она 
поступает совсем наоборот: она не знает доброты людям. Она 
суеверна, нещадна в исполнении «устоев»; в её характере не 
хватает ни одного качества хорошей женщины. Общество в 
котором живёт Мокрида так же является довольно отсталым 
и суеверным, далеко от цивилизации, поэтому она взглавляет 
этим народом без всяких сопротивлений. Она не жалела 
маленького приёмыша, которого, ожидалось,  что она должна 
«оборонить». Дело в том, что у неё большое стремление 
сделать родного сына уставщиком, таким «чтобы в кулак 
зажал односельчан»28, ибо, по её мнению, в их душах 
«подгнили устои и вера древлеотеческая, православная 
вера»29. За спасение от болезни, которая свалилась на скот и 
вытеснила коней, коров, овец из двора, староверам думается, 
что нужно устроить жертвоприношение, так как «голой 
молитвой не ублажишь»30. Мокрида решила приёмыша 
послать на огонь как жертвоприношение, так как у «тита 
безродного» душа была «святая неопятнанная»31.  

В этом проступке проявляется как жуть и жестокость этой 
женщины, так же нещадность суеверий и староверских 
обрядов. Она не женская натура. Она поступает как бы Баба-
Яга. Быть матерью она никогда не умеет. Щадить человека – 

                                                 
 28 Астафьев В. Повести о моём современнике. М., «Молодая гвардия», 
1972г. Стр. 11. 
29 Там же, стр. 11. 
30 Там же, стр. 12. 
31 Там же, стр. 12.  
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это не в её характере. В ней живёт сам дьявол, потому что 
только он не знает пощады. От женщины ожидают во всяком 
случае – жизни и смерти – она избирает жизнь, благо другого 
человека. Принято, что женщина как мать является 
олицетворением доброты, особенно к своим детям. Однако, 
тут большое исключение от этого мировоззрения. В этом 
образе у Астафьева добылся накал женской нещадности в 
качестве мачехи.  

Однако перед нами теперь есть естественный образ матери, 
который может быть, с точки зрения этики и социологии, 
несовместимым, пожалуй и спорным. Это мать, которая 
рожает детей несемейным, небрачным, путём. Это мать 
Акима («Царь-рыба»). Мать Акима (- авторский курсив) во 
многом является исключительным в русской литературе 
образом матери. Этот образ матери противоречает 
общественным нормам и нравственным правилам матери. Он 
уничтожает самое понятие свадьбы, нарушает обряд 
материнства. Виктор Астафьев не именует эту свою героиню: 
он производит её лишь как мать. Верно в этом у автора есть 
явная художественная цель: он обособляет эту русскую 
женщину как мать: «мать Акима, мать детей...». Путём 
этого образа матери писатель созидает, живописует 
общество, которое, незадолго казалось бы, далеко от 
цивилизации, в своём изначальном этапе социализации при 
котором патриархальность пока ещё не известна и женщина 
не соблюдает общественно-моральные пределы: это даже не 
матриархальное общество. Простота, простодушие, неумение 
да непрактика хитрости и хитрых приёмов свойственны ей, 
её характеру. Она живёт в самой бедности. Она не знает 
отличать хорошее от плохого. У неё нет никаких корыстных 
интересов; ни жалоб ни мучений или страданий; она далеко 
от этих переживаний, понятий. У неё также нет никаких 
желаний или мечтаний. Она всегда довольно собой. Она 
начала носить детей рано. Она родила много детей от 
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проезжих в артель рыбаков: бедность и суровый русский 
север не смогли отвратить её от детей: она продолжала 
носить их, и к большому удивлению местных людей, ни 
одного ребёнка она смерти не дала: никогда не умер от 
голода или холода у неё ребёнок. Она очень способна «легко 
и весело» любить – «ребятишек и всех живых людей»: её не 
надо было этому «учить»32. В этом смысле она резко 
противоречает образам Клавки Стригуновой, Настасьи 
Верстаковой, Тони Зориной, Мокриды. 

Можно сказать, что она любвеобильная женщина, далеко от 
общих человеческих нравов или восприятий. Она не 
разбирается в чужом или своём человеке; для неё все люди – 
свои. Она непотребовтельна. Таков её умственный склад. Она 
не обижается, когда  другие женщины стараются вызывать у 
неё обиду, потому что она не знает, не понимает обидные 
слова или их обидный смысл. Все попытки обидеть  её 
оказались напрасно. Мать была также очень добрая душа. 
Она на экране смотрела, что злой человек бил собаку. Она не 
выдержала, закричала на мужчин, вызвала их на помощь и 
бросилась отбить собаку. Это выявляет её неповинность, и по 
автору она «дитем всегда была»33. 

Не только по характеру, но и по уму тоже у неё есть что-то 
очень детское, детская несовершенность: она сама 
удивляется тому, что родила ребёнка. Ей не верится, что она 
принесла что-то живое в мир, вывела, создала от себя 
какое-то существо, не менее, не иначе как человека. Она 
стала матерью, и она не верит в это. Каждый, кто не знал о её 
«табуне» мог бы принять её за школьницу. Словом, она не 
созрела, не достигла умственной зрелости, следовательно не 
знает этику. 

Не каждый может одобрить её аморализма, её половой 

                                                 
32 Астафьев В. Царь-рыба. Мн., «Народная асвета», 1987г. Стр. 166. 
33 Там же, стр. 206. 
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жизни, но одновременно трудно осудить её за распутство, за 
вольный характер, так как у неё нет понятий о грехе, о 
морали насчёт половых отношений. Половую жизнь она 
воспринимает по Природе – в духе птиц и животных: 
«Маленько делала... Весна! Весной и птицы, и звери, и люди 
любят друг дружку, поют, ребёнков делают»34. 

В свете этой её неповинности, невежества трудно осудить её 
за блудные поступки, аморальное поведение в рамках 
общественных законов. На это могут быть разные причины: 
во-первых, у неё нет родителей, нет семьи, нет 
родственников; во-вторых, она живёт на безлюдном далёком 
краю Сибири. Зимой все рабочие покидают это береговое 
место, потому что замерзают река и море. Ещё рыбаки 
постоянно меняются в артели каждую путину. Суровая 
сибирская зима замедляет деятельность человека, и природа 
тоже за это время замедляет свою деятельность. Все ждут 
весну, ту пору, когда они могут начать жить нормально 
опять. Но эта бедная женщина не покидает свою деревню 
даже в нежизнеспособных обстоятельствах, где, значит, ей не 
за кого выйти замуж. Весной, после  длинной суровой 
русской зимы, снова начинается человеческая деятельность.  

Трудно понять её иначе. Хотя она не поставила себе задачу 
или цель выполнить такую роль или заниматься таким делом, 
но больше всего эти её поступки объясняются весной, 
изменением климата т.е. самой Природой. Так она ведёт себя 
естественно – отражая природу своим половым поведением: 
рожать детей так чтобы оставался наследник после неё. 
Виктор Астафьев сам делает упор на объяснение этого 
явления:  

«Весна... что должна быть долговечна и так должна ждаться с 
терпением, так как всякое живое существо на земле, да и леса 

                                                 
34 Там же, стр. 169. 
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также живут с вечным ожиданием весны и радости»35. 

Можно сказать, что половая свзяь является физической 
нуждой как и животных так и человека, биологическим 
выражением климата окружающей среды. Значит в какой-то 
мере это природное явление. Это же экологическое 
объяснение её половой жизни. Ей будут кстати слова 
Валентина Распутина:  

«Для того и приходит в мир человек, чтобы мир никогда не 
скудел без людей и не старел без детей»36. 

Происхождение, рождение, развитие растений, и воспитание 
детей как стихийный процесс – универсальное явление 
сотворения, неотделимая часть природы. Эта мать вся ещё 
природна. Она её бесхитростное проявление. Её ещё не 
коснулись повадки и привычки человеческого бытия той 
эпохи в которую она живёт. Писатель тут рисует большую 
параллель между женщиной и природой. Он не только ставит 
этот параллелизм, но и оправдывает его вполне. Как природа 
так же мать тоже является добродушной своим детям. 
Изнутри она так же обширна (добротой), богата (любовью) 
как природа. Поэтому, исходя из эксплуатации женщины и 
природы у писателя глубокое размышление об охране 
природы, об освобождении женщины от мужских злодеяний, 
потому что в наши времена страдает и природа и женщина 
как никогда. Автор не менее сочувствует своей героине и 
проповедует защиту природы.   

Можно сказать, что Виктор Петрович положил все свои 
мастерские способности и навыки в созидание этого очень 
редкого образа матери русской женщины. Говоря про свою 
мать автор так заключает образ этой безымянной матери:  

                                                 
35 Астафьев В. Конь с розовой гривой (на анг. языке). М., «Прогресс», 
1978г. Стр.42. (Перевод мой. -  С.С.Р.) 
36 Распутин В. Повести. М., «Просвещение», 1990г. Стр. 117-118. 
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«Человеческая душа жива и бессмертна до тех пор как, есть в 
оставшемся мире тот, кто её помнит и любит. Не станет меня, 
и мамина душа успокоится, отлучается наконец, потому что 
мучается она не где-то там, в небесах, мучается во мне, ибо 
есть я – её продолжение, её плоть и дух, её незаконченная 
мысль, песня, смех, слёзы, радость»37. 

Так образ матери Акима является во многом своеобразным в 
русской литературе. 

Иногда бывает так что женщина портит характер и может 
разрушить жизнь своей дочери за оправдание своей ложной 
позиции в обществе. С этой точки зрения образ Пелагеи 
Амосовой («Пелагея») является нередким примером такой 
матери. 

У Пелагеи было глубокое желание смотреть на свою дочь 
«высоко подняв голову»38. Она очень высоко чувствует себя 
если, например среди деревенской молодёжи, её дочь «верх 
берёт»39. Через дочь, через её красоту («Ина берёзка и с 
ободранной корой красавица»40) она хочет передать, не менее 
чем, предупредить, Петру Ивановичу и пр., что «не всё тебе 
торжествовать»41. За разрушение жизни дочери виновата 
Пелагея, ибо она сама пустила, «толькнула»42 её в руки 
офицера, думая, что этим она делает ей счастье: «на то им и  
молодые годы дадены»43.  

А нет. Получилось только наоборот: Альке пришлось 
убежать из деревни, так как она забеременела из-за 
честолюбивой матери. Пелагея нарочно не уделяла внимание 

                                                 
37 Астафьев В. Царь-рыба. Стр. 364. 
38 Абрамов Ф. Дер. кони. Стр. 60. 
39 Там же, стр. 60. 
40 Там же, стр. 95. 
41 Там же, стр. 60. 
42 Там же, стр. 113. 
43 Там же, стр. 64. 
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на предупреждения золовки («с сеном огонь рядом»44), не 
принимала «сетования»45,  считая их пустяками и 
недоброжелательными пересудами. Пелагея пользует дочь 
как средство за исполнение своих надменных интересов. У 
неё бессмысленное страстие сидеть рядом с властью «через 
Альку. Через её красу. Через это золото норовистое»46. 
Вследствии надменности матери Алька сошла с пути и по 
всей деревне пошли слухи про неё. Люди начали избежать её. 

Исходя из частых сплетней о дочери Пелагея начала часто 
ссориться с Алькой; едва ли не каждый день мать упрекает 
дочь то за шалость то за неприличие, особенно за гуляние с 
парнями. Больше этого она удивляется её лёгкой вольной 
натуре, что заставляет её многократно напрашиваться: как 
она ведёт себя так неприлично, за кого она берёт свой 
характер, откуда у неё такая «шальная кровь», почему она 
«смалу за гулянкой гонится?»47. 

Как ожидалось, с дочерью эта мать подчасто не в ладах. Тут, 
в свзяи с дочерью её проблемы возникают из-за 
столкновений её собственных понятий, из-за конфликта 
морали: у матери (старое поколение) это старая мораль (срам, 
стыд, позор, людские пересуды, народ и общество для неё 
важные нравы, старорежимные восприятия; они определяют 
её поступки, так что она должна поступать “как положено”, 
в соответствии с ними), что указывает ей как вести себя в 
люди под возглядом приличия, а у дочери это новая ‘мораль’ 
(т.е. новая система ценностей) (а не нравов!), что возбуждает  
в ней огонь смелости, откровенности48.  

Алька современная девушка, новая женщина. Пелагея не 

                                                 
44 Там же, стр. 64. 
45 Там же, стр. 63. 
46 Там же, стр. 70. (Подчеркнуто мной. – С.С.Р.) 
47 Там же, стр. 41.  
48 Там же, стр. 112.  
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хотела показать своё золото Олёше «бесплатно»49. А Алька, 
гнанная новым огнём хочет показать своё «золото»50 
каждому... кому не лень, кто может оценить его: срам, стыд и 
пр. (иными словами старая мораль) не могут держать, 
остановить51 её в её поисках счастья. Вот это волнует 
Пелагею («Смалу к ней мужики льнут»52), вызывает у неё 
гнев («Сука девка!»53), и заставляет задуматься: «А  что 
будет, когда в года войдёт?»54. Поэтому мать теперь 
ненавидит золото ненаровистое. 

Вот где конфликт ценностей – новых и старых – по морали 
всегда царит между матерью и дочерью и оттого отношения 
между двумя часто напряжённы. Однако проблема у Пелагеи 
как матери заключается в том, что она не совсем невзлюбит 
новую систему ценностей, поскольку, во-первых, она плохо 
«знала нынешную молодёжь!»55; во-вторых и наверно самое 
важное, у неё как матери Альки есть свой «грех»56, что 
достался у неё из-за её «смелости»57. После войны жизнь 
стала ещё тяжелее, хуже: они с мужем жили в крайних 
нуждах, страдали от бесхлебицы. Смелость она видела не в 
том, что «переспала с чужим мужиком»58, а в борьбе за 
жизнь своего ребёнка. На её глазах «зачах»59 их первенец, их 
единственный сын оттого, что у неё «начисто пересохли 
груди»60. Она не хотела, чтобы и второго ребёнка у них съела 

                                                 
49  Там же, стр. 55. 
50 Там же, стр. 70. 
51 Там же, стр. 112. 
52  Там же, стр. 55. 
53  Там же, стр. 55. 
54 Там же, стр. 51. (Подчеркнуто мной. – С.С.Р.) 
55 Там же, стр. 69.  
56 Там же, стр. 57.  
57  Там же, стр. 77.  
58 Там же, стр. 77. 
59  Там же, стр. 77. 
60  Там же, стр. 77. 
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голодовка, «постигла та же участь»61. Так, гнанная 
жуткими последствиями Второй мировой войны Пелагея 
бросилась в «бой за новую жизнь»62, которая строилась 
вокруг, что, значит, требовала от «голодной раздетой и 
разутой»63 русской бабы пожертвования личным 
достоинством, женской честью: припрёт нужда да голод – «с 
самим дьяволом переспишь»64. Так она добыла пекарни, и 
вместе с пекарней и заработала себе грех, и Алька, дочь, 
является «следом»65, свидетельством этого её греха, который 
стращает её даже спустя много лет, и сознанием вины от 
которого она живёт. С этой точки зрения она не лучше 
дочери. Ещё, её грех не даёт ей укорить дочь всерьёз. 
Поэтому волей неволей она должна была терпеть Альку. А 
Алька, новое поколение, не терпиливая: она убежала от 
матери, когда она не могла стерпеть её. Хотя гнанна своей 
надменностью, всё же Пелагея – женщина; она – мать; у неё 
тоже есть сердце матери, которое бьётся за дочь: «Да ведь 
одна она у меня»66. Пелагея вся сделана за свою дочь, по 
которой она очень скучает до смерти и про которую она не 
может слушать никакое осуждение, ни от кого, даже ни от 
власти. Большая часть её сил – и в борьбе и в страстиях была 
отдана дочери, её благу. Дело в том, что ради дочери Пелагея 
трудилась и боролась очень много. То, что она считала 
золотом, к сожалению, предало, подвело её, оказалось 
позорным уголём! Пелагея хотела «переплюнуть», превзойти 
Петра Ивановича и прочих через неё, а она, её дочь, 
переплюнула, бросила её в грязь! Итак, это только ирония, 

                                                 
61  Там же, стр. 77. 
62  Там же, стр. 77. 
63  Игорь Дедков.“Да что же такое эта Россия?” в кн.: Ф.Абрамов. Братья 
и сёстры: роман в 4-ёх книгах, книги 1, 2. М., «Советская Россия», 1987г. 
Стр. 9. 
64 Абрамов Ф. Деревянные кони. Стр. 77. 
65 Там же, стр. 57. 
66 Там же, стр. 49. 



Assonance, No.20, January 2020 
 

 30

что сама дочь сокрушила все её надежды. Пелагея – образ 
матери, который вызывает спор о новом и старом между 
двумя поколениями русской женщины.  

Возьмём теперь главную героиню Распутина из рассказа 
«Уроки французского».  В этом рассказе перед нами есть 
образ взрослой матери лирического рассказчика. Как 
Пелагея, она тоже живёт в тяжёлых обстоятельствах, в те же 
жуткие послевоенные годы. Как Пелагея, она тоже стремится 
к тому, чтобы сын стал хорошим человеком. Эта простая 
русская деревенская женщина, после того как рассудила, что 
«хуже уже не будет - некуда»67, наперекор всем трудностям 
и «несчастьям» отпустила сына в район для того, чтобы он 
учился, стал хорошим человеком. Несомненно ей трудно 
было «решиться отпустить» его далеко от себя. Она бедная 
колхозница, одна поддерживает свою семью, несёт всякую 
тягость на своих плечах. Но мальчик очень скучает по дому и 
семье, по родной деревне, и у него возникают некоторые 
проблемы на новом месте. Но его мать наконец убедила его в 
том, что ему очень нужно учиться. Она часто голодает, 
отрывает ради него последнее от себя и присылает ему. 
Пелагея часто успевала в своих задачах, но её дочь училась 
плохо. А распутинской героине очень редко удавалось 
преодолевать свои трудности, но она упорно, решительно 
вела дело к тому, чтобы сын учился. В этом изображается как 
и материнский долг так и её любовь и посвящённость своим 
детям.  

Заключение. Образ матери в произведениях В. Распутина, 
Ф. Абрамова, В. Астафьева, В. Белова широко распространён 
и несёт разные оттенки. Это исключительно деревенская 
мать у них. Вообще, как мать она идеальна, трудолюбива, 
заботлива. Она всегда готова принимать любые затруднения 
ради блага своих детей. Она тщательно воспитывает их. 

                                                 
67 Распутин В. Живи и помни. М., «Панорама», 1997г. Стр. 231. 



Assonance, No.20, January 2020 

 31

Смерть взрослых детей широко наблюдается, и вызывает 
материнское горе у неё. Однако, мачеха, иногда и мать, 
относятся к детям жестоко. Там же, незаконнорождённость –
нередкое явление материнства. Тогда как женщины, которые 
вышли замуж и потом родили вне брака мучатся, и иногда 
строго бьют или осуждают детей (например, Пелагея, 
Катерина, Настасья Верстакова и др.). Наперекор всем им, 
мать Акима рожает много детей только и только несемейным 
путём от проезжих, но она любит всех их очень сильно. 
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Аннотация: Жанр художественно-документальной литературой 
является одним из популярных жанров в русской литературе 21 века. 
Настоящая статья является попыткой исследовать генезис 
художественно-документального жанра в русской литературе. Здесь 
автор старается определить разделение развития жанра 
художественно-документальая литераутура с подходящими примерами.  

Annotation: The Genre of Documentary prose has become popular in 21st 
century in Russian literature. The article is an attempt to explore the genesis of 
the above mentioned genre. This study also looks into the development of the 
same in periodic manner. The development of the Documentary prose has been 
divided into four stages and described with examples from Russian literature.  
 

Разумеется, что художественная литература является 
зеркалом общества, которое показывает мир.  Этот мир 
воспроизводится писателем при помощи своей эстетической 
позиции. В художественной литературе в основном 
функционирует вымысел автора. Здесь автор часто 
использует вымышленные имена, названия, места, концепции 
и т.д. В последнее время развивается одна ветка литературы, 

                                                 
1 Данная статья является частью докторской диссертации автора, 
защищена в делийском университете в 2016г. 
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которая называется «художественно-документальная проза» 
или литература «нон-фикшн». 

«Художественно-документальная проза» получила 
популярность не только в современной русской литературе, а 
в мировой литературе. В художественно-документальную 
литературу входят некоторые виды, так как мемуары, 
биография, автобиография, воспоминания, записки, дневники 
и т.д. Эти виды имели место в литературе с незапамятной 
времён. Популярность и ценность этих видов зависела от 
степени их достоверности, правдивого описания. Когда 
освещаются действительные явления вместе с конкретными 
фактами и событиями, всегда вызывали всеобщий интерес. 
Здесь важно изучить вопроса происхождении т.е. генезис 
этого жанра.  

Обсуждая вопрос о генезисе т.е. о происхождении 
«художественно-документальной прозы» ведёт нас в древние 
времена. Например, критики не сомневались в правдивости 
повествования исторических фактов в произведении «Слово 
о полку Игореве». [Соколова Л.В.]. Здесь автор неизвестен, 
но критики считают это произведение важным и 
достоверным источником в изучении истории России того 
времени. Одновременно, это произведение считается 
‘литературным памятником’ древней России. 

По вопросу развития данного жанра в русской литературе 
существует мнение, что история «художественно-
документальной прозы» распространяется не на одно 
столетие истории. В русской литературе всегда было место 
для документального начала. Анализ источников показывает, 
что в давние времена уже существовали выше-упоминающие 
виды. В русской литературе эти виды имеют характеристики 
«документальной прозы», так, как в них есть описания 
правдивости. Нам известно, что такие работы, как например 
«Путешествие из Петербурга в Москву» А.Н. Радищева, 
«Моя исповедь» Н.М Карамзина и другие претендуют на 
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полную достоверность и изображают реальные события и 
явления.  

Однако такие жанры литературы не стояли на первом месте. 
Главное место всегда занимала литература «вымысла». 
Можно согласиться с мнением критика Е.Г. Местергази, что 
«в целом в такой литературе долгое время, практически 
вплоть до второй половины XIX-XX в., «факт» играл 
главным образом служебную роль, находясь в подчинении у 
фантазии художника, организующего повествование». 
[Местергази Е.Г, 10]. Хотя последние годы ХХ века 
отмечаются пиком в развитии документальной литературы, 
но её истоки лежат ещё в древней литературе. Мы разделили 
развитие художественно-документальной литературы на 
четыре этапа.  

Первым этапом в развитии «документальной литературы» в 
России считается вторая половина XIX века. «Начиная со 
второй половины девятнадцатого века под влиянием идей И. 
Тэна [Тэн Ипполит] и французских романистов Э. Золя 
[Эмиль Золя] и братьев Гонкуров [Братья Гонкур], в русской 
прозе все настойчивее начинает появляться стремление к 
фактографии».[Местергази Е.Г., 11] Известно, что это ещё 
было периодом позитивизма в философии. В эту эпоху Э. 
Золя заявил, что писатель есть «аналитик, анатом, собиратель 
человеческих документов и наконец, учёный, признающий 
исключительно авторитет фактов».[Местергази Е.Г., 11] Ещё 
другой критик даёт своё мнение о стремлении к фактографии 
в русской литературе и пишет, что «со второй половины XIX 
столетия стремление к фактографии становится 
определяющей чертой русской прозы»[Яковлева Н., 372]. 
Последняя треть XIX века свидетельствует о новой 
тенденции документирования жизни и действительности. 
Предпосылкой возникновения документализма 70-ых годов 
является «появление беллетризованной биографии, 
дискуссии вокруг натуральной школы, расцвет 
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физиологического очерка, мемуарных и автобиографических 
жанров, а также цепь мелких скандалов, которые были 
связаны с изображением реальных лиц в художественных 
произведениях…»[Яковлева Н., 372]. Это был период, когда 
возникли многие произведения, подобные книге С.В. 
Максимова [Максимов Сергей Васильевич] «Сибирь и 
каторга» (СПб., т.1-3, 1871). В данной книге даётся описание 
сибирских тюрем и быта ссыльных. В произведении П.Д. 
Боборыкина [Дмитриевич Б.П.] «На развалинах Парижа» 
(очерки 1871 года), изображается кровавое поражение 
Пaрижской коммуны. Антон Чехов говорил, что «Боборыкин 
- добросовестный труженик, его романы дают большой 
материал для изучения эпохи».[Чехов А.П] В произведении 
В.А. Гиляровского [Алексеевич Г.В.] «Москва и москвичи» 
(1926) описаны авторские впечатления о Москве и её 
обитателях, в других работах, таких как «Трущобные люди» 
(1887) – запрещённая царской цензурой информация о 
маргиналах, в очерке «Катастрофа на Ходынском поле» 
(1896) – описание виденного самим автором трагедии в 
период правления Николая II. [Смт. 1]. 

«Остров Сахалин» [Смт. 2.]Чехова А.П. опубликовано в 1893 
году, это произведение имеет явное документально-
публицистическое начало, которое отражает проблемы жизни 
на Сахалине. Оно показывает реальное положение дел на 
каторжном острове. Чехов пишет эту книгу на основе опыта 
собственной поездки на Сахалин. Жанр очерка даёт автору 
возможность создать научно-документальное и образно-
художественное произведение. В книге «Остров Сахалин» 
автор описывает трагическое осмысление действительности. 
В этой книге Чехов А.П. изображает реальную картину на 
основе фактов и видно стремление автора к документальной 
подлинности. 

Вторым важным этапом в истории «документальной 
литературы» является начало XX века, когда сама жизнь 
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становится более увлекательной и захватывающей. По 
мнению Е.Г. Местергази, двадцатые годы ХХ века, период 
больших трансформации, является периодом заметных 
перемен в обществе. Вовремя этих потрясающих изменении 
возникла свежая волна документальной литературы. В этот 
период много авторов направляли своё внимание на 
человеческий документ. Произведение «Народ на войне» 
было издано в 1917 году в Киеве. Здесь были рассказы 
русских солдат, которые участвовали в Первой мировой 
войне.  

Писатели ЛЕФа[Смт. 3] поддерживали факт, как важный 
компонент в литературе. Они считали, что литература ЛЕФа 
— это литература факта. В литературе Лефа нет места 
вымышленному и фантазии, что и вызывало интерес к 
«материалу». У писателей ЛЕФа реальные люди будут 
героями а не фантастические люди. Известно, что начало ХХ 
века призывало всех к тому, чтобы обновить жизнь, 
оторваться от всего старого. Новая жизнь, новая форма, 
новое содержание – все новое – в этом понималась суть 
жизни.  Так можно сказать, что усталость от старых жанров, 
побудила писателей ЛЕФа стараться использовать факт в 
изображении действительности в литературе. С целью 
укрепления своей идеологии в 1927 г. ЛЕФ овцы выдвинули 
лозунг: «Эпоха грудью прет на документальное: она хочет, 
чтоб её обдували свежие ветры факта»[Смт. 4]. Писатели 
группы ЛЕФа назвали своё творчество «литературой факта», 
выпустив сборник под таким же названием. 

В дальнейшем мы знакомимся с романом-эпопеей «Тихий 
Дон», принёсший М.А. Шолохову популярность и 
престижную Нобелевскую премию. Шолохов творил его при 
помощи большого количества оригинальных документов. В 
этом произведении Шолохов рассказал о Первой мировой 
войны и гражданской войны в России. В общем здесь и есть 
описание судьбы донского казачества. В этом произведении 
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включены много настоящих названий мест Донского края. 
Кроме названий мест описаны реальные имена участников 
разных событий.  

Следующий этап т.е. третий этап развитии документальной 
прозы в русской литературе является периодом после Второй 
мировой войны. В истории развития художественно-
документальной литературы этот период заметил 
возрастание роли документа в художественной литературе. 
Известно, что период войны было время катастроф и 
ужасной трагедий для всех. После войны каждый 
переживший хотел поделиться или высказаться своё мнение, 
свою правду и своё переживание. В таких условиях возросла 
роль «документа» и «документальной литературы».  

Вторая мировая война была тем явлением, которое затронуло 
каждого человека. Не случайно в этот период положение 
«документальной литературы» усилилось. Можно 
согласиться с мнением критика о положении 
«документальной литературы», которое «радикально 
изменилось после Второй мировой войны. Всюду 
документальная проза принялась с невероятной 
настойчивостью пробивать себе путь и всюду завоевала - и 
читателя, и зрителя».[ Местергази Е.Г., 13]Вместе с тем, мы 
должны представить мнение известного критика, который 
называет развитие «художественно-документальной 
литературы» во второй половине ХХ века «взрывом» не 
только в русской литературе, но и во всех национальных 
литературах.  

Появление произведений «художественно-документальной 
прозы», показывает оживление данного жанра во второй 
половине 40-х годов прошлого века. В этот период были 
изданы мемуары партизан и подпольщиков, действовавших в 
тылу врага. Появились разные произведения в записках 
партизан (например «От Путивля до Карпат» С. Ковпака, 
«Люди с чистой совестью» П. Вершигоры, «В крымском 
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подполье» И. Козлова, «Подпольный обком действует» А. 
Федорова, «Война в тылу врага» Г. Линькова, «Сильные 
духом» Д. Медведева и некоторые другие).  Эти 
произведения представляли подлинные картины разных 
сторон Второй Мировой войны. Можно сказать, что писать о 
своём переживании явилось исцелением или терапией. По 
нашему мнению, вместе с периодом «Второй мировой 
войны» период «оттепели» также играет важную роль в 
развитии «художественно-документальной литературы».  

Период «оттепель» обозначает время в советской истории 
после смерти И.В. Сталина. Общепринято мнение, что в 
политической и общественной жизни Н.С. Хрущёв открыл 
некоторую «форточку в демократию». Известно, что термин 
«оттепель» появился с повестью «Оттепель» И. Эренбурга, 
которая была опубликована в 1954 году. В это время С.С. 
Мирнов написал «Рассказы о неизвестных героях» [1963] и 
«Брестскую крепость» в [1964] в жанре художественно-
документальной литературы. В этих книгах повествуется о 
героической истории Великой Отечественной войны. Автор 
сам говорит о своём произведении, что «это книжка такого 
же «документального» жанра, что и книга о Брестской 
крепости. Каждый из рассказов, содержащихся в ней, мог 
быть превращён в повесть или даже роман, но автор остался 
при своём мнении и хочет, прежде всего, рассказать 
читателю о том, что было на самом деле, и о тех неизвестных 
героях, которые были или есть сейчас на нашей советской 
земле. Потому тут нет вымысла, и все, о чем я рассказываю, 
происходило в жизни»[Смт. 5]. Особенностью 
художественно-документальной прозы является возможность 
представить голоса неизвестных жертв трагедии или явления.  

Известно, что во второй половине ХХ века были написаны 
много произведений в жанре «художественно-
документальной прозы». Есть критики, которые 
представляли эти творческие работы как эксперимент в 
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русской литературе. Произведения А. Адамовича «Блокадная 
книга» [1977-1981] и «Я из огненной деревни» так же 
принимается одним из ярких примеров художественно-
художественно-документальной прозы. В этом произведении 
автор записывает голоса переживших ужасной второй 
мировой войны.  

В своём дневнике Е.М. Ржевская[Смт. 6] использует 
страницы дневников и другие документы в повествовании 
«Берлин, май 1945» [1986]. Это произведение о штурме 
Берлина, о ярком мужестве и героизме советских воинов 
периода Второй мировой войны. Писательница описывает 
картину того времени на основе воспоминаний и документов.  

Литература второй половины XX века перешла на путь 
описания факта. Люди в обществе отвергали лакированную 
литературу «большого стиля» Начиная с периода «оттепели», 
в СССР, читающий народ все больше привык к литературе 
факта, к литературе правдивости, т.е. «художественно-
документальной литературе».  

Самое популярное произведение этого жанра является 
произведение Солженицына А.И. «Архипелаг ГУЛАГ» было 
написано в период с 1958 до 1968 года и опубликовано в 1973 
году в Париже. Это книга создана на основе рассказов 
очевидцев, документов и личного опыта автора. Солженицын 
затрагивает актуальные вопросы текущей жизни с помощью 
фактов действительной жизни. Сам автор определил жанр 
этого документального повествования как «опыт 
художественного исследования» [Смт. 7]. В.Т.  Шаламов 
написал сборник рассказов «Колымские рассказы» [1966-67] 
с 1954 года по 1962 года, о жизни в ГУЛАГе во время 
поездки по Колыме с 1938-1951 год. По мнению критиков, 
эти рассказы написаны в жанре художественно-
документальной литературы. [Смт.. 8] 

Произведения, написанные в жанре «художественно-
документальной литературы» несомненно, играли важную 
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роль в развитии человеческого сознания и дома перед 
человечеством. Л. Токер говорит, что свидетельства 
Шаламова побуждают других страдающих рассказать или 
свидетельствовать о своих страданиях того 
времени.[Shalamov] Слова критика показывают, что Шаламов 
хотел бы выразить свои мысли и чувства в особенном жанре, 
который может свидетельствовать о подлинности 
происходящего. 

Четвёртый этап наступил в период «перестройки». Это было 
время, когда произошёл расцвет художественно-
документальной литературы. В этом периоде много 
писателей и критиков перешли к документализации 
действительности. По мнению исследователя, 
«художественно-документальная литература» занимала 
главное место в русской литературе 80-90-х годов XX века и 
в качестве новой яркой вехи» в истории художественно-
документальной литературы «можно отметить конец 1980-х - 
1990 годов, когда документальное начало в русской 
литературе занималось почти главную позицию. Именно на 
страницах открытой печати появились наиболее 
значительные «невымышленные» повествования второй 
половины XX в.»[ Местергази Е.Г., 14]. 

Последние два десятилетия в истории бывшего СССР 
увидело новый рост художественно-документальной 
литературы. Появились такие произведения как «Крутой 
Маршрут» Е.С. Гинзбурга, «погружение во тьму» О.В. 
Волкова, «Черные камни» А.В. Жигулина, «Непридуманное» 
Л.Э, Разгона, «История моего заключения» Н.А. 
Заболоцкого, «Архипелаг ГУЛАГ» А.И. Солженицына, 
«Колымские рассказы» В.Т. Шаламова и др.  

Появление такого большого количества произведений 
художественно-документальной литературы объясняется тем, 
что политика «гласности» второй половине 80-х годов ХХ 
века увидела новое явление «задержанной литературы» в 
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русской литературе.  

В основном, это были те произведения, которые были 
написаны в период «оттепели», однако, тогда не были 
опубликованы по цензурным соображениям.  

Важным открытием конца ХХ века является произведения 
С.А. Алексиевич, которые написаны в жанре 
«художественно-документальной литературы». Она 
записывала свидетельства участников разных катастроф, 
солдат Второй мировой войны и т.п. При создании своих 
работ С.А. Алексиевич пользуется разными документами. У 
неё особый подход, который характеризуется 
использованием человеческих голосов. Свои произведения 
она называет «роман голосов».  

В заключении можно сказать, что появление и бурное 
развитие художественно-документальной литературы 
связано с тем, что писатель в России, всегда больше, чем 
писателем. Очень серьёзно русский человек относится к 
‘писательскому слову’. А сам писатель ставил перед собой 
нравственные задачи. Ведь писателям можно считать 
«свидетелем» эпохи, которые пишут и свидетельствуют о 
серых местах общества.  
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Аннотация: В данной статье рассматривается характер дочери в  
произведении «Марина» В. Токаревой. Следует отметить, что 
значение матери и дочери всегда бывают главным для счастья 
семьи. Мать и дочь принадлежать разным поколениям поэтому их 
мнения различаются и из-за этого всегда бывают конфликты. В 
повести «Марина» мы видим это столкновения между двумя 
поколениями и будем рассмотреть страдания обеих женщин.  

Ключевые слова: Виктория Токарева, дочь, характеристика дочери, 
женские образы,конфликт, жертва 

Abstract: This article discusses the character of the daughter in the work 
"Marina" V. Tokareva. It should be noted that a mother and a daughter are 
important to the family for its happiness. Mother and daughter belong to 
different generations so their opinions differ and because of this, conflict 
is always there. In the story "Marina" we see this clash between two 
generations and the suffering of both women. 

Keywords: Victoria Tokareva, daughter, daughter characteristics, female 
images, conflict, victim 

 

Образы женщин в произведениях современных писателей, 
такие как Толстой, Петрушевской, Улицкой, Рубиной 
и Токаревой разнообразны, но все они уделяли внимание на 
тему, места и роли женщины в семье; о проблемах, с 
которыми она сталкивается, выполняя роль супруги, матери, 
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дочери. Следует отметить, что изменения в положении 
женщины произошли в XX веке, хотя подлинно 
равноправному положению женщины в обществе мешают 
различные предрассудки и мифы и эти проблемы освещаются 
в произведениях вышеуказанных писателей. 

Токарева родилась 20 ноября 1937 года в Ленинграде. 
Виктория Токарева, известный сценарист, также является 
известным современным автором рассказов в России. Она 
начала писать рассказы и сценарии в конце 1960-х годов, и 
она отличилась как писатель не только в России, но и во всем 
мире. Ее фильмы получили награды, а ее рассказы были 
широко прочитаны и переведены. Она писала до распада 
Советского Союза, когда была жесткая цензура и после 
“гласности”, когда писатели стали пользоваться большей 
свободой. Общественно-политические потрясения в стране 
являются ярким фоном для образа Токарева человека и его 
основной потребности в любви и отношениях. 

В её произведениях главные роли играют матери, жены, 
любовницы, дочери, подруги, освещая достоинства и 
недостатки женщин в этих ролях. Почти во всех рассказах и 
во всех повестях Виктории Токаревой ведущее место 
занимает женщина. Персонажи рассказов Токаревой часто 
образованные люди, удачно устроившиеся такие как, врачи, 
учителя, режиссеры, художники, музыканты, певцы, 
редакторы и многие другие, обычный жизненный ход 
которых изменяется из-за разных семейных катастроф. 

Токарева мастер сюжетов, где её герои становятся 
участниками событий, совершенно для них неожиданных, 
где они вынуждены совершать несвойственные им поступки. 
Токарева умеет находить в обыденных, преходящих 
жизненных ситуациях, моменты, где люди проявляют свои 
характеры на пределе возможностей и не всегда это 
проявление позитивно. 
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Дочь занимает особое место в семье. роль в семье. Она 
выполняет основные функции, в основном передает 
культурные ценности и традиции из одного поколения в 
другое. Повзрослев, часто становится опорой своих 
родителей. 

Дочь должна заботиться о своих родителях, любить их и 
быть ответственной, чтобы родители могли гордиться 
дочерями. Дочь должна помогать родителям во всем. Они 
обучались домашним навыкам и имели основное образование 
для того, чтобы стать хорошей женой и матерью. С юных лет 
их учили верить, что они должны заботиться о муже и о 
детях (в будущем). В своей статье «Типичные женские роли - 
дочь, возлюбленная, супруга - в современном обществе» 
Цветкова Н. А. цитирует психолога Т. Г. Киселеву: 

««Как отмечает Т. Г. Киселева, в литературе имеются 
описания дочерей героев, но они обезличены: хороша, 
добронравна, миловидна. Дочь обычно демонстрирует уже 
усвоенные в полном объеме достоинства матери»». (Н. А., 
Цветкова) 

Нередко, дочь сталкивается с разными проблемами при 
выполнении этой функции, либо из-за различных взглядов 
между поколениями, либо из-за некоторых других факторов. 

В научной литературе, с точки зрения психологии, роль 
дочери исследована, как жертва противоречивых семейных 
отношений. В конфликтной ситуации, когда родители 
нуждаются в помощи дочери, она принимает на себя роль 
посредника между родителями.  

Иногда бывает такие ситуации, когда без дочери семья 
распадется. С одной стороны дочь становится опорой семьи. 
Иногда успехи дочери являются единственным источником 
для семейной радости. С другой стороны дочь иногда 
эмоционально опирается на семью. 
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К. Г. Юнг и его единомышленник, венгерский филолог-
фольклорист К. Керенки в своем совместном труде 
«Введение в сущность мифологии объясняют отношения 
матери и дочери:  

«По мнению исследователей, мать и дочь, Деметра и 
Персефона, берут начало от одного образа и в 
психологическом аспекте воплощают архетип женской 
судьбы. Мысль такова: каждая женщина - Дева и Мать в 
одном лице. Когда она теряет девство, она становится 
Матерью. Дева умирает - Мать рождается. Род 
продолжает другая Дева - ее дочь. Потом и она становится 
Матерью, и так до бесконечности». ( Е. В., Борода) 

В повести «Марина» автор показывает, что не всегда 
отношение между дочерью и родителями бывает 
гармоничной.  

Главная героиня Марина выросла, и рано вышла замуж. У 
нее родился сын. Ее муж, Володька был очень простой 
человек - серьезно работал, и когда пришёл домой, ел и 
отдыхал. Так и прошло 10 лет. Вдруг Марина узнала, что у 
Володьки есть другая женщина. Она решила выгнать 
Володьки из дома, но её мама сказала, что это ее муж и она 
не может отдать своего мужа в чужие руки. Тогда Марина 
подумала, если родиться девочка то муж не куда не уйдут, 
потому что отцы всегда любят дочерей. Здесь мы понимаем 
мнение писательницы, что отец любит дочь больше всего. 

 «А если родится девочка, Володька вообще никуда не 
денется. Отцы любят девочек как ненормальные». «Можно 
и нельзя»(сборник) 

Но это не сработало. Брат Марины избил ее мужа, и после 
этого Володька уехал из города навсегда. Она стала одинокой 
матерью. Также, когда героиня сама стала матерью, она 
хотела, чтобы ее дочь любила ее также же, как и она любила 
своих родителей. Она вспоминает, когда она была маленькой, 
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она как дочь, любила мать и всегда уважала ее мнение, даже 
когда ее мать кричала на нее. 

Однако, дочь ее не столько любила ее, из-за чего между ними 
всегда был конфликт. Дочь в символическом смысле 
является для матери зеркалом, в котором та видит 
собственное отражение. Женщины подсознательно 
отождествляют дочь с собою. Нередко матери даже трудно 
понять, где проходит граница между нею и дочерью. Когда 
Марина узнала, что ее дочь влюблена в бедного человека, она 
заставляла дочь уехать в Москву, тогда Снежана 
рассердилась, чувствовала, что мать оказывает давление на 
нее: 

«- Ты иди, - участливо предложила Снежана. - Я сама 
улечу. 

Марина растерянно посмотрела на Джамилю. 

- Идите, идите… Я за ней присмотрю. 

- Что за мной смотреть? - пожала плечом 
Снежана. – Что я, ребенок?» 

Дети любят своих родителей, но когда начинается их 
самостоятельная жизнь (то есть после свадьбы), они не хотят, 
чтобы родители им мешали. В повести, когда мать не любила 
мужа дочери, она попросила мать не вмешиваться в их 
личной жизни.  

Снежана жила с мужем, она не хотела, чтобы мать приезжала 
к ней. Мужу Снежаны не нравилась мать, поэтому всегда 
были конфликты между ними. Здесь мы видим конфликт 
между матерью и дочерью. 

«В кухню вошла Снежана. Остановилась молча. 

- Он тебе не нравится? - тихо спросила Снежана. 

- При чем тут я? - удивилась притворно Марина. - 
Тебе жить. 
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- Вот именно, - твердо сказала Снежана. - Я тебя 
очень прошу, не вмешивайся. Хорошо? Если он тебе не 
нравится, мы не будем сюда приходить. 

Значит, Снежана готова была обменять мать и дочь 
на чужого нищего мужика. Она пришла 
договариваться, чтобы бизон не вытаптывал ее 
пшеницу». 

У Снежаны и мужа возникли проблемы. Они брали деньги в 
кредит от бандитов и не могли вернуть, поэтому они начали 
жить с Мариной. 

Когда дочь жила с матерью, мать хотела, чтобы дочь жила по 
ее правилам, поэтому они часто сталкивались друг с другом. 
Мать хотела, чтобы дочь бросила мужу и жила с ней, а дочь 
отказалась. Споры дошли до такой степени, что дочь дала 
жестокую насмешку о жизни матери. Мать начала плакать:   

«У Марины были свои резоны. 

-Ты должна его бросить, - втолковывала она. - 
Пусть он уезжает, а ты и Аля оставайтесь здесь. 
Я буду вас содержать. 

- Я не хочу его бросать и не хочу оставаться 
здесь. Я хочу быть с Олегом, - спокойно 
реагировала Снежана. 

- И носить передачи в тюрьму… 

-Если понадобится, буду носить. 

- Декабристка… - комментировала Марина. 

- А что лучше? Всю жизнь - в любовницах? 

Снежана ударила по самому больному: под дых. 

-Я любила, - отозвалась Марина. 

- И я люблю. И не лезь в мою жизнь. Чего ты 
добиваешься? Чтобы я разошлась и сидела у тебя 
под юбкой?» 
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Когда дочь становится самостоятельной, мама часто не 
может с этим смириться. Одиночество, неумение 
организовать личную жизнь приводят к тому, что мать 
оттягивает на себя максимум дочернего внимания («Я не для 
того тебя рожала, чтобы…»). Дочь либо становится 
пленницей маминых капризов, либо возникает конфликт, в 
котором мать в результате остается одинокой. 

Такие споры бывали всегда. Мать совсем не хотела, чтобы 
дочь жила с мужем. И она заставляла дочь уйти от мужа, но 
дочь не хотела. Она любила мужа. Дочь устала от споров, 
поэтому решила уйти от матери. 

«Марина сглотнула, наконец. Повернулась к дочери. 
Раздельно произнесла: 

– Или я. Или он. 

– Он, - ответила Снежана. 

- Ты меняешь родную мать на чужого мужика? - 
задохнулась Марина. 

- Мы же говорили… - спокойно напомнила Снежана. 

Вот и весь разговор. Коротко и ясно». 

Дочь, как отражена в рассказах Токаревой, является главным 
членом семьи. Она часто играет промежуточную роль между 
отцом и матерью и в основном поддерживает родителей. Она 
ищет счастье в мелких случаях. Но бывает и иначе когда 
межличностное отношение между родителями и дочерью 
становиться негармоничным. Рождается конфликт интересов 
и взглядов двух поколении. Мы тоже видим конфликт между 
матерью и дочерью. Основной причиной таких конфликтов 
чаще является забота родителей за благополучие детей с 
одной стороне, стремление к свободе к другой стороне.  

В настоящее время мы можем видеть как, положительные так 
и отрицательные аспекты отношений между дочерями и 
родителями. Положительный аспект относится к чувствам 
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дочери близости с ее родителем, а отрицательный аспект 
относится к чувствам дочери напряжения во взаимодействии 
с родителями. В статье «Relationship Quality with Parent, 
Daughter Role Salience, and Self-Esteem of Daughter 
Caregivers» Lydia Wailing Li Marsha, Mailick Seltzer пишет:  

«We examine both the positive and negative aspects of the 
daughter-parent relationship, as experienced by daughter 
caregivers. The positive aspect refers to the daughter’s feelings of 
closeness to her parent, and the negative aspect refers to the 
daughter’s feelings of strain in the interaction with the parent». 
(Lydia Wailing Li, Marsha Mailick Seltzer) 

Считается, что близкие отношения между родителями и 
дочерью обеспечивают ребенку чувство безопасности 
комфорта удобности. Мать всегда видит дочь как свое 
отражение. Она хочет, чтобы ее дочь всегда была счастливой. 
В своей работе «Мать и дочь - трудное равновесие» Карин 
Белл подчеркивает Бергмена: 

«Неявным образом мать сообщает дочери, какой она хочет 
ее видеть, чем дочь может и должна быть, и дочь, 
вырастая, сознательно и бессознательно соотносит себя с 
сознательными и бессознательными ожиданиями матери» 
(Карин Белл) 

Мать и дочь принадлежат к разным поколениям и из-за этого 
они расходятся мнениями. Другая причина разрыва между 
ними заключается о том, что у них разные жизненные опиты. 
Все это оставляет свой отпечаток на межличностные 
отношения.  У них различается мнение. Основная причина 
непонимания между ними, это очень большое различие их 
жизненного опыта. Все это определяет изменения в 
отношениях. Из-за этого различия возникает конфликт между 
ними. Иногда это конфликт становится причиной 
разрушения семьи. Бернштайн (Bernstein, 1993) в связи с 
этим конфликтом говорит: 
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 «Борьба за автономию-индивидуацию происходит в двух 
направлениях – по отношению к собственному телу девочки 
и в отношениях с матерью». (Карин Белл) 

Конфликт, это тот момент, когда дочь борется за «контроль» 
над собственным телом. Приближение к матери грозит 
дочери тем, что она может стать ей зеркальным 
изображением и выйдет «Да» (Я такая же, как ты). В 
противоположной ситуации, где вопрос поднимается о 
личности и автономии самой дочери, тогда она вынуждена 
сказать «Нет» (Я – другая)».  
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Аннотация: Русский писатель - поэт, Николай Заболоцкий написал 
натурофилософские поэмы. Темы его поэм были как любовь, дружба, 
природа, красота,  жизнь и смерть. Особое внимание он выделяет на 
феномен «смерть» Его философские взгляды на жизнь и смерть 
представлены в стихотворение «Метаморфозы». Поэт говорит о 
бессмертии  человека. По Заболоцкому,  смерти не было,  не существует 
и никогда не будет. Он  утверждает,  что человек - это часть природы. 
Если природа бессмертна,  то человек тоже бессмертен.  По поэту, 
одно тело превращается  на другое. Это и называется  «метаморфоз». 

Ключевые слова: Человек, Природа, Смерть, Жизнь, Метаморфоз 

Abstract: This paper deals with the phenomenon "Life and Death" in Nature - 
philosophical poetry of Nikolai Zabolotsky. Russian poet Nikolai Zabolotsky 
was engaged with continuous search of question of life and death. He 
persistently pronounced himself a Materialist. He spoke about dualism. He 
called dualism any opposition of spiritual life to internal life, therefore, in 
speaking about immortality he absolutely did not mean the existence of a soul 
outside the body. He insisted that all spiritual and bodily qualities of man are 
immortal because nothing disappeared in nature, it only changes its form. 

Keywords: Life and Death, Nature, Metamorphosis 

Жизнь и смерть - важный феномен и сегодня. Оба термина 
создает бинарность.  Не существует «человеческая жизнь» 
без смерти.  Если жизнь определяется как процесс, движения,  
то смерть  - это правда,  и  конец  жизни. Этот  концепт очень 
глубокий и острый.  Ведь этот вопрос касается каждый из нас 
сегодня.  Многие стрались отвечать на этот вопрос через 
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психологизм.  Но,  как русский поэт Заболоцкий страется 
объяснить этот концепт через его философские поэмы – это 
мы рассмотрим. 

Творческий путь Николая Заболоцкого можно выделить на 
всего три периода. В самом раннем творчестве,  поэт написал 
философские поэмы. Самое первое его стихотворение было 
«Метаморфозы», было написанно 1933-ом году. Его 
персонажи были люди и звери. В этих поэмах встречаются 
философские темы о природе, о красоте, о дружбе, о жизни и 
смерти  и  тп. Поэт обращал особое внимание на термин 
«смерть».  Его философские взгляды на жизнь и смерть 
представлены в стихотворении «Метаморфозы», который 
был написан 1937- ом году. Вот некоторые знаменитые 
строчки из этого цикла : 

                 « Как мир меняется! И как я сам меняюсь! 

                  лишь именем одним я называюсь, 

                  на самом деле то, что именуют мной,- 

                  не я один. Нас много. Я - живой…»1 

Здесь поэт выражает мнение о том,  что этот мир меняется с 
каждой минутой,  и таким образом,  меняется и сам человек. 
Человек переживает разные ситуации «умирает», и вновь 
возрождается, уже другим человеком. Он уже никогда будет 
таким,  как он раньше был,  и все же, он остается жить, 
значит он получает бессмертие. В его философских стихах 
жизнь определяется как живой, душа, бытие,  не умереть, 
существовать, зародыш, бессмертный, тело и бессмертие. 
Жизнь и смерть играют важную роль в духовной жизни  
человека. В поэмах Заболоцкого феномен «жизнь» так 
определяется .... 

                                                 
1 Концепты «жизнь» и «смерть» в лирике Н.А. Заболоцкого, Талицкая, 

Анна Александровна, 2011 
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                  «жизнь как цепь бесконечных метаморфоз», 

                  «жизнь как история души», 

                  «жизнь как «густое пекло бытия», 

                  «жизнь как существование природы», 

                  «жизнь как свеча».2  

Здесь первый модель «жизнь как цепь бесконечных 
метаморфоз» реализует изменения формы, превращение из 
одного тела на другое. Это постоянный метаморфоз человека 
и природы. По Заболоцкому, жизнь - эта множества 
разнообразных форм, как вечное, без покоя и конца 
существование мира, вот следующий  например из 
стихотворении   «Завещание» :  

                  «нет в мире ничего прекрасней бытия. 

                   безмолвный мрак могил – томление пустое, 

                   я жизнь мою прожил, я не видал покоя: 

                   покоя в мире нет. Повсюду жизнь и я» 

Следующий модель «жизнь как история души»  - это  как 
процесс духовного становления. Душа - это сама жизнь 
человека и память живого существа. Модель «жизнь как 
«густое пекло бытия» представляет наполненность этого 
мира разными вещами и бытовыми предметами. Модель 
«жизнь как существование природы» показывает связь 
человека с природой,   красота природы и ее воздействие на 
внутренный мир человека. Модель «жизнь как свеча» - это 
традиционный устойчивы символ жизни, который 
раскрывает суть понятия «не так как раньше». Образ «новой 
жизни» развивается в стихотворении «Венчание плодами», 
1932 - ом  году как :   «...мы породили вас для новой жизни и 
для высших правил», в котором выражается важная в 

                                                 
2 Там же, 
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творчестве Заболоцкого мысль о  необходимости  разумного  
воздействия  человека на  природу, 

реализуемая с помощью анафоры : вот например...          

                 «Кусочки солнц, включенные в законы 

                  людских судеб, мы породили вас 

                  для новой жизни и для высших правил»3 

Заболоцкий утверждает что, эта «новая жизнь» указывает на 
новое время, новое жизненное состояние человечества. 

Одной из центральных тем в творчестве Заболоцкого 
является тема  «смерти». К этой теме поэт обращал особое 
внимание в самом раннем творчестве. В этом периоде, поэт 
говорит о своих предкак. Тема вписывалась в контекст 
философских,  нравственных и художественных исканий XX 
века. Подчеркнуть надо здесь, что в начале  XX века тема 
«смерти» особенно актуализировалась не только в 
социальном аспекте,  но и в аспекте художественного 
освоения. Вот поэтому, многие исследователи отмечают 
повышенное внимание литературы начала XX века к темам 
разложения, упадка. Тема «смерти» получила 
художественное воплощение  в  ряде разных мотивов, среди 
которых является мотив «пляска смерти». Этот мотив 
занимает важное место в философской лирике Заболоцкого, в 
стихотворении «Столбцы». Такой мотив дает возможность 
выявить глубокий философский смысл этого цикла и 
характеризует  концепцию жизни и смерти в творчестве 
поэта. Концепт «смерть» в лирике Заболоцкого  реализуется 
через некоторые концептуальные модели , как например :  

                 «смерть как разрушительная сила», 

                                                 
3 Концепты «жизнь» и «смерть» в лирике Н.А. Заболоцкого,Талицкая 

Анна Александровна, 2011 
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                 «смерть как геометрическая фигура или 
архитектурное сооружение», 

                 «смерть как неизбежный конец жизни», 

                 «смерть как страдание любви», 

                 «смерть как насилие», 

                 «смерть как отдаленный край» 

            «смерть как отражение душевного труда человека и 
природы», 

                 «смерть как гибель души», 

                 «смерть как забвение»,4 

Модель, «смерть как разрушительная сила», представляет 
образ жизни, потому что, смерть осознаетс  как бесконечный 
процесс разложения и распада всего живого и воплощается в  

образах засухи. В поэмах Заболоцкого, модель «смерть как 
геометрическая фигура или архитектурное сооружение» - это 
элементы, которые входят  в группу геометрических фигур, 
устойчиво соотносятся с мотивами смерти и умирания.  

В рамках концептуальной модели «смерть как страдание 
любви» любовь осознается поэтом как состояние, требующее 
огромного напряжения душевных сил и потому граничащее 
со смертью. Модель «смерть как забвение»,  для построения 
нового, более совершенного мира человеку необходимо 
разрушить мир природы, переосмыслить исторические факты 
и события. Ее возникновение прямо связано с тем, что 
Николай показывает тотальную перестройку мира. Мир 
основанный на достижениях цивилизации, показан поэтом с 
помощью слов тематических групп «Архитектура», «Город», 
«Техника» Модель «смерть как гибель души», тесно связана 
в поэзии Заболоцкого с мотивами закрытости, замкнутости и 

                                                 
4 Там же, 
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исчерпанности, Он представляет общее представление о 
смерти. Образ смерти в основном встречается в его 
произведение «Искушение», вот некоторые строчки из них ..      

                 «Смерть приходит к человеку, 

                  говорит ему: “Хозяин, 

                  ты походишь на калеку, 

                  насекомыми кусаем. 

                  брось житье, иди за мною...» 

Как видим, образ смерти у Заболоцкого представляет собой 
некое существо, старается утешить человека. Далее в этом 
замечательном стихотворении Заболоцкий  показывает, что 
персонаж  внутренне пытается сопротивляться. Он уверен, 
что без него много потеряет наука, некому будет хлеб 
убирать и т.д. Смерть и на это с философской точкой зрения 
дает ему такой ответ: 

                 «Не грусти, что будет яма, 

                  что с тобой умрет наука: 

                  поле выпашется само, 

                  рожь поднимется без плуга...» 

Так – как, смерть говорит человеку, что с его уходом ничего 
не изменится на этом мире. Другие люди будут двигать 
науку, сеять и убирать хлеб. Но человек не верит смерти и 
начинает совершать горькие поступки, вступает со смертью в 
торги : как «том, как он решал эти задачи, я расскажу все, что 
знаю». Заболоцкий утверждал, что смерти нет; смерти не 
было, нет и никогда не будет. Он утверждает это в своей 
сознательной жизни, утверждает в разговорах с друзьями, и 
еще  в  его  философских  поэмах.  В этом  утверждений 
существует мысль, что если каждый человек :  часть 
природы,  а  природа  в целом бессмертна, то и каждый 
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человеке тоже бессмертен.   

По его мнению, смерти нет, есть только превращения, значит 
метаморфозы. И это встречается мысль в одном 
стихотворении 1937 – ого года, которое так и называется — 
«Метаморфозы». В «Метаморфозах» встречается такие 
строчки : «мысль некогда была простым  цветком // поэма 
шествовала медленным быком».  Таким образом,   создания 
природы превращаются в создания духа и наоборот. Человек 
умирая, сохраняет свой ум и душу в новых порождениях 
природы:  « Я не умру, мой друг, // Дыханием цветов, // Себя 
я в этом мире обнаружу, //А то, что было мною, то, быть 
может, //  Опять растет и мир растений множи»5. Здесь автор 
не верит в загробную жизнь. Его  самая главная задача было -
- вырвать жало смерти у природы.  Заболоцкий утверждает, 
что  самое непостижимое в природе — смерть и рождение 
новой жизни, бесконечная работа природы при помощи 
смерти. Эта главная загадка мира. Перед этой загадкой всего 
земного постоянно останавливается настойчивый разум 
поэта.  

                 « Годы, люди и народы  

                   убегают навсегда, 

                   как текучая вода.  

                   в гибком зеркале природы,»6 

Анализ: В конце XX в. в отечественной филологии 
оформляется новое направление, которое можно определить 
как «концептуально-культурологическое». Это носит 
интегративный характер. Особое внимание при этом 
уделяется изучению языковых концептов «жизнь» и 
«смерть». Анализируя фрагменты авторских текстов, 
исследователи выявляют индивидуальные представления 

                                                 
5 Pishi-stihi.ru, Анализ стихотворений «Завещание» Николай Заболоцкий 
6 Там же, 
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поэтов и писателей о субстанциях жизнь и смерть, что 
расширяет традиционное понимание данных концептов.  

Феномен «жизнь» и «смерть» - это универсальные концепты 
культуры, занимающие важнейшее место в языковой картине 
мира в целом и индивидуальной поэтической картине мира  
Заболоцкого. Эти концепты образуют бинарную структуру и 
часто представляют собой неделимое сочетание, в котором 
каждый элемент оказывается значимым. Важная роль 
исследуемых концептов в творчестве Заболоцкого 
подтверждается высокой частотностью употребления в его 
произведениях лексем, репрезентирующих указанные 
концепты. Николай Заболоцкий принимает сложнейшие 
темы философской лирики. Заболоцкий всю жизнь  в своих 
стихах, и в поэмах, задает себе и читателю трудные вопросы,  
на которые ответ оказывается почти невозможным.  В 
философских поэмах Заболоцкого выражается нестерпимая 
боль умирания. По поэту, эта боль настолько велика, что ею 
наделяется сама природа. 

Значимость концептов «жизнь» и «смерть» в 
художественном мире Заболоцкого обусловлена 
философскими идеями поэта о всеобщих метаморфозах 
природы и человека, в которых смерть является лишь одним 
из этапов бесконечной жизни. Мировосприятию поэта 
свойственна амбивалентность взгляда на мир, в котором 
каждая вещь может обернуться своей противоположностью. 
Исследуемые концепты часто  взаимоперетекают. Так,  в 
философских стихах Николая концепты «жизнь» и «смерть» 
занимают ведущее место,  которое  определяет  особенности  
его  миропонимания. Это базовое понятие человеческого 
бытия. Значимость феноменов «жизнь» и «смерть» в 
поэтическом мире Заболоцкого обусловлена тем, что взгляд 
поэта на действительность определяется с помощью его 
концепцией бесконечных человеческих и природных 
метаморфоз, и основные этапы  которых являются жизнь и 
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смерть. Такой феномен получает более широкое и 
разнообразное воплощение в поэмах Заболоцкого. Так, в 
философской лирике  Заболоцкого устанавливается 
неразрывная связь жизни и смерти, осуществляется 
постоянное взаимоперетекание этих концептов, что делает 
возможным обратимость языковых средств, вербализующих 
рассматриваемые концепты. 

Таким образом, тема смерти занимает важное место в 
философской лирике Николая Заболоцкого. Концепт 
«смерть» получает более широкое и разнообразное 
воплощение в произведениях поэта : он репрезентируется с 
помощью 68 лексем, в то время как концепт «жизнь» - с 
помощью 28 лексем. В произведениях 1921-1933 гг. концепт 
«смерть» играет ведущую роль, оказываясь 
смыслообразующим фактором в текстах Заболоцкого. В 
работе мы рассматривали концепт «жизнь-смерть» как 
художественный концепт, позволяющий рассмотреть 
индивидуальную картину мира поэта. Этот концепт обладает 
бинарной структурой, в основе которой лежит оппозиция,  и 
является многоуровневым. Он регулярно вербализуется в 
поэтических текстах, в частности в текстах Заболоцкого. 
Таким образом, бинарный концепт «жизнь-смерть» включает 
в себя полярные понятия, которые оцениваются как 
положительно, так и отрицательно. 
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Аннотация: В речи встречаются языковые и внеязыковые элементы. 
Внеязыковые средства состоят из культурных, религиозных, социальных, 
психологических и других аспектов, которых можно рассматриваться 
при анализе интертекстуальности. Интертекст занимает важное 
место в литературе, так как интертекстуальные мотивы отражают 
мировоззрение и культуру народа. В данной статье изучаются 
интертекстуальные мотивы в поэме Анны Ахматовой «Реквием».  

Ключевые слова: Интертекст, многозначность, тропы, поэма, язык. 

Abstract: A language is considered to be an amalgamation of linguistic and 
extralinguistic elements. Extralinguistic factors which include various aspects 
of a language; such as cultural, religious, social and many more can be 
thoroughly studied during intertextual analysis. Intertext plays a prominent 
role in literature as it reflects culture and outlook of people. Present article 
talks about the intertextual motives in the poem by Anna Akhmatova 
“Requiem”. 

Key words: Intertext, polysemy, tropes, poem, language. 

 

История человечества свидетельствовала разные 
происшествия и бедствия. Их так много, что для одного 
индивида знать и вспоминать обо всех этих происшествиях и 
бедствиях невозможно. Литература отражает эти изменения в 
обществе. Итак, художественная литература является 
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манифестацией интертекстуальных понятий. Как утверждал 
Ролан Барт (1996; p. 417), «Каждый текст является 
интертекстом; другие тексты присутствуют в нем на 
различных уровнях в более или менее узнаваемых формах: 
тексты предшествующей культуры представляет собой 
новую ткань, сотканную из старых цитат. Обрывки 
культурных кодов, формул, ритмических структур, 
фрагменты социальных идиом и так далее–все они 
поглощены текстом и перемешаны в нем, поскольку всегда 
до текста и вокруг него существует язык». 

Интертекст отражает мировоззрение, культуру народа, а 
также показывает историю человечества. С давних пор 
интертекстуальность сохраняет наследие человечества в виде 
разных упомянутых событий. По словам Лотмана (1996; p. 7-
13), «нужно делить культурные явления на хорошие и плохие 
и стараться, чтобы хорошие были всесторонне хорошими и 
наоборот.  Абсолютная истина достигнута, и владеющее ею 
сознание теперь само творит новое бытие». 

Классическая поэма «Реквием» является высоким 
достижением творческой деятельности Анны Ахматовой. 
Поэма пользовалась шумным успехом в ХХ веке и даже по 
настоящее время не менее популярная. поэтесса 
использовала разные исторические и жизненно-
реалистические события в своей работе. Она с помощью 
тропов и интертекстов описывает разные события. Эти 
события, в основном, намекает на страшные годы репрессии 
сталинщины. Поэма «Реквием» наполнена переносными 
выражениями. Эти переносные выражения в поэме 
описывают отношение поэтессы к тому времени, а также к 
происходящим событиям. Хотя центральными понятиями 
поэмы являются переживание и тоска, материнская любовь 
также заставляет поэтессу выражать её чувство с помощью 
экспрессивно-выразительных сочетаний. 
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Речь идёт о двух разных не подходящих эпохах, между 
которыми ничего общего нет, а обстоятельство в обеих 
создает такую картину, в которой роль тропов весьма важная. 
В поэме успешно описывается воплощение вечной 
действительности. 

Мы разделяли эти интертекстуальные мотивы на четыре 
части и анализировали их с точки зрения религии, 
культурологии и политического обстоятельства того 
времени. 

I) Библейские мотивы 

II) Советские мотивы  

III) Петербургские мотивы  

IV) Царские мотивы  

Библейские мотивы в поэме «Реквием» 

Употребление библейских мотивов занимает центральное 
место в поэме. Хотя Многие исследователи уже обсуждали 
наличие библейских мотивов в данной поэме, но почти все 
обращали внимание на литературные аспекты языках, а мы 
рассматриваем разные мотивы присутствующие в этой поэме 
с точки зрения многозначности и интертекстов. Они 
являются реализацией ежедневного действительного 
происхождения. Поэт успешно использовала события, 
упомянувшие в Библии, в том числе и апокалипсиса в своём 
художественном осмыслении. В поэме картины Ежовщины 
используется как картины апокалиптического мира. Личная 
трагедия и переживание автора нашла воплощение через 
использование библейских мотивов в реальном 
обстоятельстве. Разница в этих употреблениях состоит в том, 
что в Библии показывается страдание и переживание Христа, 
а в поэме показывается переживание матери через страдание 
его сына. Апокалипсисом называется одна из книг Нового 
Завета, написанная «святом Иоанном Богословом». Книга 
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говорит и предупреждает о страшных судьбах человечества, 
о конце мира и о начале вечной жизни, и поэтому, 
естественно, помещается в конце Священного Писания. Все 
вечные образы в поэме помогают создавать пространства 
смерти, испуга и дьявольских лет.  

В первых самое название поэмы «Реквием» обозначает 
поминальную службу умерших или заупокойное 
католическое богослужение, которое встречается в 
христианской вере. В поэме употребление библейских или 
других мотивов намеренно, так как описываются эти события 
с помощью тропов как метафора, эпитет, олицетворение, 
сравнения и. т. д. 

«Нет, и не под чуждым небосводом, /И не под защитой 
чуждых крыл, / Я была тогда с моим народом, /Там, где 
мой народ, к несчастью, был». 

В эпиграфе написаны эти слова, которые отражают любовь 
Анны Ахматовой к стране, здесь уместно заметить, что 
концепт чужой земли в Библии. В книге «Ветхого Завета» 
пишут «Как нам петь песнь Господню на земле чужой?» 
(Российское Библейское Общество, Псалтирь. 136, 4). Чужая 
земля была описана как земляне своя, а другая, на которой 
нельзя получить примирение и мир.  

 

«Перед этим горем гнутся горы, /Не течет великая река», 

Мы нашли подобные выражения в Библии. В книге «Иоанна 
Богослова» употребляются эти выражения. 

 «Горы сдвинутся и холмы поколеблются...» (Книга пророка 
Исаии. 54, 10);  

 «И небо скрылось, свившись как свиток; и всякая гора и 
остров двинулись с мест своих...» (Откровение. 6,14) 

Используются такие выражения, чтобы передать эффекты 
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апокалиптического мира в поэме. В поэме также упоминается 
великая река, которая намекает на реку вавилонскую, на 
берегу которой сидели и плакали разочарованный народ. 

 «При реках Вавилона, там сидели мы и плакали, когда 
вспоминали о Сионе; на вербах, посреди его, повесили мы 
наши арфы. Там пленившие нас требовали от нас слов 
песней, и притеснители наши - веселья...кто воздаст тебе за 
то, что ты сделала нам» (Псалтир. 136, 1-8) 

«Подымались как к обедне ранней, /По столице одичалой 
шли», 

В христианской вере встречается ранняя обедня. Этот обряд 
наблюдается в первом половине дня. «Одичалая столица» 
обозначает город Ленинград, где не остались никакие 
надежды. В Библии идёт речь о чужой земле «Как нам петь 
песнь Господню на земле чужой?» (Псалтирь. 136, 4).  

В книге «Ветхого завета», в главе «пророка Софонии» 
упоминается город, где все привычные свойства испорчены. 

«Горе городу нечистому и оскверненному, притеснителю!.. 
Князья его посреди него - рыкающие львы, судьи его - 
вечерние волки, не оставляющие до утра ни одной кости... 

Я истребил народы, разрушены твердыни их; пустыми 
сделал улицы их, так что никто уже не ходит по ним; 
разорены города их: нет ни одного человека, нет жителей» 
(Софонин. 3, 1-6). 

 

«Солнце ниже, и Нева туманней» 

Солнце было возведено в ранг божества, и ему поклонялись 
практически все древние народы (Смирнова, 2006; p. 236). В 
священных написаниях в христианстве, солнце занимает 
важное место, так как его понимается и принимается как 
хорошее явление, которое приносит счастья и светит жизни и 
мир. А в картине апокалипсиса образ солнца уменшивается. 
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В книге нового завета и в главе «Откровении Святого Иоанна 
Богослова» описываются картины апокалипсиса и образ 
солнце таким образом 

 «И город не имеет нужды ни в солнце, ни в луне для 
освещения своего…» (Откровение, 21, 23) 

 «И вдруг, после скорби дней тех, солнце померкнет, и луна 
не даст света своего, и звезды спадут с неба, и силы 
небесные поколеблются;» (От Матфея. 24, 29) 

Даже в некатолической книге, в главе Премудрость 
Соломона встречается такое случае, где говорят, что солнце 
не осветит если, люди морально и правдиво не ведут себя.  

 «Итак мы заблудились от пути истины, и свет правды не 
светил нам, и солнце не озаряло нас.» (премудрость 
Соломона, 5, 6) 

«Это было, когда улыбался /Только мертвый, 
спокойствию рад». 

В Библии мы нашли такие выражения, где образ смерти 
является великим и сильным. 

 «И увидел я мертвых, малых и великих, стоящих пред 
Богом, и книги раскрыты были...» (Отк. 20, 12). 

Образ звезды в поэме является страшным и разрушительным. 
В «Реквием» звезда обозначает смерть и приносит 
катастрофою в жизни людей. 

  

«Звезды смерти стояли над нами, /Безвинная корчилась 
Русь» 

«И прямо мне в глаза глядит /И скорой гибелью грозит 
/Огромная звезда». 

 «Мне все равно теперь. Струится Енисей, /Звезда 
полярная сияет». 
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Звезда как разрушительная зловещая сила, описывается в 
апокалиптическом изображении. Она также знак вечной 
реальности. 

В книге «откровение» пишут так: 

 «Третий ангел вострубил, и упала с неба большая звезда, 
горящая подобно светильнику, и пала на третью часть рек и 
на источники вод.» (Откровение. 8, 10) 

 «Четвертый Ангел вострубил, и поражена была третья 
часть солнца и третья часть луны, и третья часть звезд, так 
что затмилась третья часть их, и третья часть дня не светла 
была – так, как и ночи.» (Откровение. 8, 12)  

 «Пятый Ангел вострубил, и я увидел Звезду, падшую с неба 
на Землю, и дан ей был ключ от кладязя бездны.» 
(Откровение. 9,1) 

 «И вдруг, после скорби дней тех, солнце померкнет, и луна 
не даст света своего, и звезды спадут с неба, и силы 
небесные поколеблются.» (От Матфея. 24, 29) 

«У божницы свеча оплыла». 

Божница и свеча, связанные с религией. Эти слова часто 
встречаются в христианстве. Божницей называются часовня 
и шкафчики. Их оставляют обычно дома, или в определённой 
комнате или над могилами. В божнице вставят иконы, святая 
вода, священное писание и другие предметы религиозного 
употребления. 

 

«На губах твоих холод иконки, /Смертный пот на челе... 
Не забыть!» 

В русской православной церковке с помощью иконы 
изображают Иисуса Христа, Богоматери и другие 
священники. В католицизме используются скульптурные 
изображения, а в православии живописные на дереве. В 
первоначальных годах не были иконы. Они появились после 
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второго века нашей эры. В храме не разрешали оставить 
иконы, в ответе протестовали «Отцы церкви». Иконы 
сохраняют суть и значение христианства. В других религиях 
тоже используются иконы, например - в Буддизме, в 
Индуизме. 

В новом завете встречается ссылка о рте, Бедная мать 
сравнивает переживание сына с переживанием Христом.  

«И, находясь в борении, прилежнее молился, и был пот 
Его, как капли крови, падающие на землю.» (Евангелие от 
Луки. 22, 44) 

почти сходное употребление слов встречается, чтобы описать 
страдание сына.  

«Царскосельской веселой грешнице, /Что случится с 
жизнью твоей» 

в христианстве говорят, что почти все люди совершают грех 
в своей жизни и поэтому они все грешники и эти грешники 
делают исповедь в храме или церкви. 

в главе «Екклесиаст» пишут так: 

 «Хотя грешник сто раз делает зло и коснеет в нем, но я 
знаю, что благо будет боящимся Бога, которые 
благоговеют пред лицем Его» (Екклесиаст, 8 глава,12) 

«Помолитесь обо мне». 

данная строка мотивирована из библии, где пишется так:  

“И призвал фараон Моисея и Аарона и сказал: помолитесь 
[обо мне] Господу, чтоб Он удалил жаб от меня и от народа 
моего...” (Ис.8,8) 
“Братия! молитесь о нас.” (1-е послание Фессалоникийцам, 
5, 25) 
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«Как трехсотая, с передачею, /Под Крестами будешь 
стоять»  

«О твоем кресте высоком /И о смерти говорят». 

 

В вышеуказанных строках используется религиозный мотив, 
в том числе христианский мотив. Крест — это 
универсальный символ христианства. Он также отражает 
космический символ, в центре которого есть мир, и разные 
осы передают значение земли, неба и.т.д.  

Это противоречивый знак, аккумулирующий в себе полярные 
понятия: добро и зло (Смирнова, 2006; p. 236). символ 
олицетворяет духовное единство и вечную реальность. Крест 
также отражает веру в бога. 

«И долго ль казни ждать. /И только пыльные цветы, 

И звон кадильный, и следы /Куда- то в никуда». 

Слова «казнь» часто встречается в священном писании. В 
Библии казнили преступников, которые совершили какие-то 
грешные поступки. Здесь используется это слово для 
невинных людей. «Пыльные цветы и звон кадильный» имеют 
важное место в этой религии. Так как эти литургии 
выполняются после смерти. 

«Хор ангелов великий час восславил, /И небеса 
расплавились в огне. 

Отцу сказал: "Почто Меня оставил!" /А матери: "О, не 
рыдай Мене..."». 

В поэме отражаются картины «Распятия» и эти строки 
полные миниатюры священного написания. Мы замечаем 
сходство в выражении, употребляемые в поэме. Выражение 
«великий час» встречается в Библии. 

«Было около полудня. Тьма разошлась и стояла по всей 
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земле до третьего часа. 

 Померкло солнце, и завеса в Храме разодралась надвое.» 
(Евангелие от Луки. 23, 44-45) 

В книге ещё раскрывается то, что Иисус Христос сказал отцу.  

 «В третьем часу Иисус громко крикнул: «Элои! Элои! 
Лемасавахтани?» (это значит «Боже Мой! Боже Мой! Зачем 
Ты Меня оставил?» (Евангелие от Марка. 15, 41 – Новый 
Завет) 

Обращение к матери описывается в книге Нового Завета. 

«Следом толпами шел народ. Оплакивая Иисуса, причитали 
женщины.» 

 «Повернув к ним голову, Иисус сказал: «Не плачьте обо 
Мне, дочери Иерусалима! Плачьте о себе, о своих детях” 
(Евангелие от Луки. 23, 27-28, Новый Завет)  

«Магдалина билась и рыдала, /Ученик любимый 
каменел, 

А туда, где молча Мать стояла, /Так никто взглянуть и не 
посмел». 

Магдалина была очень известной фигурой в Библии. В 
разной ветви христианства, идёт спор об её образе, но больше 
всего её понимают как последовательницу Христа и 
верующую в преподавании Иисуса. В «Евангелии» написано: 

«Были тут и женщины, которые смотрели издали: между 
ними была и Мария Магдалина,и Мария, мать Иакова 
меньшего и Иосии, и Саломия» 

 «которые и тогда, как Он был в Галилее, следовали за Ним 
и служили Ему, и другие многие, вместе с Ним пришедшие 
в Иерусалим» (Евангелие от Марка. 15, 40,41) 

«Ученик любимый» — это ученик Иисуса Христа. 
Выражение намекает на «апостол Иоанн Богослов». В книге 
«Евангелие от Иоанна» пишут 
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Петр обернулся и увидел ученика, которого Иисус любил… 
«Господи, кто предаст Тебя?» (От Иоанна 21 глава, 20) 

 «Он и есть тот ученик, который свидетельствует об этом и 
который это записал. И мы знаем, что это свидетельство 
истинно» (От Иоанна 21 глава, 24). 

Здесь показывают не распятие сына, а страдание и мучение, 
которые он переживал. Эти чувства пишутся через 
переживание матери. 

«И я молюсь не о себе одной, /А обо всех, кто там стоял со 
мною, 

И в лютый холод, и в июльский зной / Под красною 
ослепшею стеною». 

В Евангелии от Иоанна, отдельная глава посвящается 
молитве, и здесь мы находим отражение Библейского мотива. 

“Я молю Тебя за них. Не за всех людей мира молю Я, но 
лишь за тех, кого послал Ты ко Мне, ибо они принадлежат 
Тебе.” (Ио. 17, 9)  

 “Я молю Тебя за них, и не только за них, но за всех, кто 
верует в Меня, благодаря учению, которое эти люди несут 
другим.” (Ио. 17, 20) 

 “Молю Тебя, чтобы даровал Ты им единение. Ты во Мне, и Я в 
Тебе. Пусть же и они станут едины с Нами, чтобы уверовал мир, 
что Я послан Тобой” (Ио. 17, 21). 

Эти строки раскрывают ахматовское употребление 
подобного выражения. Они передают любовь, 
ответственность и понятие защиты.  

Употребление Библейских мотивов при описании личных 
трагедии встречается очень редко, однако это совпадение 
отражает способность поэтессы. 

Она хотела выявить в ней основную суть, что все изменялось 
и время, и пространство и даже общество в целом, но всё-
таки обстоятельство людей никак не изменялось.  
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Советские мотивы в поэме «Реквием» 

Поэма также намекает на советские события, происходящие в 
течение времени, упомянутого в поэме. Здесь описываются 
события с выражениями, имеющими чисто советские 
мотивы. В этой главе анализируются эти мотивы. 

Реквием в основном поэма о переживании, гибели, 
страдании, любви и жертве. Хотя в поэме смерть не 
совершалась, но духовное мучение и падение сделала её 
более мрачной. 

Поэма была написана вовремя Ежовшины и Сталинского 
террора, и так картины в поэме содержат в себе историю 
тоталитаризма.  

Судьба матери и сына зависела от поступков страшного 
режима, так как они стали жертвами этого режима. 

Ежовшина- название периода внутренней политики 
советского союза во время Николая Ивановича Ежова, 
народного комиссара и генерала внутренних дел России 
(1936-1937). Этот период также называется «Большой 
террор» и обозначает массовую репрессию, так как казнили, 
наказали и даже убили много невинных людей, которые не 
поддержали власть. (Словарь лингвистических терминов, 
2013; p, 261) 

«Где теперь невольные подруги? /Двух моих осатанелых 
лет?»  

Выражение «Невольные подруги» здесь намекает на тех, 
которые стояли с ней в тюремных очередях и стали 
подругами суровых дней. Вопросительное слово «где» 
указывает на тот факт, что во время сталинщины, не только 
те, которые не поддерживали власть, были наказаны, но даже 
их любимые и родные иногда и полная семья были посланы в 
Сибирь. 
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«Что им чудится в сибирской вьюге, /Что мерещится им в 
лунном круге?» 

Здесь используется сибирский мотив. Сибирская вьюга 
встречается в Сибири. Вьюга буквально обозначает грозы и 
штормы, которые постепенно идут в Сибири. «Лунный круг» 
отражает лунный свет, который падает на лёд и освещает его.  

«И короткую песню разлуки /Паровозные пели гудки». 

Паровозные гудки намекают на поезда, которые унесли 
осуждённых и преступников очень далеко, иногда так далеко, 
что они никогда не могли возвращаться. Значит речь идёт об 
уезде в Сибирь. 

«Под кровавыми сапогами /И под шинами черных 
марусь». 

В годы сталинских репрессий, черные Маруси были черными 
воронами, которые ещё назвали служебный автомобиль 
«НКВД ГАЗ М-1» (эмка). Главная роль этих воронов была 
перевоз арестованных и осуждённых людей, кроме этого, они 
ещё водили официальных и высокопоставленных лиц. 
Поэтесса использует местное и жаргонное слово для 
машины.  

После войны их красили прекрасными цветами и писали на 
них такие слова как «хлеб», «мясо» или «пейте советское 
шампанское». 

«Тихо льется тихий Дон, /Желтый месяц входит в дом». 

Как уже подчеркивается в первой главе, “тихий Дон” 
является одним из популярных произведений в России. 
Автор этой книги Михаил Александрович Шолохов получил 
Нобелевскую премию за этот роман. С помощью этого 
мотива описывается протекание времени и жизни, так как в 
книге рассказывается ежедневное происхождение в жизни 
героя Мелехова возле реки «Дона». 
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Жёлтый свет в русской традиции и в культуре знак 
нехорошего, отчаяния и разлуки. Жёлтая луна обычно 
встречается тогда, когда атмосфера богата влагой и такая 
природа часто приносит дождь. Здесь это выражение 
символизирует приход несчастья.  

«Муж в могиле, сын в тюрьме, /Помолитесь обо мне». 

Здесь речь идёт о муже и о сыне повествователя. Муж 
поэтессы Николай Степанович Гумилёв, один из знаменитых 
поэтов серебряного века и основоположник литературного 
направления «Акмеизма» был арестован и расстрелян в 1921 
году советским режимом за участие контрреволюционного 
заговора. Сын поэтессы Лев Николаевич Гумилёв был 
арестован трижды, за участие в антисоветской 
террористической группе. 

 «Семнадцать месяцев кричу, /Зову тебя домой,» 

Семнадцать месяцев намекает на срок времени, когда сын 
поэтессы был в тюрьме, и она стояла в тюремных очередях 
чтобы видать своего сына. 

«И в лютый холод, и в июльский зной /Под красною 
ослепшею стеною». 

«Красная ослепшая стена» намекает на советскую власть, так 
как красный цвет является знаком советского 
социалистического союза. 

Петербургские мотивы в поэме «реквием» 

В поэме используется слово «Ленинград» в место слова 
«Петербург» так как для повествователя «Ленинград» — это 
чужое место. В поэме название «Ленинград» носит 
негативные коннотации. Хотя в поэме ни один раз 
употребляется слово «Петербург», однако «Ленинград» 
обозначает «Петербург». Петербург является родным 
городом поэтессы. Она прожила почти всю жизнь в этом 
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городе. У неё было хорошее и чудное воспоминание об этом 
месте. Этот город был великолепным и красивым.  

С другой стороны «Ленинград» - знак войны, разрушения, 
гибели, крика и плача и поэтому в мышлении поэтессы и 
народа. Ленинград иной город. Хотя в семантическом и 
географическом смысле «Петербург» и «Ленинград» одно и 
то же, но появляется большая разница, так как поэтесса не 
могла его принимать как родной городи поэтому в поэме 
Ленинград показывается как чужая и одичалая земля. 

«По столице одичалой шли», 

Одичалая столица, то есть город Ленинград, где не осталось 
никаких надежд. Хотя столица России – Москва, но с точки 
зрения автора, она не изменялась до сих пор.  

«Солнце ниже, и Нева туманней». 

Река «Нева» упоминает на Петербургскую «Неву», которая в 
себе содержалась истории страха, наказаний, происходящих 
в городе. Она была свидетельством много страшных 
событий. Здесь ярко встречаются петербургские мотивы. 

«И ненужным привеском качался /Возле тюрем своих 
Ленинград». 

В поэме город Ленинград играет главную роль сюжета. В нём 
происходит вся история. Ленинград являлся важным 
городом, который был неподвижным в эпохе репрессии. 

«Ночи белые глядели, /Как они опять глядят». 

Белые ночи – это феномен, который происходит в 
Петербурге летом. В этих ночах бывают сумерки. Город 
празднуется, когда начинаются белые ночи. Здесь мы 
заметили намёк на петербургский мотив и ещё отражение 
протекания времени. 

«голубь тюремный пусть гулит вдали, и тихо идут по 
Неве корабли». 
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В выражении «Корабли по Неве» употребляется 
петербургский мотив, так как речь идёт о реке «Нева». С 
помощью этого выражается желание поэтессы. Она желает, 
что все было хорошо в Петербурге и обстоятельство 
изменилось. Она хочет, чтобы все жили радостно, и 
властвовал мир на Земле.  

Царские мотивы в поэме «реквием» 

В этой поэме встречаются образы, характерные для народной 
литературы. Они напоминают периоды царской России. 
Поэтесса сама родилась в царской России. 

«Но крепки тюремные затворы, /А за ними "каторжные 
норы"». 

Здесь цитируется стихотворение А. С. Пушкина «во глубине 
сибирских руд». 

«Дойдут сквозь мрачные затворы, /Как в ваши 
каторжные норы» (Пушкин, 1959) 

Пушкин пишет о тюрьмах царской России, а Ахматова пишет 
о тюрьмах советской России. Хотя время и власть 
изменялись, но состояние и страдание людей одно и то же, и 
никакого изменения в них не произошли. Мы замечаем 
приём сатиры. 

Подобные словоупотребления найдётся в русских народных 
былинах. Они помогают в развитии речемыслительного 
процесса народа и формируют их мышления. Они также 
сохраняют их традиции.  

Добрыня и Змей 

«Приходил ён ко норам да ко змеиныим. /Там затворами 
затворено-то медныма, /Да подпорамы-то 
пóдпертожелезныма, /Так нельзя войти во норы во 
змеиныи». 
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(Калугин, 2002) 

Эти строки были написаны Александром Фёдоровичем 
Гильфердингом в 1871 году. В былине описывается бой 
между змеем и богатырем. Употребляются такие слова как 
норы, затворы и горы. Эти выражения вызывают народную 
эмоцию и упоминают богатую русскую культуру. 

«Буду я, как стрелецкие женки, /Под кремлевскими 
башнями выть». 

Здесь используется царский мотив. Во время Петра первого, 
произошло восстание стрельцов, потому что они не были 
довольными своими состояниями и другими условиями. Их 
восстание было жестоко подавлен Петром первым. Их 
казнили и мучили до конца. Некоторых из них послали в 
ссылку. Жены бунтовщиков рыдали, громко кричали. Тела 
бунтовщиков после казни не были доставлены женам. Поэт 
сравнивает свою трагедию и трагедию своего народа с 
трагедией жён стрельцов, таким образом, она сравнивает 
советский режим с царским режимом. 

Кремлевские башни замечательные и красивые. Они символы 
классического архитектурного ансамбля. Их двадцать, три из 
них в форме треугольника и остальные в квадратной форме. 
Они находятся в кремле, в Москве. Они не только 
увеличивает красоту Кремля, но и ещё играет роль спасителя 
государств. 

«Царскосельской веселой грешнице, /Что случится с 
жизнью твоей» 

По указу Императрицы Екатерины Алексеевной были 
реформы, особенно в сфере образования и построили много 
учебных заведений, например- Учебные заведения, такие как 
- мужские гимназий, женские гимназий, училище для 
девушек, детские гимназий и.т.д. Эти заведения имели 
условия для высшего образования, и эти условия образования 
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постепенно улучшились в России. 

Итак, можно сказать, что эти вышеуказанные мотивы 
являются основными мотивирующими факторами тропов, 
употребляемых в поэме «Реквием». мы посмотрели, что 
употребление собственных существительных как Енисей, 
Дон, Ленинград. Москва, Нева и.т.д подчеркивает на 
лингвистическую особенность поэта, и эти слова 
метафорично передаёт значение пространства и времени. 
Мотивы в литературных произведениях отражают культуру, 
мировоззрение и мышление народа. В этой поэме разные 
библейские и исторические события были употреблены как 
мотивы и успешно описали переживание современного 
человека. Почти каждый текст выполнен интертекстом и 
анализ этих средств раскроет возможность языка в 
художественном тексте и в лингвистическом тексте, он также 
помогает читателям в лучшем понимании текста.  
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Abstract: This study explores the comparative analysis of Russian and English 

grammatical structure. In spite of being a different place in language family 

there exists a similarity and dissimilarity. Both languages belong to the Indo-

European family of languages, but to different groups as Russian to Slavic 

group, and English to Romano-German. And studying the structure of 

language is a most important aspect because all languages are different in 

their lexical, morphological and syntactic structure. I have used comparative 

and descriptive method for analyzing the grammar of both the languages. In 

the process of learning a foreign language, we are faced with numerous 

mistakes in speaking and writing, as it is very difficult for us to wean ourselves 

from the rules of the native language. This paper will illustrate the theoretical 

foundations of Russian and English grammar, their comparison shows some 

similarities and distinctive features such as lack of case system, absence of 

personal ending in verbs, declination of adjectives by gender, case and number 

etc. 
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Introduction 

The relevance of the studying the structure of the modern English 

language is very high, as the understanding the structure of a 

foreign language is one of the most important aspects in its study, 

because all languages are different in their own lexical, 

morphological and syntactic structure. In the process of learning a 

foreign language, we are faced with numerous mistakes in 
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speaking and writing, as it is very difficult for us to wean 

ourselves from the rules of the native language. Therefore, we 

always compare the linguistic phenomena of the native and 

foreign languages, studying their grammatical system and 

vocabulary. 

This paper wants to project the theoretical foundations of Russian 

and English grammar, their comparison in order to try to 

understand the structure of the modern English language as 

accurately as possible, and, based on this understanding, to make 

a comparative analysis of individual grammatical phenomena. 

This paper tries to find out the comparative analysis of the 

distribution of English and Russian languages; to give a structural 

classification of languages, to determine belonging to one of these 

groups; to identify some features of the group in the 

morphological and syntactic structure of the English language; to 

identify differences and similarities in the grammatical structure 

of modern English and Russian languages. 

According to the French Academy of Sciences, at the modern 

time people speaks almost 3,000 languages. According to the 

calculations of American specialists in 2050, the world will be 

about 508 million English speakers. Today it is one of the most 

widely spoken languages in the world, ranked 2nd in the world by 

the number of speakers (341 million people), is the official 

language in 10 countries, the second official language in 30 

countries. 

The languages of international and interstate communication 

include Russian.  It is on the 4th place in the world in the number 
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of speakers (180 million people), is the official language of the 

Russian Federation, the second official language in 11 countries.  

Both languages are official languages of the UN. 

It is interesting that today there is a mixed language - Runglish 

(pseudo-dialect of English), in which Russians speak with 

English-speaking people, and communicate with each other 

programmers, economists, and young people.  

Both languages have a rich history. Modern English is arrived 

from the London dialect, which Shakespeare used, and the 

Moscow dialect formed the basis of the Russian literary language.  

Both languages belong to the Indo-European family of languages, 

but to different groups. Russian to Slavic group, and English to 

Romano-German. In differentiating the language, a section of 

linguistics-General typology of languages, founded by the 

German linguist Wilhelm von Humboldt, identifies several types 

of languages. Russian language along with German belongs to 

synthetic languages. In these languages the grammatical meaning 

is expressed by the forms of the words themselves. Such 

languages are characterized by free word order, declension, 

conjugation, and long word lengths.  Analytic languages, which 

include English, French and Italian, are a type of language in 

which grammatical relation is expressed by word order rather 

than inflection.  

According to another classification, English is inflectional 

(Бесфлективный), i.e., it has no endings, unlike the Russian 

language, which has case endings in many parts of speech, i.e. it 

can be called inflectional (Флективный). 

The Comparative analysis of the grammatical system of Russian 
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and English languages is carried out in the following sections.  

Phonetics 

We would like to highlight the following features of the phonetic 

structure of the English language when compared to the Russian 

language: 

 Russian language has 33 letters, and 42 sound variants, 

whereas English have 26 letters and sounds variants are 

46. 

 There are short and long sounds. (ship-sheep) 

 The longitude of the sound is differentiating in the 

meaning of words along with the latitude of the sound.  

(pen - pan)  

 No soft consonants, where Russian have 'ь'. 

 no stun consonant sound at the end of a word 

 The stress is fixed, it does not change in the forms of the 

word, compared to the Russian language, where the stress 

is indefinable. 

 intonation sentences are distinguished by a positive 

suggestion (downward) from the interrogative (upward) 

Reading and spelling 

In Russian, reading is based on the rule “one letter - one sound”. 

Therefore, rules of reading in English are present, but they are 

few (open and closed syllable rule). The famous linguist Max 

Muller called the English spelling as "National Disaster". 

Difficulties over here are because of historical reasons for the 



Assonance, No.20, January 2020 

 89

development of the language. The fact is that today words are 

written as they were read and written 500-600 years ago. In 

reading, the difficulty is explained by the fact that there are only 

26 letters for the transmission of 46 sounds, for the transmission, 

for example, 22 vowel sounds there are only 6 vowel letters. 

Therefore, it is relevant for English to say "it is Written 

Manchester, and Liverpool should be read". In creating the insane 

rules of reading and writing words, English language follows Kurt 

Vonnegut's quote "Our strength is in nonsense (В бессмыслице 

наша сила)". 

In morphology the comparative analysis is to carried out on 

separate parts of speech.  

Noun 

The main difference between nouns of English and Russian is that 

they do not have declension, i.e. case endings. In General, the fate 

of the English is its endings. After the Norman Conquest, many 

suffixes lost their use and disappeared. In the Middle English 

period there was a levelling of endings. And, consequently, some 

grammatical categories of the noun have disappeared. It changes 

only in numbers, not in cases. There is no grammatical expression 

of the gender category. It is hidden in themselves, because it is 

revealed by the meaning of the sentence. John Brown is a teacher. 

He is a good teacher (Here 'he' depicts the gender).   

Unlike Russian, which has 6 cases, English has only 2 (general 

and possessive). The category of possessive case of a noun is 

unusual for the Russian language, in which the relations of 

belonging of an object to someone are expressed by possessive 

adjectives. The number category is the same in both languages - 
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singular and plural. The plural form is represented by the 

morpheme-'S' (it is mistakenly called the ending, in its 

grammatical essence it is a suffix). It is interesting that this 

morpheme is very active in the English language (in addition to 

the formation of the plural, it forms the grammatical form of 

Present Simple he works and the possessive case of the girl's.). 

There are exceptions to the rule of formation of the plural (man - 

men). Such exceptions are also present in the Russian language 

(человек - люди). Interestingly, some nouns in the English 

language are unusual for Russian-speaking person number (words 

such as money, news, information singular, though in the Russian 

language the word деньги, новости, and сведения - plural).  

With the category of number, this category may be of countable - 

uncountable in an English noun. There is no category in the 

Russian language.  

Article 

In English, there is a special part of speech called article. It 

performs morphological function for the explanation of part of 

speech (noun specifies the name of a book, the pen, ordinal 

numbers like the first, superlative adjective the best). In Russian 

there is no such part of speech. Interestingly, 500-600 years ago, 

the article "the" was the word "se", which meant "это".  Today, 

the hue of this meaning is preserved in its meaning of certainty.  

Adjective 

The English adjective has 3 degrees of comparison as of the 

Russian, but it has no number (i.e. no grammatical expression), 

case and declension.  It has no endings; degrees of comparison are 



Assonance, No.20, January 2020 

 91

formed by suffixes big-bigger-the biggest. Interestingly, the 

exceptions to the rule of education degrees of comparison in both 

Russian and English are the same meaning of the word bad - 

worse -the worst, плохой - хуже - самый плохой). Both 

languages are characterized by the phenomenon of substance 

богатые - the rich. There are no short adjectives in English.  

Pronouns  

The categories of pronouns in English and Russian are the same, 

although some categories have differences. English possessive 

pronouns there are two my forms of "my book" - "the book is 

mine".  In the same translation “моя” form depends on the 

position of the word in the sentence, which is unusual for the 

Russian language. There is a special group of pronouns of 

quantity, the use of which depends on the category of count 

ability - unaccountability (much snow-many books). In this sense, 

in the Russian language are not pronouns, and indefinite names 

numerals (много, мало, немало). English pronoun unlike Russian 

does not change in cases, has a nominative and object case, in 

which the pronoun expresses case relations and is used with 

prepositions. Demonstrative pronouns (this-these) have a number 

category. 

Numbers 

 The numeral has more similarities in both languages, for the 

English numeral as well as for other parts of speech are 

characterized by the absence of changes in cases i.e. declension, 

number category and gender.  

Preposition   
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The analytical nature of the English language is manifested 

primarily in the absence of endings. In this regard, unlike the 

Russian language, in which the preposition expresses case 

relations, but in English the preposition conveys position. This 

part of speech is very active in English. There are about 40 most 

frequent prepositions, which are involved in the establishment of 

grammatical relations of words in phrases and sentences.  A 

characteristic feature of the English language is the presence of a 

large number of stable combinations with prepositions of other 

parts of speech, as well as a special group of phrasal verbs in 

which the preposition changes the meaning. There is no such 

group of verbs in Russian. 

Verb  

The verb category in English is characterized by an extensive 

system of tense forms of the verb. Their number (21, there is 

about seven categories in all the three forms) is much higher than 

the temporal forms of the Russian verb.  Although the tenses of 

the verb are the same (Present, Past, Future - настоящее, 

прошедшее, будущее), there are also aspects of the verb 

(Continuous, Simple, Perfect, Perfect Continuous).  Such 

grammatical categories do not exist in Russian.   In the study, it is 

found an interesting fact, that in the Russian language have a 

complete analogue of the aspect of the Perfect - the pluperfect 

(плюсквамперфект) “читал был есмь” which denotes past 

action denoted by the contemporary temporal form of the Past 

Perfect.  

The category of voice (Active-Passive) of personal verb forms in 

English has its counterpart in the category of real 



Assonance, No.20, January 2020 

 93

(действительный) and passive (страдательный) participle.  

Interestingly, in English there is an uncharacteristic group of 

Russian auxiliary verbs (вспомогательных глаголов) (do, does, 

will, did, be), whose function in the construction of verb forms is 

significant (they are built all forms of negation and interrogative 

sentences).  

There is a separate group of modal verbs (модальных глаголов) 

(can, may, must). The important thing is the division of English 

verbs into verbs of action and state, which is not present in the 

Russian language.   

There is a large group of irregular/improper verbs, which are also 

not in the Russian language. There are no reflexive verbs in 

English, the category of reflexivity is expressed by reflexive 

pronouns (I washed myself-Я умылся.) Among the non-personal 

forms of the verb, along with the infinitive and participle common 

to both languages, there is a unique form for the English language 

gerund (speaking).  In our opinion, an interesting feature of the 

English language is the temporal consistency of the subject and 

predicate. (It is impossible temporary disagreement like "I Go 

yesterday (Иду я вчера)") Therefore, a distinctive feature is the 

rule of coordination of tenses when translating direct speech into 

indirect. 

By studying complex grammatical structures with the verb in the 

Russian language we found a complete analogue of (structural 

construction) design Complex Object “He wanted me to have 

lunch”- “Он хочет, чтобы я пообедал”.  It's a compound verb 

predicate with the addition “He invited me to dinner.” (“Он 

позвал меня отобедать”)  
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Syntax 

In the syntactic structure, the main difference between English 

and Russian language is the presence of a concrete word order 

(direct word order in the narrative sentence and reverse word 

order in the interrogative) i.e. Subject + Verb + Object. In English 

sentence the subject must be present, in Russian there are named 

(назывное) and impersonal (безличное) sentences, in which it is 

not. English is characterized by a fixed word order at the level of 

phrases and sentences. In Russian, the word order is free, because 

the connection of words in a sentence is carried out by means of 

case endings.  In our opinion, there is a rule of one negation (in 

the presence of one negative word, all the others remain in the 

positive semantics of “I never went anywhere”). In the Russian 

translation we see three denials “я никогда никуда не ходил".  

Punctuation 

In the English language, there are very less the rules of 

punctuation, in compare to Russian language.  The function of the 

apostrophe is varied. It is an indicator of the possessive case (the 

boy's book), a short form of the verb (doesn’t), which is similar to 

its function in the Russian language (replacing the missing letter 

in the word “об'обявление”). 

Conclusion 

After analysing, we can conclude that there is presence of some 

similarities between both the languages; there are the few 

following distinctive features in the grammatical structure of the 

English language compared to Russian: 
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 The presence of a strictly defined word order in the sentence, 

violation of which is not allowed. 

 A strong system of video free only forms of the English verb. 

 Lack of developed case system. 

 English adjectives do not change by gender, case or number. 

 Absence of personal endings in verbs. 

 The presence of auxiliary verbs and verbs-ligaments.  

 The presence of a significant number of irregular verbs, the 

forms of which need to be remembered. 

 Presence of definite and indefinite articles. 

Languages have different roles and responsibilities for depicting 

the culture, tradition etc. of that region. We were convinced of the 

uniqueness of each language as part of the culture of the people. 

We learned a lot about our native language have the tendency in 

looking into it through the eyes of foreigners and comparing and 

memorising in our own style. 

The great German poet Johann Wolfgang Goethe said “Who does 

not know foreign languages; he does not understand anything in 

his native”. 
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Abstract: A hundred years ago, the Russian revolution changed the socio-
political & economic configurations across the world and of the most striking 
objectives of this revolution was the creation of a ‘new society’ and a ‘new 
human-being’. At the time of realization of socialism in Russia, many writers of 
the world enthusiastically welcomed the new ‘utopian’ project, whereas, some 
gave a verdict against the praxis of ‘socialism’. This article would examine two 
literary responses to the socialist revolution, which can be categorized as 
‘utopian’ and ‘anti-utopian’. The image of ‘Prem Shankar’ in the novel 
‘Premashram’ can be seen in the light of the ‘utopian’ project, whereas the 
image of ‘Sharik Sharikov’ can be seen in the light of ‘anti-utopian’. 
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The year 2017 marked the centenary of the Russian revolution. 
As we are aware, that the Russian revolution sealed the fate of 
Romanov dynasty and established the former USSR, which, 
consequently, disintegrated in 1991. The revolution was, 
undoubtedly, one of the most significant events of 20th century. It 
had profoundly impacted not only the history and socio-political 
life of Russia, but also the history and socio-political life of a 
large part of the world. In the last one hundred year Russia 
completed a journey under the leaderships of “Vladimir Lenin to 
Vladimir Putin” apart from it’s own incarnations as “USSR” and 
“Russian Federation”. A century later, President of Russian 
Federation, Vladimir Putin seemed to be in dilemma on the issue 
of celebrating “The centenary Revolution Day”. Dmitry Peskov, 
Putin’s spokesman, openly stated that “Kremlin has no plans to 
commemorate the centennial, which ushered in seven decades of 
Communist rule. “What is there to celebrate?”- he had observed” 
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(Arutunyan Anna, “Putin on centennial of Russian Revolution: 
Forget about it”). The present leadership in Russia is barely 
acknowledging the “Centenary Revolution Day”, as it believes 
that anything to do with "revolution" hits too close to home. It 
hates the concept of the popular uprising. A leading pioneer of 
Russian National Bolshevism N. V. Ustryalov once sated that 
“The revolution is merciless not only toward those who lag 
behind it but also toward those who run ahead of it.” (Stites 
Richard, p.224). 

The October revolution received greater prominence due to the 
fact that the Communist party had seized power and established 
first ever-socialist state on the map of the world. This event led to 
the development of new atmosphere in many parts of the world, 
as it shook the foundations of existing socio-political structures. 
Vladimir Ilyich Ulyanov - better known as Lenin, came out as an 
icon of the revolution. The revolution influenced the world in one 
or another manner, as it was seen not just as an event, but 
perceived as a radical transformation in the socio-political 
consciousness.  

The main aim of the revolution was to replace Russia’s feudal 
social order with a “dictatorship of the proletariat.” Dream to 
create of “new” and “just” society was based on the principals of 
“socialism”. Leaders of the new state promised to create a “new 
paradise” on the Earth, where there will be no place for 
exploitation of the poor, no private ownership of land and 
property, accompanied by complete economic and social equality. 

But, when the theory of socialism was put in practice to create an 
“ideal society”, it became “real hell” for millions of people. In the 
name of creating “paradise on the Earth”, the state itself became 
“the terrible Tsar”. People in the former USSR lost their liberty, 
freedom and individuality. They were reduced to a “cog” in the 
big state machinery. One such example is the Cheka secret police, 
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which was used by Lenin ruthlessly to crack down on the 
dissenting voices.  

In this context, the views expressed by the critic are noteworthy: 
“All historians agree that the Russian Revolution was 
undoubtedly one of the most momentous developments of modern 
times. It gave rise to an ideology that inspired both hatred and 
hope across the globe and profoundly shaped international politics 
for over seventy years. The history of the 20th century would 
have been quite different without Soviet communism as a catalyst 
for change and conflict. Whilst historians agree that the revolution 
was important, they are deeply divided in their assessment of its 
impact and outcomes. Some have argued that it was a story of 
great triumph; for others it was a terrible tragedy. There are also 
historians who see both positive and negative aspects implicit in 
an event of such complexity and significance”. (Tom Ryan, p.2) 

Even after a century, the driving forces of the October revolution 
and its legacy are still under the scanner and the whole period is a 
subject of debate. On the one hand, for many people it was a 
people’s uprising against despotic rule of the Russian czarist 
system, a fight against injustice and the gross excesses of the rich, 
but on the other hand, it was a moment when the very fabric of 
human culture tore up into shreds. It was a season of euphoric 
hope, a terrifying experiment of realization of the utopian idea. It 
tested to destruction the 19th-century fantasy of progress. It was 
the work of tens of thousands of zealous enthusiasts. The critic 
aptly remarks that the “Russian culture was a greenhouse for 
utopian thinking. If in England the fast and pioneering 
development of industry and critical philosophy produced utopian 
aspirations, in order to go even further, and show the defects of 
the existing societies in a satire, in Russia it was the desperate 
ambition of an underdeveloped society that had the dream to skip 
over the milestones of the evolutionary development and to leap 
into an imagined perfect state”. (Zsuzsa Hetényi, p.2) 
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In the history of mankind debates and discussions on the impacts 
and influences of major historical events have always 
accompanied these events. The October Revolution was no 
exception. The ideals of the October Revolution became a source 
of inspiration for many writers throughout the world, which they 
incorporated in their literary representations. One such famous 
Indian writer was Munshi Premchand. But after the October 
Revolution, when first socialist state was created, some writers 
could forecast the fate of “the new ideal state”. According to them 
the “new socialist state” was based on “utopian” ideas and its 
implementation was fraught with dangers for the future society. 
Mikhail Bulgakov was one such famous Russian writer of the first 
half of 20th century.  

Both, Mikhail Bulgakov and Munshi Premchand have been the 
most celebrated and famous writers of their respective countries. 
Both of them were creatively active and responsive to the 
happenings in the first half of 20th century. Though their 
responses to the ideas underlying the October Revolution were 
different. The characters - “Sharik Sharikov” from the short novel 
“Heart of a Dog” of Mikhail Bulgakov and “Premshankar” from 
the novel “Premashram” of Premchand present images of “new 
man” in the post-October revolution society. Bulgakov portrays 
his “new man” as a threat to society, whereas Premchand’s “new 
man” is the ideal man. 

Premchand (Dhanpat Rai) – has been one of the most celebrated 
hindi-urdu writers of the Indian subcontinent, also referred to as 
‘Upanyas Samrat’. He wrote his first novel ‘Premashram’ (The 
Abode of Love) in 1920. He started writing this novel in 1918 
(just after the ‘socialist revolution of 1917). Apart from the 
philosophies of Tolstoy and Gandhi, Premchand was deeply 
influenced by the ideas of socialism. In ‘Premashram’, 
Premchand depicts the struggle of the peasants of Awadh 
province against the tyranny of the ‘zamindars’ (landlords) and of 
the British rule in India. In the beginning of the novel the writer 
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reflects upon the exploitation and inhuman treatment of the 
peasants by ‘zamindars’ but, later on, the conflict between them 
gets amicably resolved. Through the character of Prem Shankar (a 
landlord), Premchand portrays the ‘new human-being’ in the 
society of that time. This ‘new human-being’ believes in the ideas 
of equality and a classless society. These very ideas lie at the 
basis of ‘Premashram’ that the main protagonist of the novel later 
establishes. Premchand in this novel describes the ‘transformation 
of the heart’, which forms the basis of constructing an ideal 
society.  Munshi Premchand saw the October Revolution as a 
dawn of “new era in the history of mankind”. In 1919 he wrote 
one to his friends "I am almost a believer of Bolshevism.” (The 
Russian Revolution and the Indian Patriots) 

Commenting up on the influences guiding the writer, the critic 
says, “Premchand, it seems, had been deeply influenced by the 
events in Russia where the Bolsheviks had captured power to 
ameliorate the lot of the peasants and workers. This is clear from 
his writings of the time, in particular his article entitled Daur-i- 
Qadim: Faur-i-Jadid (the old epoch and the new), published in 
Zamana of February 1919, wherein he exposes the system under 
which the honest worker becomes a slave to the capitalist who has 
harnessed the machine, whereas the poor have to fight bloody 
wars launched by the moneyed classes. This essay gives an 
impression that Premchand was an avid reader of literature 
relating to the Russian revolution.” (Madan Gopal, p.163-164).  

Premchand’s novel “Premashram” (The Abode of Love) is about 
the life of the farmers, through which he had his first close look at 
the socio-economic structure of village life apart from landlord – 
tenant relationship in India. This novel portrays the real picture of 
rural society of India in the beginning of 20th century. 
“Premashram” was first written in Urdu entitle “Gosha-e-Afiyat” 
(Peaceful Retreat) between 1918 and 1920 and Hindi version was 
published in 1922. It was the time, when the October Revolution 
had already taken place and Mahatma Gandhi had emerged on the 
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political scene in India. Apart from the peasant movements of that 
time, the Russian revolution and Gandhi deeply influenced 
Premchand’s worldview.  

The actions described in this novel unfold in Lakhanpur, 
Lucknow and Gorakhpur. The main conflict is between the 
oppressed peasant class, who was waking up to a realization of 
their rights after centuries of exploitation and the zamindars, 
whose fortune was intrinsically linked with the misfortune of the 
landless peasants.  The issues of exactions, forced labor, tortures 
and injustice perpetrated by the agents of the zamindars, 
government, officials and the police - all became the target of 
critique offered by Premchand. This story is not about the 
Shankars of Kashi (Benaras) but also about the villagers of 
Lakhanpur, a village 12 miles from Benaras. Three generations of 
the family are portrayed in the novel. 

The main argument of the story is conveyed through the lives of 
two brothers - Gyan Shankar and Prem Shankar. These brothers 
are diametrically opposed to each other. Prem Shankar, goes off 
to America, well understanding the futility of pursuing an 
academic career abroad. “Gyan Shankar, a well-educated, 
intelligent, ambitious, and ruthless young man, is bent upon 
restoring the family's earlier magnificence through his own 
advancement. It is not possible for him to get a high position in 
Government because, as he complains, the family, instead of 
using its resources to curry favor with the ruling powers, had 
squandered them on useless social ceremonies like marriages and 
funerals. He considers it below his dignity to accept a modest job. 
The only way to advancement is therefore through better 
management of the zamindari (the right to collect revenue). He 
instructs his bailiff Ghaus Khan to tighten the screw on his 
tenants, the peasants of Lakhanpur, by imposing all sorts of dues 
and increasing the rents. Ghaus Khan welcomes the opportunity 
and follows his master's instructions. This tyranny results in 
peasants’ rebellion and also murder at the hands of Balraj and his 
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father Manohar, who subsequently takes the blame to protect his 
son. A lawsuit follows. The villagers are arrested and “the lawsuit 
becomes a cause célèbre obliging all the gentry of Benares to 
choose sides.” (Govind Narain Sharma, p.2) 

The murder divided the people into clear-cut groups of the 
oppressors and the oppressed. For the authorities the murder was 
as a sign of dangerous insurrection and was to be resolutely 
crushed. For the peasants it was an expression of their rightful 
dissent against the excesses being committed against them. Gyan 
Shankar was not only exploiting the peasants but he was also 
actively involved in sinful activities. He was responsible for the 
murder of his father-in-law, Rai Kamlanand. Further, Rai 
Kamlanand’s daughter, Gayatri (a widow), also exploited by 
Gyan Shankar for his greed, finally commits suicide. But the story 
takes a sharp turn when Gyan Shankar's son Maya Shankar 
decides to transfer the zamindari of his estate to the peasants 
themselves and resolves to lead a life of hard work. This event 
leads to Gyan Shankar drowning himself in the river. Prem 
Shankar already returned from America, as an agriculture expert. 
He started helping and serving villagers of Lakhanpur. He became 
the voice of the villagers against exploitation and gradually his 
model farm becomes an ashram – the Abode of Love. People of 
Benaras including elites live here and lead an austere life with 
high thinking, as in Tolstoy's Nuwara Eliya or Gandhi's 
Sàbaramati Ashram. Everyone here resides in loving harmony 
with the ‘have-nots’ of the society. 

Premchand in his novel “Premashram” depicts Prem Shankar as 
an ideal hero of that time, who is a champion of co-operative 
farming and dedicated to putting all the socialist ideas into 
practice. Though he is from the class of landlords, but he 
dedicates his life to establish a classless society. Thus ushering an 
era social harmony among villagers. In the story Premchand 
shows the landlord and the police became united to suppress the 
awakened consciousness of the farmers. But, a new idea of 
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Premchand can be seen by the fact that the landlord community is 
presented both as “cruel” (Gyan Shankar) and “loving” (Gyan 
Shankar and Mayashankar) in the novel.  

In this context, the critic writes “In Prem Chand's Utopia, the 
House of Love, Prem Shankar, who gives the name to the rural 
commune, is the undisputed leader and governor. He earns his 
right to govern through his virtues—his selflessness and spirit of 
renunciation, his love for the poor and downtrodden, his complete 
freedom from guile, and his willingness to work with his own 
hands. This sense of the dignity of labor he has acquired during 
his stay in America. He is also a Gandhian who, like Prem 
Chand's other idealistic young heroes, abhors violence and stops 
it by his readiness to sacrifice himself. However, it is necessary to 
remember that Prem Shankar's position—as that of the 
intellectuals and professionals who form part of the utopian 
community—derives also from his social origin” (Govind Narain 
Sharma, p.5). 

Some of the utopian ideas of Premchand can be seen in the novel 
in the description of Premshankar, who influences the villagers 
positively and finally establishes the Abode of Love. 
Premshankar is depicted as true Gandhian who gives up his right 
to Zamindari. In his “Premashram” the landlords and the peasants 
live under conditions of shared prosperity and happiness. By 
sheer example, he influences not only the villagers, but slowly 
even corrupt people like the magistrate, the lawyer, the doctor and 
the social worker, who under one garb or the other were out only 
to accumulate wealth for themselves. It is the establishment of 
‘Ramrajya’ by the change of heart of people under the influence 
of Gandhi and the October Revolution.  

Although, this ‘Ramrajya’, established in the village, is an 
example of artificial idealism, as the problem of the exploitation 
of the farmers exists till date. Overall, the author has been 
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successful in presenting the inner truth of the then-rural society in 
lively manner along with its dualities and weaknesses. 

For Premchand revolution was not just a change of order of the 
society, but a true social transformation, which can bring just and 
dignified life for people, especially for poor and disadvantaged 
class. Although he was very much influenced by the October 
Revolution but “he believed in social evolution rather than 
revolution for bringing about a new order of society. His ideal 
society was one, which gave equal opportunities to all. It is a 
stage that could be reached only by evolution. No social system 
could flourish unless men were individually uplifted. Revolution 
sometimes had led people to worse forms of dictatorship, denying 
all personal liberty. Premchand was essentially a reformer and not 
a revolutionary" (Amrith Rai, p.31-32).   

On the other hand, Mikhail Bulgakov – is a famous Russian 
writer and a brilliant observer of the then society, credited with 
writing some of the best novels of the 20th century. ‘Heart of a 
Dog’- a short novel written by him in 1925 is a brilliant satire on 
the ‘utopian project’ of communism. With the help of his work 
Bulgakov highlighted the incongruities and the inadequacies of 
the communist doctrine as it was being realized in the former 
Soviet Union. In this work Bulgakov shows ‘transformation of a 
dog into a human being’, who symbolizes nothing but a 
dangerous experiment for the whole society. Through the 
character of ‘Sharik Sharikov’, the author reveals all the evils of 
‘new human being’, who was created following the ideals of 
socialism.  

The famous commentator on Russian history and literature 
remarked that the “Soviet science fiction of the 1920s continued 
the dialogue of the old regime and expressed the Utopian fantasy 
born of the Revolution itself. The old elements were on full 
display: a gloriously tinted portrait of the communist heaven, 
framed in wondrous technology, and inhabited by happy and 
virtuous people; dystopian forebodings about the likely outcome 
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of such a paradise; and Counter-Utopias of rustic joy and 
traditional structures. The new ingredient was a hideous "map of 
hell" in which Marxist anti-capitalism and the old Slavophil and 
Russian nationalist fears were condensed and synthesized into a 
picture of an evil empire of the West. The entire corpus of 
revolutionary Utopian science fiction, which disappeared with the 
emergence of Stalin, parallels on levels at once fantastic and 
concrete the debate over the Revolution and the nature of 
communism” (Richard Stites, p.167).  

Mikhail Bulgakov highlighted the incongruities and the 
inadequacies of the communist doctrine as it was being realized in 
the former Soviet Union. Bulgakov did not want to participate in 
the "new life", as it has been changed negatively after the 
revolution. The new regime, after the October revolution, 
demanded contribution and dedication of everyone towards 
making of “ideal state” without accepting refusals. Bulgakov 
writes: «Революция смешала все карты: грандиозный 
эксперимент требовал всеобщего участия и отказов не 
принимал. Тем не менее, и слова и внешний вид автора 
«Белой гвардии» и «Мастера и Маргариты» были одним 
сплошным отказом. Он словно пытался доказать, что жить в 
России после 1917-го так, как будто ничего не случилось, и 
не поступиться ни одним из принципов возможно» 
(Петровский Дмитрий). 

The “Heart of a Dog’- written in 1925 is a brilliant satire on 
“utopian projects” of communism in the beginning of 20th 
century. This work is considered as a sharp criticism of the “new 
socialist state”, which was formed after the October Revolution. 
Through this short novel the satirist had clearly depicted all the 
flaws of the new soviet society and forecasted its fate. Through 
the image of “New Soviet Man”, Bulgakov exposed the 
ideological weaknesses of Bolsheviks, which was based on 
“utopian” ideas. It seems to be a verdict against the praxis of 
socialism, which enthusiastically began to create a ‘new human-
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being’ and a ‘new society’ artificially, thereby negating the 
dynamics of nature itself.  

While writing the novella, Bulgakov was perturbed at the course 
of events. He had expressed his views - “Now, when our 
unfortunate Motherland lies at the very bottom of its pit of shame 
and affliction, driven there by the ‘Great Socialist Revolution,’ 
more and more frequently many of us are beginning to have one 
and the same thought. <…> What will become of us?” (Mikhail 
Bulgakov). 

The main plot of this novel revolves around the character of 
“Sharik Sharikov” i.e. a dog-turned into man. It is a story about a 
world-renowned physician Philip Philippovich Preobrezhensky, 
who transplants human seminal vesicles and pituitary glands into 
a stray dog to create a new human species. Although the subject 
lives, his operation is burdened with disaster as the new creature 
creates havoc on Philippovich's household and Moscow. In the 
end, Philippovich reverses the surgery and returns the creature 
back to its former state as a harmless dog. This new creature is 
Sharik Sharikov.  Bulgakov depicts him as a product of “soviet 
regime” after the October revolution. 

Bulgakov shows that man is a noble concept, and the Soviet man, 
perhaps, could not achieve that noble level. There is a saying - 
"live like a man", which basically means to live with all human 
needs fulfilled. Another saying says - "be a man"! - Which 
implies that one should conduct oneself in a respectful and 
conscious manner. Keeping these two understandings in mind, we 
can understand the real traits of the “new soviet man”. Bulgakov 
says that each of the new Soviet people wants only "to live like a 
man", but don’t want to “be a man”. The idea of creating a ‘new 
Soviet man’ was put forward to replace the old values with new 
communist values. Bulgakov could soon understand that the 
attempt to create a new man and a new society through the 
revolution would be in vain.  
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Through the image of Sharikov, Bulgakov shows the destruction 
of the common cultural values in human beings. Rudeness, bad 
manners and arrogance are the main features of this new man. 
Bulgakov says that the proletarians want to create a new society 
in which only the “Sharikovs” will live. Bulgakov, in a most 
striking manner shows the gradual evolution of Sharikov - a new 
Soviet man. This person acquires impudence and aggressiveness 
day by day. State power had given these ‘new people’ a sense of 
superiority, the legitimate right to govern the cultured and 
intelligent people of society. Such Sharikovs could prove to be a 
terrible threat to the humanity. Bulgakov was of the opinion that 
the construction of a new society, that is, the Soviet state was in 
the hands of such people who themselves are the evil product of 
an unsuccessful experiment. Bulgakov, through his work, wants 
to warn us that the attempt to create a new world is fraught with 
dangerous consequences for the entire mankind.  

The “Heart of a Dog” clearly anticipated the fate of the new 
socialist state, which was based on the “utopian” ideas. Bulgakov 
was far ahead of his time, as he could clearly foresee all the 
shortcomings and negatives of the first socialist state in the world. 
His work remained unpublished in Soviet Russia until 1987, as 
GlavLit (Soviet censor) banned it and seized the manuscript of the 
novel. His writings point at some of the fundamentally inherent, 
organic realities of the society that were being ignored while the 
utopian project was being implemented by the new socialist 
regime. Although his work could not see the light of the day for 
more than 60 long years, but his suppositions even at that nascent 
stage of the realization of the socialist project about the ‘new 
society’ (socialist) were accurate. 

One may conclude by saying that the two responses to the 
October revolution by Munshi Premchand and Mikhail Bulgakov 
can be clearly understood in the light of the literary genres of 
“utopia” and “anti-utopia” respectively. Both writers were genius 
and ahead of their time. Their great love and dedication towards 
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their respective country and people forced to engage themselves 
with such courageous writings. Premchand and Bulgakov were 
part of completely different societies and could see the realities of 
their respective countries through different prisms. But both were 
able to raise their voices against the tyranny and oppression in 
their societies. Through his literary works, Bulgakov wonderfully 
depicted the ill fate of the communist state and dangers of 
socialism, whereas, Premchand was not only inspired by the 
October Revolution but put forward the idea of social 
transformation.  

The utopian novel by Premchand is supportive of the idea of 
formation of a new society based on the some of the principles 
that inspired the October revolution in Russia. But it talks more 
about social transformation, not revolution. Whereas, the anti-
utopian novel by Bulgakov can be seen as the writer’s reflections 
on the consequences of the implementation of the socialist utopia 
in the former Soviet Union. The first work is moved by desire to 
get away from the existing exploitation, while the other is the 
response of a person who is experiencing the changed reality. 
Both the works can be seen in the light of utopian consciousness 
that strongly emerged after the October Revolution of 1917. 
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Abstract: Napoleon Bonaparte, who was a born soldier, immortalized his 
military skill. He was not only the military leader of France but also one of the 
greatest political leaders of the world. He rose in to the prominence during 
French revolution and led several successful campaigns during the 
revolutionary period. Napoleon was an ambitious person who became the first 
emperor of the France in 1804 and dominated the European and global affairs 
for more than a decade and built a large French empire. He dominated his age 
and even after his death, his name has gone down in history not only of France 
and Europe but also of whole world. Russia played a complex role in the 
Napoleonic wars. The French revolution (1789) had a great impact on whole 
world as it abolished the absolute rule of Bourbon dynasty in France. The 
spread of democratic revolutionary ideas like liberty, equality and fraternity 
had shaken the traditional system of absolute monarchy in Europe. Russia was 
ruled by Tsars in that time. Therefore, to crush the revolutionary government of 
France and to restore the old Bourbon rules again in France, Russia joined in 
coalitions formed by England against France.  When Napoleon Bonaparte 
came in to the power in 1799(later emperor in1804), he put France in to a 
strong position and became the master of whole Europe.  The strong position of 
France and establishment of French-backed Polish state, the Duchy of Warsaw 
in 1807, threatened Russia and caused tension between these two countries. 
Moreover, Napoleon was dissatisfied with the behavior of Tsar Alexander1 as 
Russia left suddenly the Continental system, which led to the French invasion 
of Russia in 1812. Though Napoleon and his army reached Moscow but they 
were compelled to retreat due to the clever war tactics of Russia. This defeat of 
France contributed a lot towards the fall of Napoleon Bonaparte. But the 
destruction which took place in Russia due to the invasion and works and ideas 
of Napoleon Bonaparte had a great impact on Russian literature and his image 
is variedly portrayed in Russian fictions by different writers. Therefore, in this 
research paper, attempt is made to find out the image of Napoleon Bonaparte 
in Russian fiction.  

Keywords: Napoleon, France, Europe, Invasion 
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INRODUCTION 

No literature exists in a vacuum. It is influence by history, and it 
is also influenced by the present. We tend to get ideas for 
literature from things that have happened. We cannot fully 
understand a piece of literature unless we understand its history 
and the history of those that wrote it. Literature also helps to 
reconstruct the history.  For example, the ancient Indian history is 
basically reconstructed depending on literature of those periods 
due to lack of sources. Similarly, many historical events and 
figures have contributed to create a good literary piece like novel 
or poem. For example, the diary of Anna Frank gives us details 
accounts of Hitler’s autocratic rule in Germany and about the 
sufferings of Jews under Hitler’s rule. So, both literature and 
history are interrelated to each other. History and literature are 
disciplines that deal with much more than numbers. They both 
have to do with emotions, different ways of thinking. Napoleon 
Bonaparte is such a historical figure who has occupied an 
honorable place in the field of world literature and fiction. His 
image has been variedly described in the different literatures of 
different country in different language. Many novels, biographies, 
poems are written on him.  Somewhere he is portrayed as great 
man of all time and as the first modern European and somewhere 
as negative character like as a despot, monster etc.  Napoleon’s 
idea of united Europe, his war campaigns and victory in sixty 
wars, establishment of law and order in France, his attitude 
towards the French revolution have made him a great historical 
figure of world whose impacts and ideas are still discussed and 
studied.  The curiosity to know about him more has led me to take 
research on him.   

OBJECTIVES AND METHODOLOGY 

The objective of this paper is to study the image of Napoleon 
Bonaparte, the son of destiny in Russian fiction.  The study is 
mainly based on Analytical method with historical of research. 
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Secondary sources are taken for this proposed research including 
journal, books, articles, etc. 

 Firstly, we can analyze the famous historical fiction “War and 
Peace” by Russian author Leo Tolstoy which is regarded as a 
central work of world literature and one of Tolstoy’s finest literary 
achievement to find out the image of Napoleon Bonaparte. The 
novel chronicles the history of French invasion of Russia and the 
impact of the Napoleonic era on Tsarist society through the story 
of five Russian aristocratic families. Portion of earlier version was 
about the year 1805 when Russia joined   in the third coalition 
against France. The entire novel was first published in 1869. 
Tolstoy for the first time has taken Napoleon Bonaparte as a one 
of the major characters of his novel. 

Napoleon as anti-Christian 

“Well, prince, so Genoa and Lucca are now just family estates of 
the Bonaparte. But I warn you, if you don’t tell me that this means 
war, if you still try to defend the infamies and horrors perpetrated 
by that antichrist- I really believe he is antichrist- I will have 
nothing more to do with you and you are no longer my friend, no 
longer my ‘faithful slave’ as you call yourself”1 

From the first part of the novel, it was the event of July 1805, and 
the speaker was the well-known Anna Pavlovna Scherer, maid of 
honor and favorite of Empress Marya Fedorovna. With these 
words she greeted Prince Vasili Kuragin, a man of high rank and 
importance. Vasili was invited in a reception party of Empress 
Marya.  Here, Anna Pavlovna has blamed Napoleon Bonaparte 
for the Occupation of Genoa and Lucca and made him responsible 
for wars in Europe and his act as against of Christianity.  Vasili 
was a commander of Tsar though he has not made comment on 
Napoleon, it seems Vasili as a supporter of Napoleon from the 
words of Anna Pavlovna. 

                                                 
1  Tolstoy Leo, War and Peace (1869), Planet PDF, Oct,2013, online available: 
http/;www.planetpdf.com,p,3 
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Napoleon as Murderer 

“Our good and wonderful sovereign has to perform the noblest 
role on earth, and he is virtuous and noble that god will not 
forsake him. He will fulfill his vocation and crush the hydra of 
revolution, which has become more terrible than ever in the 
person of this murderer and villain! We alone must avenge the 
blood of the just one….” Anna Pavlovna Scherer2 

It was in the same event in the reception party of Empress Marya 
where different guests came to join the party and most of the 
members belonged to aristocratic family of Russia and Napoleon 
was the topic for their discussion. In that time Russian Tsar joined 
in the third coalition (1805) formed by England to check the 
growing power of Napoleon in Europe. In this regard Anna 
Pavlovna says that their Tsar Alexander1 is playing noble role by 
joining the coalition against the Napoleon, the murderer and also 
hoped this will also crush the hydra of French revolution.  

“The Vicomte told his tale very neatly. It was an anecdote, then 
current, to the effect that the Duke d’Enghien had gone secretly to 
Paris to visit Mademoiselle George; that at her house he came 
upon Bonaparte, who enjoyed the famous actress’ favors, and that 
in his presence Napoleon happened to fall into one of the fainting 
fits to which he was subject, and was thus at Duke’s mercy. The 
latter spared him, and this magnanimity Bonaparte subsequently 
repaid by death.3 

Vicomte de Mortemer was French emigrant in that party who was 
a royalist and supporter of Bourbon Dynasty in France and 
opposed Napoleon. He here is explaining the event of murder of 
Duke d’Enghien by Napoleon. He says for personal enmity 
Napoleon gave death punishment to Duke d’Enghien which is 
selfish act committed by Napoleon.  No doubt   Napoleon had 

                                                 
2  Ibid, p,5 
3   Ibid, p-25 
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affairs with actress Mademoiselle George later known as 
Josephine but story explained by Tolstoy in his novel through the 
character Vicomte de Mortemer is not similar to the story 
explained in history. Duke d’Enghien was a relative of the 
Bourbon monarchs of France.  More famous for his death than for 
his life, he was executed on charges of aiding Britain and plotting 
against France. Royalty across Europe were shocked and 
dismayed at his execution.   Tsar Alexander1 of Russia was 
especially alarmed and decided to curb Napoleon’s power.4 
Therefore Tolstoy later explained this event through the Pieer, one 
of the major characters of this novel, who studied in abroad and 
was influence by the revolutionary ideas, listened to the story of 
Vicomte Mortemer on Napoleon and joined the conversation and 
replied to him - “The execution of Duke d’Enghien was a political 
necessity, and it seems to me Napoleon showed greatness of soul 
by not fearing to take on himself the whole responsibility of that 
deed.” 5 Thus, Tolstoy has tried to explain the different 
perspectives royalist and liberals in this regard. 

Napoleon as Great Man 

“Because the Bourbons fled from the revolution leaving the 
people to anarchy, and Napoleon alone understood the revolution 
and quelled it, and so for the general good, he could not stop short 
for the sake of one man’s life”6 

“The people only gave him power that he might rid them of 
Bourbons and because they saw that he was a great man. What is 
important are the rights of man, emancipation from prejudice   
and the equality of citizenship and all these ideas Napoleon has 
retained in full force”7 

                                                 
4  Esdaile Charles, Napoleon’s War: an international history, Penguin, 2009 p-
192-93 
5 Tolstoy Leo, op.cit., p-39 
6  Ibid, p-40 
7  Ibid, p-41 
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“There is a war now against Napoleon. If it were a war for 
freedom I could understand it and should be first to enter the 
army; but to help England and Austria against the greatest man in 
the world is not right.”8 

These are the arguments given by Pieer in that reception party in 
favor of Napoleon Bonaparte against the arguments of Anna 
Pavalovna and Vicomte Mortemer. According to Pieer, Napoleon 
was great man because he established law and order in France 
which the Bourbons left and gave socio-political equality to the 
citizen of France. Therefore, he was against of this Coalition 
against Napoleon as it was not the war of freedom for his country 
but against the great man of all time. 

“But no, it can’t be true that I am in Moscow’, he suddenly 
thought. ‘Yet here she is lying at my feet, with her golden domes 
and crosses scintillating and twinkling in the sunshine. But I shall 
spare her. On the ancient monuments of barbarism and despotism 
I will inscribe great words of justice and mercy…  it is just this 
Alexander will feel most painful, I know him” (it seemed to 
Napoleon that the chief import of what was taking place lay in the 
personal struggle between himself and Alexander)9   

After the battle of Bordino, Napoleon arrived at Moscow.   He felt 
it as great achievement of his military strength and said- “A town 
captured by the enemy is like a maid who has lost her honor”. But 
after witnessing the beauty of Moscow and thought not to destroy 
it. He just wanted to establish a new rule based on the 
revolutionary ideas of French revolution abolishing the barbaric 
rule of Tsars in Russia. Tolstoy again has created dual image on 
this regard saying that occupation of Moscow by Napoleon was 
because of personal struggle between himself and Tsar 
Alexander1. But Napoleon really established government based 
on revolutionary ideas like justice and equality in the places 

                                                 
8  Ibid, p-54 
9  Ibid, p-2057 
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which Napoleon added to his Empire. He liberated the people of 
Italy from Austrian barbarism is the example of it and the 
revolution of Russia in 19th century was against the barbaric 
Tsarist rule and to establish equality in Russian society. 

Prince Andrew Bolkonski, is also a central character of this novel, 
who belonged to an aristocratic family of Russia who joined in 
war against Napoleon in 1805 and was wounded in the battle of 
Autralize and also lost his own army group. For the first time he 
met there his hero Napoleon and Napoleon sent the entire 
wounded enemy’s army to the hospital along with Andrew for the 
treatment through which Tolstoy has showed the greatness of 
Napoleon. 

Napoleon as inspiration 

“This Bonaparte has turned all their heads; they all think of how 
he rose from an ensign and became Emperor”.10 

This was the sayings of Old Count, to his son Nicholas and his 
friends who were willing to join army and to go war leaving his 
family. During the conversation in this regard with them old 
Count made the reference of Napoleon. He thought his son and 
his friends are inspired by Napoleon as he rose in to power from a 
military general and later became the emperor of France. Tolstoy 
thus has portrayed him as inspiration for others who have high 
expectation in life. 

Napoleon as Monster: 

“God grant that the Corsican monster who is destroying the peace 
of Europe may be overthrown by the respected Russian Emperor 
and his army”11  

These words are said by Julie Karagina in her letter to her 
childhood friend Mary, sister of Andrew.  Julie’s both two 

                                                 
10  Ibid, p- 90 
11  Ibid, p-204 
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brothers were in army. One of them was in abroad and one was in 
the frontier as guard. They were very close to her heart. Due to 
the war she was separated from his brothers for a long time. 
Therefore, she blamed Napoleon Bonaparte for it who was 
breaking the peace of Europe launching wars and compared him 
as monster.  Through these expressions of grief by Julie, Tolstoy 
has depicted the image of Napoleon among the women of Russian 
aristocratic society and the nature of the women who always hate 
war and violence. 

Napoleon as a Destroyer: 

“When my father built Bald Hills, he thought the place was his: 
his land, his air, his peasants. But Napoleon came and swept him 
aside, unconscious of his existence, as he might brush a chip from 
his path, and his Bald Hills and whole life fell in to pieces”.12 

The speaker of these words is Andrew, who felt sad seeing his old 
house in Bald hills, where he spent his childhood, the land, the 
air, the peasants of Bald hills were their own. But he abandoned it 
all because French and Napoleon who invaded Russia in 1812.   
Napoleon destroyed their place, where lots of memory of his life 
and sacrifices of father were related.  Andrew is trying to blame 
Napoleon for it. It was the Andrew who considered Napoleon as 
his hero in the first part of this novel.    

Similarly, Pieer, who was seen arguing in favor of Napoleon 
Bonaparte and supported his revolutionary ideas and killing of 
Duke d’Enghien, now, changed his previous concepts on 
Napoleon after witnessing the destruction of Moscow. Napoleon’s 
army looted the wealth and property of the Russian citizen who 
left Moscow and set fire, they raped and punished the women, 
family members were separated from each other. Therefore, Pieer 
considered Napoleon as the reason for the misery of his own 
people and made a plot to assassinate Napoleon but it was not 

                                                 
12  Ibid, p-1813 
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successful.  Thus, Tolstoy has portrayed the image of Napoleon as 
destroyer through these two central characters who changed their 
perspectives after seeing the destruction of the war. 

Napoleon as mixture of opposites: 

“Napoleon felt in his own person the sufferings and death he had 
witnessed on the battlefield.  The heaviness of his head and chest 
reminded him of the possibility of suffering and death for himself. 
At that moment he did not desire Moscow, or victory, or glory 
(what need had he for any more glory?).  The one thing he wished 
for was rest, tranquility, and freedom. But he fell back into the 
artificial realm of imaginary greatness, and again as a horse 
walking a treadmill thinks it is doing something for itself- he 
submissively fulfilled the cruel, sad and inhuman role predestined 
for him.  

And not for that day and hour alone were the mind and 
conscience darkened of this man on whom the responsibility for 
what was happening lay more than on others who took part in it. 
Never to the end of his life could he understand goodness, beauty, 
or truth, or the significance of his actions which were too contrary 
to goodness and truth, too remote from everything human, for him 
ever to be able to grasp their meaning. He could not disavow his 
actions, be lauded as they were by half of the world, and so he 
had to repudiate truth, goodness, and all humanity”13 

The battle of Bordino witnessed lots of slaughter. A large number 
of French and Russian army died in that battle.  Seeing the 
sufferings of the shoulders and death bodies in the battlefield 
Napoleon felt bad for a while and his conscience told him to stay 
away from war and this glory. At that time, he even not desired 
Moscow. But after a moment he again fell back in to the artificial 
realm of imaginary greatness. Therefore, Tolstoy commented that 
Napoleon was blinded by this realm of glory and wars and his 
high ambition led him to do some cruel and inhuman activities 
                                                 
13   Ibid, p-1922 
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that he forgot to judge what is right and what is wrong.  Thus, 
Napoleon could not understand the goodness, the truth and the 
beauty. 

Secondly, we can analyze the philosophical novel “Crime and 
Punishment” of the Russian author Fyodor Dostoyevsky. It was 
first published in 1866.  This novel focuses on the mental anguish 
and moral dilemmas of Rodion Raskolnikov, an impoverished ex-
student in Saint Petersburg who formulates and executes a plan to 
kill an unscrupulous pawnbroker and money lender, Alyona 
Ivanovna and her half-sister, Lizaveta. Throughout the novel 
Raskolnikov, in defense of his act of murder, several times 
compares himself with Napoleon Bonaparte and shares his 
believe that murder is permissible in pursuit of a higher purpose. 

Napoleon as extra-ordinary Man 

“when I asked myself if a human creature was so much vermin, I 
comprehended that it was not so for me, but for some audacious 
individual who would not have questioned such an idea, and 
would have gone on his way without vexing himself about such a 
thing. Why, the very fact of asking myself: ‘would Napoleon have 
murdered this woman?’ was sufficient proof that I was not 
Napoleon. When I committed murder, it was not to relieve my 
mother misfortunes, nor to devotee to the wellbeing of humanity 
the power and wealth which in my opinion, such a deed ought to 
help me to acquire.  At that moment I did not in any way care to 
know if I should ever benefit any one, or if I should continue, for 
the reminder of my life, a social parasite! Neither was money the 
main factor in the deed- no another reason induced me to commit 
it”.14 

“it was like this: I asked myself one day this question- what if 
Napoleon, for instance, had happened to be in my place, and if he 

                                                 
14   Dostoyevsky Fyodor, Crime and Punishment, 1950, online available: 
http://www.dliernt.in/handle/2015/122840,p-350 
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had not had Tulon nor Egypt nor the passage of Mont Blanc to 
begin his career with, but instead of all those picturesque and 
monumental things, there had simply been some ridiculous old 
hag, a pawnbroker who had to be murdered too get money from 
her trunk (for his career, you understand). Well, would he have 
brought himself to that, if there had been no other means?  
Wouldn’t he have felt a pang at its being so far from monumental 
and…And sinful, too?”15 

“Yes, that is what it was! I wanted to become a Napoleon, that is 
why I killed her.. Do you understand now?”16 

What gets him is that Napoleon had an `inexhaustible supply of 
blood on his hands when he died. Yet he is celebrated, worshipped 
and revered. So, if Raskolnikov can kill somebody and then be 
revered (after his death), he will be a Napoleon or something like 
that…According to the Raskolnikov philosophy there are two 
types of people in this world. The first one is the ordinary people, 
who are controlled by law and orders of religion and by the state. 
They live in bindings. The duty and the vocation of these people 
is to be servile, the material out of which the world and society is 
to be formed. The second category people are not controlled by 
anyone. They are free from the bindings of moral orders of 
religion and society. They are the extra-ordinary people. The 
socio-religious rule can’t judge them for their deeds. They have 
the ability to overstep normal bounds and transgress the rights of 
those who are simply ordinary. They are the prime movers- they 
have a right to transcend normal societal strictures to accomplish 
those things they have determined are valid in their conscience. 
Napoleon Bonaparte was such kind of people. Napoleon had 
created a new world. He overturned ancient laws and created new 
ones. He had the right to uphold hiss new ideal, even if it meant 
killing innocent men defending the ancient law. The first category 

                                                 
15  Ibid, p-54 
16  Ibid, p- 113-114 
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people are preservative. The extra-ordinary people are who move 
the world and lead it to its goal. Raskolnikov maintains that both 
groups have equal rights to exist.  Without the extra ordinary 
branch of men, without their ability and moral obligation to 
overstep the bounds of the society at certain times, the history of 
the world would never be progressed to the state that we find 
ourselves. Thus, with this theory Raskolnikov has put himself in 
the category of extra-ordinary people and compared himself with 
Napoleon to defend his act of Murder of the pawnbroker in front 
of Sonia, his love and also of himself. Thus, Fyodor Dostoyevsky 
has portrayed a critical image of extra-ordinary man through the 
character Raskolnikov of his novel “Crime and Punishment”. 

Thirdly, we can analyze a poem of Alexander Pushkin titled as 
“Napoleon” which was published in 1821, the year of Napoleon’s 
death. Pushkin begins by setting the stage of Napoleon defeated 
and in exiled. In his poem “Napoleon” offers not only an image of 
the French emperor, but also a depiction of that age, filled with a 
rich diversity of events. 

Napoleon Bonaparte as hero: 

“O hero, with whose bloodied story 

Long, long the earth will still resound, 

Sleep in the shadow of your story, 

The desert ocean all round” 

“Whose shadow, whose image did appear 

On that alone seashore, gazing at the swell 

He is not alive, but not a dream as well; 

These piercing glance and hands across the breast” (second 
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stanza) 

 

“The emperor quietly awakens, 

And rises alone from the dead 

His gray colored tunic is on him 

And three-cornered hat on the head 

He crosses his arms with an effort, 

And watching as if in a dream 

He noiselessly reaches the vessel 

And pushes it into the stream” (third   stanza) 

Pushkin has regarded him as unforgettable hero of Europe who 
will stay alive everywhere in oceans, mountains etc. because all 
the natural things of Europe of are still reflecting his age, his 
courage, wins, defeats and his personality. Napoleon always 
appears radiant in the memories of the people representing the 
glorious past days. Pushkin again imagines that Napoleon is such 
kind of person that he can come out from any kind of situation 
due to his mental strength. He considers Napoleon as questing to 
escape the imprisonment of the death. Still on a voyage to 
something perhaps greater that as like wearing his three corned 
hat he would again ready for his military glory. 

“When first form of ancient serfdom languor 

The world awake to hope new-grown 

And Gaul hauled down with hands of anger 

The idol for its brittle throne 

When on milling square in gory 

Collapse the royal carcass lay 

And brought fated day of glory 
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All conquering freedom’s shining day” (fourth stanza) 

“Then in storm and strife of nations, 

An awesome let you soon divine 

And noble-minded aspirations 

You came to scorn in humankind (fifth stanza) 

French revolution of 1789, which broken the ancient feudal order 
of the French society and arbitrary political rule, but followed by 
the reign of terror and civil disturbance, but in this critical 
juncture of French when revolution misguided the people, coming 
of Napoleon Bonaparte into the power was necessary.  The son of 
revolution established law and order and good administration and 
equality and granted freedom to the citizen of France. Otherwise, 
revolution might have led France long period of civil war. 

“Hail him- He launched the Russian nation 

Upon its lofty destinies 

And argued ultimate salvation 

For men’s long-exiled liberties” (last stanza)17 

While explaining about Napoleon’s Russian invasion, Pushkin has 
praised him though he himself was a Russian poet. Russia during 
the reign of Tsar Regime was very conservative country. When 
Napoleon invaded Russia, the Russian army defeated French and 
pushed back to Paris, which led to the fall of Napoleon 
Bonaparte.  But for the first time, Russian people came in to the 
contact of European civilization and lifestyle through this event 
and later adopted it in more extend during the reign of Peter the 
great. Therefore, Pushkin pays respect to Napoleon for his 
contribution to Russia. Napoleon had changed the destiny of 
Russia. Pushkin did not consider him as an invader but as a 

                                                 
17  Pushkin Alexander, Napoleon (1821) online available: http:// 
www.mapoleonseries.org/cgi-bin/forumarchieve.2006 
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liberator and hero.  

Moreover, Pushkin describes his Napoleon’s career as a “grim, 
tumultuous span” of “lawless bent” and he is an “outlawed 
potentate”, a “vainglorious man” “a fleeing tyrant” and a 
“forsaken exile”. 

Thus, Alexander Pushkin has depicted Napoleon Bonaparte as 
hero of all time whose works will inspire the people of new 
generation every time. He was the great conqueror with liberal 
minds who has compelled the world to think him again and again 
through his deeds and ideas. 

Nikolai Gogol in his master piece “Dead souls”, which Gogol 
himself described as both novel and a poem, he addresses 
Russia’s fascination and fear of Napoleon. A mysterious character 
named Chikchikov appears, and no one is sure just who he is. One 
of the most serious possibilities is that he is Napoleon, returned 
from St. Helena determined to once again bring ruin to Russia. 

Of course, the work was written long after Napoleon’s death, but 
the readers would likely understand well the fear that Napoleon 
evoked even after his exile to the remote reaches of the south 
Atlantic.  

Napoleon had a love-hate relationship with Russia. His impact is 
not seen only in the literature of Russia but in the literature of the 
world.  Leo Tolstoy in his novel depicted Napoleon Bonaparte as 
a contradictory character. Sometimes he showed the image of 
Napoleon as a great man with his liberal ideas and at the same 
time he has depicted Napoleon as an invader who destroyed the 
Moscow. More over Tolstoy also focuses the negative attitudes of 
Russian aristocrats towards Napoleon and revolutionary ideas of 
France which were against the traditional monarchial system of 
Europe. But those who studied abroad were influenced by these 
revolutionary ideas. Pieer is example of it.  The women of 
Russian aristocrats were also dissatisfied with Napoleonic wars.  
The patriotism is also reflected by this novel. No matter when 
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questions arise for country, a real patriot is always ready to fight 
even against his hero.  Due to this sentiment of patriotism, being a 
Russian Tolstoy criticized Napoleon’s Russian invasion and has 
drawn a vivid picture of its consequences. Fyodor Dostoyevsky 
also has depicted Napoleon in two ways. First as a murderer and 
secondly as an extra-ordinary man whose killings are justified as 
he did it for the development of the society and for the future of 
the world. Alexander Pushkin, in his poem “Napoleon” has 
depicted the image of Napoleon in very much positive way. He 
depicted him as hero as liberator and as immortal soul whose 
works still exist in our society. This man of destiny has also 
changed the destiny of Russia. Thus, the image of Napoleon 
Bonaparte has been depicted both positively and negatively in 
Russian literature. But all the authors have showed him as great 
man with his ideas and as a human being he was not out of from 
mistakes.  
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Abstract: An Indian bilingual writer, Chandrika Balan who writes under the 
pen name Chandramathi, is marked for her pleasant wit and fine quality of 
observation, especially while dealing with man-woman relationships. Most of 
her stories are pronouncedly anti-realist in thrust. The Postmodern Story of 
Jyoti Viswanath (2014) (Jyoti Viswanathinte Postmodern Katha) is a 
metafictional narrative exemplifying her postmodern views. The story begins 
with the author’s words to the readers regarding the limitless freedom they can 
take in reading a story and closes with an appeal to the readers to rewrite the 
ending of the story in case they did not agree with the way it ended. This paper 
attempts to discuss the ideas of authorship and see how the theory of the ‘death 
of the author’ is contested in the story. We will see it in connection with the 
postmodern nature of the story by initially analysing the story’s plot and then 
observing how the same has worked out in incorporating the postmodern 
ideas. 

Keywords: Postmodern, Authorship, Death of the Author. 

The (Postmodern) Story of Jyoti Viswanath is a short story which 
deals with a very simple and common subject matter but stands 
out in the way in which the story is dealt. The title announces the 
uniqueness which the author tries to envision through her short 
story. The genius of the writer lies in the fact that she has 
incorporated in the story different prisms through which such a 
cliché subject can be variously reflected. Dealing with a very 
common plot, how she has managed to bring out her extended 
thoughts into this compact work is a matter worth appreciating. 

The protagonist of the story, Jyoti Viswanath is an educated, 
efficient, and well-experienced modern woman who has passed 
her MBBS quite honourably and went to abroad for her higher 
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studies. At present, she is the MD of a five-star hospital in Kerala, 
designed and built by her husband who is an engineer, an 
architect to be precise. Suggesting the ‘postmodern’ character of 
the story, Jyoti is an ambitious woman and is more into her work 
rather than her family and her husband Viswanath is pretty cool 
with that. She is usually busy with her work and used to come 
home late. One night, she found her husband closing the bedroom 
door from outside leaving her inside. She followed him to realize 
the hardest truth of her life. Her husband was heading towards the 
kitchen where their maid Santha was sleeping. He entered and 
closed the door behind him. At first, she could not understand 
what to do. To make a fuss and drag the problem to everyone’s 
attention or to be silent and unseen whatever was happening were 
the two options. Being a modern practical woman, she chose to be 
silent because she found that more convenient.  

Using this simple plot, the author makes attempts to associate her 
story with the post-modernist elements. Ascribing to the 
postmodern quality, the writer begins the story with a disclaimer 
stating that the story is purely fictitious and any resemblance to 
real life characters are coincidental. The writer also announces 
full freedom for the readers to read, not read, or leave reading in 
the mid-way, edit or even re-write the story if the readers wish to 
do so. We can observe here, she associates herself with Milan 
Kundera, Borges or Italo Calvino who guarantee the readers this 
freedom.  

Another notable feature of this story is that she puts up the story 
in a monologue form addressing the readers whatever she wants 
to communicate through her writing. She makes it informal by 
even penning down the thoughts which ran through her mind 
while writing this story. She elucidates how carefully she chose 
the name of the protagonist and her husband and justifies her 
choices to the readers. She defends her decision of not giving the 
couple parenthood. She even expresses the power of the author in 
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playing with the life of the characters which she actually enjoys. 
She also poses questions to the readers in between, “Do you 
suspect a feminist flavour in the story?” (Chandramathi 1) More 
often, she has concentrated on presenting her views. She is always 
seen giving explanations and clarifications for her choices in the 
slightest aspect of the story. 

While coming to a normal short story, one cannot expect an 
author to directly have a conversation with the readers discussing 
about the composition of the story. It is also uncommon that the 
writer poses questions in between a story. The author is equally 
focusing on moving the story forward as well as sharing the 
experiences and thoughts that ran through her mind while writing 
the same. And this becomes a striking aspect that distinguishes 
this story from others.   

She has subverted a general notion of having a modern woman 
protagonist as a feminist. Unlike that cliché, her protagonist Jyoti 
is an anti-feminist whereas her husband Viswanath is a feminist. 
The writer gives accounts of Viswanath suggesting being a true 
feminist who is influenced by Simone de Beauvoir and Betty 
Friedan. He is also seen boasting about being the influence for 
Megan Terry in writing a work and narrating that incident of 
becoming the inspiration. Viswanath is also being portrayed as an 
ideal husband who is not just a feminist for namesake instead as a 
person who holds on to his principles. 

Jyoti is seen as a wife who is least interested in carrying out her 
role as a wife. She is a very ambitious woman and craves a lot of 
things from her life. She is ignorant to her husband’s interests. 
She doesn’t even realize her husband’s love for poetry and fails to 
understand his moodswings and changes. She is contented with 
her husband because he never forbids her from chasing her 
dreams and aspirations. Moreover, he supports her in every step 
she takes. 
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It is interesting to note that the author cleverly reverses our 
outlook of both the characters towards the climax. Apparently, she 
negates the scope of associating the story to a new subject. It is 
just like any other story which has a husband character who is 
disloyal to his wife. Viswanath, who is being glorified and 
idealised and seen as a character to be sympathized with in the 
beginning suddenly turns out to be a man of disloyalty. Jyoti, who 
is presented as a new woman not much bothered about her role as 
a wife is being posed in a situation where she becomes helpless as 
a wife and a victim of her husband’s disloyalty. It also brings the 
readers to a dilemma leaving them confused with whom they 
should sympathize to. 

Though the story is explicit with post-modern elements, the point 
of discussion is the importance of authorship – how the writer 
presents the insignificance of an author through this work. 
Adhering to the post-modern character of the story and the 
question of the importance of an author, the story attempts to 
involve the readers as much as possible in the creative process. 
This involves posing questions to the readers, asking the readers’ 
opinion, arguing and reasoning with the reader and leaving open 
ends for the reader to fill up and allowing the reader to make 
decisions in the course of the narrative. The second part focuses 
on how the writer exercises these to undermine the idea of 
authorship. 

The opening paragraph of the story goes well with her objective 
to undermine the authorship and give power to the readers. She 
writes: 

The reader is given full freedom to read this story, without any 
prior sanction from the author, at one sitting or piecemeal. The 
reader can stop reading now itself and decide not to read it at 
all. If by any chance you continue to read, please feel free to 
break the reading wherever you like. (Chandramathi 1) 
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This disclaimer that the author has attached in the beginning of 
the story reveals her intentions to shape the story in a unique way 
so as to bring about her creativity in framing a postmodern story. 
It is a casual statement made by anyone who talks about reading a 
book but an author making such a comment is where the aspect of 
post- modernity figures out. It is also exposing the power of the 
reader and the powerlessness of the author, which is exactly what 
Roland Barthes acknowledges through The Death of the Author. 
Barthes sums up his analysis with the words: “the birth of the 
reader must be at the cost of the death of the author” (Barthes 
148). He expresses clearly here the dominance of readers who has 
the potential of making a book worth through multiple 
interpretations in contrast to an author. Towards the end of the 
story also, she notifies the same aspect and utters: “Those readers 
who find it difficult to think so are free to rewrite the end of the 
story in whatever way they like. (Chandramathi 5)” This 
statement has a striking say on the fact that even the author is not 
fully empowered to be branded as the creator of the story. The 
stories or any piece of literature, for that matter, takes birth in the 
mind of the author but gains a proper shape when the reader 
comprehends it and hence the role of the reader is more 
imperative as far as the story is concerned.    

Even though she focuses on acknowledging the insignificance of 
an author, she admits the power of the authors when it comes to 
the creation of a particular work of art as well. She asserts: “To 
tell you the truth, story-writing makes every author a god, for he 
or she has the right to play with the lives of the characters, even 
kill them for sport. (Chandramathi 4)” She ascribes a godly 
character to the author which establishes the idea that the author 
is free to do whatsoever he wishes to his characters. He/she can 
necessarily bring about any twist in the life of the characters 
which can change the course of the narrative. 

The writer strongly wishes her work to be identified as an 
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experiment to construct a unique variation in the short stories of 
Malayalam literature. She herself tags the story as postmodern. 
The line underlines: “As for the ‘postmodern’ tag in the title, the 
adjective has been added as a signpost to future critics who, 
otherwise, would attach it only to the writers of their choice. 
(Chandramathi 5)” It also suggests the anxieties and worries 
about her work being undermined. 

She takes utmost care in justifying the postmodern character of 
the text. A postmodern text does not claim to be ‘original’, and 
openly borrows from old literary texts and genres to contextualize 
its meaning in a new context. Therefore, there is a deliberate use 
of clichés, quotations and parody. Along with this, postmodern 
fiction invites attention to its fictional characteristics. Here, the 
author confesses to be copying the style of writers like Italo 
Calvino and Milan Kundera. By referring to different genres or 
authors, the short story does not just refer to these works and 
authors, but creatively reconstructs them to highlight the 
difference between the past forms (traditional) and the 
contemporariness of the new style and work. Therefore, the short 
story becomes an artistic reconstruction of the previous creative 
processes. 

In this work, Chandramathi has tried to efface the author by both 
implicitly and explicitly stressing the freedom of the readers. She 
actually exercises a kind of persuasive tone by frequently 
reminding the readers of their freedom. She is advocating that an 
author is not at all important, what is important is the work. The 
readers play a crucial role in defining the work. After all, it is the 
reader’s interpretation that earns voice. However, all these 
arguments do not deny the existence of author? The author is a 
connecting link between the story and the reader. The author has 
life only till the work is completed. Once the work gets 
completed, the author reduces to a mere tool which gave shape to 
the thoughts. The author is diminished to be just the creator and 
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not more than that. As Roland Barthes states: 

The removal of the Author is not merely a historical act or an 
act of writing; it utterly transforms the modern text. The 
temporality is different. The Author, when believed in, is 
always conceived of as the past of his own book: book and 
author stand automatically on a single line divided into a before 
and an after. The Author is thought to nourish the book, which 
is to say that he exists before it, thinks, suffers, lives for it, is in 
the same relation of antecedence to his work as a father to his 
child. (Lodge, 147) 

Here Barthes asserts that the author only has the role of a 
mediator who mediates between the thought and the readers. 
Once the thought is communicated, the author shrinks to a tool. 
Nevertheless, the need for the tool to construct cannot be 
undermined and hence the existence of an author is also well 
taken care of. 

However, too much of attention to an author is not recommended. 
Providing identity to the author would mean constructing limits to 
a work. It essentially vanishes the scope for independent and 
innovative interpretation of a work. To extract all possible 
readings of a particular work, it is better to delete the concept of 
an author and his point of view. Multiple analysis and variant 
reading would be possible only if the reader is objective and 
devoid of any traces of the influence of the author. This would 
mean that an author must be killed as soon as a work nears its 
fruition. 

Also, assigning the ownership of a work to the author is not right. 
The work contains his thoughts but the language he used is more 
important. Though an author has the power to utilise the language 
in whichever way possible, how the language performs becomes 
imperative. As David Lodge points out: 
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In France, Mallarme - was doubtless the first to 
see and to foresee in its full extent the necessity 
to substitute language itself for the person who 
until then had been supposed to be its owner. 
For him, for us too, it is language which 
speaks, not the author; to write is, through a 
pre-requisite impersonality, to reach that point 
where only language acts, ‘performs’, and not 
‘me’. (Lodge 147) 

Though the sway of the author remains powerful, many of the 
critics have tried to substitute the author with language. It is 
actually an attempt to loosen the argument of divinising the author. 
Mallarme, a French poet and critic, is one among those critics who 
is focussed on suppressing the author with language so as to restore 
the place of the reader.  

A piece of writing incorporates multiple ideas and aspects relating to 
all spheres of life. All these achieve perfect shape only in the minds 
of the reader, what the author intended to convey is not important, 
what the readers decipher is more important. The author constructs a 
work pertaining to his world and the reader reconstructs the same 
thing in accordance with his view of the world. Therefore, every 
reader adds a new flavour to the work and this becomes crucial 
while analysing the outreach of a particular work. An author’s true 
potential can be exploited only when readers come up with a varied 
interpretation of the work. This is therefore significant in expanding 
the scope of literature. As Lodge rightly accounts:  

Thus, is revealed the total existence of writing: 
a text is made of multiple writings, drawn from 
many cultures and entering into mutual 
relations of dialogue, parody, contestation, but 
there is one place where this multiplicity is 
focused and that place is the reader, not, as was 
hitherto said, the author. The reader is the space 
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on which all the quotations that make up a 
writing are inscribed without any of them being 
lost; a text’s unity lies not in its origin but in its 
destination. Yet this destination can no longer 
be personal: the reader is without history, 
biography, psychology; he is simply that 
someone who holds together in a single field 
all the traces by which the written text is 
constituted. Which is why it is derisory to 
condemn the new writing in the name of a 
humanism hypocritically turned champion of 
the reader’s rights. Classical criticism has never 
paid any attention to the reader; for it, the 
writer is the only person in literature. We are 
now beginning to let ourselves be fooled no 
longer by the arrogant antiphrastical 
recriminations of good society in favour of the 
very thing it sets aside, ignores, smothers, or 
destroys; we know that to give writing its 
future, it is necessary to overthrow the myth: 
the birth of the reader must be at the cost of the 
death of the Author.” (Lodge150) 

The age-old tradition showcased the author to be the most important 
element of a literary work of art. But now it is no longer the same. 
People have realized that what is important is the work and the way 
the work is deciphered by the reader. There is a popular misconception 
that giving importance to the reader would mean the death of the 
author but it is not so. Every reader gives the author a kind of re-birth 
or essentially new birth. Revival of the author takes place and not his 
replacement. This accounts to fruitful exploitation of the work. 

One can say in conclusion, The (Postmodern) Story of Jyoti Viswanath 
is clearly a new experiment in Malayalam literature bringing out the 
possibilities of incorporating new concepts. Using a simple story, she 
had tried a new aspect of postmodernity. Stressing on the freedom and 
power of the readers, the writer has amply justified the concept of the 
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death of the author. She has cleverly signalled the evacuation of the 
traditional conceptions of authorship and has attempted to prioritise 
the work.  
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Abstract: Prose literature in Malayalam developed during the 19th century AD 
with the introduction of modern printing technology under the colonial rule. 
Dr. K.M George in his History of Modern Malayalam Literature points out that 
Varthamanapusthakam (1790) written by Paremakkal Thomakatthanar is the 
first available prose travelogue written in an Indian language (George 2011: 
667). This shows the long tradition of Malayalam language in writing travel 
literature. Malayalam travelogue writers are travelled around the globe and 
penned their experience. Here is looking in to the political influence of writes 
while writes about The Russia/ USSR. 
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Travelogues and Tour Narratives in Malayalam 

The first Indian Prime Minister Jawaharlal Nehru said: “Traveling 
is the most interested activity in life, the next is reading 
travelogues” (George 2011: 665). 

Varthamanapusthakam (1790) written by Paremakkal 
Thomakatthanar is the first available prose travelogue written in 
an Indian language. This work printed in Malayalam in the year 
1936 had seventytwo chapters. Paremakkal Thomakathanar 
visited Rome with his friend Kariyattil Joseph Malpan in 
1778.They came back to India in 1786. Travel facilities were very 
difficult in eighteenth century. They faced a lot of hurdles from 
sea such as storm, rain etc...  They stayed in Lisbon, Rome, 
Vatican, Mauritius etc and met Christian rulers of Portugal, Italy 
and Rome. Thomakatthanar documented all these experience in 
the work. Later a series of travelogues were published in 
Malayalam. For example, Londonum Parisum(1877) by GP Pillai, 
Kashiyatra Charitham (1903) by Manavikrama Ettan Raja, 
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Bilathi visesham(1916) by KP Kesava Menon , Ente 
Kanyakumari Yatra (1925) by KP Damodaran  Nair, Oru 
Theerthayatra (1925) by Tharavathu Ammalu Amma, Oru 
Himalaya Yatra(1927) by K Madhavan Nair, Njangalude FMS 
Yatra (1927) by Mannathu Pathmanaban, Himagiri Viharam 
(1929)by Thapovana Swami, Australia Yatra (1930) by Bishop 
Choolapparambil,  Pashchima Europil Oru Baratheeyante 
Paryadanam (1933) by Punjaba Keshayya, Ente Bhoo 
Pradhakshina Vrthandham (1938) by MJ Nair, Aapathkaramaya 
Oru Yatra(1944) by Sardhar KM Paniker ( George 2011: 667). 

In 20th century, for the Malayalam writers, America, Soviet Union 
and other socialist countries, England, Africa and the Middle East 
were the main foreign tourist destinations. The Himalayas and 
hilly areas of India also attracted many people. How these writers 
approached Russia/USSR and their people are represented in the 
travelogues is an interesting subject of study.  

Soviet Union and Other Socialist Nations 

Soviet Union and socialist countries attracted the leftist politicians 
and writers of Kerala who felt admiration towards these countries 
and looked at them for inspiration. The Communist leader AK 
Gopalan was the foremost writer who wrote travelogues on Soviet 
Union. Soviet Unionil Ente Anubavangal (1953) and Njan Oru 
Puthiya Lokam Kandu (1954) are his works. He explained about 
the post – revolution development and proletarian rule of Soviet 
Union. He also gives details about his visits to Soviet Union in 
Ente Vidhesha Paryadanathile Chila Edukal (1959), Ente 
Vidhesha Yatrakal (1973) and Svathanthryathilekulla Vazi (1981). 
Russiayil (1956) by Aani joseph, Soviet Diary (1957) by SK 
Pottekkatt, Soviet Unionil (1959) by CH Muhammad Koya , 
Communism Kettipadukunnavarude Nattil (1960) by EMS 
Namboodiripad, Soviet Unionil Krushchacvinu Sesham (1964) by 
Pavanan, Soviet Nattil Moonnazcha by KM George (1964), Soviet 
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Unioniloode (1971) and Mukhachayakal (1971) by VR Krishna 
Iyer, Lenite Naadu (1972) by VP Kunjuraman Nair, Lenite Nattil 
(1973) by P Balagangadhara Menon, Russia Mangolia (1978) by 
VP Marikkar, Russiayile Kazchakalum Anubavangalum (1980) by 
MV Paili,  Beena Kanda Russia (1981) by KA Beena, 
Badhradhayude Samathalathil (1984) by C Radhakrishnan,  
Soviet Nattil Veendum (1989)  by KM George are the notable 
Soviet Travelogues in Malayalam (George 2011: 698).  CH 
Muhammed Koya a former Kerala minister praised the 
development of Soviet Union in his work. EMS Namboodiripad 
praised Soviet Union’s development and the socialist society of 
Soviet Union. Pavanan described the post Kruschave era of Soviet 
Union. In Soviet Nattil Moonnazcha, KM George gives details 
about literature, art, universities and libraries of Soviet Union. 
MV Paili’s work is considered as one of the best travelogues 
about Soviet Union. He was a well-known academician, but not a 
communist or anticommunist. So, he approached Soviet Union 
without any partiality. He spent three months in Russia to write 
this work. He interacted with various scholars. C Radhakrishnan 
in Soviet Nattil Veendum gives preference to his personal 
experience in Soviet Union. His poetic language is also 
highlighted in this work (George 2011: 721). 

Chinayil Oru Yatra (1952) by KM Paniker, China Munnottu 
(1953) by Joseph Mundassery, Maarunna China (1979) by VK 
Madhavan Kutty, Ente China Paryadanam (1984) by TM Jacob, 
Russia-China Sandarsanangal (1986), by EK Nayanar, Thuranna 
Manassode Chinayil (1990) by KM Roy, are some notable 
travelogues about China in Malayalam (George 2011: 718). KM 
Paniker wrote his work with adequate support of historical facts 
about China. Joseph Mundessery interacted with various social 
groups for his work. He compares the social life of India and 
China. 

Hochiminte Nattil (1975) by TJS George and Hanoi Dairy (1976) 
by KN Raj, Ho Ammavante Veetil (1991) by SR Ramachandran 
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Pillai, are the two well-known travelogues about Vietnam (George 
2011: 700). TJS George admired the long forty years of struggle 
for independence of Vietnam under the leadership of Hochimin. 
In his opinion, to write the modern history of Vietnam without 
reference to politics is not possible. 

VR Krishna Iyer’s Communist Rajyangaliloode (1966) described 
the development of Hungary, West Germany, Mongolia and 
Soviet Union of that time. He tried to illuminate the positive side 
of Socialist rule. Communisathinteyum Kurishinteyum Naattil 
Ninnu (1967) by K X Augustine approaches the socialist economy 
and development without partiality towards socialism. Details of 
Journalism, Art, Literature, and Cultural Academia, Universities 
in Poland, Czechoslovakia and Soviet Union etc are documented 
in Poorva Europil Oru Samskarika Paryadanam (1972) by OM 
Anujan. Kizakken Germanyil Chila Divasangal (1967), by HR 
Iyer described the socialist face of the old East Germany.  
Socialist Germany (1972), by P Balagangadhara Menon and 
Thiruvanathapuram Berlin Diary (1973), by Kanakalatha, Berlin 
Diary (1978), by EMS Namboodiripad are other travelogues 
about East Germany. Marxinte Nattil Chila Divasangal (1981) by 
Kumarokam Sankunni Menon is a work from German 
background. 

Generally, most of the Soviet and China travelogues eulogize the 
Soviet Union’s development and Chinese communism.  Njan 
Kanda Poland (1984) was written by Fr. Adappoor and Puthiya 
Russia (1998) written by Dr CK Chandrasekaran Nair are the two 
works without praise of the Russian and Chinese communism. Fr 
Adappoor explains the under development of Poland’s 
infrastructure. He criticizes the defects of Soviet life in this work. 
Puthiya Russia is not an open criticism against Soviet rule. He 
visited Russia after the wrecking of Soviet Union. He explains the 
post-Soviet life in Russia. How does the young Russian 
generation prepare to face a new world without the intimidation 
of the so-called iron curtain? Will the government suppress 
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hereafter the religious life existing in that country? These kinds of 
queries are the core of this work. 

Politics of writing travelogue in Malayalam literature 

Representation of other people and culture in Malayalam 
travelogue is based on the visited country’s socio – cultural life 
and socio – political views of the writer. Africa, England, America 
and Communist Nations are the mostly described regions in 
Malayalam travelogues. America exists as the symbol of 
modernity and development in the public consciousness. Their 
individual freedom, high standard of living, industrial and 
infrastructure development etc are praised in these kinds of 
works. These are very attractive to readers when compared with 
Indian social life. Almost all the works mention the free and 
independent man – woman relationship of America. An Indian 
couldn’t imagine that such a liberal and free man - woman 
relationship will take place in his country like that of America. 
These kinds of works are generally looking at the other with a 
feeling of luxury respect, desire and inferiority. But this attitude is 
not agreed by the left wing or communist writers. In their point of 
view, America is the land of monopoly capitalism and anti-
socialism. They critically approach the American life and culture. 
Apolitical young generation, high rate of drug usage, their 
anarchist life style etc are criticized in their works. How the 
Muslims and other migrants are being treated as the other is 
described in the recent works of post World Trade Centre attack. 
This work focused on how the experience from Communist or 
Socialist Nations are described in Malayalam travelogues. 

The travelogues on Soviet Union and other communist nations are 
a clear example for, the fact that the author’s political bias affects 
their point of view and writing. These places are visited by all 
kind of writers and leaders. Communist leaders like AK Gopalan 
and EMS Nampoothiripad, authors like S.K. Pottekkatt and VR 
Krishna Iyer bestow limitless praise on the socialist way of life of 
them.  Soviet Union and other Communist Regions like China, 
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East Germany and Vietnam. They were trying to place Soviet 
structure as the model state. Socialism and proletarian rule are 
explained with high respect. Same time writers like Fr. Adappoor 
and CK Chandrasekaran Nair oppose and criticizing the 
communist rule alleging that the communist nations are not 
allowing freedom of expression to their citizen and have denied 
the right to believe and practice religion. 

Conclusion 

Majority of Malayalam writers are openly saying their political 
stands through their works, if they are Left wing politics or Right-
wing politics. This is more visible in travelogues. A few writers 
only wrote without political partiality. Travel narrations about 
Soviet Union or other socialist nations are clearly describes the 
writer’s political affiliation. EMS Namboothirippad, SK 
Pottekkatt, AK Gopalan are writing their Soviet Russian 
experiences with a admiration towards the Communism. Fr 
Adappoor, Dr Chandrasekaran Nair are criticized communism on 
their travelogues.  Same time writers like KM George, MV Paili 
are example for writing travelogues with impartial political 
stands.  
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Abstract: Post War Russia has witnessed a tremendous change in literary 
expression. Since the death of Stalin, Soviet literature seeks new way of 
expression to celebrate the literary freedom after a long decade of ideological 
censorship. A trend has formed in Soviet literature during the second half of 
20th century in which writers recollect their memories and past experiences in 
the Soviet Union. Povest (short novel) has been celebrated as the most popular 
genre to explore the loss of traditions and values of past during this age of 
scientific and technological revolution. Childhood has recalled and 
reconstructed by many writers and it becomes one of the main themes of 
literary works. The present paper tries to analyse the depiction childhood in 
the stories of great Soviet writer Valentine Rasputin. Childhood is a recurring 
theme in Rasputin’s stories. His works mainly explore the world of children, 
their complex relationship with adults, their emotional alienation etc. The 
paper highlights Rasputin’s insight in rendering the psychological world of 
children. The study also discusses the neo romantic vision of children in 
Rasputin’s stories and the literary treatment of children in post war Russian 
literature  

Key Words: Post war, Childhood, Rasputin, Psychology, Emotional Aspects.    

Childhood is one of the most popular themes in Russian literature. 
When analysing the Russian literary culture, it can be understood 
that the theme of childhood has been well celebrated by writers 
since ancient period and all these representations of children 
marked the changing concept of childhood and the socio-political 
conditions of Russia. Dostoevsky is one of the literary geniuses 
who first realized the possibilities of children as a literary theme 
and succeeded in presenting live pictures of children. His child 
characters with its deep analysis of child psychology won wide 
critical attention. They are, in a sense; represent the struggled life 
of working-class children in tsarist Russia. Literary representation 
of childhood got wide popularity during post-revolutionary 
period. The publication of Leo Tolstoy’s Childhood (1852) was a 
big literary event in Russian literary history. Tolstoy’s concept of 
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childhood as a ‘lost paradise’ won wide recognition and a number 
of literary works has published imitating this text and thus a myth 
of childhood has formed in Russian literature. This novel is an 
auto-biographical narrative of Tolstoy’s childhood experiences 
and it caused the literary tradition of depicting ‘happy childhood’ 
in Russia. Andrew Watchtell calls this genre of personal account 
of childhood as ‘pseudo autobiography’ in which author and 
narrator are different persons (15). This representation gentry 
childhood was one of the boom genres of nineteenth century 
Russian literature. Sergei Aksakov's Childhood Years of Bagrov’s 
Grandson (1856), Nikolai Garin- Mikhailovsky’s Tema’s 
Childhood, M.E. Saltykov Schchedrin’s Old Times in 
Pashekhonie (1881) are the other notable autobiographical 
childhood narratives in Russian literature. Stories of Anton 
Chekhov and Fyodor Sologub are also notable for representing 
the world of childhood in nineteenth century Russian literature. 

Literary representation of childhood gets more attention during 
Soviet period.  Though Soviet literature has confined by socialist 
realistic style and ideological censorship; Soviet government 
largely encouraged literature about children as children were the 
main target group of Bolsheviks. However, Tolstoy’s ‘happy 
childhood’ models have strictly banned in 1920s and Soviet 
government proclaimed it as ideologically corrupted task. But the 
anti- childhood narration of tsarist Russia has not gone under any 
censorship. This anti- childhood models were promoted by 
Bolshevik government to argue that children had been suffering 
under tsarist Russia.  

Maxim Gorky was another writer who celebrated the theme of 
childhood in Russian literature after Tolstoy and Chekhov. He 
explored the plight of pre-revolutionary Russian children in his 
novel My Childhood (1913-1914), the first part of his 
autobiographical trilogy. The novel explores his childhood 
memories through the hero Alexy Peshkov, and it depicts the 
condition of Russian children under tsarist government. 
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According to Andrew Wachtel, Gorky’s My Childhood was the 
first Russian literary work that “overthrows the gentry's 
conception of childhood” (131). This anti- childhood model 
encourages writers to break the traditional representation 
childhood. It was during Stalin period literature about children 
largely used for propagating Soviet ideology. Therefore, such 
works often failed to represents the real problems of children 
instead they portrayed socialist children. P. Romanov’s Childhood 
(1920), A. Belyi’s Kotik Letaev, and I.A. Bunin’s The Life of 
Arsenev (1927-30) are other notable works which presents the 
reminiscence of childhood during Soviet period.  

During post war period, Russia has witnessed a tremendous 
change in literary expression. Since the death of Stalin, Russian 
literature has almost free from strict censorship. It seeks new way 
of expression to celebrate the literary freedom after a long decade 
of ideological censorship. Though socialist realism remained as 
official literary style, writers experimented with new forms and 
styles apart from it. Povest (short novel) is the most celebrated 
genre during thaw. Human feelings were highlighted in literature 
instead of state propaganda. A trend has formed in Soviet 
literature during the second half of twentieth century in which 
writers recollect their memories and past experiences in the 
Soviet Union. It was a thematic departure from socialist realism. 
A number of works have been published in Soviet Union which 
re-examines Soviet Past and laments on the vanishing of Soviet 
villages and the quick urbanization caused by the 
industrialization. Writers who experimented with Soviet village 
life in their writing have formed a group of writers. Village prose 
(Derevenshchiki) is a kind of literature having rural themes, 
settings and characters.  Writers of this group tried to explore their 
Soviet village life and share their anxious of rapid 
industrialization. Village prose exposes Peasant’s life and 
hardship, their belief, customs and rituals, their dreams and 
thoughts. Childhood was recalled and reconstructed in many 
literary works, and it became one of the most debatable themes of 
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the era. Writers used children as an effective medium to share 
their inner thoughts and memories. 

Children are generally believed to be an embodiment of truth. The 
child, in the role of both the narrator and protagonist, gives much 
fidelity to the literary expression. Hence writers employ 
children’s perspective to writes on unconventional topics and it 
also helps to escape from direct censorship. Literature about 
young children has developed as a main trend in post war Russia, 
especially between 1960-1980.The genre ‘povest’ were well 
celebrated as an effective medium to write about children. The 
present paper tries to analyse treatment of childhood in Valentine 
Rasputin (1937-2015)’s stories. He is one of the masters of 
‘povest’ in post war Russia. As a major exponent of village prose, 
his works depict the flesh and blood of rural Soviets’ life. His 
writing vividly explores the inner world of characters and their 
emotions. His stories are commendable for its keen insights of 
human psychology. Rasputin’s works depict the war affected lives 
of Soviet people and their attempt to reconstruct their life. 
Childhood is a recurring theme in Rasputin’s stories. His stories 
explore the world of children, their complex relationship with 
adults and their emotional alienation, etc. The stories here I 
discuss are What Shall I tell the Craw, Rudolf’io’, French Lessons 
and Mum’s Gone Away Somewhere.              

The story What Shall I Tell the Crow is first published in a journal 
‘Sibir’ in 1981. It explores the deep emotional bond between a 
father and his daughter. The story revolves around two days in 
narrator’s life who lives in the countryside. The narrator has a 
five-year-old daughter who lives with her mother in a town. He 
decided to meet his daughter when he visits town as a part of 
business trip. He has planned to meet her after completing his 
business affairs and return in the evening. But it took a long time 
for him to complete his works. He got only a few minutes to 
speak with his daughter and he was eager to return. Usually they 
spent time by walking along on the street and telling stories. The 
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narrator always tells his daughter that the crow lives nearby his 
house flies to town regularly to bring news her. The girl sends 
good wishes to the crow when they departure. This emotionally 
blends them together.  

The girl hurts badly when narrator ready to leave her soon. She 
expresses her distress and sorrows by avoiding his conversation. 
The story explains how children longs for love and care and how 
the neglecting attitudes of parents broken their heart. Rasputin 
very beautifully portrays the emotional trauma of both the child 
and the narrator. The narrator’s guilty feeling hunts him in his 
journey back. Rasputin cunningly connects the interference of 
nature when depicting the emotional conflicts of the narrator and 
the child.  

When he asked her permission to leave, she lets him go and then 
he asked her usual question “what shall I tell the crow?” She 
intentionally answered him” nothing”. This answer was really 
unexpected. The narrator was anxious however decided to leave 
town as he planned earlier. During his journey he has to face 
many troubles. In the morning he wakes up by hearing the voice 
of the real crow which made him miss his daughter. He tried to 
contact her. After many attempts he got her mummy in telephone 
and come to know that the girl is ill with fever.  

The story What Shall I Tell the Craw illustrates the father- 
daughter relationship and its complexities. It is a psychological 
study of a girl child who innocently loves his father and wishes 
for his company. When the girl has lost her trust on her father she 
cunningly breaks up their relationship by ignoring him 
completely. The innocent girl has turned to a mature adult when 
responding against treachery. In the case of young girl, she rarely 
gets chances to be with her father and it was her most awaited 
moment he has destroyed with his busy schedule. She understood 
that how much her love is irrelevant before his business and 
hesitate to continue such relationship. The girl is heartbroken after 
her father’s return and becomes ill. The story shows how children 
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are true in their relationship and how they get shattered by adult’s 
insincerity. Rasputin’s observation of the girl’s minute emotional 
changes shows his brilliance on child psychology. The story is 
also notable for depicting adult’s psychology. A major part of the 
story explains the guilty feelings and anxiety of the narrator. The 
irresponsibility of adult in their relationship with children and 
children’s reaction are forms the core of the story.  

The story Rudolf’io’ depicts children’s conflict in defining a 
relationship. Rasputin shares an adolescent child’s dilemma in an 
adults’ centred world. The story explains how children interpret 
their relationship with people and the problems evokes with this 
relationship making. It is a story of fifteen-year-old girl Io and her 
relationship with Rudolf, a young married man of twenty-eight. 
She began to address him Rudolf’io’ by combining her name with 
him and insisted him to address her back by the same name. Io is 
very special in her nature. She blindly loves Rudolph and became 
very selfish in her relationship. 

When she comes to know that this young man has not taken this 
relationship seriously, her mind has broken and at the moment 
itself she decided to break it. She leaves home for a day and 
comes back as a different person, completely free from his 
memories. She is not ready to talk with Rudolf when he comes to 
meet her. She said” You’re no Rudolphio, you’re just an ordinary 
Rudolph. Understand? Just an ordinary Rudolph and nothing 
more” (Rasputin, 185). Rasputin brilliantly explores mental 
turmoil of an adolescent girl. Through this character Rasputin 
explains how a child has entered into adults’ world and how 
adult’s interference destroys childhood innocence. David 
Gillespie called this relationship between Rudolph and Io as 
“clash of youthful idealism and adult pragmatism (126). Children 
are very sensitive in their relationship and they often substitute 
their beloved people in search of their missed one in their life. 
The story explores the emotional intensity of childhood affection. 
In this story also, Rasputin blends nature very beautifully to 
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explore the emotional trauma of the girl. The harmony between 
nature and human emotions are the distinct feature of Rasputin’s 
stories.  

The story Mummy Has Gone Away Somewhere (Mum’s Gone Out 
somewhere, 1965) narrates the sorrows and loneliness of a small 
boy when he finds his mummy has gone out somewhere, and 
missing. The frightened child realized that he is alone in the 
house. His mummy’s decision to leave him there made him sad. 
In the story Rasputin concentrates on the different mental states of 
the child and the way he tried to cope with the situation. The child 
cried a lot and tried to console himself by engaged in different 
activities to prove that her missing is not a matter for him; and he 
also wants to show her that he is a good boy. He played with his 
toy, his favourite rabbit, and then asked it where his mummy has 
gone. He repeated the questions but did not get any answer and 
that makes him angry. The story is noteworthy in exploring the 
feelings of insecurity the boy has gone through hours. A child’s 
loneliness, pain of deception, feelings of insecurity and need for 
love and affection are very beautifully portrayed through the 
sudden emotions of the child.  Simply, the story is about a child’s 
fear of being left alone.  

In the story French Lessons Rasputin explains the relationship 
between a teacher and her pupil. The narrator shares his own 
childhood experience with his French language teacher. The boy 
has to leave his native place for higher studies and the bad 
financial condition often left his days in poverty. He joined in 
children’s gang for gambling to earn money and used this money 
for his food. Once his teacher noticed this and she warns him 
strictly but when she learns the boy’s condition she decided to 
help him. She used to play with the boy for money and 
deliberately failed in games to help the boy. Once their 
headmaster witnessed this play he dismisses her. She has been 
continuing to help the child by sending him food. The story is 
autobiographical in nature depicting the poverty ridden childhood 
of Rasputin.  It brilliantly narrates the struggles of a fatherless 
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child in post-war Russia and his attempt to overcome all the 
troubles and his teachers attempt to help the brilliant student.                          

Rasputin’s Rudolfio brilliantly depicts children’s affection and 
their conflict-ridden relationship with adults. Children show much 
affection to some people other than their parents or family 
members like teachers or maid servants etc. They often tried to 
substitute their love to the people they missed in their life through 
these relationships. Children replace their parents’ or siblings’ 
missing through such relationships. They are very selfish in such 
relationship and it became complex when they persisted to get 
their love back. They wished to get Father’s love from a teacher 
or lover’s affection from a friend etc. It often resulted in the 
breaking up of their relationship and subsequently children fall in 
deep desperation and mental trauma. Children lost trust such 
relationship and began to respond negatively. Rasputin very 
beautifully narrates this conflict-ridden relationship through Io’s 
affection with Rudolph. Fatherless Io substitutes Rudolph’s love 
to the affection she has missed in her entire life and misinterprets 
Rudolph as her lover and obstinate to get back the same affection 
from him. But when she realized the fact she breaks up the 
relationship and struggles to console herself. The complexity and 
crash in the world of adult and children are common in Rasputin’s 
stories.  

Children are very sensitive and genuine in their relationship and 
shattered by the fact that they were engaged in wrong 
relationship. In the stories like Rudolphio, What Shall I Tell the 
Craw and Mummy has Gone away somewhere Rasputin presents 
children who have lost faith in their relationship with adults. The 
early emotional experience of a child is beautifully presented in 
Rudolphio. The meeting of imagination with reality and its 
painful revelation is presented through the emotional state of Io. 
The child in these stories startled at the realization of the adult’s 
world and its vices and virtues. The treachery in the world of 
adults destroys children’s hopes and dreams. Adult’s often fails to 
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comprehend children’s feelings and Rasputin criticizes this adult’s 
nature through Io’s words: “You adults only pay attention to other 
adults; you’re all terrible egoists. I’m right, don’t you agree?” 
(169). The story French Lessons beautifully delineates heart 
touching relationship between a teacher and her pupil. It explores 
war affected childhood of Russian children and their struggles to 
live.  

Rasputin delineates the difficult mind of children in his short 
stories. Their stress, sensitive nature, conflicts and loneliness are 
deftly pinned up in his stories. His insight to probe the tender 
psyche is really commendable. Rasputin employs the first-person 
point of view to narrate his stories and children appeared in his 
stories both as narrator and character. The merging of narrator 
into the child characters is one of the prime features of his stories.  
In most of his stories Rasputin depict childhood as it emerged 
from memories. Rasputin’s children are distressed by the clash 
between the world of fantasy and reality, the world of children 
and adults. Child characters are very common in Rasputin’s 
works. Stories like Dimka and Me, Live and Love, Fairwell to 
Maryora, The Final Hours, Money for Maria, Live and 
Remember (1976) are other notable works depicting children and 
their life. He vividly portrays difficult childhood mind. His stories 
are developed through childhood memories and past experiences, 
which was one of the prominent features of post war period.   

The general reading of Rasputin’s child characters explores the 
neo romantic vision of childhood. It treats children as an 
embodiment of truth and innocence. But his stories explore 
children on the brink of losing childhood innocence with adults’ 
interference. The contrast between the world of adults and 
children and those of fantasy and reality are very beautifully 
portrayed in Rasputin’s stories. His child characters are seeking 
their identity in adult centred world.  Rasputin’s stories also 
depict the consequences of war on children and families. His 
stories present children who have lost their fathers in the war 
front and their struggles for livelihood. His stories reflect the post 
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war Russian families and their effort to reconstruct their life after 
war.   

Rasputin’s short stories are actually a move from socialist realism 
and it exposes all the characteristics of village prose. He has 
broken the conventional socialist style by portraying inner 
conflict of children. His stories assert that childhood was not a 
happy period for all children in Soviet Russia. They have to face 
many hardships in their life. His works reflect the fundamental 
changes in the overall ideological based literature on children in 
the Soviet Union in 1960s. Rasputin’s minute description of the 
thoughts and feelings of children reveals his mastery over child 
psychology.  
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Abstract: Russian literature also has an impressive history of science fiction. 
Science fiction works produced in Russia, especially during the Soviet era, is 
highly political and ideological. The proliferation of science magazines, rich 
tradition of folktales and translations of Western scientific novels influenced 
the growth of science fiction in Russia. The harsh censorship followed by the 
Revolution prompted the authors to adopt dystopian works to bypass the 
authoritarian. The present work is a survey of Russian science fiction works 
and an attempt to portray the factors that make it unique.  

Keywords: Soviet science fiction, nauchnaia fantastika,  

Russian literature used the term nauchnaia fantastika to denote 
science fiction, fantasy, horror works. This umbrella term has 
taken the place of what other westerner’s called speculative 
fiction (Forrester, 2016, p.205). Both science fiction and fantasy 
had been prominent genres in the 19th century Russia, but during 
the 20th century both these genres parted from one another to have 
their own independent identity. There was evidential influence for 
both these genres. While fantasy had its root in the traditional 
Russian mythology and folktales, science fiction was influenced 
by the translations of the western authors. H. G. Wells, Jules 
Verne, Edgar Rice Burroughs, Arthur Conan Doyle, E.T.A 
Hoffmann etc. were widely read in Russia (Schwartz, 2013, 
p.223). 

The development of nauchnaia fantastika is similar to the 
development of science fiction in the west. Popular adventure 
novels and utopias became a strong step for it to proliferate. The 
translations of the adventure novels fascinated the readers as well 
as the writers. The first work which holds the status of first proto 
science fiction is A Philosopher Nobleman (1769) by Fedor 
Dmitriev - Mamonov. Vasily Levshin's Newest Voyage (1784) 
portrayed lunar flight. Alexander Sumarokov, "A Dream of Happy 
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Society" (1759) and Semyon Bobrov’s Ancient Night of the 
Universe (1807) became the initial works of nauchnaia 
fantastika. 

Vladimir Odoevsky was deeply influenced by E.T.A. Hoffmann. 
He wrote fantasy tales for children and adult. Alexander 
Veltman’s The forebears of Kalimeros: Alexander, son of Philip of 
Macedon (1836) used time travel to call on Aristotle and 
Alexander the Great. The short stories of Edgar Allan Poe were 
published in Vremya, a magazine by Dostoevsky. Dostoevsky 
himself wrote the forward for these stories.  

Nikolai Chernyshevsky's novel What Is To Be Done (1863) 
portrays a perfect utopian world set in the future. The work 
became model for the socialist utopias published in Russia. The 
influential image of glass, which became a part of the Russian 
science fiction, had its origin in What Is To Be Done. Transparent 
glass stands for the future society, which is free, open and 
luminous (Gerould, 1983, p.342). In Zamyatin’s We this symbol 
is effectively used, where all the buildings are made of glasses. 
Space travel was still the major area of science fiction during the 
last decades of 19 the century.  Anany Lyakide’s In the Ocean of 
Stars (1892), Konstantin Tsiolkovsky’s Voyage to Mars (1901) 
explored the outer space.  His trilogy On the Moon (1893), 
Dreams of the Earth and the Sky (1897) and Outside the Earth 
(1916) was an extensive display of the technological aspects of 
space travel. The hypothetical progress and their impact were 
regularly mentioned by authors. Many of them were scientists by 
profession. Vladimir Chikolev, who was an electric engineer, 
wrote Wonders of Electricity (1884) Alexander Rodnykh’s 
Automatic Underground Railway (1902) dealt with the growing 
technology.  

The role of science magazines in the development of science 
fiction in Russia is inevitable. In 1889, a new illustrated scientific 
magazine called Nature and People began publishing. Five years 
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later another magazine Around the World started publication. 
These magazines helped the people to become familiar with the 
scientific and technological progress taking place around the 
world. They insisted on Russia’s role in the technological world 
of the twentieth century. 

Peter the Great wanted to make Russia a Western Style state. The 
location of Russia between Asia and Europe created an existential 
anxiety. Ronald Grigor Suny used the term ‘dual peripherality’ to 
denote this condition of belonging neither to Asia nor to Europe. 
For him Russia remained a blank space in between the East and 
the West (Banerjee. 2012, p.21). Science magazine and science 
fiction proclaimed this status as Russia’s privileged position as an 
outsider. These works enable the common readers to think of their 
nation as a ‘third realm’ beyond the concepts of the East or the 
west. Science fiction became a tool to generate this outlook of a 
third way of experiencing (Banerjee. 2012, p.22).   

Soviet era was the golden age of Russian science fiction. Vast 
industrialization, scientific and technological revolution and 
unprecedented social changes after the Russian revolution give 
birth to soviet science fiction. The writers like Evgeny Zamyatin, 
Mikhail Bulgakov, Vladimir Mayakovski, Andrei Platonov, 
Valery Briusov, Aleksei Tolstoy and Ilya Erenburg became the 
flag bearers of soviet science fiction. Most of these works 
reflected the soviet ideology of that time.  

The rich tradition of pre- revolutionary Russian mainstream 
literature (including the folktales) and the model of the European 
science fiction became the two significant impact on soviet 
science fiction. Jules Verne's and H .G. Wells’ imaginative world 
and the innovations portrayed in their works were extensively 
used along with other western adventure and mystery novel by the 
early soviet authors. Rafail Nudelman in his essay “Soviet 
Science Fiction and the Ideology of Soviet Society” (1989) 
describes the peculiarities of early Soviet science fiction: 
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The fantastic worlds of early Soviet science fiction were the 
worlds of planetary revolutions. Their time and space 
corresponded to the objects of modeling. In contrast to Western 
science fiction of that period-which, as a rule, took the reader into 
exotic geographic terrain-early Soviet science fiction placed its 
worlds in the real political and social space of contemporaneity, 
but expanded to the limits of the universe. The plot of early Soviet 
science fiction also experienced a global expansion, bringing into 
their orbit enormous collectives of people and, some-times, even 
all of humanity (Nudelman, 1989, p.40). 

Nudelman then describes the general outline of the Soviet science 
fiction, 

The heroes of this science fiction are masses and collectives, and 
the events of the story are episodes in their collective fate. 
Individual qualities of protagonists are of secondary importance; 
the main role is attributed to their class status ("engineer,"" Red 
Army soldier,"" worker"), exemplifying their social relations with 
the world. It is the protagonist's class which determines his 
individual destiny, which, in turn, becomes the symbol of the fate 
of the whole social group….. The protagonists not only submit to 
these forces but act on their behalf. Therefore, the relationship of 
the protagonists within the plot becomes but a reflection of 
historical processes unfolding in time and space. Often 
antagonistic forces shed their individualized shells and appear by 
themselves, impersonally. These forces are almost always "from 
below," "of the soil," "earth,"" barbarism, or "Asia"- forces 
opposed to "civilization" or "Europe, "which is in retreat and 
fore-doomed. Consequently, catastrophe almost always becomes 
the victory of the collective over the personal, of the masses over 
the individual (Nudelman, 1989, p.41). 

Early Russian science fiction’s portrayal of national Bolshevism 
was dissolute with the emanation of the Soviet anti-utopias by 
Zamyatin’s and Bulgakov. They repudiated the then social life 
and tried portray its degenerations. But soviet censorship made it 
impossible to publish as it is. The only solution was to picture the 
anti-utopias as fascist, capitalist and dictatorial technocratic. The 
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soviet writers, with those dystopias turned the entire plot against 
the soviet society. Jacques Lahana says that Soviet writers of 
science fiction adopt a paradoxical double vision.  

On the one hand, they seem to endorse official Soviet "optimistic" 
ideology in a communist utopia set in a vague and distant future; 
on the other hand, under the guise of anti-utopias set elsewhere, 
they give, through Aesopian indirection and allusion, a 
devastating picture of a corrupt, crushing bureaucracy and police 
state that exist here and now (Gerould, 1983, p.342).  

The earliest period of Soviet science fiction was utilising the 
conventional adventure and space travel tales. The emergence of 
new technologies gives them new realms of predictions. But their 
writings still had the tone of working-class agenda and criticism 
against capitalist society. Late 19th and early 20th century 
literature replaced the Mars with the Moon. The ‘Red Planet’ 
became a motif (Wachtel and Vinitsky, 2009, p.461). Alexey N. 
Tolstoy’s Aelita (1923) could be taken as one of the most 
significant work of this type. Los, an engineer belongs to the 
Russian intelligentsia visits Mars and falls in love with Aelita, the 
princess of Mars. His novel The Tsars of the World (1910) 
portrayed a mad Russian scientist, who by the inventions in the 
field of electricity tries to rule the world and eventually fails. 
Alexey Tolstoy’s Engineer Garin's Hyperboloid (1925) portrays 
another scientist from intelligentsia, who invents a hyperboloid to 
accumulate wealth.  

Yevgeny Zamyatin and Mikhail Bulgakov were the two 
influential science fiction authors during the soviet period. 
Zamyatin’s We has become the ur-text of dystopian novels. Set in 
future the plot We revolves around a mathematical perfect society, 
governed by a totalitarian regime. The work invited ire of the 
government and he had to flee Russia. Zamyatin could no longer 
publish his works in Soviet Union after the publication of this 
work (Diamond, 2005, p. 461). Heart of a Dog (1925), Fatal 
Eggs (1925) and Ivan Vasilyvich (1936) were the promonent 
science fictions of Mikhail Bulgakov. These two writers were not 
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just predictin the future technological advancements, but their 
major concern was social satire. 

The period from 1930 to 1950 was a stagnant period for soviet 
science fiction. The harsh censorship made it impossible for the 
writers to go for dystopian settings and they were strictly ordered 
to follow the official socialist realistic way in writing. Instead of 
setting the plot in the distant future the authors began writing 
about a close future. Their subjects were limited like scientific 
innovations, interplanetary travel etc. This kind of science fiction 
is known as ‘close aim’. A new government under Nikita 
Khrushchev give certain freedom to the writers. Ivan Yefremov's 
Andromeda (1957) was published due to this liberty. The novel’s 
plot takes again into the distant future. Strugatsky brothers 
(Arkady and Boris Strugatsky) wrote many science fiction works 
like Hard to be a God (1964) and Prisoners of Power (1969) and 
Roadside Picnic (1971). But Strugatsky brothers’ criticism of the 
communist government prompted the authority to rethink the 
freedom given to art and literature. A strict ban on any attempts to 
criticise the current reality was taken. This attempt to make 
science fiction a tool in the hands of the political regime, clipped 
the wings of the genre (Gerould, 1983, p.342).  

1980s and 90s were influenced by the western fantasy novels 
especially that of George R. R. Martin and J.R.R. Tolkien. With 
the publication of works such as Alexy pekhov’s Mockingbird 
(2009), Gray Green’s Cetopolis (2012) etc. the subgenre steam 
punk began to appear. Cotemporary Russian Writer Vladimir 
Sorokin is famous for his Science fiction works. His The Ice 
Trilogy: Bro (2004), Ice (2002) and 23,000 (2005) are science 
fictions. It talks about a future Russia, where a product from a 
meteor helps the human heart to speak. Sorokin’s Day of the 
Oprichnik (2006) deals with a dystopian Russia of 2028. His Blue 
Lard (1999) explores Science fictio and fantasy. The narrative is 
set in two different time frames, the last periods of Stalin’s rule 
and a future 21st century (Shneidman, 2004, p.104).  



Assonance, No.20, January 2020 

 159

Dmitry Glukhovsky’s post- apocalyptic Science fiction works 
novel Metro 2033 (2005) and Metro 2034 (2009) set in a metro 
where the survivors of a nuclear holocaust hide. Another 
influential contemporary Russian science fiction writer is Victor 
Palevin his Helmet of Horror (2006) takes the reader to the 
cyberspace, where eight persons imprisoned to different rooms 
with only a screen and a keypad to their company. Palevin’s 
S.N.U.F.F (2011) is a post- apocalyptic novel, where 300 million 
poor people struggle to survive in Ukraine while 30 million live 
in an artificially flying city parked above Ukraine. Among recent 
literature published in Russia, Science fiction has been able to 
raise fundamental questions and construct philosophical systems 
and Science fiction still remains the most favourite area of 
Russian literature. 
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Abstract: Gender and byt were inherited problems in late soviet Culture. Byt 
was a major tool for depicting the everyday life of Russians therefore such 
literature had to go through hard censorship or rejection from the publisher 
during the soviet period.  From early 1960 to the mid 1980s female authors 
employed images of everyday life to raise women's issues in mainstream soviet 
prose. Barankaya (1907-2004) and I Grekova (1908-2002) used post staninist 
focus on documentation to depict a gendered quotidian existence illustrating 
the problems of female soviet citizens. Petrushevskaya, Tolostaya and 
Ulitskaya also used byt in their writings to address the issues of women in the 
daily life. The paper analyses the using of byt as tool for depicting the female 
experiences in the writings of these authors. 

Key Words: Byt, Everyday, Female experiences, byt literature 

 

The Russian word byt means something extremely basic, but 
cannot be translated by a single word, or even a single phrase, in 
other languages. It derives from the word “biitch’ meaning 
‘being’. Everyday life, daily life, quotidian existence, material 
culture, private life, domestic life: all of these various shades of 
meaning are present in the term. Sometimes, but by no means 
always, byt is defined by being opposed to bytie, spiritual 
existence: in this context, the translation of byt would come close 
to ‘earthly existence’ as well as to ‘material life’.  

It is common for analysts to move from linguistic specificity to 
psychological distinctiveness and to argue that the fact that byt 
cannot be translated means that Russians have a different attitude 
to daily life from Western Europeans. In a recent article, for 
instance, the literary critic Igor Shaitanov observed, ‘The Russian 
word byt has a right to gain entry to dictionaries in foreign 
languages alongside “samovar”, “intelligentsia”, “borzoi”, and 
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“sputnik”. The point is that other nations do not have byt. 
Nowhere else, it would seem, is there such a tense relationship 
with the everyday, balanced on an unstable border between hatred 
and an intense desire to possess and dominate. Byt was a major 
tool for depicting the everyday life of Russians therefore such 
literature had to go through hard censorship or rejection from the 
publisher during the soviet period. I Grekova and Ludmila 
Petrushevskaya were the victims of such exercises. 

The liberal journal ‘Novi mir’ published even Alexander 
Solzhenistine, the first major expose of the gulag, his 
contemporary female writer, I. Grekova didn't get published 
because of her work focused on the daily lives of soviet women. 
A decade after Ludmila Petrushevskaya also had the same 
experience from the editor of the same journal. The reason behind 
such a decision by the editor lies in Russian culture's enduring 
uneasiness for concerning the everyday and female experiences. 
While Solzhenistine, with the approval of Krushchev revealed the 
horrific conditions of the vast prison camp system, Grekova and 
Petrushevskaya had produced assessments of soviet reality by 
depicting the everyday life of women.  

Gender and byt were inherited problems in late soviet Culture. 
Functioning as two halfs of an equation, they suggested that 
women are inclined towards domesticity, child care-constituting 
the major portion of the quotidian while the masculine actions are 
always claiming to permanent change through philosophical 
generalisation. From early 1960 to the mid 1980s female authors 
employed images of everyday life to raise women's issues in 
mainstream soviet prose. Barankaya (1907-2004) and I Grekova 
(1908-2002) used post Stalinist focus on documentation to depict 
a gendered quotidian existence illustrating the problems of female 
soviet citizens. Their protagonists are most probably the USSR 
scientists and engineers, who were usually single mothers or 
widows. Both Baranskaya and Grekova were widows when their 
relatively late literary careers began. This similarity between 
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creator and Character parallels the strong relationship women 
prosetried to create between the quotidian and its fictional 
counterpart during the thaw and stagnation. After1945, there were 
20 million more women than men in the Soviet Union. Divorces 
increased especially because of the alcoholism of husbands, 
extramarital affairs of the women increased these backdrops 
provided Baranskaya and Grekova the characters of single 
mothers and widows. The happy couple is a rare find in their 
fiction. The decrease in familial stability along with overcrowded 
living conditions, helps explain the USSR’s high number of 
terminated pregnancies where abortion was the primary method 
of contraception for soviet women. Decline in Russian birth rate 
emerged as a theme Baranskaya’s “A week like any other”. 
Alcoholism is another theme depicted by these authors and the 
double burden of women- maintaining the household and working 
at factories and all also problematised in their works. The story ‘A 
week like Any Other’ moving from the loathed Monday to 
Sunday’s reprieve, the narrative even uses the protagonist’s 
flashback to her idyllic honeymoon to underscore the quotidian’s 
crushing force. Baranskaya’s another work Farewell Party (1968) 
shows how society discards older women no longer useful in 
terms of labour. 

After 1985 during perestroika days the authors introduced 
previously private taboo, or politically suspect topics in to the 
public arena for discussion. These things while shocking to the 
readers continued the documentation by foregrounding an appeal 
to the truth, contemporaniety and the importance of the every day. 
However, many of the female author of openly and systematically 
critique gender difference, claiming that the state neglected or 
even actively victimized women many writers like 
Petrushevskaya Tolostaya, Nina Gorlanovva addressed this 
problem by emphasizing collective crisis over personal tragedy. 
The appearance of women’s anthologies in both Moscow and the 
provinces created a prominent cultural space within which authors 
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and critics could discuss women’s prose. Petrushevskaya along 
with Tolostaya is the author most often identified with women’s 
prose during Perestroika. She first attracted attention as a 
dramatist but many difficulties. she had to face to get established 
in a playwright because of her “inappropriate” (Sutcliffe.723) 
material and finally in 1977. She was admitted to the writers 
union as a playwright. Her high dignity was largely due to her 
shocking themes and narration and bleak vision of private 
existence in public life. As Helena Gosciolo observes the physical 
and morally repulsive becomes common in the authors work: 
“suicide, alcoholism, prostitution, one-night stands, fictitious 
marriages, unwanted pregnancies and abortions, neglected 
childrens, crushing poverty, theft, physical and psychological 
violence constitute the norm” Petrushevskaya’s prose exemplifies 
perestroika’s negation of idealism and obsession with exposure. 
The author focuses the hesitating trinity female physical quotidian 
in her works. Petrushevskaya mixes actions associated with the 
upper and lower bodily strata. Her narratives famously brutal 
frankness led critics to place her with the sexually explicit /violent 
material prevalent in the late 1980s and 1990 s. 

Petrushevskaya’s world view fundamentally differs from that of 
Tolostia, the others female author shaping perestroika literature. 
She used the opportunities of byt in her prose to portray the 
workers of existence what her fascinating or terrifying with her 
rich and tortured language. For Tolostaya the reader is a creature 
of textual response rather than visceral reaction. Many of the 
women characters of Tolostaya emerges through the careworn 
clichés late soviet byt: a woman writes to personal happiness; the 
implication than men are disappointing and a catalog of romantic 
adventures plagiarizing Russian folklore. Her heroines are similar 
in to each other. 

Ludmila Ulitskaya (16943-) was a biologist by profession worked 
in a genetic lab.  She caught for reading and retyping underground 
literature and got fired from the job and began to devote more 
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time to writing. (1171). In 1990s Ulitskaya began to gain 
international fame for her prose, which fused everyday life with 
human values and eventually wishing the Russian’s most 
prestigious literary prize. Both Ulitskaya and Svetlana Vasilinko 
were received in great part due to their use of temporality of the 
trans historical time rather than chronotope of crisis dominating 
the works of earlier women writers. They depicted individual 
emotions and experience rather than gendered expectations like 
male and female interactions including homosexuality. Ulitskaya 
normalized homosexuality instead of linking it to a tragic 
outcome. Physical and emotionl passions were inseparable for 
Ulitskaya. Unlike in previous decades, however, critics used 
gender as an artistic and ideological criterion, with but no longer 
serving as a coded reference to women’s experiences and creative 
abilities. Instead critical supporters and opponents saw this 
writing as a distinct literacy trend arising from the author’s 
identities as women. 

Perestroika authors exploited the era’s new openers. Scrutinized 
areas of private life previously off limits. It was the target of the 
intelligentsia during the late 1980s which the predecessors had 
supported despite occasional hesitation. After 1985 national crisis 
and increased freedom caused the private bitterness of stagnation 
overflow into the open. Reevaluating past and present, Perestroika 
fundamentally changed the content and style of public discourse. 
The legacy of the socialist realist esthetic put forward a world 
view focusing on life hopeful essence instead of problematic 
phenomena. Thus, the discussion of but from the 1960 till 80 had 
subordinated the everyday to typicality. But Gorbachev era 
destroyed this scenario and the public discussion of the quotidian 
became a harbinger of destruction. Perestroika arrested an 
aesthetic of negation, which anticipated reality as rapidly 
worsening. The positive Soviet world view no longer proved 
applicable and was cast out by its antithesis, which female writers 
helped to create. During perestroika “women’s prose” had 
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become a visible and voluble presence in Russian literature 
accompanying hesitant academic discussion of feminism against a 
backdrop of conservative gender roles. Female authors used the 
era’s tendency toward negation and exposure to discuss taboo 
topics of private life reinterprets the intelligentia and critiquing 
the state with brutal frankness.  

Whereas before 1985 authors and critics employed byt as a coded 
reference to women’s issues, during the last years of the Soviet 
Union supporters and opponents explicitly invoked gender as a 
criterion for artistic merit. After 1992 prose and literature as a 
whole changed dramatically as the economic and cultural shifts of 
perestroika gave way to the rapid disintegration of the USSR.  
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Abstract: The Nose and The World Renowned Nose are two famous satirical 
short stories written by Gogol and Basheer. Gogol lived in the 19th century 
Russia whereas Basheer lived in the 20th century India. In their works they 
could gain very striking impression in the minds of world readers. The aims of 
both writers were to laugh at social injustice and anarchy. We can find certain 
similarities in The Nose and The World Renowned Nose. These stories 
depicting the growth and the loss of their nose. The authors have tried to 
disclose the contemporary issues of society. This paper deals with the 
comparative study of Gogol’s The Nose and Basheer's The World Renowned 
Nose on the basis of exploitation, role of Medias, poverty, satire, identity and 
realism. 
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Gogol and Basheer were the well-known satirical writers in world 
literature. Gogol lived in the 19th century Russia whereas Basheer 
in 20th century in India. The Nose and The World Renowned Nose 
are two satirical short stories written by Gogol and Basheer. The 
Nose written by Gogol after the first revolutionary uprising in 
Russia. This story about a bumptious civil servant Kovalev Who 
belongs to an upper-class family and unexpected missing of his 
nose. But Basheer picturised the political exploitation of the 
ruling system which prevailed in 1954s and deals with the 
incident of a cook, whose nose has started growing or enlarging at 
the age of 24. These two stories portraying the growth and the 
loss of their nose. Gogol wrote his story after the Russian 
revolution. Here Basheer also wrote his story after India got 
independence. Both the authors depict the aftermath of struggles 
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and revolutions which took place in their own countries. ‘Nose’ is 
an object of the main character in both stories. The growth of 
distortion and the shape of the nose change the identity of a man. 
In Gogol’s work ‘the nose’ exposed the total outlook of a society 
to a man who lost his nose.  From this Gogol proves the fact that 
the nose is the only organ which differentiates person to person. 
But when it is lost it is grudging the identity of the person. When 
a person loses his identity, he could not survive in society. As a 
consequence, he loses his occupation, title and everything. He 
became lonely before the society and the isolated person has to 
withstand before the society by overcoming all the difficulties and 
troubles. The aims of both writers were to laugh at social injustice 
and anarchy. In every society common people always struggle to 
live better.  But beaurocratic environment and the self-centred 
society approach them inhumanly. Both these works portray the 
adversities of common life of two different regions. Gogol 
critically wrote against the political corruption and bureaucracy. 
Basheer had gifted talent to present the bitterness and cruelty in 
the life of the poor and down trodden with a touch of humour. He 
did not differentiate between literary language and the language 
spoken by the common people and did not care about the 
grammatical correctness of his writings. We can find certain 
similarities in both short stories. The authors tried to disclose the 
contemporary issues of society.  

Comparison of The Nose & The World Renowned Nose 

We can find out lots of similarities in Basheer and Gogol’s 
writings with respect of theme, title, socio-political background, 
the practice of exploitation by society and media, problem of 
poverty and identity, depiction of realities, sense of humour and 
satirical expressions. When we compare the two stories we can 
understand that the aim of both the authors is to criticise the 
society. Nose, the title indicates the main subject, which is 
responsible for all problems centered on the main characters of 
both these stories. More than depicting about the growth and loss 



Assonance, No.20, January 2020 
 

 168

of a nose.  

It was almost 100 years after the publication of Gogol’s The Nose, 
Basheer wrote his The World Renowned Nose. These two writers 
were used the exploitation as a major tool to expose the social 
evils. While we compare these stories, we could understand that 
more than saying about the growth and missing of a nose. Here in 
Gogol’s story, society in a very morning on unexpected event 
happened the protagonist Kovalev that his nose disappeared, he 
wants to get it back and for that he is seeking many ways, but 
other members of the society are exploiting all his effort to get 
back the disappeared nose. In Basheer’s story the theme is about 
an unexpected growth of the nose of a cook. The government, 
media, political parties etc. are trying to exploit from this event.   
For example, in The Nose, when Kovalev got disappeared nose he 
approaches the Doctor to re-install it on its early position. But the 
Doctor says that, “I advise you to preserve the nose in a jar of 
spirit, or better still to add two table spoon of pepper, vodka and 
warm vinegar and then you will be able to get a reasonable price 
for it. I will even take it myself, if you price isn’t too steep” 
(pp.177). Here we notice one thing that these defective words are 
coming not from a common man but from a doctor. Gogol tried to 
expose the exploitation of the upper class. In this Gogol reveals 
the social degradation that prevailed in Russia during the war 
time. When the nose is lost, from this moment Kovalev as a 
person and as an official became nothing. In this story we see the 
ill treatment from top to bottom throughout and every aspect. This 
discloses the fact that doctors are also very greedy. In Basheer’s 
story poets and media make money writing poems and make films 
by appraising the cook’s growing nose. Here also takes place a 
different face of exploitation.  

Another salient feature is the role of media in the society. 
Through their works both the writers expose a naked truth 
existing in the society. The existence of media rested upon how 
much importance they are giving the growth and loss of their 
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nose. Whether it is good or bad the media always seek new stories 
and it has no responsibility to bear the aftermath of the stories. 
The aim is to making profit without having any problem to its 
goodwill. In these two works we can get a real picture of the 
media playing particularly unexpected and popular events. Here 
the growth is welcomed and the loss is rejected is the final result. 
This two is social tendency the prevailed everywhere. Gogol and 
Basheer manifested that this social tendency is a reality. Here one 
thing is revealed that both these writers had tried to expose the 
realities. The other important common factor in these stories are 
create the intervention of the society that is, the curiosity of 
society towards the growth and loss of the nose. In The World 
Renowned Nose, society is curiously watching the cook’s growing 
nose. The curiosity is seen Gogol’s work too. But hardly gets any 
solution from the society to solve the curse. There are only 
interested in propagating new news. Whether it is good news or 
bad news Basheer and Gogol harshly criticized this rude element 
of the society through these stories. 

Whether it is in India or in Russia the effect of poverty will be 
similar. Basheer and Gogol are well experienced in depicting the 
problems and miseries of human beings. They had rich experience 
of travelling to many countries. From these knowledges and 
experience they got the inspiration to expose such problems of the 
society. The Police constable in Gogol’s story is good example. 
He could not look after his family with his very small income. 
The miserable family conditions insist upon him to receive 
bribery. For that the constable comes to Kovalev’s house along 
with Kovalev’s lost nose, and discloses the miseries of his house. 
Through this Gogol depict the miseries of Russian officials and 
such circumstances or situations like poverty really makes them 
to receive bribery instead of keeping the existing law and rules. In 
Basheer’s work too, we can see such poor people. The cook was 
dismissed from his job because of his nose started growing. Due 
to the rush created by the viewers from various places, the cook’s 
mother sent him to in a room and closing the door. He was in utter 
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starvation in all these days, nobody came to help him. In this 
condition his mother received cash by letting others to see her 
son. In a sense this too is a type of bribery. Here also the poverty 
insisted her, to exploit her son and make money. In both these 
works poverty compelled both the protagonists to receive money. 

Like all other parts, nose is one of the identifying parts of human 
body. The unexpected growth or loss differentiates him from 
others. Then he became marginalized and all other members of 
the society look him in different way. Without nose the identity is 
questioned. Here Basheer’s story the protagonist’s nose start 
growing and forced to be alone in the society and his personality 
too changed. Due to the suspension from the job, he was forced to 
spend all his time in his room. The same misery is depicted in 
Gogol’s The Nose. One day unexpectedly the protagonist’s nose 
has disappeared and caused severe changes on his face and 
becomes alone in the society and he lost his position in the 
society.  

The main aim of their work is to laugh social anarchies and 
injustice and urge the readers to think about their life. Both the 
writers were used ordinary style and used the spoken language in 
their own country. They often projected the social and political 
situations and the burning social problems that prevailed during 
own periods. Their writings most often contained their own 
experience in the real life.  
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Abstract: An empirical reading into human existence reveals evident biological 
polarities, but these variations are often used as means to justify the 
consequent ideologies and conventions regulating the gendered performances. 
Gender roles often center on the conceptions of femininity and masculinity. 
Empirical investigations suggest that gender roles are mere social constructs 
that vary significantly across time, context, and culture. Russian culture has 
always emphasized on a self-identity that was primarily masculine in nature. 
Russia perceived itself as the ‘country of men’. Even the architecture of the 
country replicates this ideology of masculine predominance in their cultural 
representations. Since archaic times the idea of archetypes have made its 
strong base within the psychological working of human civilization. These 
archetypes later pave way for more complex predicaments regarding the 
accepted norms and regulations for each separate individual. The novel 
masculine representations in Literature and other disciplines, effectively 
establish the fact that the accepted characteristic traits are merely results of 
performative effects and societal norms, thereby questioning the defining 
boundaries of the so called gender ‘identity’. This paper aims to highlight the 
masculine identity and prevalent male representation that draw attention to the 
need of a restructuring of dominant gender design. 
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A pragmatic understanding of gender realities reveals the 
inevitable acknowledgement of biological variations among 
human beings ,but these variations often work as means to justify 
the ensuing gender ideologies that surface within the gender 
regulations found in human society. An ‘ideal man’, according to 
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philosophers and scientists is the constellation of both masculine 
and feminine traits, where each of these traits is produced through 
gender performances. They are of the opinion that man is actually 
androgynous in nature. Russian philosopher Nicholas Berdyaev 
writes:  

Man is not only sexual but a bisexual being, combining 
the masculine and feminine principles in himself in 
different proportions and often in fierce conflict. A man in 
whom the feminine principle was completely absent 
would be an abstract being completely severed from 
cosmic element. A woman in whom the masculine 
principle was absent would not be a personality…only the 
union of these two principles that constitutes a complete 
human being. The union is realized in every man and 
every woman within their bisexual, androgynous nature, 
and it also takes place through the intercommunion 
between the two natures, the masculine and the feminine 
(61).  

The writers who began to explore the aesthetic side of 
their creative productions, sought to introduce various character 
types to defy the set norms and patterns prevalent in their times. 
These unconventional characters markedly emerged from the pool 
of constructed imageries that existed within the creative artist. 
According to theorists like Sigmund Freud and C. G.Jung, 
emergence of such behavioral patterns is solely based on the 
coping mechanism these individuals employ to survive the harsh 
world. These characters were the results of the collective 
unconscious and biased stereotypical concepts prevalent within 
the human race. This actuality is often kept concealed and thus 
receives little or no reception in human conscience and their 
theories of rights and wrongs. Man’s blind deference to the 
fallible list of commandments, creates gender binaries.  

The idea of masculinity entered the arena of academics as 
a result of various feminist campaigns that arose in the Western 
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world, which mainly demanded justice for women as well as the 
homosexuals. During the 60s and 70s, Masculinity studies 
received a boost when it was placed within the negotiations of 
feminism and gay liberation movements. These movements 
generally aimed to provide a platform for the women and 
homosexuals whose voices were otherwise ignored in the rituals 
and paraphernalia of civil rights movement. Though the 
dominating discussions were about the demands of women and 
homosexuals, the unvoiced opinions of the heterosexual male 
community were also slowly slithering into the mainstream arena. 
These opinions powerfully questioned the longstanding 
hegemony that otherwise regulated the heterosexual male figures. 
The gender movements that arose in the 60s and 70s began to 
question the existing concepts of masculinity and masculine 
identity represented in various disciplines that were propagated 
often through various cultural platforms and related discourses, 
such as cinema, literature, media, architecture, history, medicine, 
philosophy, politics etc. These discourses were identified as the 
mainstream arenas that had the power to convey and confirm 
various ideologies related to gender.  

The universally accepted patriarchal concepts and ideas 
were subjected to scrutiny. These movements urged women to 
think and create new perspectives to view themselves. Thus these 
movements not only attempted to restructure the ways women 
perceived themselves, but also certain ideas related to gender 
division per se. Feminism and feminist movements authorized 
several social and political changes in the society, thereby lending 
voice to women. Women were able to question several patriarchal 
concepts. These questions ultimately aimed to restructure the 
paradigms set by hegemonic enterprises. In addition to these 
novel concepts related to gender, there was also persistent 
questioning of heterosexual normativity. Men and women equally 
fought for their right to choose their sexual orientation. The 
ability to fearlessly make individual sexual preferences was one 
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of the main after results of these campaigns. Thus all kinds of 
normative models structured by patriarchy and hegemony were 
slowly being remade. The gay movement along with feminist 
notions thus paved way for the appearance and the expansion of 
analyses related to hegemonic and heterosexual masculinity. 

Oftentimes gender scrutiny and related studies get limited 
to the irregularities and atrocities faced by women community 
alone. The idea of ‘Hegemonic masculinity’ (Connell 71) was 
developed only a few years back, but has considerably 
contributed to the growing theories of men’s studies and related 
gender notions. Certain categories of male sect are overlooked 
and ignored in the concepts and theories pertaining to 
conventional feminism and gender studies. Hegemonic 
masculinity was a concept first introduced by R. W. Connell in his 
findings based on gender order theory. Hegemonic masculinity 
originally gains its roots from Antonio Gramsci and his findings 
on cultural hegemony. Cultural hegemony analyses the 
hierarchies and order existent within the society that renders a 
particular group of individuals a certain kind of power and 
authority. Every society is evidently encapsulated within this 
complex structure of ideologies that act as governing 
predicaments for each and every individual. Society is never 
devoid of these widespread regulatory bodies. Each and every 
society differs in many ways and aren’t devoid of variations. 
These variations are governed by the extensive disparities found 
in respective geographical and cultural backgrounds. 

In spite of social upraises, questioning of masculinity was 
also persistently seen within the field of academia. Since the late 
60s and early 70s, Gender studies within the formal academia 
insisted the persistent revision of gender concepts, especially 
those prevalent in the United States. Academic discussions 
regarding gender and women’s studies deal with the issues of 
inequality and performance based identities assigned to men and 
women, that is, the cultural constructions of masculinity and 
femininity. Men’s studies adopt various concepts from feminist 



Assonance, No.20, January 2020 
 

 176

theory so as to analyze and explore the concept of masculinity 
within existent gender concepts. 

The creation of “male” identity and the subsequent studies 
of masculinity can be analyzed only through a detailed 
interdisciplinary study .These concepts are inspired and 
influenced by several theoretical findings from different kinds of 
academic disciplines like psychology, history, anthropology and 
biology. Each discipline provide alternative views regarding the 
creation of male identity and masculinity, but neither of these 
aspects can fully elucidate how masculinities function in our 
societies. 

According to Frantz Fanon’s theory the oppressed have a 
privileged viewpoint over the mechanisms of oppression. Thus 
women, who are believed to be largely subjugated by patriarchy, 
are finding new means to define an ideal kind of masculinity or 
manhood. They are involved within the process of rewriting the 
idea of masculinity through their works and theoretical findings, 
paving way for more progressed and innovative perspectives 
regarding gender. Apart from questioning traditional patriarchal 
values, in their texts, women writers frequently "dream" about 
new, alternative models of manhood. Firstly they aim to 
deconstruct the hegemonic ideologies related to masculinity and 
secondly they are involved in the process of creating a more 
egalitarian, elevating and plural ways of being a man in women’s 
fiction. 

Masculinities have been a topic of discussion within the 
realms of social sciences. Sociology has invariably studied the 
varieties of masculine identities within the youth sub cultures. 
However recent studies within sociology have considerably 
softened its approach towards masculinity. It has rendered a sense 
of homogeneity and unchangeability to the masculine aspects 
identified important in the society. Other than sociology, 
masculinity is an area, now explored by variety of disciplines like 
cultural studies, psychology, criminology, film studies, feminist 
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and literary studies, using the theories incorporated from Marxist, 
Structuralist, psychoanalytic and gender theories. The lack of 
‘universality’ in the ideologies related to masculinity contradicts 
the assumption that masculinity is ‘natural’ and ‘fixed’. There 
ought to be focus on how masculinity is created, accomplished 
and accepted in different ways at different socio-cultural context. 
Masculinity’s myriad nature proves it is not fixated to biology, but 
dependent on the sociological and cultural implications regulated 
by the society. 

Russian culture has always emphasized on a self-identity 
that was primarily masculine in nature. Russia has always 
perceived itself as the ‘country of men’. Even the architecture of 
the country replicates this ideology of masculine predominance in 
their cultural identity. The soviet masculinity myth is 
predominantly evident in the major character tropes found in the 
various arenas of Russian cultural representation. Russia has 
presented itself veiled in the image of a dominant military power 
structure exemplifying the clichéd masculine identity. The 
progressively effeme nature of other societies is largely 
contradicted in their actions and has the tendency to display a 
dominant nature of traditional toxic masculinity. However artists 
and writers have begun to question the simpler terms with which 
the dominant masculine identity is defined. 

Russia believes on the traditional theories where 
masculinity is nothing more than a dominating entity defying all 
forms of progressive gender principles, going against these 
conventional identity structures would be a form of cultural 
rebellion. As opposed to the rising nature of conservatism, novel 
and progressive ideologies of the society are now trying to 
establish an identity based on fluid masculine ideals, more like 
the masculinities found in the eastern countries. Though still at 
the premature stages of questioning gender norms, the dominant 
position of the male figure is now obtrusively questioned. 

Following the disintegration of Soviet Union, major 
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changes happened in the representation of gender in popular 
culture. There was a flooding of western ideologies and images 
which drastically affected the ruling gender ideologies of the 
Russian society, that predominantly displayed an affliction 
towards the newer models of practically everything, including 
fashion, literature, popular culture and lifestyle. There was a 
creation of ‘post-soviet boy’, where masculine adulthood theories 
were superseded by the progressive youth culture. However post-
soviet boy imagery was also accompanied by the questions of 
objectification. Objectification of men was a major question of 
the late 20th century. On the whole, the Russian ideologies in 
affinity to masculinity helplessly stand between the progressive 
and obstinate traditionalist theories, which is driven by the social 
and political factors. 

Man is generally seen as the embodiment of courage and 
chivalry. They are expected to play rough on every aspect of their 
lives. Oftentimes gender theories and associated theoretical 
discussions limit themselves to the analysis and critical readings 
of demands or ideologies that enmesh the lives of women alone. 
Little do these discussions consider the levels of subjugation 
faced by male characters, especially by those who decide to step 
beyond the stereotypical boundaries prescribed to their gender. 
Men, rendered with the characteristic attribute of effeminacy are 
often at the receiving end of stereotypical oppressive subjugation. 
They often face oppression at several levels. They are often 
ignored in conversations pertaining to gender favoritism or related 
issues. Philosophers argue that humans are actually a constellation 
of both masculine and feminine traits. Male effeminacy is an 
example of an archetypal male figure that moves beyond the 
stereotypes generally imposed on the men. These characters are 
seen as harmful and out of the box, the ‘box’ being the 
stereotypical precinct prescribed to an individual, one that 
specifies the characteristic features of an ideal male figure. Once 
they decide to step beyond these boundaries, they are branded 
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illicit. Male effeminacy gets often confused with homosexuality. 
Effeminacy is rather a situation where the male character breaks 
free from the stereotypical clutches and decides to be open in 
expressing their emotions, which includes sadness, fear and 
vulnerability, often emotions expected to be possessed by women 
alone. Men are anticipated to be only masculine and virile in 
nature, which this feature of effeminacy rewrites. Effeminacy is 
also when these male characters render special importance to 
personal grooming and looks. Thus such representations in 
mainstream disciplines suggest that the rewriting of paradigms 
associated to gender is actually possible and not far from being 
possible. 

The fundamentals of society are governed by certain 
hegemonic enterprises that employ a direct control over the social 
functioning of human civilization. Every single mortal being is 
expected to delve with the boundaries set by certain patriarchal 
paradigms. These patriarchal paradigms often act in accordance 
with the age old stereotypes infused at the very core of society. 
Little do the individuals realize the extent to which their cognitive 
processes get regulated, which ultimately results in disparities. 
Disparities lead to binaries and binaries later pave way for 
inequity and bigotry. The mankind at its very core is governed by 
binaries .These binaries would seem innocuous at first, but they 
possess the ability to circumscribe an entire society thereby 
wielding its control and influence over every single individual 
member in this society. 
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Abstract: The norms and ideals concerning the female body size are clearly 
connected to the gender-bound expectations concerning socially acceptable 
femininity. At the same time, they reflect the roles, positions and subjectivity 
that have been allotted or made available to women in society. Concomitant 
with such assumptions, the very size of the female body, more a natural aspect 
than a matter of individual choice, also has been construed to be viewed in 
terms of social acceptability/unacceptability. As born out of this tendency, a 
fat-sized female body is generally looked down upon, almost as a taboo. The 
construction of the fetish that fat female bodies are socially unacceptable can 
be seen as a de facto technique for an indictment on the female person, through 
which a particular type of preferentiality as a matter of authority is being 
practiced. That is to say, that there is a clear instance of social control and 
regulation from a supremacist vantage point, as a case of biopolitics and 
biopower, not only fat women, but women in general, for the same docile 
person may in course of time put on weight due to some biological change. 
According to Foucault  the  goal is to create docile bodies and, the normative 
techniques concerning the female body have aimed at producing, not only 
normatively accepted “femininity”, but also women’s social role and position 
in society as submissive, passive and controlled. The female body, thus, turns 
out to be a cultural construct as Sarah Dessen’s novel Keeping the Moon 
(1999) illustrates. The novel deals with self-esteem issues that children under 
go when they are overweight or different from the other kids in their school. It 
also deals with the issue of bullying taking place among children, the torment 
of which leads to the break-down of their self-esteem. The overweight female 
protagonist strives to develop her identity within the bounds of her wish to fit 
into the mould of a normative body. Rather than working to affirm her current 
identity as could be pronounced in terms of her naturally enjoined biological 
conditions, she is under constraints to satisfy the expectations pressed upon her 
to shrink herself both physically and emotionally. The novel is a brilliant 
expression of the cumbersome impact of such a diet-culture on the female folk. 
The aim of the paper is to analyze with reference to the above novel, the 
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strange trajectories undergone by the fat women in a condition of socio-
cultural construction of body and the person, from the perspective of the recent 
theorizations in Fat Studies, as they intersect with conceptualizations related to 
biopolitics and biopower. 
 
Key words: Body, Femininity, Biopolitics, Biopower, Cultural Construction, 
Social Control, 
Identity, Gender, Diet-Culture, Fat Studies. 

 
          The question of social acceptance of non-normative body 
sizes has become a gendered subject. The boundaries of 
acceptable body sizes have been narrower for women than for 
men and these boundaries continue to be points of keen 
observation in society. It is not a coincidence that women, in 
particular, diet for social reasons. It can be claimed that the body 
is currently both a norm and the ideal for women. Women learn 
and are, in many ways, taught from early on that one’s body size 
is an important part of being the right kind of woman. 
Conventional notions of feminity, beauty and heterosexual 
desirability are generally linked to a small feminine body size. 
Accordingly, social gains for thinness and sanctions for fatness 
seem to be particularly significant for women. Due to the close 
connection between the presentations of the right kind of 
feminity, social acceptability/status and body size, women are 
particularly susceptible to dieting, for cosmetic or aesthetic 
reasons, which they are also encouraged to do. In case of some 
females, the great emphasis put on body size and weight as a 
marker of social acceptability has played a role in the 
development of an eating disorder or willingness to use dangerous 
dieting methods. As a result countless women have been 
subjected to body dissatisfaction and relentless self monitoring of 
the body, body size and weight. 
      The norms and ideals concerning the female body size are 
clearly connected to gender bound expectations concerning 
socially acceptable feminity. At the same time, they reflect the 
roles, positions and subjectivity that have been allotted or are 
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available to women in society. The construction of fat female 
bodies as socially unacceptable can be seen as a de facto 
technique for controlling and regulating not only fat women, but 
women in general. One effect of these techniques is the 
delineation of boundaries of women’s subjectivity and position in 
society. Through the body that is perceived as always in danger of 
becoming unacceptable, also those women who are able to 
currently fulfill the norm are taught to fear of the fat body. 
Foucault’s thought concerning so called docile bodies, the 
normative techniques concerning the female body, has aimed at 
producing not only normatively accepted femininity, but also 
women’s social role and position in society as submissive, passive 
and controlled. Normative demands and expectations concerning 
the looks, size and shape of the female body have never been only 
about the appearance or social acceptability. Control and 
regulation of the body is also connected to the regulation of 
women’s agency and social freedom. Interestingly the techniques, 
by which the female body is being tamed, might seem and feel 
empowering and actually give an experience of power and 
control. This explains at least in part, why women are so eager to 
become willing participants in practices that attempt to control 
them and their bodies. This sense of control and even pleasure 
gained by becoming a “self disciplined” subject might go some 
way to explain the popularity of dieting. If a novel may feature a 
fat female protagonist, then their entire identity develops 
surrounding their wish to fit in to the mold of a normative body. 
Rather than working to affirm their current identity, they work to 
achieve the expectations pressed on them to shrink themselves 
both physically and emotionally.  
          This expression of diet culture can be seen in Sarah 
Dessen’s novel Keeping the Moon. The main character Colie and 
her mother used to be poor and overweight. However, Colie’s 
mom finds a new job in a fitness centre and soon she became a 
popular fitness trainer and started hosting a show in television 
called Kiki fly. Colie, moves to her aunt Mira’s house because her 
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mother was busy touring the world and making weight loss 
awareness in others. In the absence of her mother and the pressure 
of a new living situation, Colie’s self esteem again begins to 
deteriorate. Though Colie now fits the normative body type 
expected of her by society, emotionally she still feels fat and 
unworthy, which establishes Colie’s identity as revolving around 
her internalized fat hatred. But her new life in Colby with her aunt 
was a new lesson to Colie which made her realize her own 
potential and rise like a phoenix bird from its ashes. She started to 
work for her own at the age of sixteen. In the restaurant she 
worked she even got two best friends called Isabel and Morgan 
who changed her life. Colie shares her high school experiences as 
a fat girl in the novel. She doesn’t want to go back to her fat old 
days but paradoxically she reveals in the novel that those days 
where the best days in her life. Because she had her mother with 
her and they enjoyed their life having all sorts of fun and eating 
all kinds of food they like but now she cannot have her favorite 
food because she is afraid of body shaming. So she deliberately 
leaves whatever food she loved for the sake for others who make 
fun of her. The fat body she possessed during her teenage years 
took all the confidence from her. She never wants to go back to 
her fat body because she is afraid of the society that ridicules her. 
But she makes a self realization that it is you who decides what 
you should and how you should be. It’s not others who decide on 
you. She learns this valuable lesson from her aunt, friends and 
lover Norman. Her realization was gradual; she confronted the 
worst situation in her life when she confronted her old school 
mate Caroline Dawes who along with her friends coincidently 
met her in the café. Caroline never forgets to tease Colie 
whenever she sees her. This incident brought her old memories 
back which she was forced to share with her new friends Isabel 
and Morgan. Isabel realized that this was the reason behind 
Colie’s lack of confidence. Mira was Colie’s fat aunt who was by 
profession an artist so she doesn’t care for her looks and Colie 
started noticing the fact that Mira was also an object of ridicule in 
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the little Colby town. People openly criticized her for the way she 
is. But that doesn’t make much of a difference to Mira. Mira was 
a strong character but Colie was not. May be her age was a factor, 
she was just a teenager but Mira is a middle aged women. Body 
shaming affects teenagers too badly. But Mira’s response amazes 
Colie and she started admiring Mira for what she is. Colie’s 
eventual decision to accept Norman as her boyfriend instead of 
the good looking and attractive Josh was the result of this self 
realization she made in her life that beauty lies in beholder not on 
our external appearance. Norman was an artist who doesn’t even 
care of his appearance but his love towards Colie was not an 
infatuation on her body, instead a true love towards her real 
character and personality. Female insecurities caused due to body 
measurements can be also seen in Morgan’s self confession that 
she is not good looking because she is taller than normal girls. As 
Foucault say’s who defines the so called “normal”, the society or 
the powerful agents in the society are responsible for defining 
normality. Thus non normative bodies in society’s eye are a 
constructed concept that still needs revision. Not only that fat 
characters are underrepresented even in literature and other forms 
of popular culture, but when they are represented it is frequently 
in the role of victim. 
          Foucault explains that the body is directly involved in a 
political field; power relations have an immediate hold upon it; 
they invest it, mark it, train it, torture it, force it to carry out tasks, 
to perform ceremonies to emit signs. It is culture which tells us 
the ideal weight for the body, how the body should be 
groomed/styled and how the body should do its appropriate 
gender. Obviously these ideals change according to culture and 
context. In times of intense hardship and famine fat was exalted 
and viewed as healthy and the signifier of the well to do. Now, in 
a time of fast food plenty, it is regarded as ugly, unseemly and 
working class. 
         Body size has become a central determinant of social 
acceptability for women, as Foucault would say hegemonic 
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knowledge or stereotypes when enforced by authorities. The 
normative status of thin body is such that it is accepted as the 
“natural” body size and shape, or at least, as a self evident goal 
for women, even though it is forcefully and socially constructed 
both discursively and on the level of practices. Nowadays female 
body has come under intense observation and normative pressure 
to comply with the “thin norm”. In the past few years, the so 
called “obesity epidemic” discourse has taken social sanctioning 
and moral disapproval of women’s fatness to a new level. The fat 
body is increasingly connected to wider negatively perceived 
societal issues and the fat female body in particular, has begun to 
signify the deviant, the ignorant and the underclass body that is 
set to represent the moral opposite of the ‘normalized’ middle 
class body and normal middle class values attached to it. Women 
who do not engage in body shaping practices such as weight loss 
dieting or exercise are penalized for it in a number of ways. What 
seems to be stake here is the expression of feminity through the 
body, performing it in the normatively accepted way. This 
expression of proper feminity is for its part, linked to the 
perceived heterosexual desirability of the female body; proper 
heterosexual feminity is performed in a certain manner, and body 
size and shape is a central part of the performance, weight loss 
dieting is a largely feminized activity, can be seen as part of the 
said performance of feminity. It is at any rate intriguing how 
weight loss dieting has been normalized and constructed as a 
natural occupation and practice for every woman. Indeed, it has 
been viewed as an essential part of being a woman, yet at the 
same time. Gaining weight and particularly the desire to gain 
weight is constructed as an opinion only available to a highly 
exclusive group of women. This group includes those whose 
small stature is considered to be a result of an illness or starvation 
and whose weight gain can be seen as part of recovery or 
achieving the normal body size or even those who are with child. 
In all other cases, any weight gain is pathologized and constructed 
as risky behavior, a sign of illness, a lapse in self control and in 
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some cases connected to fetishized and marginalized sexuality 
and sexual practices. According to Michel Foucault’s notion of 
the discursive productive power and the body as a site of said 
power, the fat female body is seen as a site wherein several 
discourses including the medicalized definition of the “normal” 
and “abnormal” body size and medical attempts to create an 
optimally healthy body, are entwined together with values and 
conceptions concerning morality, virtue and moderation, in 
addition to today’s dominant norms dictating the acceptable size 
and shape of the female body.  
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Abstract: Technological advances have its imprint in the educational sector.  It 
plays a decisive role in language classes too. Language learning is getting 
enhanced through the integration of technology in the classroom. Mobile-
Assisted Language Learning (MALL) is the most recent developments in the 
field. Mobiles can encourage the understanding of students with focused 
learning by giving proficient and innovative techniques– implying that they 
develop their understanding of a particular topic than just remembering a lot 
of data – and utilize this information for new learning through coordination 
and interconnection. The process of assessment-centered learning and 
continual feedback method through the mobile learning procedure give 
students a developmental direction. In addition, Mobile learning keeps up the 
intrigue of learning and gives a spurring factor that can be deficient in 
conventional methods of teaching. The paper probes into the level of effective 
application of MALL in language classrooms at the tertiary level. It also 
explores the possible ways of incorporating mobile technology in ESL teaching 
and learning process.  

Keywords: Acquisition, Language, Mobile Learning, Skill, Technology  

A.C. Gimson (1980) defines language as a system of 
conventional signals used for communication by a whole 
community. Educational establishments play a vital role in the 
language development of a child. A child’s interaction with his/ 
her peer group and teachers on academic and non-academic topics 
ensure the communicative ability. Use of technological 
advancements in the teaching-learning process enhances language 
skills and it creates an attachment between the child and the 
subject matter. It provides a platform for learners to explore the 
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endless realm of language and its features. Subsequently, learners 
get motivated to use language properties in a natural environment 
with their own pace. Language instruction hypothesis has moved 
away from what Stern (1983, p.169) helpfully portrays as 
instructively audiolingual, mentally behaviourism, and 
semantically structuralism towards perceiving the noteworthiness 
of social constructivism that has risen out of Vygotsky's work 
(1978). Mobile-Assisted Language Learning (MALL) is the most 
instrumental that employ technological collaboration in teaching 
and learning in the 21st century. It can be considered as the next 
generation of e-learning. It makes use of portable devices and 
overcomes the barriers in terms of time and space. It is the most 
effective method as it facilitates the development of a natural 
learning environment which in turn triggers language learning. In 
the opinion of Colpaert (2004), Mobile Learning assists learners 
in numerous ways as it aids various means of communication 
such as face to face, online, distant, self-paced, and so on. MALL 
takes ESL learners out of the classroom constraints to the real 
world. Mobile literacy is the prerequisite of learners to get 
involved in the process. It provides them with a chance to manage 
their learning (Benson 2011, p.158). In addition, successful 
utilization of the device demands readiness from both, namely, 
teacher and learners. 

MALL makes use of phones, pods, pads, and other 
transportable devices that have the facilities of sending messages, 
voice and video calling, electronic dictionaries, and other 
language applications (Kukulska & Shield 2008). As mobile 
devices are growing popular among teenagers, using such handy 
devices as an extension for learning to enable them to enhance 
their receptive and productive skills. Learning using the 
assistance of such devices ensure spontaneous, personal, informal 
environment where learners get into the track of learning at their 
own pace. Though mobile assisted language learning is beneficial 
to regular students, it proves even better in the case of part-time 
or distant learners. They can carry out both tasks at their apt 
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timings.  It encourages student-centered learning and so allows 
learners to get involved actively in the learning process. 

Learning a language demands active participation from 
the learners. They should get immersed in the process as it 
enables them to connect the present learning with their prior 
knowledge of the topic. In addition, it helps them to broaden their 
horizon of information including vocabulary and usage. A proper 
listening leads to the effective development of speaking skill and 
it is, in turn, enriches their reading and writing skills. MALL 
exposes learners to a vast area of activities and provides them 
with immediate feedback. It assists them to rectify their mistakes 
and improve their language through effective drills. Portability 
and connectivity are the two basic traits of devices employing 
MALL (Geddes 2004). It is found more effective in collaborative 
learning as it enables learners to get connected with a group 
(Oberg & Daniels 2012). Application of M-learning for the 
betterment of an ESL learner requires the communication 
between the learners in the target language to ensure the best 
learning outcome.    

Just like the two sides of a coin, it has disadvantages too.  
Mobile phones do not substitute for existing learning gadgets, 
however, they fill in as an expansion for learning in another 
condition having new abilities, however, not all learning 
substance and exercises are fitting for cell phones (Gay & et al. 
2001). It is proven ineffective for creating regular reading 
environment as the small screen makes it difficult to read 
regularly. In addition, it has data storage limitations and the 
internet accession charge is not affordable to all learners. It also 
affects adversely as there is a chance that learners go astray if not 
monitored well. All mobile phones are not designed to carry out 
the educational purpose effectively and so it is the responsibility 
of the teacher to ensure that the devices are adaptable to carry out 
the assigned tasks (Kukulska & J.Traxler 2005). Technology 
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should not be reckoned as a magical pellet to unravel learning 
problems. Instead, it can be considered as a dominant means with 
both affirmative and negative influence, and that has to be 
cautiously utilized.  

In this post-modern era, it is essential to go in line with the 
technological advancements as it enables learners to experience a 
novel learning situation where they get exposed totally to the 
realm of learning. Innovation is incredible and very well may be 
utilized in a few extraordinary manners to make instructing and 
learning ground-breaking. What will be possible and what is 
impossible is constrained, essentially by the innovativeness of the 
client. Thus, the more inventive and creative we get, the more 
outcomes we'll see with utilizing innovation in class. Using a 
language effectively demands the development of LSRW 
(Listening, Speaking, Reading, and Writing) Skills. MALL 
enables the enhancement of such skills in an unimaginable 
manner.  
Use of mobile technology in ESL classrooms ensures the 
following:- 

1. Utilizing the Audio Recording Feature: - Audio-Video 
recordings enrich the Listening and Speaking Skills of learners. It 
exposes them to the register and tone of native speakers and 
provides them with a variety of tasks and feedback. While 
listening to the audios or watching videos, they get accustomed to 
the pronunciation of native speakers and try to put it into practice 
in the later stage. It is important to provide listening exercises and 
training to compare their pronunciation with the ideal ones. As it 
provides learners with the individual learning environment, it 
encourages them to improve their skills on a gradual basis. It also 
unshackles them from being hesitant to share their individual 
outputs like speaking clips via audio or video. Students frequently 
require individual and quality criticism on the work they carry 
out. Instructors can utilize the audio recording incorporated with 
most cell phones to give individual and quality feedbacks to all. 
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Research has demonstrated that this way of preferred criticism is 
not only liked but also is favoured by students. 

2. SMS-Based Learning: - It enables learners to get learning 
assistance in improving reading skill. It provides them with 
reading comprehension passages, vocabulary exercises and so on. 
It also offers the facility to discuss the questions and to get 
clarification from the teacher as well as the group. Learners can 
do the activities within the stipulated time and revert back the 
same for feedback. It encourages them to carry out tasks without 
consuming more time and assists in the development of the skill. 
Kennedy & Levy (2008) pointed out that messaging enrich the 
vocabulary of the learners. Practising vocabulary using the 
facility aids learners in inferring the meaning of new words in 
multiple contexts.  To put it in a nut shell, reading promotes 
vocabulary and vice versa.  
3. Game-Based Learning: - It gets the involvement of learners 
through the association of learning material with visual graphics. 
It arouses the curiosity and active involvement of all sorts of 
learners. Such games based on real-life situations assist learners 
to get in touch with the world. Furthermore, it improves the 
critical and creative skills of learners and it results in the gradual 
improvement of writing skill. 

4. Tools like Live Polling: - Live advanced polling/testing devices 
can be utilized among the students for formative evaluation. 
Teachers can utilize these instruments to figure out what learners 
know and what ought to be concentrated upon. This can likewise 
give knowledge into the strength and weaknesses of individual 
learner’s and help give customized guidance when required. 
Providing grammar exercises in multiple modes or in alternate 
basis can arouse the curiosity of the learner towards the structures 
of the language.  

5. Making of Videos:- As opposed to making students  write 
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essays/assignments in the wake of examining on a subject, where 
a few of them would just copy sections without fundamentally 
understanding the substance, teachers could request the learners 
to explore and make a 5 minutes or less video or audio account of 
what they had investigated about. 
6. Using Online Discussion Forums/Platforms: - Instructors can 
use the WhatsApp or any other online chat groups of cell phones 
to make an online discussion to support class investment on 
subject points, even outside the study hall. Learners can chat and 
examine (with or without the instructor) while at home or 
throughout the end of the week regarding a matter in class to 
build comprehension of ideas. 

7. Use of QR Codes: - In a classroom (QR) codes are another 
extraordinary method to utilize mobile technology. Complex 
diagrams and pictures, answers for assignments could be coded 
and made accessible to learners.  

The digital age is changing our lives dramatically. New 
advances change the manner in which individuals communicate 
with one another.  Besides, when these advances are accessible, 
moderate and open, they speak to in excess of a change for 
individuals with disabilities. Technology opens doors with access 
to comprehensive instruction and helps to defeat the hindrances 
the disabled met in old-style educational frameworks. E-Learning 
guarantees that the open doors offered by the technological 
advancements are ensured to everybody, incorporating individuals 
with disabilities. Samsung's Good Vibes application has been 
intended to help auditory and visually impaired customers to have 
two-path correspondence with their parental figures, friends, and 
family. The application utilizes Morse code to change over 
vibrations into content or voice and the other way around.  

Samsung has likewise created Relúmĭno which is a visual 
guide application for individuals with low vision. Made as a 
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major aspect of Samsung's C-Lab program, Relúmĭno empowers 
clients to see pictures all the more obviously by amplifying and 
limiting pictures, featuring the picture layout, changing shading 
complexity and splendour and switching shading. The 
organization has additionally joined forces with Sense India to 
improve the lives of the deaf-blind in India. Samsung has led 
preparing workshops in partnership with Sense India educators 
and deaf-blind people in Bengaluru and Delhi. It likewise offers 
Galaxy A20 cell phones with pre-introduced Good Vibes 
application for circulation to deaf-blind and their parental figures. 
Samsung has likewise teamed up with the National Association 
for the Blind (NAB) Delhi for Relúmĭno. The organization is 
giving the Gear VR and Galaxy Note9 cell phones to NAB Delhi 
to assist students with low vision see better and improve their 
learning capacities.  

To sum up, the learner skills and his/her prior knowledge 
and experience with mobile devices for learning, as well as the 
learner's attitude towards the learning through mobile phone, play 
a vital part in the output of such a mobile-based task. Innovation 
is ground-breaking and its advantages go past simply making our 
work productive. It can build profitability and help us accomplish 
more noteworthy outcomes in our work, in this manner making us 
more effective in ESL learning. Above all, MALL makes use of 
technology and integrates the efforts of the learner, teacher, and 
the device to ensure the best outcome in the teaching-learning 
process. It provides a better platform for language development. It 
shows a gradual shift from teacher-centered learning to student-
centered learning via m-learning. In short, the efficacy of MALL 
in ESL learning context has proven a potential tool in unravelling 
the complex process of language education.  
Works Cited: 

Benson, P. Teaching and Researching Autonomy . Harlow, UK: Pearson 
Education, 2011. 
Colpaert, J. “From courseware to coursewear?” Computer Assisted Language 
Learning, 17(3–4),  

2004, pp. 261–266. 



Assonance, No.20, January 2020 
 

 194

Gay, G.; M. Stefanone, M. Grace-Martin, & H. Hembrooke. “The effects of 
wireless computing  

in collaborative learning environments”. International Journal of 
Human-Computer Interaction, 13(2), 2001, pp. 257-276. 

Geddes, S.J. “Mobile learning in the 21st century: benefits to learners”. In 
Proceedings of M- 

learn Conference. Rome, Italy. 2004.  
Gimson, A.C. An Introduction to the Pronunciation of English. London: 
Edward Arnold, 1980. 
Kennedy, C. & M. Levy. “L’italiano al telefonino: Using SMS to support 
beginners’ language  

learning”. ReCALL, 20(3), 2008, pp. 315–350. 
Kukulska-Hulme, A. & J.Traxler. (Eds.). “Mobile learning: A handbook for 
educators and  

trainers”. London: Routledge, 2005. 
Kukulska-Hulme, A. & Shield, L. “An Overview of Mobile Assisted Language 
Learning: From  

Content Delivery to Supported Collaboration and Interaction". ReCall, 
20(3), 2008, pp.271–289. 

Oberg, A., & Daniels, P. “Analysis of the effect a student-centred mobile 
language learning  

using handhelds”. International Journal of Learning Technology, 5(1), 
2012, pp.435–449. 

Stern, H. Fundamental Concepts of Language Teaching. Oxford: Oxford 
University Press, 1983. 
“Samsung introduces new solutions for Deaf-blind and Vision Impaired users.” 
The Mobile  

Indian Network, 10 Sept. 2019, New Delhi. Web. 18 Oct. 2019. 
www.themobileindian.com/news/samsung-introduces-new-solutions-
for-deafblind-and-vision-impaired-users-27900.  

Vygotsky, L. Mind in Society. Cambridge, MA: Harvard University Press, 
1978. 
 



RENUNCIATION OF FRUITS: GLEANINGS FROM THE 

BHAGAVADGÌTË 

K.K Abdul Majeed 
Assistant Professor, Department of Sanskrit, University of Calicut 

 
Abstract: The Bhagavadg¢t¡ (BG), a philosophical text of India deals 
with various subjects related to culture and philosophy. The source of 
ancient knowledge systems like S¡´khya, Yoga, M¢m¡Æs¡ and Advaita 
are mentioned excellently in the BG. The doctrine of rebirth and the 
concept of the renunciation of fruit from action (niÀk¡makarma) are the 
parts of the text which attained a notable place in ancient India. Both these 
terms are rooted in the BG. The scripture also distinguishes the ordinary 
activity from the activity based on renunciation of fruits of an individual. 
It shows the mentality that renunciation of fruit is more powerful than an 
ordinary deed. This paper examines various features of niÀk¡makarma, the 
perfect deed for perfect life here and hereafter. 
 
Key words: Karma, NiÀk¡makarma, Dhy¡na, Jµ¡ni, MokÀa, yogi and 
non-yogi. 
 
The NiÀk¡makarma is a special kind of activity proposed to human beings 
for achievement of the ultimate target. The NiÀk¡makarma means 
renunciation of the fruits from the action of human beings in the world. In 
the Vedic age, accepted activities like sacrifices are obligatory to the 
individual for the highest benefit. In the BG, K¤À¸a clearly distinguishes 
action (karma) and detached action (niÀk¡makarma) and stringently 
advised niÀk¡makarma for the high benefit in the eternal life. In the first 
few chapters of the BG, K¤À¸a take more effort to explain the ordinary 
activities (Karma) of human beings, while he gives more interest to clarify 
detached action. The ordinary actions may be examined here for the 
establishment of the second, which is the most essential element of the 
BG.  
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During the period of the BG, the face of action has slightly changed, and 
niÀk¡makarma is accepted as the most valuable among activities of a 
person. For the proper stability, the BG suggested detached action to 
human beings. In verse 47 of 2nd chapter of the BG, K¤À¸a delightfully 
illustrated the nature of detached action that recommended absolute 
renunciation of the fruits. It shows that the duty is assigned to people on 
var¸a system and it will bring perfect benefit, while the rejection of an 
assigned work for a particular category will be a great sin. 
Based on the activities, the BG classified human beings into two groups, 
the yogi and non-yogi. The first category exists with detached activities of 
an ascetic person. However, the latter is associated with happenings which 
create sensual pleasure and refute unpleasant or painful works. Unhealthy 
affairs are created by them in society and they are greatly influenced in the 
attachment of the fruit.  (Panda NC, 2009: 120). Georg Feuerstein, the 
German Indologist declares, “Man’s greatest failure and misfortune is 
their attachment to transient things. He clings to sensual things and the 
empirical delight they bring, as if his life depends on them, and he reacts 
widely against anything, and come discomfort or inconvenience. Seeking 
pleasure and avoiding pain, he drifts along the path delineated by the pair 
of opposites (Dvanda)”. (Georg Feuerstein, 1974: 126) 
In the BG, K¤À¸a clearly emphasizes the advantages of detached action 
and disadvantages of the refusal of the same. The verses 3, 12, and 22 of 
5th chapter, depict the exact nature of a person who renounces the lust and 
desires. And such a person is also liberated from the bondage of the 
universe. The person who is attached to the fruits is bound to worldly 
pleasure. At the same time, if he is ready to renounce the fruits from the 
worldly action, he can attain the stage of ultimate bliss. The intelligent 
people (jµ¡ni) did not attach with the worldly pleasures. So, they liberate 
from the bondage of mutual attachments of the sense organs and external 
object. And it leads to attain relief from all sufferings. 
The verse 22 and 23 of 4th chapter of the BG is describing that the 
intelligent people never attach with the worldly pleasures and they detach 
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from the happiness which gains from the dualities like gain and loss, 
happy and sadness. They have never been concerned about the 
competition among people in the empirical world. The intelligent people 
would be dissolved in the absolute bliss with his work, when they discard 
attachments in worldly pleasure. They have already fulfilled concentrated 
mind in the perfect knowledge and wish to the progress of other beings in 
the society. K¤À¸a gives a real sense of the detached action, which is 
attributed to verses 11 and 12 of 12th chapter of the BG. It reminds us that 
the failure of doing work to absolute reality contributed the same which 
emphasis that the renunciation of the fruits is better than Dhy¡na. “Now 
if, resorting to union with me, you are unable to do even this, then, with 
self-control, renounce the fruit of the all work”. “Knowledge is superior 
to effort, superior to knowledge is meditation. Renunciation of the fruits of 
works is superior to meditation. Of this renunciation is peace born, 
immediately.” (Krishna Warrier AG,1983:392,393) The detached action 
cited by the BG (3:7) is a great job of human beings whose mind has 
controlled the sensory organs and inspired the motor organs to do the 
work well. It will make a high victory, which is the message of the BG for 
human beings in the ethnic world. 
                         yastvindriy¡¸i manas¡ niyamy¡rabhate’rjuna / 
                         karmendriyaiÅkarmayogamasaktaÅsavi¿iÀyate //3:7// 
The BG perfectly described the nature of the detached person who 
submitted all works to Brahman and lives without attachment. Such 
people did not bind with sin and exist like water on the lotus life.                                                         
                          brahma¸y¡dh¡yakarm¡¸i sa´gamtyaktv¡ karotiyaÅ / 

                    lipyatenasap¡penapadmapatramiv¡mbhas¡ //5:10// 
 
The rejection of the egoistic thought, lust, injury and the possession of 
passion, courage, service to teacher, the internal and external cleanliness, 
stability, control of mind, word and body, and the detachment from 
worldly objects are the primary elements of the detached activities. Such 
people avoided egoism, the perception of demerits in birth, death, old age, 
diseases and pains, desire, lack of excessive love for children, wife, home 
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and so on. Unfailing devotion to Lord, living in lonely place, aversion to 
human crowds, smartness to cultivate the spiritual knowledge, and the 
belief in mokÀa as the ultimate fruit are the additional elements to the 
renunciation of the action. (13:7-11) 
The nature of detached action and its necessity are described in the verses 
47, 48 and 51 of 2nd chapter of the BG. Here K¤À¸a advices to Arjuna that 
you have the right only to action, not to the fruits, hence you should not 
withdraw from the action. It shows that the action is the only obligatory 
duty of an individual, which says that the expectation of the result is 
worthless. Moreover, the detachment of assigned work and the 
engagement of other’s duty are sin or punishable offence (2:47). Verses 
48 and 51 of the same chapter point out the character of the true renouncer 
who always attained peaceful and painless state. The verse 19 of 3rd 
chapter may be regarded as gist of the discussion on the detached action, 
which advice to do activities without expectation of fruits. People 
accomplish the absolute bliss after renouncing of all fruits from the action. 

tasm¡dasaktaÅsatatamk¡ryam karma sam¡cara / 
asaktohy¡caran karma param¡pnotip£ruÀaÅ //3:19// 

Intelligent people are not attached to worldly pleasures, which are created 
from the attachment of the worldly objects. They do only the activities for 
the preservation of life. Such people detached worldly pleasure and 
controlled body and mind. (4:21) It is the positive aspect of detached 
action harmonizing detachment from fruits of action, controlling mind and 
body from indulging in external and internal pleasures for the rhythmic 
existence of worldly life. 

   nir¡¿¢ryatacitt¡tm¡ tyaktasarvaparigrahaÅ / 
  ¿¡r¢ramkevalam karma kurvann¡pnotikilbiÀam //4:21// 

 K¤À¸a highly supported to the detached action, which is proved in the 6th 

verse of 18th chapter. He declares that all activities including the sacrifices 
are done without expectation of the fruits and desire. He knows all 
activities are either good or bad human beings. That the follower of His 
would enjoy a delightful life in empirical and transcendental world is the 
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message of the BG.  He added that all works are designed by Him which 
contained in the BG is the perfect guide to human beings. It is amplifying 
the knowledge of man and widening the depth of virtues of mind of 
human beings in the universe.                                                                         
                          et¡nyapitukarm¡¸i sa´gamtyaktv¡ phal¡nica/ 
                         kartavy¡n¢ti me p¡rthani¿citammatamuttamam //18:6// 
During the freedom struggle the leaders like Mahatma Gandhi, Bal 
Gangadhar tilak, Lala Lajpat Rai, Sri Aurbindo, Netaji Subash Chanra 
Bose etc. were deeply inspired by the concept of renunciation of fruits 
discussed in the G¢t¡. Many of them interpreted the text as a part of 
strengthening the enthusiasm, optimism towards freedom movement. 
Mahatma Gandhi wrote a commentary on the BG (An¡saktiyoga) which 
emphasizes the selfless devotion and service without expecting result. 
Non-violence was the real message and great weapon of Gandhiji which 
he got from the G¢t¡. He considered violence is the antithetical to the true 
spirit of non-attachment. Bal Gangadhar Tilak also wrote a commentary 
on the BG, known as Sr¢madbhagavadg¢t¡rahasyam which aims to inspire 
the freedom fighters with the idealism of self-less devotion. 
(Sentinelassam.com/melange,12.09.2019.10 am)   
To substantiate the concept of renunciation and its advantages K¤À¸a gives 
many ideas in the BG. All activities are assigned here in order to protect 
the varna system. The BG considers that the given works should be done 
in a perfect manner as a means for the attainment of the ultimate reality. 
The action with the intent of renunciation of fruits is different from the 
day- to- day activities which are very much fruit-oriented. niÀk¡makarma 
is easy said than done, but it is not at all impractical. There are many 
models like Gandhi who made this concept practical throughout their lives 
and have shown the world that it is possible to live a life of someone who 
renunciates the fruits of his actions. 
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Abstract: NatalyaBaranskaya has been hailed as the mirror of early Russian 
feminism. Baranskaya concerns herself exclusively with female characters and 
their plight, but her concerns transcend gender boundary. The suffering and 
grief endured by the characters are personal but they are reduplicated 
endlessly and hence attain universal dimensions. Bararanskaya’s experiences 
are reflected in her interest in working women with children. It is a recurring 
theme in her stories. Her representation of women is more multi-faceted. 
Rather than standing aside from power struggles of men, many of her women 
get involved in these power struggles. Sometimes, as victims, sometimes as 
executioners. Baranskaya by portraying the mind of single parent mothers look 
at the predicament of women and visualise life for woman as a series of 
obligations and commitments. In addition to existentialistic reality of life they 
evoke the sentiment and sensibility of mothers for their role and respect in 
society. The mental states of single mothers are shown in the stories of 
Baranskaya’s The Kiss,Lubka and At Her Fathers and At Her Mothers Place. 

Keywords: Single mother, only daughter,relationship, widow 

“Single parent mother’s who aren’t 
spending their time looking for a man 
but spending their time providing for their  
children are the most admirable people on earth”. 
 Unknown quotes(http.searchquotes.com)    

To a traditional woman matrimony is incomplete without 
motherhood. Motherhood is regarded as the ‘biological destiny’ 
and the greatest ambition of a woman. A child is considered to be 
woman’s happiness and her justification, through which she is 
supposed to find self-fulfilment and self-realization. Mother hood 
has always held a very high position in all society. The mother, as 
a matter of fact, enjoys a higher position of honour than the father 
himself. A Sanyasi need not stand up to pay his respect to his 
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father. But he must do so if his mother pays a visit to him.  

Being a single mother is one of the most challenging tasks that a 
woman can have. Balancing work, family time and a personal life 
is extremely difficult when you bear all of the responsibilities of 
childcare. Here in Baranskaya’s stories the parental death and 
divorces are the primary causes of a single parenthood. Single 
mothers have to fight against illicit approaches from other men. 
The society treats a single mother differently from someone who 
has a husband. The attitude of the society have to be changed. 

The mental state of widowed mothers are shown in the stories of 
Natalya Baranskaya’sThe Kissand Lubka.The Kiss is a story of a 
widowed mother who tasted bitterness of loneliness after the 
marriage of her one and only daughter. Similarly Lubka is the 
story of a prodigal daughter and her widowed mother. In At her 
Fathers and At her Mother’s PlaceBaranskaya portrayed the 
difficulties of a divorced mother to look after her daughter. 

The mother NadezhdaMikhailovna in The Kiss was a senior 
scholar at the institute of the USSR Academy of Sciences. No one 
ever took her for over thirty-five. She was an attractive woman, 
elegant and lively. Years before in a war she had been separated 
from her first love. Through the joys and sorrows of family life, 
with its discord and divorce, followed by single mother hood and 
work, life became a burden to her. She had been dropped, 
abandoned, castoff or should been dumped. Hence at a very early 
stage in life itself she became a widow. She didn’t get the love 
and care of a husband. After her only daughters marriage she 
lived alone in her one room apartment. Her daughter Natasha 
ignored her mother’s feeling and wishes to get close to the 
daughter.  

So as a woman and as a mother Nadezhda failed to get the love 
and care which she wished to get. Out of this loneliness she got 
acquainted to Viktor a young man. When he kissed her she could 
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not forbade him because after her husband’s death she was 
untouched by men. So after many years, when touched by a man 
her womanly feelings awakened. The thought that she was 
noticed by a young guy made her happy, and there was something 
a little shameless about her happiness. When Viktor tried to draw 
her closer to him from the taxi she refused to yield even though 
her body wishes. From this it is clear that Nadezhda was not a 
woman who was waiting for a chance to flirt with men. She was 
always conscious about her position. If she was interested in 
bodily delights, in that taxi itself she might have yielded to him. 
But she was sceptical about men’s chivalrous impulses. But her 
mind was happy in the thought that she was liked by a young guy.  

When Viktor informed about his visit to her apartment at first she 
was fully delighted and she started preparations to receive him. 
Later when her daughter called her and informed her to stay with 
her that night, Nadezhda was in utter confusion. She disliked 
disappointing her daughter. So a few minutes before the appointed 
time with Viktor we can see Nasdezhda leaving all her desires 
was going to her daughter. Till the very last moment she was 
preparing to receive her guest, but she can’t disappoint her only 
daughter. The love and responsibility of a mother towards her 
daughter changed her mind and she decided to leave all her 
happiness for her daughter and granddaughter. 

In the story Lubkathe mother named ParaskovyaEgorovna was a 
soldier’s widow. She had lived with her husband only two months 
after their marriage. Her husband’s life was lost in a war. She was 
just twenty-two years at the time of his death. The mother in The 
Kissnever indulge in extra-marital relationships. But here 
Paraskovya have illegal relationship with many men after her 
husband’s death and she became pregnant one year after her 
husband’s death. She was not sure about her only daughter 
Lubka’s father, since she had relationship with many men.Lubka 
caused her a lot of trouble. The visitors no longer stayed with 
her,they felt uneasy there. She had to live with her wages alone, 
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and they didn’t amount to much. They didn’t look after the 
babies’ very well in the crèche and little Lubka was often ill. She 
was a weak child. Praskovya suffered with her and got thin and 
lost her looks. She no longer had any time for men; she didn’t 
need them anymore and Praskovya remained alone. She had 
nobody. Lubka was her whole joy. She thought “oh that terrible 
war – it took your father away from us, and how can I bring up a 
child without its father? Oh bitter fate….” (P.171 Natalya 
Baranskaya). 

Through Paraskovya’s mind Baranskaya had shown the lament of 
a poor widow struggling to bring up a child. 

Praskovya was not aware of bringing up children in the right way. 
Lubka grew up in freedom and blossomed like a flower. She 
didn’t give much care to Lubka’s studies and her behaviours. 
When Lubka said that she was not interested in going to school 
Praskovya never compelled her to go to school. Hence Lubka 
stopped her studies at the age of fourteen and she went to work in 
the factory. Lubka had a lot of friends and she and her friends 
became a nuisance to their neighbours. If Praskovya had given 
proper guidance Lubka’s life would not have been spoiled. She 
would get good education and would be able to make out right 
and wrong. But throughout Paraskovya’slife she was always 
careless in nature.  

Paraskovya became a widow at the very first days of her marital 
life.  She loved Lubka very much though she was a failure in 
giving proper guidance to Lubka. When the tenants was of the 
opinion to remove Lubka from their housing authority area and 
transfer her to another remote area we can notice the tormenting 
mind of both Praskovya and Lubka. She couldn’t leave her 
mother. It was her mother who undresses her and put her to bed 
each night. So she could not abandon her mother. In the 
comrade’s court when her neighbours cursed and laughed at her 
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mother it hurt Lubka deeply and made her very sad. Paraskovya 
wasn’t really bad. She’d never hurt or punished her. Paraskovya 
was also plunged into panic. She thought “they couldn’t send my 
little Lubka away. What could she do? Where could she get help? 
She was quite inexperienced in these matters, but I knew that I 
can’t live without Lubka. I had no one, not a living soul, except 
Lubka”. (P.167 Natalya Baranskaya). 

From Paraskovya’s thought it is true that she loved her daughter 
passionately. She had known that this was a love given her for her 
whole life, until death itself. She alone brought up Lubka. 
Praskovya was very hard working and in her tormenting life she 
gets very little joy.        

The mother in Baranskaya’s story At Her Fathers and At Her 
Mothers Place, even though leading a lonely life due to some 
personal problems with her husband brought up her only     
daughter in the right way. Their only daughter Natalya was 
thirteen years old and they were separated when Talya was only 
five years old. After that she who was a nurse brought up her 
daughter without asking any help from her husband who was a 
doctor. She brought up her daughter by making her aware of the 
difficulties faced by the common people. From the following 
words it is clear that Talya’s mother was an ideal mother. 

“Talya we can discuss our poverty some other time, but I would 
like to say something to you; in our country how many people 
have very hard live; they lack the most elementary necessities; 
they never get enough to eat. We must arrange our common lives 
so that everybody has a good life, do you understand? We 
Bolsheviks must think of ourselves last”. (P.229 Natalya 
Baranskaya). 

Thus Talya always behaved like a matured girl. She was aware of 
their living condition and always adjusted to it and never 
tormented her mother. Here, though her husband was alive Talya’s 
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mother was living as a widow, because they were living separated 
for eight years. But she never accused her husband for their 
separation. Only she and her husband know the reason behind 
their separation. She not even told it to her only daughter. She 
always tells her that her father was a nice man and she must love 
him. So in all the way Talya’s mother was an ideal wife and an 
ideal mother.      

The portrayal of the loneliness of the mothers and their essential 
need for affection and companionship is notable in Baranskaya’s 
stories. The mothers are embodiment of selfless love for their 
wards. They were ready to sacrifice all their joys for the well-
being of their children. 
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{]_Ôkw{Klw: ]ecmambW§Ä \ap¡p­v. cmambWs¯ ASnØm\s¸ 
Sp¯n ]eIme§fnembn cmambW¸eaIÄ cq]s¸«ph¶n«p­v. ctaiv 
»m¯qcv cNn¨ t\mhemWv s]cpw BÄ. hyXykvXamb Hcp hmb\ 
CXpep­v.  

Xmt¡mÂhm¡pIÄ: e¦mhXmckq{Xw, s]cpw BÄ, ]DaNcnbw, 
N{µ\J, ^mZÀ ImanÂ _pÂsI, F.sI. cmam\pP³, ZicYPmXIw, 
A\maIPmXIw.          

 

"C-Xn-lm-k-§Ä H-scm-ä hy-àn-bp-sS kr-ãnbÃ' F-¶ B-\-µn-sâ 
hm-¡p-Isf (]p. 9þ s]-cpw BÄ) I-S-sa-Sp-¯p-sIm-­v c-ta-i³ »m-
¯q-cn-sâ "s]-cpwBÄ' F¶ t\m-h-en-s\ C-hn-sS hm-bn-¡p-Ibpw 
hn-e-bn-cp-¯p-Ibpw sN-¿p¶p. a-säm-cp-_rl-Zv B-Jym-\-¯n-\v km-
[n-¡pw-hn-[w hn-i-Zhpw k-a-{K-hp-am-bn ti-J-cn-¨ cm-am-b-W-I-Y-I-
fnÂ \n¶pw D-Nn-X-am-bh-sb {]tXyIsaSp¯v tNÀ-¯v A-Sp¡n, 
k-a-{K-X-sbm-«pw tNmÀ-¯n-¡-f-bmsX, A-tX-ka-bw k-hn-ti-jam-b 
I-¿-S-¡-t¯msS, `m-jm-an-I-thm-sS F-gpXnb t\m-h-em-Wv c-ta-i³ 
»m-¯q-cn-sâ "s]-cpw BÄ'. 

Cu t\m-h-en-te-¡v Xm³ F-¯n-t -̈cm³ C-Sbm-b km-l-N-cy-§-sf-
¡p-dn-¨v A-t±-lw hn-h-cn-¡p-¶p­v. Nn-e-Im-cy-§Ä kq-Nn-¸n-¨n-«p-
ap­v. "D-¯-c-`m-c-X-¯nÂ X-§-fp-sS th-cp-d-¸n- -̈ti-jw {_-Òm-hÀ-

-̄¯n-\p-sX-¡p-Å P-\-]-Y-§-fn-se kw-kv-Im-c-s¯þthjw, `m-j, 
B-Nm-c§Ä, A-\p-jvTm-\-§ÄþX-IÀ-¡m\pw X-§-fp-sS A-{]-am-
ZnXzw D-d-¸n-¡m\pw B-cy-{_-Ò-WÀ Imhyw/Km-\w F-¶ am-[ya-
s¯ k-aÀ-°-am-bn D-]-tbm-Kn-¡p-I-bm-bn-cp-¶p.' (]p-dw 10, s]-cpw 
BÄ) C-Xn-sâ {]-Xn-̂ -e-\-s¯bpw A-t±-lw t\m-¡n-¡m-Wp-
¶p­v. "{]-Ir-Xn ssZ-h-§-fp-sS H-fn-a-§p-Ibpw C-{µ\pw \m-cm-b-W-
\pw D-bÀ-¶p-h-cn-Ibpw sN-bv-Xp.' (]p. 10, s]-cpw BÄ). "C-hn-sS X-
\-Xp-kw-kv-Im-cw Im-¯p-kq-£n-¡m³, B-cy-kw-kv-Im-c-¯n-\p {]Xn-
tcm-[w XoÀ-¡m³ ]-S-sbm-cp-¡w \-S-¯n-b-hsc, A-kp-c\pw cm-£-
k-\pw, a-\p-jy-sc-¯o-\nbp-sam-s¡-bm-bn h-c-¨p-Im-«n'. (]p. 10, 
s]cpw BÄ). 

C{µ-t\m-Sv tXmÂ-¡m- -̄h-\m-Wv cm-hW³. (]p. 11þ s]-cpw BÄ) 
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A-tX-ka-bw cm-a-t\m-Sv A-t±-lw ]-cm-P-b-s¸Sp-I am-{XaÃ, h-[n-¡-
s¸-Sp¶p. cm-h-W-sâ ZoÀ-L-Ime-s¯ Ab\w t\m-hÂ A-h-X-cn-¸n-
¡p-¶p­v. A-tX-ka-bw X-sâ t\m-h-enÂ {]-Xn-Øm\-¯p \n-ev-
¡p-¶-nÃ cma³. ]I-cw cm-hW-sâ A-\p-P³ hn-`o-j-W-\pw, s]-
§Ä iqÀ-̧ -W-J-bpw hn-[nbpw B-Ip-¶p C-hn-sS F-XnÀ-Øm\-¯p 
\nÂ-¡p-¶hÀ. cm-hW-sâ F-XnÀ-Øm\-¯v \nÂ-¡p-¶-hÀ k-tlm-
Z-c\pw k-tlm-Z-cnbpw hn-[nbpw B-Ip-¶p F-¶ \n-e-]m-Sm-Wv 
t\mhenÌn\pÅXv. am-dn-h-cp-¶ km-l-N-cy-¯nÂ cq-]-s¸-Sp-t -̄­ 
Nn-e ]-cym-tem-N-\-IÄ ap-t¶m-«p-sh-bv-¡p-¶-Xn-\v t\m-hÂ {i-an-
¡pIbpw sN¿p¶p. 

 

]pXn-b Im-gv-NIÄ 

I-cn-a-cp-¶p-\nd-¨v Xo-Xp-¸p-¶ b-{ -́s -̄¡p-dn-¨p-Å hn-hc-Ww t\m-
¡p-I. ""A-§-bp-sS I-¿n-ep-Å X-c-¯nÂ I-cn-a-cp-¶p-\nd-¨v Xo-Xp-̧ p-
¶ A-kv-{X-§Ä cm-a-\p­v.'' (]p. 43) hn-hn-[-X-c-̄ n-ep-Å B-bp-[-
§-sf-¡p-dn-¨p-Å hn-h-c-W-§Ä-sIm-­p k-¼-¶-am-Wv cm-am-bWw. 
C-{Xbpw ssh-hn-[y-ap-Å B-bp-[-§Ä {]-tbm-Kn-¡p-Ibpw \nÀ-
½n¡p-Ibpw sN¿p-I F¶-Xv a-lm-in-em-kw-kv-Im-c-¯n\pw ti-j-ap-
Å N-cn-{X-§-fn-te-¡m-Wv sh-fn-¨w hn-X-dp-¶Xv. C-́ y-bnÂ cq-]-s¸-
Sp-Ibpw hn-I-kn-¡p-Ibpw sNbv-X c-k-hn-Zy-sb kw-_-Ôn-¨ Nn-e 
kq-N-\-IÄ ap-t¶m-«p-sh-bv-¡m³ t\m-h-en-\p km-[n-¨n-«p­v. P-\-]-
Y-§-sf-bpw \m-K-cn-I-X-sbbpw kw-_-Ôn-¨ A-dn-hp-I-fp-sS I-e-h-d-
Iq-Sn-bm-W-tÃm B-ZyIm-e km-ln-Xy-Ir-XnIÄ. A-W-s¡-«p-I-sf-¡p-
dn¨pw I-\m-ep-I-sf-¡p-dn-̈ p-ap-Å hn-h-c-W-am-Wv a-säm¶v. P-\-Øm-
\¯v (P-\-]-Y§Ä) DÄ-s¸-sS-bp-Å {]-tZ-i-§-fnÂ cm-h-W³ \nÀ-
an-¨ \nÀ-am-W-{]-hÀ-¯-\-§-sfbpw an-I-¨ Po-hn-X-s¯bpw A-[zm-\-
s¯bpw Im-Wm³ I-gn-bp¶p. ]p-Xp-Xm-bn H-cp¡n-b Ir-jn-bn-S-
¯nÂ P-e-sa-¯n-¡m³ Bcw`n¡p¶Xv, Ip-dp-sI A-W-sI-«p-¶-Xn-
sâ t\-XrXzw {]-l-kv-X-\mWv (]p. 49) {]-Pm-t£-aw F-¶ hn-ti-j-
s¸-« IÀ-¯-hy-¯nÂ \n¶pw cm-h-W³ am-dn-\n-¶n-cp-¶nÃ F-¶m-Wv 
C-Xv hy-à-am-¡p-¶Xv. 

ssh-Zy-s¯ kw-_-Ôn-¨ hn-h-c-W-§-fm-Wv a-säm-¶v, a-cp-¶p-Iq-«n-sb-
Sp-¡p-¶-XnÂ X-t±-io-bÀ ]p-eÀ-¯p-¶ A-dnhpw I-gnhpw hn-h-cn-¡p-
¶p-­v t\mhÂ. ""I-dp- -̄]-ip-hn-sâ h-b-änÂ \n¶pw F-Sp-¯v D-W-
¡n-sh-¨ aªÄ. sh¬-I-dp-Ibpw Im-Sn-bpw tNÀ-̄ c-¨p kzÀ-W-
¸m-{X-¯nÂ {i-²-tbm-sS a-t¶m-Z-cn (a-tµm-Xcn) \n-dbv¡p¶p. C-\n 
ss`-c-h³-Im-fn-sb \q-säm-¶ph-«w P-]n-¨p-tZl-̄ p ]p-c-«pI-tb 
th­p. i-{Xp-¡Ä-¡v i-co-cw ]-e-Xm-bn tXm¶pw'. ''sh-Ån-s -̈¸nÂ 
hm-S-I-am-Wv'' a-t¶mZcn HmÀ-a-s¸-Sp-¯n A-hÄ-X-s¶-bm-Wv kq-cy-{K-
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l-W-\mÄ A-Xp X-¿m-dm-¡n-b-Xv'' (]n. 141) A-dn-hn-s\ kw-_-Ôn-¨ 
hn-i-Zam-b D-d-hn-S-§-fm-Wv X-t±-i-P-\-X-bp-tSXv. A-h-bp-sS A-Xn-hn-
]p-eamb tem-I-¯p-\n¶pw h-f-sc-¡p-d-¨p-am-{X-sa-Sp-¯v H-cp ap³-am-
Xr-I-sb-t¶m-Ww A-h-X-cn-¸n-¡p-I-bm-Wv t\mhÂ. 

 

F-´m-bn-cp-¶p s]-cpw-B-fn-sâ ZuXyw 

F-´m-bn-cp-¶p s]cpw B-fn-sâ Zu-Xyw, F-¶-Xn-s\-¡p-dn-¨v Ku-c-h-
]-cam-b \n-co-£-W-§Ä ]-¦p-sh-bv-¡p-hm³ t\m-h-en-\p-km-[n-¨n-
«p­v. A-h-bnÂ Nn-e-Xn-s\ ]-cn-N-b-s¸-Smw. "A-dp-]-s -̄«p I-e-I-
fnepw \n-]p-W-\m-Wv cm-h-W³ F-¶p ]-d-bm-dp­v.' (]p. 13) F´p-
sIm-­v cm-hW-\v A-dp-]-s -̄«p-I-e-I-fn-epw \p-]p-W-\m-Ip-hm³ km-
[n¨p. hn-{ih-Êv F-¶ {_m-Ò-W³ cmhWsâ ]nXmhv B-bXp-
sIm­m-tWm? F-¦nÂ A-bmÄ-¡v F-´n-\v ssII-kn F-¶ cm-£-
k-Ip-e-¯n-se kp-µ-cn-bnÂ \n¶pw cm-h-W³ F-¶ Ip-«n-bp-­mbn? 
cm-£-kÀ A-\m-Y-cm-bn-cp¶p-shm? C-hn-sS-bm-Wv ap³-sNm-¶ P-\-
Øm-\-¯n-sâ D -̄cw sX-fn-ªp-h-cp-¶Xv. kz-́ -am-bn tZ-ihpw 
kw-kv-Im-chpw D-Å-hÀ B-bn-cp-¶p cm-£-k-hwiw. cm-bv-¡pw A-
£n-bp-ÅhÀ, AY-hm c-£n-bv-¡p-hm³ {]m-]v-X-cm-bhÀ. A-h-cp-am-
bp-Å c-àss¡am-ä-¯n-sâ N-cn{Xw hn-{i-h-Ênepw ssII-kn-
bnepw \mw Im-Wp¶p. A-Xv P-\-]-Y-§Ä Xm­n, C-§v tI-c-f-
¯nÂ h-kn-¨-h-cp-Nn-bnepw ]-´n-cp-Ip-e-¯n-sâ A-½bm-b ]-d-
bbnepw h-sc F-¯n \n-ev-¡p¶p. cm-£-k-hw-i-P-cp-sS Ip-e-¯n-sâ 
D-¶-Xnbpw A-Xn-sâ ]-cm-P-b-s¸-Sp-¯epw \m-an-hn-sS Im-Wp¶p. ]-
cm-P-b-s¸-« cm-£-k-Ip-e-̄ n-sâ A-Sp-¯ L-«w ]p-dw-X-Å-en-\p hn-
t[-b-amhp-I F-¶-Xm-bn-cp¶p. {_m-Ò-W-cmÂ ]p-dw-X-Å-s¸-« H-cp 
X-t±-i-k-aq-l-¯n-sâ N-cn-{X-s¯ kq-£v-a-hm-b-\-¡m-bn A-h-ti-jn-
¸n-¡p-¶p t\m-h-en-kväv. 

ssh-Zn-IÀ-¡v taÂss¡ t\-Sp-hm³ I-gn-ª-t¸mÄ Nm-XpÀ-hÀWyw 
A-f-bnÂ \n¶pw ]p-d-¯p-h¶p. A-Xv _-lp-P-\-§Ä-¡p-taÂ th-«-
bmSn. an-{i-k-aq-l-t¯m-Sp-Å sh-dp-¸v A-Xp-]p-d-s¯-Sp¯p. X-t±-
iob-sc {Km-a-§-fnÂ \n¶pw ]p-d- -́Åp-hm³ B-cw-`n¨p. ]n-Xr-Xz-
¯n\pw ssh-Zn-I-ss]-Xr-I-¯n-\pw {]m-[m\yw sIm-Sp¯p-sIm-­p-
Å kw-kv-Im-cw cq-]-s¸«p. ]m-Z-tk-h-bv-¡p-th-­n iq-{ZÀ F-¶ 
]pXn-b H-cp k-aql-s¯ kr-ãn¨p. C-hn-sS-bm-Wv cm-h-W³ X-sâ 
sX-c-sª-Sp-¸v \-S-¯p-¶Xv. tZ-h-·mcpw tZ-h-·m-cn-se an-{i-k-aq-l-
§fpw X-½nÂ ip-²mip-²-k-¦-ev-]-§-fp-sS t]-cnÂ `n-¶n¨p. an-{i-
k-aq-l§-sf A-kp-cÀ F-¶p-hn-fn¨p. A-kp-cÀ an-{i-Pm-Xcm-b ]pXn-
b H-cp K-Ww B-bn-cp¶p. A-hÀ-¡v C-´y³ X-t±-io-b-cp-sS `m-K-am-
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Ip-¶-Xn\pw A-sÃ-¦nÂ ip-²n-IÀ-aw-\S-¯n LÀ-hm]-kn sN-¿p-¶-
Xn\pw A-h-k-c-ap-­m-bn-cp-¶p. cm-h-W³ an-{i-Pm-X-\m-bn-s¡m-­v C-
´y³ X-t±-io-b-X-bp-sS `m-K-am-bn-¯o-cp-hm³ Xo-cp-am-\n¨p. ]n-Xr-Xz-
s¯bÃ, a-dn-¨v am-Xr-Xz-s¯ DÄ-s¡m-Åp-hm³ Xo-cp-am-\n-¨p F-¶m-
Xn-\À°w. am-Xr-Xzhpw kv-{Xo-P-·hpw \n-jn-²-am-bn K-Wn-¡p¶ 
ssh-Zn-I-[À-½-¯n-\v kmw-kv-Im-cn-I-am-bpw {]m-tbm-Kn-I-ambpw cm-
hW-s\ ]-cm-P-b-s¸-Sp¯p-I am-{X-aÃ Xp-S-¨p-\o-¡p-I F¶-Xv {]-
[m-\-e-£y-am-bn am-dn-¯o-cp-Ibpw sN-bvXp. 

cm-h-W³ AXp-sIm-­p-X-s¶bpw X-t±-in-b k-aq-l§-sf in-Yn-e-am-
Im-sX kw-c-£n-¡m³ ap³-I-s¿-Sp-¡p-I-bm-bn-cp¶p. A-t±-l-¯n-sâ 
hÀ¯\§-sf-¡p-dn-¨v _m-en- ]-d-bp-¶ hm-¡p-I-fnÂ \n¶pw C-Xv 
hy-à-amWv. "B-Zn-hm-knI-sf \-K-c-hm-kn-I-fm-¡n ]p-\À-P-\n \-ev-
Ip-¶ a-l-Xv-IÀ-a-¯n-teÀ-s¸-«n-cn-¡p-¶ cm-hW-s\ [m-cm-fw tI-«n-
«p­v. t\-cnÂ Im-Wm³ I-gn-ª-XnÂ k-t´mjw. In-jv-In-Ô-bn-se 
{]-P-IÄ-¡p-th-­n \mw B-Zc-hp k-aÀ-¸n-¡p-¶p'. (]p. 33) _m-en-
bp-sS hm-¡p-I-fnÂ \n¶pw cm-hW-sâ e-£yhpw {]-hÀ-¯nbpw hy-
à-amWv. ssk-Ô-h-kw-kv-Im-c-hpw lmc¸³ kwkvImchpw \nÀ-an-
¨ k-hn-ti-j-k-aq-l§-sf H-¶n-¸n-¡p-Ibpw G-tIm-]n-¸n-¡p-Ibpw 
sN-¿p-¶ H-cp hen-b {i-a-¯n-em-bn-cp-¶p cm-h-W³ F-¶p-th-Ww I-
cp-Xp-hm³.  t\m-h-enÂ ]-d-bp-¶-Xp t\m-¡pI. "D-bÀ-¶ H-cp ]m-d-
bnÂ I-b-dn-\n-¶v Xm-gv-hm-c-¯n-te-¡p t\m-¡n-b-t¸mÄ AI-se h-\-
¯n-sâ ]-¨-¸n-\p \-Sp-hnÂ I­p. ]-¨-¸-«nÂ Xp-¶n-t¨À-¯ Nn-{X-
¸Wn-t]m-se a-ª-sh-bn-enÂ Xn-f-§p-¶ In-jv-In-Ô \-Kcw. ]- -̄
\-¯n-\p sX-¡m-bn sh-Ån-\qÂ-t]m-se Xn-f-§p-¶ ]¼' (]p-dw 30). 
Cu h-cn-IÄ t\m-h-en-kv-äv ]-¯p-hÀ-jw ap-¼v F-gp-Xn-b-XmWv. F-
¶mÂ C-¶v, ]-¯p-hÀ-j-̄ n-\p ti-jw ]-¼m-\-Zn-¡v C-cp-I-c-§-fnÂ 
\n¶pw _m-cn-kv hm-en kw-kv-Im-c-¯n-sâ hn-ti-j-s¸-« sX-fn-hp-
IÄ \-ap-¡v In-«n-¡-gnªp. ]-¼-bp-sS Xo-c-¯p-­m-bn-cp-¶ _m-co-
kv \m-K-cnI-X, _m-en-bp-sS In-jv-In-Ô-bm-sW-¶v ]d-ªp h-bv-¡p-
hm-\Ã C-hn-sS {i-an-¡p-¶Xv. ]I-cw X-t±-i-k-aq-l-§Ä \nÀ-an-s -̈Sp-
¯ \m-K-coI-X-I-fp-sS A-h-ti-jn-¸pI-sf sX-fn-s¨Sp¡p-hm³ t\m-
hÂ \-S-¯p-¶ {i-ahpw k-aIm-e ]p-cm-h-kv-Xp ]T-\-§Ä \-S-¯p-
¶ {i-a-§fpw X-½n-epÅ s]m-cp-¯w bm-Zr-Ýn-I-aÃ F-¶p hy-à-
am-¡p-hm-\m-Wv {i-an-¨Xv. \m-K-hw-i-P-sc-¡p-dn-¨v t\m-hÂ ]-e-bn-
S¯pw ]-cm-aÀ-in-¡p-¶p­v. \m-K-hw-i-P-cp-sS kw-̀ m-h-\-bm-Wv \m-K-
co-I-X F-¶v hy-à-am-bn-¡-gnªp. A-Xv B-[p-\n-Iþhy-h-kmbn-I 
\m-K-cn-I-X-bÃ F¶pw Xn-cn-¨-dn-tb-­-Xm-bp-an-cn-¡p¶p. ho­pw 
t\m-h-en-te¡pw {]-th-in-¡mw. 

"ssihcpambpÅ ku-lr-Z-¯n-sâ Xp-S-¡-a-Xm-bn-cp¶p. ]n-cn-bp-
t¶cw, {]-tXyI tem-l-¯nÂ hn-f-¡n-sb-Sp-̄  -hmÄþN-{µ-lm-
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kwþN-§m-¯-¯n-sâ A-S-bm-f-am-bn \-ÂIp-Ibpw sN-bv-Xp'. (]p-dw. 
34). cm-hW-sâ tem-Iw ku-lr-Z-¯n-tâ-Xm-bn-cp¶p. X-t±-io-bcmb 
ssi-h-cp-am-bn ku-lr-Zw ]p-eÀ-¯p-¶-Xn\pw A-Xv \n-e-\nÀ-¯p-¶-
Xn\pw cm-£-k-hw-i-¯n-\p km-[n¨p. F-¶mÂ F-hnsStbm H-cn-S-
¯p-sh-¨v A-Xv X-S-b-s¸-Sp-Ibpw ssh-jv-W-hÀ ssih-sc ]n-Sn-s -̈Sp-
¡p-Ibpw sN-bvXp. X-t±-io-bÀ-¡p-taÂ kw-`-hn-¨ I-\-¯ B-Lm-X-
am-bn-cp-¶p AXv. I-S-¶p-Ib-äw Zp-jv-I-c-am-bn-cn-¡p¶p. hÀ-W-k-¦-c-
¯n-sâ H-cw-iw \n-e-\nÀ-̄ n-s¡m-­pX-s¶ hÀ-W-_m-ly-sc h-[n-
¡p-¶ {]-hÀ-¯-\-§Ä £-{Xn-b ]p-cp-j-{]-P-I-fmÂ kw-L-Sn-X-am-
bn \-S¶p. ssh-Zn-IÀ A-h-sc-s¡m-­v sN-¿n-¸n-¨p F-¶-Xm-bn-
cn¡pw Iq-Sp-XÂ icn. iqÀ-¸-W-J-bp-sS hm-¡p-I-fnÂ \mw tIÄ-
¡p¶-Xv A-Xm-Wv. ""P-\-Øm-\w \-ã-am-bn-cn-¡p-¶p tPy-jvTm''. A-
h-fp-sS kw-km-c-¯nÂ K-ZvK-Zw X-S-bn«p. "J-c-Zq-j-W-·m-sc cm-a³ h-
[n-¨n-cn-¡p-¶p.'' (]p-dwþ40) £-{Xn-b-cp-sS A- -́I-\m-bn-cp-¶ ]-c-ip-
cm-a-s\-¡p-dn-¨v cm-hW-\v A-dn-bmw. tZ-th-{µ-s\ ]n-Sn-¨p-sI-«n X-S-h-d-
bn-en-« hy-àn-bm-Wv cm-hW³. F-¶mÂ C-¶n-Xm iq-{Zm- -́I\m-b 
cm-a³ C-d-§n-¯n-cn-¨n-cn-¡p¶p. iq-{Zm- -́I³ am-{XaÃ, hÀ-W-_m-
lyÀ-¡p-taÂ h-[w A-gn-¨p-hn-Sp-I-bm-Wv A-bm-fp-sS e-£yw. C-Xm-
Wv cm-hW-s\ Ip-g-bv-¡p-¶ {]-[m-\-s¸-« Im-cyw. F-´m-bn-cp-¶p s]-
cpw B-fn-sâ ZuXyw F¶ tNm-Zy-¯n-\p ap-¶nÂ \-ap-¡p-In-«p-¶ 
D -̄cw X-t±-i-k-aqls¯ sF-Iy-s¸-Sp-¯p-I F-¶-Xm-Ip-¶p F-¶v 
hy-à-am-hp¶p. 

AXp-sIm-­mImw cm-h-W³ I-­ kz-]v-\-¯nÂ a-lm_-en sX-fn-
ªp-\nÂ-¡p-¶Xv. a-lm_-en cmh-W-t\m-Sv C§-s\ kw-km-cn-¡p-
¶p­v. "ho-c-\m-b-Ip«n' Rm³ ho­pw {i-aw Xp-Sc-sh _-en-X-n-cn-sI 
hn-fn¨p. ""\o D-bÀ-¯m³ {i-an-¨p ]-cm-P-b-s¸« B N-{I-ap-­-tÃm, 
F-sâ ]qÀ-Æn-IÀ Im-Xn-e-Wn-ªn-cp-¶ c-Xv-\-Ip-Þ-e-am-Wv. A-
t¸mÄ ]n-Xm-a-l³ ln-c-Wy-I-in-]p-hn-sâ _-ew \n-\-¡q-ln-¡m-
asÃm'' (]p-dwþ90). cmh-W-t\m-Sv a-lm_-en C§-s\ ]-d-bp-t¼m-gpw, 
A-t±-l-¯nÂ D-d-ªp-IqSnb ssh-jv-W-h-`àn-tbm-Sv cm-hW-\v hn-
tbm-Pn-¸m-bn-cp¶p. ip-{Im-Nm-cy-cp-sS hm-¡p-IÄ tIÄ-¡m-¯ a-lm-
_en, kz-´w hw-im-h-en-sb h-gn-bnÂ-¯-Åp-I-bm-bn-cp-¶p-h-sÃm. 
]n-¶o-Sv cm-{ã-ao-amw-k ]-Þn-X\m-b Iu-Sn-ey³ H-cp kn-²m- -́¯n-
\v am-Xr-I-bm-¡nb-Xv a-lm-_-en-sb-bmWv. F-´m-WXv? Zm-\w sN-
t¿­-Xv D-¯aw. F-¶mÂ A-an-X-am-bn Zm-\w sN-¿p¶-Xv A-[n-Im-c-
\-ã-¯n\pw ]-cm-P-b-¯n\pw Im-c-W-am-Ipw. A-Xm-bn-cp-¶p Iu-Sn-ey-
sâ D-Zm-l-cWw. Iu-Sn-ey³ A-hn-sSbpw a-lm_-en F-¶ A-kp-c-
cm-Pm-hn-s\ ]p-Ñn¡p-I am{Xw sN-¿p¶p. hm-a\-sâ Ip-_p-²n-sb a-
d-¨p-]n-Sn-¡p-Ibpw sN-¿p¶p. Hm-tcm A-h-Xm-c-§fpw ]p-eÀ¯n-b Zp-
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jv-sN-bv-Xn-I-sf-¡p-dn¨v Cu \q-äm-­n-se a-lm\m-b iq-{Z³ a-lm-
ßm-tPym-Xn-dm-^q-se ]-d-ª \n-co-£-W-§Ä a-Xn Iu-Sn-ey-sâ Ip-
Sn-eam-b D-Zm-lc-Ww \n-Êm-c-am-bn-t¸m-Im³. {]-l-kv-X-\nÂ \mw 
tIÄ-¡p¶-Xv a-lm-ßm tPym-Xn-dm-^q-se-bp-sS hm-¡p-I-fmWv. {]-l-
kv-X³ ]-d-bp¶p, ""]m-cn-Sw ap-gp-h³ ]-­v ssZ-Xy-·m-cp-tS-Xm-bn-
cp¶p. hn-jv-Wp A-Xn-s\ hm-t\m-cp-sS h-i-am-¡n-¯oÀ-¯-XmWv. F-
s¶-t¶-¡p-am-bn \-ã-am-bn-t¸m-b `q-X-Im-e-¯n-sâ B-[n-]-Xy-¯n-
\p-Å {i-aw C-hn-Sp¶v Xp-S§Ww'' (]pdw-:91) 

 

F-´m-bn-cp-¶p am-coN-sâ ZuXyw 

Cu t\m-h-enÂ cm-h-W-s\-¡mÄ {]-tim-`n-¡p-¶ c-­p-I-Ym-]m-{X-
§-fm-Wv am-co-N\pw _m-en-bpw. am-coN-sâ am-Xmhm-b Xm-SI-sb cm-
a³ h-[n-¡p-I-bm-bn-cp¶p. A-Xn-\v Im-c-W-sa-´m-bn-cp-¶p? t\m-hÂ 
]-d-bp¶-Xp t\m-¡p-I. "]p-cq-c-hÊv, KmYn, Zp-jy-´³, K-b³.... D-¯-
c-Zn-¡n-se cm-Pm-¡-·m-sc-sbÃmw A-Sn-b-d-hp-]-d-bn¨p-sIm-­p-Å bm-
{X-bv-s¡m-Sp-hnÂ Io-g-S-§m³ a-Sn-Im-Wn-¨ A-c-Wy-s\ h-[n-¨v a-S-§-
sh-bm-Wv am-coN-s\ BZyw Im-Wp-¶Xv. am-co-N³ h¶-Xv I-cp-j-
¯n-te-¡v £-Wn-¡m-\m-Wv. A-½ Xm-S-I Im-Wm-\m-{K-ln-¡p¶p. 
Xm-S-I-sb-¡p-dn-¨p tI-«n-cp¶p. aw-Zhpw I-cp-jhpw tI-{µ-am-¡n iq-{Z-
ap-t¶-ä-¯n-\p ]pXn-b Km-Y c-Nn-¡p-¶ s]¬-tIm-bv-a. X-sâ cm-Pym-
XnÀ-¯n-bn-te-¡v H-cp {_m-Ò-W-s\bpw I-S-¡m-\-\p-h-Zn-¡m-¯ Xm-
SI' (]p-dw 54) B Xm-S-I-sb-bm-Wv cm-a³ h-[n-¨Xv. C-Xn-eq-sS cm-
a³ F-¶ £-{Xnb-sâ e£yw hyàam-bn-¡-gnªp. AXp-sIm-
­pX-s¶ B-ßo-bam-b H-cp-a-dp]-Sn A-t\z-jn-¡p-I-bm-Wv am-coN³. 
A-t±-lw [ym-\-amÀ-Kw BÀ-Ön-s -̈Sp-¯p-I-gnªp. _u-²-cmÂ \nÀ-
an-Xam-b [ym-\-amÀ-Kw ssk-Ô-h-kw-kv-Im-c-¯nÂ B-hnÀ-`-hn-¨n-cp-
¶p-h-sÃm. C-hn-sS am-co-N³ A-tX  -[ym-\-amÀ-K-¯n-sâ ]m-X-bn-em-
Wn-t¸mÄ. X-]-Ên-sâ ]m-X-bÃ [ym-\-amÀKw, am-coN-sâ hm-¡p-I-
fnÂ A-Xp­v. "a\-Êv H-cp-lo-\-tem-l-amWv. lo-\-teml-s¯ kzÀ-
W-am-¡m-\p-Å {i-a-am-Wv [ym\w. t_m-[-¯n-sâ aq-i-bnÂ hn-f-¡n-
sb-Sp¯-v {i-²-sIm-­p-th-Ww `m-hm- -́c-¯n-\v hn-t[-b-am-¡m³' 
(]p-dwþ 52) 

A-tX-ka-bw t\m-h-en-se am-co-N³ a-[y-a-amÀ-Kw kzo-I-cn-¡p-¶nÃ. 
X-¨p-S-bv-¡eÃ, kzm-b- -̄am-¡-em-Wv i-cnbm-b {]Xn-tcm-[w F-¶p-
I-cp-Xp-¶p am-coN³. A-t±-l-¯n-sâ h-gn-bnÂ \n¶pw hy-Xy-kv-X-am-
Wv cm-hW-sâ hgn. A-tX-ka-bw c-­p-t]-cp-sSbpw ZuXyw H-¶p-X-
s¶-bmWv. P-Smbq-tKm-{X§Ä, hm\-c-tKm-{X§Ä, Im-e-tI-bÀ DÄ-
s¸-sS ]e X-t±-i-tKm-{X-§fpw A-hÀ X-s¶ hn-I-kn-¸n-s -̈Sp-¯ D-
bÀ-¶ P-\m-[n-]Xy-t_m-[w sh-Sn-ªv `n-¶n-¸n-sâ ip-²nþA-ip-²n 
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k-¦-ev-]-¯n-te-¡v ]Xn-̈ p-I-gnªp. A-h-c-s Xn-cn-¨p-]n-Sn-¡p-hm-\p-
Å c-­p amÀ-K-§-fm-Wv \mw cm-h-W-\nepw am-co-N-\nepw Im-Wp-
¶Xv. _m-en-bmh-s« C-hÀ-s¡m-¸-amWv. F-¶mÂ kp-{Ko-h-s\bpw 
]n-¶o-Sv _m-en-bp-sS ]p-{X³ Aw-K-Z-s\bpw DÂ-s¸-sS tKm-{X-§-fn-
se ]-e-scbpw C-h-cnÂ \n-¶-SÀ-¯n Iq-sS-\nÀ-¯m³ cm-a\pw ssh-
Zn-IÀ¡pw km-[n¨p. A-h-cp-sS hn-`-Pn-¸n-¡-en-sâ s]m-cpÄ tX-Sp-I-
bm-bn-cp-¶p-htÃm am-coN³. A-Xn-\m-bp-Å H-cp-a-lm-{]-Øm-\-¯n-
sâ {i-a-¯n-em-bn-cp-¶p A-t±lw. 

 

{]-W-bhpw a-\xkm-£nbpw 

{]-W-b-s¯bpw a-\x-km-£n-sbbpw kw-_-Ôn-¨v X-t±-io-bÀ ]p-eÀ-
¯n-bn-cp-¶ B-g-¯n-epÅ t_m-[y§-sf tX-Sn-¸n-Sn-¡m³ t\m-hÂ 
{i-an-¡p-¶-Xp-Im-Wmw. cm-hW-sâ _m-eyIm-e k-Jn-bm-bn-cp-¶ N-
ta-en-sb-¡p-dn-¨p-Å hn-h-c-W-§-fnÂ \-ap-¡n-Xp-Im-Wmw. t\m-h-en-kv-
äv Nn-«-s¸-Sp-¯n-sb-Sp-¯ I-Ym-]m-{X-am-Wv N-taen. F-¶mÂ A-hÄ 
H-cp-B-Zn-hm-kn s]¬-Ip-«n-bmWv. B-Zn-hm-kn-Ifpw hÀ-W-_m-lycpw 
X-½n-ep-Å k-a-D-e-I-¯n-sâ tc-J-IÄ-¡q-Sn-bmWv Cu {]-Wbw. hÀ-
Wm-{i-a-[À-a-hy-h-Ø-¡mÀ Hmtcm I-cbpw ]n-Sn-s -̈Sp-¯-t¸mÄ tKm-
{X-hn-`m-K-§Ä¡v Du-cp-hn«p-t]m-tI-­n-h¶p. N-ta-en¡pw A-h-cpsS 
Du-cp-ImÀ¡pw \m-Sp-hn«p-t]m-tI-­n-h¶p. bp-hm-hm-bn-¯o-À-¶ cm-h-
W³ ]n¶o-sSm-cn-¡Â N-ta-en-bp-sS Ip-Sn-en-s\ tXSnh¶p. c-W-h-
W³ I­-Xv ImSpw ]-Sepw ]n-Sn-¨ Du-cn-s\-bmWv. t\m-h-en-kv-äv 
C§-s\ hn-h-cn-¡p¶p. ""N-ta-en-bp-sS Ip-Sn-ensâ Hm-ebpw ]pÃpw 
taª tam-´m-b-¯n-t·Â ]-¨-¸Ãp-IÄ X-fnÀ-¯v sh-Åw In-«m-sX 
h-fÀ-¨-bv-¡p-ap-t¼ D-W-§n-t¸m-bn-cn-¡p¶p. NmW-Iw sa-gp-Im-¯ 
Ip-Sn-en-sâ A-I-¯p-\n¶pw Xp-d-¶n-« hm-Xn-eph-gn C-cp-«p ]p-I-]-
Sew-t]m-se ]p-d-t¯-s¡m-gp-Ip-¶p.' (]p-dwþ92) {]-W-bm-Xp-c\m-b 
cm-h-W-s\-bm-Wv \mw Im-Wp-¶Xv. tKm-{X-§-fp-sS Xn-tcm-[m-\-
¯nÂ Zpx-Jn-¡p-¶ H-cp cm-h-W³ C-hn-sS-bp­v. 

a-\-xkm-£n-bm-Wv a-säm-¶v. `À-¯m-hn-sâ sN-bv-Xn-sb hn-aÀ-in-¡p-¶ 
a-t¶m-Z-cn-sb-bm-Wv \mw Im-Wp-¶Xv. ko-X-tbm-Sv a-I-fp-tSXp-t]m-ep-
Å hm-Õ-ey-am-Wv \mw Im-Wp-¶Xv. ko-X-tbm-Sv a-I-fp-tSXp-t]m-ep-
Å hm-Õ-ey-am-Wv A-hÀ¡v. FÃm kzm-X-{´yhpw kzo-I-cn¨p-sIm-
­v a-t¶m-Z-cn, cmh-W-t\m-Sv ]-d-bp¶-Xp t\m-¡pI. ""A-cpXv, B Ip-
«n-sb C-\nbpw I-c-bn-¡p¶-Xv a-lm-]m-]-amWv. {Xn-P-U-]-d-ªp-Rm-
\-dn-ªp A-Xn-sâ I-Y. th-Z-\-am-{X-ta D-­m-bn-«p-Åq P-\n-¨-\mÄ-
s¯m-«v...'' (]p-dw þ 128) `À-¯mhn-t\m-Sv X-sâ hn-tbm-Pn-¸v tc-J-s¸-
Sp-¯p-¶ a-t¶m-Z-cn-bnÂ X-t±-i-kv-{Xo-bp-sS a-\x-km-£nbpw [mÀ-an-
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I-Xbpw \n-g-en-¡p-¶p­v. A-tX-k-abw, iqÀ-¸W-J-tbm-Sv tam-i-am-
bn s]-cp-amdn-b `À-¯mhn-t\mSpw A-\p-P-t\mSpw ko-X, bm-sXm-cp-
hn-e¡pw \nÀ-t±-in-¨nÃ F¶-Xv kv-{Xo-sb-¶ \n-e-bn-ep-Å A-h-cp-
sS c­mw Øm\-s¯ Im-«n-¯-cp-Ibpw sN-¿p-¶p­v. kz-bw-h-c 
kzm-X-{´y-¯n-ep-ap-­v c-­p-\oXn. tZ-h-kv-{Xo-I-fp-sS kz-bw-h-chpw 
]p-cp-j-kzo-I-c-Whpw ]-cn-[n-bnÃm-¯-XmWv. A-hnsS-sbm¶pw ]p-
eÀ-¯m-¯ ]p-Ñhpw X-cw-Xm-gv-¯epw iqÀ- -̧W-J-bnÂ B-tcm-]n-X-
am-Ip¶-Xv hw-io-bam-b A-[n-t£-]-¯n-sâ Iq-Sn `m-K-am-Ip¶p. 

am-ey-hm³ F-¶ ap-¯Ñ-s\ ]-d-bp-hm-\p-­m-bn-cp-¶Xpw koX-sb a-
S-¡n-s¡m-Sp-¡q F-¶m-bn-cp-¶p. (]p-dw 114) a-t¶m-Z-cn-sb-t¸m-se X-
s¶ am-ey-h-\n-epw a-\x-km-£n-bp-sS i-Ð-am-Wv \n-g-en-¡p-¶Xv. cm-
Py-t¯mSpw {]P-I-tfm-Sp-ap-Å kv-t\-lhpw \-ap-¡-XnÂ Im-Wmw. F-
¶mÂ am-eyh-sâ D-]-tZi-s¯ X-Ån-¡-f-bp-I-bm-Wv cm-hW³. 

C-{µ-Pn v̄, X-sâ C-f-b-Ñ\m-b hn-`o-jW-\v sIm-Sp-¯-b-¡p-¶ k-
tµ-iw a-\x-km-£n-sb kw-_-Ôn-¨ a-säm-cp ap-Jw -hy-à-am-¡n-¯-
cp¶p. k-tµ-iw A-h-km-\n-¡p¶-Xv C-§-s\-bm-Wv. ""C-f-b¨m, C-
{X-am{Xw Z-b-bnÃm-¯-h-\m-btÃm A§v! C-¯-c-¯n-ep-Å I-
SpwssI A-§Ãm-sX tem-I-¯nÂ a-säm-cmÄ sN¿p-tam?'' (]p-
dwþ135) kz-´w A-\pP³, tN-«-\v F-Xn-sc \nÂ-¡p-¶ A-h-Ø-
bnÂ]-cw Zm-cp-W-am-bn F-´m-Wv `q-an-bn-epÅ-Xv F¶ tNmZyw X-t±-
io-b-cp-sS tem-I-t_m-[-¯mÂ \nÀ-an-X-am-b-XmWv. F-s -́¶mÂ A-
Xv `u-Xn-I-Nn- -́bnÂ \n¶pw cq-]-s -̧«p-h-¶-XmWv. `u-Xn-I-i-co-c-¯n-
sâ \m-iw kp-\n-Ý-b-am-b-Xn-\mÂ [mÀ-an-I-amh-Ww Po-hn-Xw F-¶ 
]mT-am-Wv X-t±-io-b-cp-tSXv. A-tX-k-abw, ssh-Zn-I-IÀ-a-§-fmÂ ]-
cn-lm-cw km-[y-am-Ip-¶-Xn-\mÂ sXäv km-[y-am¡mw F-¶ {_m-Ò-
Wy-Nn-´ lnw-k-bv-¡v km-[q-Ic-Ww \-ev-Ip-I-bm-Wv sN-¿p-¶Xv. A-
Xn-\m-em-W-sÃm, tXÀ- -̄«nÂ \n¶pw Xm-sg-bn-d-§n-\n-¶ IÀ-W-\p-
taÂ AÀ-Öp-\³ A-kv-{X-sa-bv-XXv. A-Xn-\m-em-WtÃm iq-{Z-k-\ym-
knbm-b iw-`qI-sâ inc-Êv A-dp-s -̄dn-bp-¶-Xn-\v cm-a³ a-Sn-¡m-Xn-
cp-¶Xv. H-¶v a-\-km-£n-bp-sSbpw [mÀ-an-I-X-bp-sSbpw h-gn-bm-Ip-
t¼mÄ F-XnÀ-h-i-¯pÅ-Xv IÀ-a-im-kv-{X-¯n-sâ h-gn-bmWv. a-\x-
km-£n-bp-sS G-tXm- H-cw-iw F-hnsStbm D-­m-bn-cp-¶-Xn-\m-em-
hWw, ko-X-bv-¡v F-Xn-sc hm-fp-bÀ-¯n-b cm-hW³, A-Xn-\p-ap-Xn-
cm-Xn-cp-¶Xv. 

Imaw, tIm]w, kp-c-]m-\w _r-l-Zm-Jym-\-§-fp-sS X-Sh-d-IÄ 

kz-X-{ -́hpw kq-£va-hpam-b h-gn-IÄ Xp-d-¡p-t¼mhpw _r-Zm-Jym-\-
§-fp-sS X-S-h-d-bnÂ \n-¶pw ]p-d-¯p-I-S-¡p-hm³ t\m-h-en-kv-äv B-
{K-ln-¡p-¶nÃ. B-Zy-`mK-̄ v t\m-h-en-kv-äv hy-à-am-¡n-bXp-t]mse, 
cma-s\ {]Xn-tbm-Kn-bm-¡p-hm³ B-{K-ln-¡p-¶nÃ. AXp-sIm-­pX-
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s¶ X-t±-i-P-\-X-bv-¡p-taÂ sX-äp-I-fp-sS Iq-¼m-cw h-en-s -̈dnªp-
sIm-­v c-£-s¸-Sp-I-bm-Wv t\m-h-en-kv-äv sN-¿p-¶-Xv. C-Xn-\p-th­n, 
_r-l-Zm-Jym-\-§-fp-sS h-tc-Wy-`m-h-h-\I-sf A -̧Sn kzo-I-cn-¡p-
¶nS-¯v t\m-hÂ A-Xn-sâ e-£y¯nÂ \n¶pw h-gp-Xn-t¸m-Ip-¶-Xp-
Im-Wmw. _r-l-Zm-Jym-\-̄ mÂ ]-cn-Nn-Xam-b cm-h-Wm-´y-¯n-te-¡v 
tI-h-e-am-bn sIm­p-t]mIp-I am-{X-am-Wv C-hnsS. A-Xn-\p-th-­n 
hn-`o-jW-s\ cm-hW-sâ {]Xn-tbm-Kn-bm-¡n \nÀ-¯p-I-bm-Wv sN-¿p-
¶Xv. H-äp-Im-c³ am-{XaÃ, N-Xn-b-\pw, A-[n-Im-c-tam-lnbpw am-
{XaÃ, Im-a-Zm-ln-Iq-Sn-bm-Wv C-hn-sS hn-`o-jW³. kz-´w tP-jvT-
sâ `mcy-tbm-Svþa-t¶m-Zcn-tbmSv, Im-a-¡-en-bp-Å H-cp hn-Ir-X-P-·-am-
Wv A-bmÄ. A-bm-fp-sS FÃm Zp-jv-sN-bv-Xnbpw cm-a-\p-th-­n-bm-Wv 
Xm-\pw. 

Im-a-¯n-sâbpw ssew-Kn-I-X-bp-sSbpw hn-f-\n-e-am-bn-«m-Wv iqÀ-̧ W-
J, hn-h-cn-¡-s¸-Sp-¶Xv. A-h-fp-sS ssewKnI ssi-en-sb-¡p-dn¨p-
t]mepw t\m-h-en-kv-äv hn-i-Zo-I-cn-¡p-¶p-­v. (]p-dwþ47). A-tX-ka-
bw _r-l-Zm-Jym-\w F-gp-Xn-sb-gp-Xn k-¼-¶-am¡n-b tZ-h-kv-{Xo-I-
fp-sS c-Xn-\-S-\-§fpw em-ky-§fpw hn-aÀ-i-\-¯n-sâ H-cp ta-J-e-
bnepw Øm-\-s¸-Sp-¶nÃ F-¶Xpw Im-tW-­-Xp-­v. \À-a-Z-bnÂ-sh-
¨v cm-h-W-\p-In«n-b im]w (]p-dw 130), th-Z-h-Zn-bpsS HmÀ-a (]p-
dwþ123), bu-h-\-¯n\pw A-\p-`q-Xn¡pw th-­n-bp-Å cm-hW-sâ 
{iaw (]p-dw 75), Ip-Sn¨pw Iq-¯m-Sn-bp-ap-Å Po-hn-Xw(]p-dwþ67) F-
¶n§-s\ t{Im-[-hpw, Im-ahpw kp-c-]m-\-hpw, hn-[nbpw B-Ip-¶p 
cm-hW-sâ ]-cm-P-b-¯n-sâ tl-Xp-¡Ä F-¶p hn-e-bn-cp-¯p¶ 
t\mhÂ, cm-hW-s\ C-cp-«-¯p-\nÀ-¯p-I-bm-Wv sN-¿p-¶Xv. s]cpw 
B-fn-sâ cm-{ã-k-¦-ev-]-]-²-XnI-sf X-In-Sw-a-dn-¡p-I-Iq-Sn-bm-Wv C-Xn-
eqsS. ]I-cw ssh-Zn-I-`m-h-\-IÄ¡pw Nm-XpÀ-hÀ-Wy cm-{ã-]-²-Xn-
IÄ¡pw sh-fn-¨w hn-X¨p-sIm-Sp-¡p-I Iq-Sn sN-¿p¶p. 

 

ssP-\À¡pw _u-²À¡pw cm-h-W³ k-\ym-kn-bm-bn-¯o-cp-¶-
sX´p-sIm­v? 

_u-²-km-ln-Xyam-b Z-i-c-Y-Pm-XIw, A-\m-a-I-Pm-XIw, Z-i-c-Y-I-
Ym-\w Xp-S§n-b Ir-Xn-IÄ Im-e-KW-\-sIm-­v cm-am-b-W Imhyw c-
Nn-¡-s¸-Sp-¶-Xn\pw ap-¼p-Å, hm-sam-gn-{]-N-cn-X cm-a-I-Y-I-fp-sS kzo-
I-c-W-am-sW-¶v hn-e-bn-cp-¯-s¸-Sp¶p. hm-sam-gn-{]-N-cn-X-cm-a-I-Y-I-
fp-sS k-am-l-c-W-am-WsÃm hm-ev-ao-In-bp-sS `m-h-\-bm-bn-¯oÀ-¶ cm-
am-b-W-hpw. _u-²-cm-am-b-W-I-Y-IÄ-¡v {]-I-Sam-b Nn-e-hy-Xn-bm-\-
§Ä Im-Wp-¶p­v. Zi-c-Y-cm-P-\-[m-\n hm-cm-W-kn-bmWv. h-\-hm-
kw ln-am-e-b-¯n-ep-amWv. cm-a\pw ko-Xbpw k-tlmZ-cn k-tlm-Z-c-
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·m-cp-amWv. sIm-«m-c-¯n-se KqVm-tem-N-\-bp-sS ^-e-am-bm-Wv cm-a-
sâbpw e-£-W-sâbpw k-tlmZ-cn ko-X-bp-sSbpw h-\-hmkw. aq-
¶p-hÀ-j-¯n-\p-ti-jw h-\-hm-kw I-gn-ªv a-S-§n-h-cn-I-bpw, Xp-SÀ-
¶v k-tlm-Z-cnbm-b koX-sb hn-hm-lw I-gn-¡p-Ibpw Po-hn-¡p-I-
bpw sN-¿p¶p. (cm-hW-s\ ]-cm-aÀ-in-¡p-¶nÃ _u-²-cm-am-b-W I-
Y-IÄ.) hm-ev-ao-In-cm-am-b-W-¯n-emI-s« ko-Xm-l-cWw, cm-h-Wh-
[w Xp-S-§n-b-h tI-{µ-{]-ta-b-§-fm-hp¶p. _u-²-cp-sS L-«-¯nÂ 
{Zmhn-U tZ-i-§-fn-te-bv-¡v hym-]-I-am-bn B-[n-]-Xy-ap-d-̧ n-¨ cma-s\ 
Im-Wp-¶nÃ F-¶m-Wv C-Xn-\À°w. _u-²-km-ln-Xy-¯nse "e-¦m-
h-Xm-c-kq-{X'¯n-emI-s« _u-²\m-b cm-h-W³ k-\ym-kn-bm-bn-
s¡m-­v \-S-¯p-¶ [À-½-{]-`m-j-W-§Ä tc-J-s¸-Sp-¯p-Ibpw sN-
bv-Xn-cn-¡p¶p. A-Xn-\À-°w _u-²-cp-sS X-IÀ-̈ -bp-sS L-«w-Iq-Sn 
DÂ-s¸-Sp-¶p hm-ev-ao-In-cm-am-b-W I-Y F-¶mWv. 

""cm-hW-s\ kw-_-Ôn-¨v kz-X-{´am-b B-Jym-\w {]-Nm-c-¯n-ep-
­m-bn-cp¶p. A-XnÂ, cm-hW-sâ [mÀ-anI-X, X-]Êv, a-l-Xzw F-
¶o {]-[m-\-hn-j-b-§Ä A-S-§n-bn-cp¶p. Cu A-`n-{]m-bw km-[q-I-
cn-¡p-¶-Xn-\v _u-²-ssP-\ km-ln-Xy-§-fp-sS k-lm-bw kzo-I-cn-
¡p¶p. ssP-\-cm-a-I-Y-bn-ep-Å cm-£-k-hw-i-¯n-sâbpw hm-\-c-hw-
i-¯n-sâbpw hn-kv-Xr-Xam-b hÀ-W-\-bnÂ cma-s\ A-t]-£n-¨v cm-
£-k-·mcpw hm-\-c-·mcpw Iq-Sp-XÂ P-\-{]o-Xn t\-Sn-b-h-cm-bn-cp-¶p 
F-¶ Im-cy-s¯ ]p-ãn-s¸-Sp-¯p¶p. e-¦m-h-Xm-c-kq-{X-¯nÂ cm-h-
W-sâbpw _p-²-sâ-bpw [À-a-kw-_-Ôam-b kw-hm-Zw D-²-cn-¨n-
«p­v. Cu {K-Ù¯n-sem-cn-S¯pw cm-a-cm-h-W-bp²-s¯ kw-_-Ôn-
¨ kqN-\-t]mepw e-`n-¡p-¶nÃ. AXp-sIm-­v cm-hW³ (e-¦-bn-se 
cm-Pmhv) hmevaoInbpsS cm-a-I-Y-bp-sS D-ev-]-¯n-¡p-ap-¼v {]-kn-²-
\m-bn-¡-gn-ªn-cp-¶p.'' (]p-dw 123, ^m-ZÀ Im-anÂ _pÂsI, cm-
aIY) 

ssP-\-·mÀ B-Is«, cm-a-]-ß-s\-bpw e-£-a-W-s\bpw cm-h-W-
s\bpw ssP-\-a-Xm-h-ew-_n-I-fm-bn I-cp-Xp-I-am-{X-aÃ aq-¶q-t]-
scbpw ssP-\-·m-cp-sS {Xnj-ãn a-lm-]p-cp-j-·m-cp-sS Iq-«-¯nÂ-s¸-
Sp-¯n-bn-«p-ap-­v. (]p-dwþ80, cm-aI-Y) ssP-\-cm-hW³, {]-Xn-hm-kp-tZ-
h³ F-¶ Øm-\-¯m-Wv \n-ev-¡p-¶Xv. A-tX-ka-bw A-²ym-ß-cm-
amb-Ww t]m-se F-XnÀ-Øm-\-¯Ã cm-hW-sâ Øm-\w F-¶Xpw 
{]-[m-\-s¸-«-XmWv. F-¶mÂ F.Un. aq¶mw \q-äm-­m-Wv ssP-\-cm-
amb-Ww c-Nn-¨ hn-a-e-kq-cn-bp-sS Imew. c-£-k-cm-Pm-hm-bn-«m-Wv cm-
hW-sâ ]n-Xmhm-b c-Xv-\-{im-h-hn-s\ C-hn-sS hn-h-cn-¡p-¶Xv. hn-
Zym-[m-c-hw-iw F-¶ X-t±-i-hw-i-s¯bpw J-c-ZqjW-s\bpw C-Xn-
sâ Xp-SÀ-¨-bmbpw Im-Wp¶p. N-{µ\-Jsb (iqÀ-¸W-J) J-c³ hn-
hm-lw I-gn-¡p¶p. A-h-cp-sS a-¡-fm-Wv A-\w-K-Ip-kp-abpw iw-_q-
I-\pw. cm-h-W-s\-¡p-dn-¨p-Å hn-h-c-W-¯nepw ImWmw ]p-Xpa. ""cm-
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hW-sâ kz-`m-h-Nn-{Xo-Ic-Ww hm-ev-ao-In-cm-am-b-W-¯nÂ \n¶pw 
hf-sc `n-¶-amWv. Pn-\-t£-{X-§-fp-sS PoÀ-tWm-²m-c-W-w \-S-¯p-
Ibpw ar-K_-en \-S-¯p-¶ bm-K§-sf X-S-Ê-s¸-Sp-¯p-Ibpw sN-
¿p¶p.'' (]p-dwþ 85, cma-IY). iw-_q-I-\n-{K-lw cma-sâ ssI-sIm-
­m-Wv F-¶v hy-à-hp-am-W-tÃm. A-tX-ka-bw cm-a-s\bpw e-£-va-
W-s\bpw hm-ev-ao-In-\nÀ-½n-¨ _r-l-Zm-Jym-\-s¯bpw ]n³-]-än-s¡m-
­mWv "]D-a-N-cnbw' F¶ ssP-\-cm-amb-Ww hn-c-Nn-X-am-Ip-¶Xv. 
kmw-io-Ic-Ww F-¶ k-¦-ev-]w C-Xn-\p-]n-¶n-ep­v. A-tX-k-a-bw 
ssP-\À-¡pw _u-²À¡pw cm-h-W³ k-\ym-kn-bm-bn-cn-¡p-¶p F-¶-
Xm-Wv {]-[m-\-s¸-«-Im-cyw. Imaw, Xn-·, tIm-]w, A-[n-Im-c-ZpÀ-
tamlw, kp-c-]m-\w C-h-bp-sS hn-f-\n-eam-b cm-h-W-Nn-{Xo-Ic-Ww 
hen-b A-f-thm-fw km-[y-am-Ip-¶nÃ. ssP-\-cp-sSbpw cm-a-I-Y-bnepw. 
_u-²-cpw ssP-\cpw ]p-eÀ¯n-b DÄ-s¡m-ÅÂ C-´y³ th-cp-I-fp-
Å A-h-cp-sS _-Ôw hy-à-am-¡n-¯-cp¶p. F-¶mÂ sshZn-I {_m-
Ò-Wy-amI-s« C-´y³ X-t±-io-b-cp-am-bn-«p-Å lnw-km-h-ml-Iamb 
ssh-cmKyw C¶pw ]p-eÀ-̄ n-s¡m-­p-an-cn-¡p¶p. 
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{]_Ôkw{Klw:aebmf¯nÂ sNdpIY cq]s¸«ph¶Xnsâ ]Ým¯ew ]cn 
tim[n¡p¶tXmsSm¸w IYsb aäp kam\kmlnXyP\pÊpIfpambn tNÀ¯p 
sh¨psIm­v BZyIme sNdpIYIfpsS BJym\coXnsb kt¦X_²ambn 
hnebncp¯pIbpw AXphgn {]Xybimkv{X]cambn hebncp¯pIbpamWv 
Cu ]T\w. th§bnÂ Ipªncma³ \mb\mcpsS ZzmcIsb djy³ t^mÀa 
enÌv anJmtbÂ _ànsâ t{ImtWmtSm]v F¶ k¦Â¸s¯ ap³\nÀ¯n 
]cntim[n¡p¶p. 
 
Xmt¡mÂhm¡pIÄ: aebmfsNdpIY þ t{ImtWmtSm]v þ ØeIme]cn 
NcWw þ sImtfmWnbÂ B[p\nIX þ ]mc¼cy\ntj[w þ B[p\nI 
XbpsS kwLÀj§Ä 
 
aebmf¯nse Xncn¨dnbs¸« BZys¯ sNdpIY F¶ Ncn{X 

{]m[m\yw t\Snb IY þ ZzmcI þ Hcq\qäm­pap¼v ‘hnZymhnt\m 

Zn\n’ amknIbnemWv {]IminXambXv. a\pjyÀ `mjbneqsS 
Bibhn\nabw sN¿m\mcw`n¨ Imew apXte IYIfp­m 
bn«p­v. F¦nepw \mw Adnbp¶ AÀ°¯nÂ sNdpIY F¶ 
khntij kmlnXycq]w temIkmlnXy¯nÂ cq]wsImÅp¶Xv 
]s¯m³]Xmw \qäm­nsâ BZyZiI§fnemWv. ]mÝmXy`m 
jIfnÂ¡qSn hyànXzw t\Snb B kmlnXycq]w Cw¥ojv 
kmlnXyk¼À¡¯neqsSbmWv aebmf¯nte¡v kw{Ian¨Xv.  

bh\IYIÄ, Cutkm¸pIYIÄ, CuPn]vjy³ am{´nI 
IYIÄ, _m_ntemWnb³ IYIÄ, ss__nÄ ]gb\nba 
¯nse IYIÄ, thZIYIÄ, D]\njXvIYIÄ, CXnlmk¯n 
se D]mJym\§Ä, PmXIIYIÄ, ]©X{´w, hn{IamZnXy³ 
IYIÄ, ZiIpamcNcnXw, IYmkcnXvkmKcw XpS§nbhbn 
sems¡ sNdpIYtbmSSp¯p \nÂ¡p¶ IYIfp­v. F¦nepw 
kmt¦XnImÀ°¯nÂ Ahsb sNdpIYIsf¶p hnfn¡m\mhnÃ.  

‘sNdpIY’sb sNdpIYbm¡p¶ Nne kmam\ykhntij 
XIfp­v. {]mYanIambn AsXmcp kw£n]vX KZymJym\amWv. 
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Hcp kw`hs¯tbm, cwKs¯tbm, hnImcs¯tbm GIm{KX 
\jvSs¸SmsX kq£vahpw k´penXhpambn BhnjvIcn¡pI 
bmWv sNdpIYbnÂ sN¿p¶Xv. ØeIme§fpsS hnime]Ým 
¯e¯nÂ PohnX]cnWma§sf Nn{XoIcn¡mt\m t\mhen 
se¶t]mse IYm]m{X§fpsS hnImk]cnWma§sf BhnjvI 
cn¡mt\m sNdpIYbnÂ km[yaÃ. Hcp khntij sshImcnI 
aplqÀ¯¯neqsS IS¶pt]mIp¶ IYm]m{X¯nsâ _mlytam 
B`y´ctam Bb Ne\§sf BhnjvIcn¡pIbmWv sNdpIY 
bpsS kmam\ycoXn.  

]s¯m³]Xmw \qäm­nsâ D¯cmÀ²w C´y³ \thm 
°m\¯nsâ Imeambncp¶p. hyàymht_m[¯nsâ hnImkam 
bncp¶p AXnsâ tI{µ_nµp. Cu \ho\mht_m[¯nsâ hml 
Icmbn¯oÀ¶ ]pXnb kmlnXy{]Øm\§fmWv t\mhÂ, 
sNdpIY, D]\ymkw XpS§nbh.  

sI«pIYIfnÂ\n¶pw, KpW]mTIYIfnÂ\n¶pw, \mtSm 
Sn¡YIfnÂ\n¶pw aäpw sNdpIYIsf hymhÀ¯n¸n¡p¶ Nne 
khntijXIfp­v. \mtSmSn¡YIÄ hmsamgnhg¡¯neqsStbm 
]m«pIfneqsStbm XeapdIfnÂ\n¶v XeapdIfnte¡v ]Icp¶h 
bmWv. sshbànIsa¶Xnt\¡mÄ kmaqlnIamWv AXnsâ 
IÀXrXzw. `mh\m{][m\hpw bpàym[oXhpw AÛpXctkmtZym 
XIhpamb A¯cw IYIfpsS e£yw tIÄhn¡msc ckn¸n¡p 
Itbm [mÀ½nI{]t_[\w \ÂIpItbm BWv. `mjbpw hnhc 
Whpw AhXcWhpw H¶pw AXnÂ {][m\aÃ. F¶mÂ sNdpI 
Ybmhs« {]mYanIambn KZy¯nepÅ BJym\mßI cN\bm 
Wv. AXpsIm­pXs¶ Hcp `mjminev]w F¶ \nebnÂ 
{i²tbmsS cNn¨Xmbncn¡pw AXv. bpànklamb CXnhr¯w, 
bYmÀ°a\pjycpsS Ombbpw {]IrXnbpapÅ IYm]m{X§Ä, 
hnizk\obamb PohnXNn{XoIcWw, IYm]m{X§fpsS at\m 
`mhmhnjvImcw, KpW]mT]cmaÀit¯¡mÄ Hcp PohnXmh 
ØbpsS A´À`mhs¯ kv^pcn¸n¡m\pÅ Ignhv, IYbnepS 
\ofw {]kcn¨v \nÂ¡p¶ IYmIr¯nsâ hyànXzw. Chsbm 
s¡ sNdpIYsb ]c¼cmKX IYmcq]§fnÂ\n¶v hyXykvX 
am¡p¶p.  

tIcf¯n\p kz´amb HcpIYm]mc¼cyap­mbncp¶p. 
tIcfobamb ]e IYIfpw hmsamgnhg¡ambn ChnsS ]­pap 
Xte \ne\n¶ncp¶p. NmIymÀIq¯nepw, IqSnbm«¯nepw hnZqj 
I³ AhXcn¸n¨ncp¶ D]IYIÄ, ]SbWnbnse t]¡Ybpw 
hnt\mZhpw, XpÅense ]pdwIYIÄ, ]mTI¯nse D]IYIÄ, 
kwL¡fnbnse BJym\`mK§Ä, hS¡³]m«pIfnsebpw 
sX¡³]m«pIfnsebpw IYIÄ, apdP]s¯ A\p_Ôn¨p­mb 
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]«¯m\IYIÄ, ]nÂ¡me¯v sIm«mc¯nÂ i¦p®nbpsS 
sFXnlyame AS¡apÅh tIcfobIYm]mc¼cy¯nse CuSp 
shbv¸pIfmWv.  

Xncn¨dnbs¸« BZys¯ aebmfsNdpIY {]kn²oIcn 
¡p¶Xn\pw F{Xtbm ]Xnäm­pIÄ ap¼pXs¶ KZy¯nepÅ 
sNdnbIYIÄ aebmf¯nÂ A¨Sn¨ph¶n«p­v. aX{]t_m[ 
\]cambncp¶p Ahb[nIhpw. Úm\\nt£]w amknIbpsS 
1849þHmKÌv (IÀ¡nSIw) e¡¯nÂ B\sbbpw Xp¶s\bpw 
Ipdn¨pÅ IYbp­v. CuXmbncn¡mw ap{ZnXamb BZys¯ 
KZyIY. D]tZi{][m\sa¦nepw atXXcamb ImgvN¸mSnÂ cNn¨ 
GXm\pw IYIÄ slÀa³ Kp­À«v X¿mdm¡nb ]mTame (1860) 
bnep­v. 1867þ68 Ime¯v tIcfhÀ½ henbtImbn¯¼pcm³ 
XncphnXmwIqdnse sSIvÌv _p¡v I½änbpsS A²y£³ F¶ 
\nebnÂ X¿mdm¡nb ]mTmhenIfnepw Cu coXnbnepÅ IYI 
fp­v. 1873þÂ {]kn²oIcn¨ AbÂ¡mcs\ sIm¶hsâIY 
bmWv asämcp KZyIY. CXpw Hcp aX{]t_m[\]camb IYbp 
sS hnhÀ¯\amWv. aebmf¯nse BZys¯ kmlnXyamknI 
bmb hnZymhnemkn\nbpsS BZye¡¯nÂ (1881) {]kn²oIcn¨ 
Hcp IÃ³ BWv asämcp {it²bamb asämcp IY. AXpw GtXm 
hntZi\mtSmSn¡YbpsS ]p\xcmJym\amhm\mWnS. 

sNdpIY F¶ kmt¦XnIkwÚ D]tbmKn v̈ hyhlcn 
¡mhp¶ BZys¯ ap{ZnXamb aebmfIYbmWv hmk\mhn 
IrXn. aebmf¯nÂ sNdpIYbpsS Bcw`s¯¡pdn¨p ]dbp 
t¼mÄ Cu IYsb¡pdn¨v almIhn DÅqÀ kmlnXyNcn{X¯nÂ 
kqN\ \ÂIp¶p­v. th§bnÂ Ipªncma³\mb\mcpsS 
hmk\mhnIrXn F¶ IYbmWv `mjbnse H¶mas¯ sNdpIY 
F¶v C¶phscbpÅ sXfnhpIÄ sh¨psIm­v A\pam\n¡p¶ 
XnÂ A]mIXbnÃ. 1891þs^{_phcnþamÀ¨v e¡w hnZymhnt\m 
Zn\nbnÂ {]kn²s¸Sp¯nb hmk\mhnIrXn Xs¶bmWv BZy 
s¯ NpdpIY F¶p \nÝbn¡mw.  

cknIcÚn\n, `mjmt]mjnWn, awKtfmZbw, e£vao 
`mbv XpS§nb amknIIÄ sNdpIYbpsS hfÀ¨sb klmbn¨p. 
kckIYmaÚcn, IYmIuapZn XpS§nb sNdpIYmamknIIÄ 
Bcw`n¡¯¡h®w hmb\¡mÀ¡v B kmlnXycq]t¯mSv 
{]Xn]¯nbp­mbn. ]Zy{][m\ambncp¶ kmlnXym´co£¯n 
Â\n¶v KZy¯n\p {]mapJyapÅ Hcp kmlnXym´co£¯nte 
¡pÅ ]cnhÀ¯\¯nsâ kqN\IqSnbmWnXv. 1930þItfmsS Cu 
]cnhÀ¯\w {ZpXKXnbnembn. kaZÀin, {]t_m[I³, tIkcn 
F¶o {]kn²oIcW§fpsS ]{Xm[n]cmbncp¶ F. _meIr 
jvW¸nÅ bqtdm]y³ `mjIfnse anI¨ sNdpIYIÄ hnhÀ 
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¯\w sNbvXp {]kn²oIcn¨Xv A¡mes¯ bphIYmIr¯p 
¡Ä¡v Znimt_m[w \ÂIn. At¸mtg¡pw Fw. ]n. t]mfnsâ 
sNdpIYm{]Øm\hpw ]pd¯ph¶p. th§bnÂ Ipªncma³ 
\mb\mcnÂ XpS§n C. hn. IrjvW¸nÅ hscsb¯p¶ sNdpI 
YmcwKs¯ {]mcw`\mbI·mcpsS ImeL«w Hcp \mÂ¸Xm­v 
ssZÀLyapÅXmWv. Npcp¡¯nÂ, hmk\mhnIrXnbpsSbpw sN 
dpIYm{]Øm\¯nsâbpw {]Imi\¯n\nSbnepÅ ImeL« 
s¯ aebmfsNdpIYbpsS {]YaZibmbn IcpXmw. C¡me 
¯p­mb sNdpIYIfpsS aqeyw kmlnXy]cw F¶Xnt\¡m 
tfsd kmlnXyNcn{X]camWv.  

II 
H«\h[n khntijXIfpÅ Hcp IYbmWv th§bnÂ 

Ipªncma³\mb\mcpsS [zmcI. \mtSmSn¡Ybpambn BJym\ 
]cambn kmayw CXn\p­v. HcpXcw sImtfmWnbÂ aaX Cu 
IYbnÂ {it²bLSIamWv. sImtfmWnbÂ temImht_m[w 
DXv]mZn¸n¨ imkv{Xobkao]\hpw aqeyt_m[hpw Cu IYbnÂ 
{i²n¡s¸tS­ LSI§fmWv. assd³ BÀ¡ntbmfPnsb¡p 
dn¨pÅ Nne ]tcm£kqN\IÄ Cu IY \ÂIp¶p. Ncn{X 
¯nsâ AhinjvS§Ä kq£n¡p¶ Hcp CSambn ISÂ IYbnÂ 
{]Xy£s¸Sp¶p. CXnlmk§sfbpw ]pcmW§sfbpw B[p\n 
Iimkv{X bpànbpsS ASnØm\¯nÂ hymJym\n¡pIbmWv 
Cu IYbneqsS sN¿p¶Xv. Ncn{Xw, imkv{Xw, ]pcmhr¯w 
F¶n§s\ Cu IYbv¡v aq¶p Xe§fp­v. c­pXcw ImgvN¸m 
SpIÄ Cu IYbnÂ {]hÀ¯n¡p¶p. 1, sImtfmWnbÂ B[p\n 
IX apt¶m«psh¨ imkv{Xbpànbpw kwkvImchpw. 2, `mh\ 
bnÂ kPohambncn¡p¶ ]mc¼cyaqeyt_m[w. Ch c­pw X½n 
epÅ kz]v\mßIamb Hcp kwLÀjamWv Cu IYbpsS X´p. 
`mh\bpsS, aXmßIt_m[s¯¯s¶ Hcp kz]v\¯nsâ 
Nn{XoIcW¯neqsS XIÀ¯pIfbpIbmWv \mb\mÀ sNbvXXv. 
imkv{XbpànbneqsS adnISt¡­p¶ ]ucmWnIt_m[w 
At_m[¯nÂ IYbnÂ {]hÀ¯n¡p¶p­v. B[p\nIimkv{X 
t_m[w, ]mc¼cyw F¶o sshcp²y§Ä B[p\nI a\Êns\ 
F§s\ kwLÀj`cnXam¡p¶ F¶Xnsâ tkmZmlcW 
amWnXv. B[p\nI _p²nPohnsb `cn¨ Gähpw {][m\ sshcp 
²y§sf IY {]iv\hÂ¡cn¡p¶p. C§s\ {]mYanIambn 

imkv{Xbpàn X ]pcmhr¯kw_Ônbmb `mh\ F¶n§s\ 
c­v ZzµzmßIsshcp²y§sf IYbnÂ\n¶v Is­Sp¡mw.  

IYbnÂ kz]v\w, Pm{KXv F¶n§s\ c­hØIfm 
WpÅXv. djy³ t^mÀaknenÌmb anJmtbÂ _àn³ BJym\ 
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s¯ kw_Ôn¨v apt¶m«psh¨ ØeIme§sf¡pdn¨pÅ 
k¦Â¸\§Ä (t{ImtWmtSm]v) F¶Xv Cu IYsb kw_Ôn¨v 
hfsc {]kàamWv. ØeþIme_Ônbmb BJym\hpw 
BhnjvImchpw {]Xybimkv{X]camWv F¶XpsIm­pXs¶ 
ZzmcIbv¡pw cmjv{Sobamb am\§fp­v. BJym\¯nÂ Øe 
sa¶Xv `uXnIamb ØeamWv. Øew F¶Xv ]e AÀ° 
¯nepw D× (sFUânän) IqSnbmWv. BJym\¯nse kabw 
F¶Xv Ncn{XamWv. Fgp¯pImc³ FgpXp¶ kabw BJym 
\¯nte¡v IS¶phcp¶p. BJym\¯nÂ Øew Xncsª 
Sp¡s¸Sp¶ CSamWv. AXpsIm­pXs¶ AXv cmjv{Sob]c 
amWv.  

ZzmcIbnÂ kmam\yambn c­v ØecminIfmWpÅXv.  
1, ISen\Snbnse ]pcmhr¯kw_Ônbmb ]gb CSw 

(a[pc).  
2, ISen\p ]pd¯ CSw þ _p²nimenIfpsS, hnIknX 

amb `uXnI CSw.  
H¶mas¯ Øe¯n\v ]mc¼cyaqey§fpambmWv \ne\nÂ¸p 
ÅXv. c­mat¯Xn\v `uXnIhyhlmc§fpsS, sImtfmWnbÂ 
B[p\nI DXv]mZn¸n¨ \nc´cw k{Inbamb CSamWv. ZzmcI 
bnse BJym\w km[yamIp¶Xv Cu CS§fnÂsh¨mWv. 
B[p\nIXbpsS hàmhmb Fgp¯pImcsâ ImgvN¸mSv Cu 
ØecminIfnÂ\n¶pthWw Is­¯m³. B[p\nIXbpsS 
hàhmbncns¡ ktµlnbmbn ]mc¼cyhpw B[p\nIaqey§fp 
ambn \nc´cw kwLÀj¯nteÀs¸«ncn¡p¶ a\ÊmWv Abm 
fptSXv.  
 ISen\Snbnse kz]v\mßIamb CSw `qXImes¯, k¼ 
¶amb HcnSamWv. hmkvXh¯nÂ Cu k¼¶`qXIme¯n 
te¡pÅ hgn Xpd¡p¶Xv Ne\mßIamb ]pds¯ `uXnI 
CSamWv. C´ybpsS Ncn{XsagpXnb kmaphÂ l­nMvSsW 
kvacn¨psIm­mWv IY Bcw`n¡p¶XpXs¶. sImtfmWnbÂ 
B[p\nIXbneqsSbmWv \½psS `qXIme¯nte¡pÅ hgnIf 
t\zjnt¡­sX¶v Cu IY kqNn¸n¡p¶p­v. ]ucmWnIhpw 
`uXnIhpamb c­pXcw temI§sf ]ckv]cw _Ôn¸n¡p¶Xv 
sImtfmWnbÂ B[p\nIcmWv. AXnt\mSpÅ hnt[bXzamWv 
Cu IYbpsS cmjv{Sobsa¶v Npcp¡¯nÂ Is­¯mw.  
 kabhpw Cu IYbnÂ khntijambn ]cnKWn¡ 
s¸Sp¶ Hcp hkvXpXbmWv. IYbnepÅXv \nÝeamb kab 
amWv. Nen¡p¶ Imew/kabw AÃ AXv. IYbnÂ kw`h 
§Ä/IY \S¡p¶ps­¦nepw Imew Nen¡p¶nÃ. kvXw`n¨p 
\nÂ¡p¶ kabw `bap­m¡m³ ]cym]vXamWv. ISen\I 
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¯mhs« Nen¡m¯ kabhpw h\yamb ØehpamWpÅXv. 
s]mXpsh `b¦chpw kw{`amßIhpamWXv. thj{]Ñ¶X 
F¶Xv ]pXnb Øet¯¡pÅ {]thi\amWv. \njn²amb 
CS¯nte¡pÅ {]thi\w km[yam¡p¶Xv cq]amäw 
(saätamÀt^mknkv) BWv. IYbnemhs« kz]v\mßIamb Hcp 
cq]amäamWpÅXv. kz]v\w Xs¶bpw `qXIme¯nte¡pÅ 
cq]amä{]thi\amWv. s]mXpsh Cu IYsb XmsgImWp¶ 
coXnbnÂ Nn{XoIcn¡mw.  
Øew 1. ISen\papIfnÂ (hÀ¯am\Imew + sImtfmWnbÂ 

b{´bpàn + Pm{KXv AhØ + t_m[w)  
Øew 2. ISen\pXmsg (`qXImew + \nÝeX + 

hkvXphÂIrXw + kz]v\w + At_m[w)  
 hfsc kw£n]vXambn ]dªmÂ Cu IYbnse 
Fgp¯pImcsâ \ne]mSv sImtfmWnbenk¯nsâ I®neqsS 
`qXImes¯bpw ]mc¼cys¯bpw t\m¡n¡mWpIbmWv. `qX 

Imew ChnsS Xpdn¨pt\m¡m\pÅ Hcp ‘hkvXp’hmbn ISen\ 
SnbnÂ InS¡pIbmWv. FÃm Xpdn¨pt\m«§fpw HcÀ°¯nÂ 
A[n\nthiamWv. A§ns\sb¦nÂ ]ucmWnIamb aqey§fp 
sStaÂ, At_m[¯nsâtaÂ ]pcmhr¯¯n\ptaÂ þ sImtfm 
WnbÂ imkv{XbpànbpsS, t_m[¯nsâ A[n\nthiamWv 
\S¡p¶Xv. AXneqsS ]ucmWnIamb Nne aqeyt_m[§fpw 
]pcmhr¯§fpw Hcp kz]v\ambn¯ocpIbpw Ah ]msS XIÀ¡ 
s¸SpIbpw sN¿p¶p. a\pjya\Ênsâ At_m[taJeIfnÂ 
hnebwsIm­ncn¡p¶ B{Kl§fpw `oXnIfpsams¡ A\pIqe 
kµÀ`§fnÂ `n¶cq]§fnepÅ hn{`aZriy§fmbn DbÀ¶p 
hcpw. A¯csamc\p`h¯nsâ þ Hcp kz]v\¯nsâ þ kzÑµm 
Jym\ambn Cu IY ]cnWan¡p¶p.  
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bÆ÷MÉ´ÉÉ±É<ºÉEòÉä ªÉÉå ¤ÉiÉÉiÉä ½éþ : 

nÖùÊxÉªÉÉ BEò MÉÉÄ´ÉiÉÉä ¤ÉxÉä 

±ÉäÊEòxÉ ºÉÉ®äú MÉÉÄ´É¤ÉÉ½þ®ú ®ú½äþ =ºÉ nÖùÊxÉªÉÉ Eäò* 

´ÉÉºiÉÊ´ÉEò MÉÉÄ´É EòÒ ÎºlÉÊiÉ EòÊ´É EòÒ =Hò {ÉÆÊHòªÉÉå ¨Éå ÊSÉÊjÉiÉ ½Öþ<Ç ½èþ . 

Ê½þxnùÒ EòÊ´ÉiÉÉ ¨Éå OÉÉ¨ÉÒhÉiÉÉ EòÉ ÊSÉjÉhÉ {É½þ±Éä ºÉä ½þÒ ½þÉäiÉÉ +ÉªÉÉ ½èþ* MÉÉÄ´É Eäò Ê¤ÉxÉÉEòÊ´ÉiÉÉ 
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Ê´ÉvÉÉ EòÒ +Îº¨ÉiÉÉ ½þÒ +vÉÚ®úÒ ®ú½þ VÉÉBMÉÒ* OÉÉ¨ÉÒhÉiÉÉ Eäò ÊSÉjÉhÉ Eäò Ê±ÉBVÉÉä VÉMÉ½þ EòÊ´ÉiÉÉ EòÉä 
Ê¨É±ÉÒ lÉÒ, =ºÉEòÉä xÉ¹] xÉ½þÓõ Eò®úxÉÉ SÉÉÊ½þB*  

 OÉÉ¨ÉÒhÉiÉÉ BEò |ÉEòÉ®ú EòÒ MÉÞ½þÉiÉÖ®úiÉÉ ½èþ* ªÉÚ®úÉä{É ¨Éå {ÉènùÉ ½Öþ<Ç RomanticPoetry ¨Éå 
MÉÞ½þÉiÉÖ®úiÉÉ EòÒ +Ê¦É´ªÉÊHò ºÉ¤ÉºÉä +ÊvÉEò Ê¨É±ÉiÉÒ ½èþ*<ºÉEäò Ê±ÉB EòÉ®úhÉ ½èþ- xÉÉèEò®úÒ-{Éä¶ÉÉ EòÒ iÉ±ÉÉ¶É 
¨Éå =ºÉ ºÉ¨ÉªÉ MÉÉÄ´É ºÉä EòÉ¢òÒ ºÉÆJªÉÉ ¨Éå ªÉÖ´ÉÉ ±ÉÉäMÉÉå EòÉ ¶É½þ®ú EòÒ +Éä®ú {É±ÉÉªÉxÉ* xÉMÉ®ú ¨Éå ®ú½þiÉä ½ÖþBú 
MÉÉÄ´É EòÒ º¨ÉÞÊiÉªÉÉå +Éè®ú ¦É±ÉÉ<ÇªÉÉå EòÒ ªÉÉnåù =x½åþ ºÉiÉÉxÉä ±ÉMÉÓ* ´ÉÉºiÉ´É ¨Éå =xÉEòÒ ªÉÉnùÉå EòÒ ¤ÉÉ®úÉiÉ 
EòÉ +É±ÉÉ{É½èþ-®úÉä¨ÉÉÆÊ]õEò EòÊ´ÉiÉÉ EòÉ ´ÉºiÉÖ{ÉIÉ* ´Éä +{ÉxÉÒ EòÊ´ÉiÉÉ+Éå Eäò uùÉ®úÉMÉÉÄ´É EòÒ º¨ÉÞÊiÉªÉÉå EòÉä 
ºÉ½þ±ÉÉxÉä ±ÉMÉä* BäºÉÉ, OÉÉ¨ÉÒhÉiÉÉ Romantic EòÊ´ÉiÉÉ EòÉ |ÉÉhÉ ¤ÉxÉÉ* 

 ±ÉäÊEòxÉ Ê½þxnùÒ EòÒ UôÉªÉÉ´ÉÉnùÒ EòÊ´ÉiÉÉ ¨Éå OÉÉ¨ÉÒhÉiÉÉ, xÉÉìº]õÉ±ÉÊVÉªÉÉ ºÉä {É®äú VÉÉiÉÒ ½èþ* ªÉ½þ 
BEò +{ÉÚ´ÉÇ OÉÉ¨ªÉÉxÉÖ¦ÉÚÊiÉ EòÉ {ÉÊ®úhÉÉ¨É  ½èþ* {ÉÆiÉ VÉÒ xÉä ¦ÉÉ®úiÉ ¨ÉÉiÉÉ OÉÉ¨É´ÉÉÊºÉxÉÒ ”  Eò½þEò®ú OÉÉ¨ÉÒhÉiÉÉ 
EòÉä +{ÉÚ´ÉÇ +xÉÖ¦ÉÚÊiÉªÉÉå ¨Éå {ÉEòb÷É ½èþ VÉ¤ÉÊEò ¦ÉÊHò EòÉ±É ¨Éå MÉÉÄ´ÉEòÉ ÊSÉjÉhÉ +±ÉMÉ iÉ®úÒEäò ºÉä ÊEòªÉÉ 
MÉªÉÉ lÉÉ, =ºÉ¨Éå OÉÉ¨ÉÒhÉÉå EòÒ +Îº¨ÉiÉÉ >ðvÉÉæx¨ÉÖJÉÒ ®ú½þÒ lÉÒþ* ºÉÚ®únùÉºÉ EòÉ ´ÉÞxnùÉ´ÉxÉ +Énù¶ÉÇ MÉÉÄ´É ½èþ* 
´É½þÉÄ OÉÉ¨ÉÒhÉiÉÉ EòÒ ÊxÉ¹Eò±ÉÆEòiÉÉ EòÒ ºÉ¨ÉÞÊrù näùJÉxÉä EòÉä Ê¨É±ÉiÉÒ ½èþ* <ºÉEäò ºÉÉlÉ, ºÉ¨ÉºiÉ ¦ÉÊHò 
EòÉ´ªÉÉå ¨Éå MÉÉÄ´É EòÉä ¦ÉÊHò¨ÉªÉiÉÉ ¨Éå ¦ÉÒ näùJÉÉ MÉªÉÉ ½èþ* ®úÉ¨ÉSÉÊ®úiÉ ¨ÉÉxÉºÉ Eäò ‘ Eäò´É]õ |ÉºÉÆMÉ ’  ¨Éå 
Eäò´É]õ EòÒ ÊxÉ¹Eò±ÉÆEò-SÉÉ±ÉÉEòÒ EòÉä ¦ÉÊHò¨ÉªÉ OÉÉ¨ÉÒhÉiÉÉ Eäò ¨ÉqäùxÉWÉ®ú näùJÉåMÉä iÉÉä EòÉ¢òÒ ®úºÉÊ|ÉªÉ ½þÉäMÉÉ* 

 OÉÉ¨ÉÒhÉiÉÉ Eäò xÉÉ¶É EòÉ EòÉ®úhÉ ¨ÉxÉÖ¹ªÉ Eäò VÉÒ´ÉxÉ ¨Éå+ÉvÉÖÊxÉEòiÉÉ EòÉ +ÉMÉ¨ÉxÉ ½èþ* 
+ÉvÉÖÊxÉEòiÉÉ BEò |ÉEòÉ®ú EòÉ ={ÉÊxÉ´Éä¶ÉxÉlÉÉþ* +ÉvÉÖÊxÉEòiÉÉ ªÉÖ®úÉä{É EòÒ näùxÉ ½èþ* <ºÉ¨Éå Ê´ÉEòÉºÉ EòÒ 
+´ÉvÉÉ®úhÉÉ VÉÉä ®ú½þiÉÒ ½èþ ´É½þ ®äúJÉÒªÉ SÉÊ®újÉ EòÉ ½èþ ¨ÉÉxÉä Ê´ÉEòÉºÉ EòÉ MÉ¨ÉxÉ <ºÉ¨Éå =kÉ®úÉäkÉ®ú ½þÉäiÉÉ ½èþ 
VÉèºÉä +ÉÊnù¨É ªÉÖMÉ, ¨ÉvªÉ ªÉÖMÉ, +ÉvÉÖÊxÉEò ªÉÖMÉ, =kÉ®úÉvÉÖÊxÉEò ªÉÖMÉ +ÉÊnùþ* Ê´ÉEòÉºÉ Eäò Ê±ÉB nÚùºÉ®úÒ BEò 
+´ÉvÉÉ®úhÉÉ ¦ÉÒ ®ú½þiÉÒ ½è ÊVÉºÉEòÉ xÉÉ¨É ½èþ +Éè®ú ´É½þ ¦ÉÉ®úiÉ EòÒ näùxÉ ½èþ, <ºÉEòÉ MÉ¨ÉxÉ  @ñiÉÖ+Éå Eäò 
ºÉ¨ÉÉxÉ ½èþ-BEò Eäò ¤ÉÉnù nÚùºÉ®úÉ, Ê¡ò®ú iÉÒºÉ®úÉ, Ê¡ò®ú SÉÉèlÉÉ....* <ºÉ¨Éå +É´ÉÞÊkÉ EòÉ SÉÊ®újÉ ®ú½þiÉÉ ½èþ* 
Ê´ÉEòÉºÉ,SÉÉÊGòEòiÉÉ Eäò +Ænù®ú º´É¦ÉÉÊ´ÉEòiÉ:PÉÊ]õiÉ ½þÉäiÉÉ ½èþ*BäºÉÒ Ê´ÉEòÉºÉ oùÎ¹]õ ¨Éå OÉÉ¨ÉÒhÉiÉÉ EòÉä EòÉä<Ç 
xÉÖCºÉÉxÉ xÉ½þÓ ½þÉäiÉÉ ½èþ* |ÉEÞòÊiÉ Eäò ºÉÉlÉ +Énù¨ÉÒ Eäò ¦ÉÉ´ÉÉi¨ÉEò ºÉ¨¤ÉxvÉ Eäò iÉÉ±É-¨Éä±É <ºÉ¨Éå ®ú½þiÉää ½èÆþ*  

 ±ÉäÊEòxÉ ªÉÚ®úÉä{É EòÒ Ê´ÉEòÉºÉ ¦ÉÉ´ÉxÉÉ ¨Éå Uô±ÉÉÆMÉ ¨ÉÉ®úEò®ú ±ÉIªÉ EòÉä |ÉÉ{iÉ Eò®úxÉäEòÒ 
+º´É¦ÉÉÊ´ÉEò Eò±ÉÉ ®ú½þiÉÒ ½è VÉ¤ÉÊEò |ÉEÞòÊiÉ EòÒ MÉÊiÉ ¨Éå º´ÉÉ¦ÉÉÊ´ÉEòEò±ÉÉ ¨ÉÉèVÉÚnù ½èþþ* ®úÉ¨Énù®ú¶É Ê¨É¸É 
EòÉ ¶ÉÉªÉ®ú <ºÉ ¤ÉÉiÉ EòÉä º{É¹]õ Eò®úiÉÉ ½èþ: 

VÉ½þÉÄ +É{É Uô±ÉÉÆMÉ ¨ÉÉ®úEò®ú {É½ÚþÄþSÉä 

´É½þÉÄ ¨Éé ¦ÉÒ {É½ÖÄþSÉÉ, ¨ÉMÉ®ú vÉÒ®äú-vÉÒ®äú 

JÉ®úMÉÉä¶É +Éè®ú EòUÖôB Eäò ¤ÉÒSÉ VÉÉä nùÉèb÷ EòÒ |ÉÊiÉªÉÉäÊMÉiÉÉ ½Öþ<Ç lÉÒ =ºÉ Eò½þÉxÉÒ EòÉä ½þ¨É 
ºÉ¤ÉxÉä ¤ÉSÉ{ÉxÉ ¨Éå ºÉÖxÉÉ ½èþ*|ÉÊiÉªÉÉäÊMÉiÉÉ ¨Éå EòUÖôB EòÒ VÉÒiÉ ½Öþ<Ç lÉÒ*<ºÉ Eò½þÉxÉÒ ¨Éå ªÉ½þ ºÉÆnäù¶É ®ú½þiÉÉ ½èþþ 
ÊEò Ê´ÉEòÉºÉ EòÒ MÉÊiÉ ¨Éå ºÉÆªÉ¨É®úJÉxÉä EòÒ ¤Éb÷Ò +É´É¶ªÉEòiÉÉ ½èþ* ¨É±ÉªÉÉ±É¨É Eäò ´ÉÊ®ú¹`ö 
EòlÉÉEò®ú´ÉÉ<ÇEò¨É ¨ÉÖ½þ¨¨Énù ¤É¶ÉÒ®ú EòÉ ÊºÉrùÉÆiÉ-BEò +Éè®ú BEò EòÉ VÉÉäbnùÉä xÉ½þÓ÷¤ÉÎ±Eò ¤Éb÷ÉBEò½èþ* 
Ê´ÉEòÉºÉ Eäò ÊºÉrùÉÆiÉ ¨Éå +MÉ®ú MÉÊhÉiÉ ¶ÉÉºjÉ EòÉ ={ÉÊxÉ´Éä¶ÉxÉ ½þÉäiÉÉ ½èþ iÉÉä Ê´ÉEòÉºÉ EòÒ ÎºlÉÊiÉ JÉ®úMÉÉä¶É 
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EòÒ ½þÉäMÉÒ* JÉ®úMÉÉä¶É, nùÉèb÷ Eäò nùÉè®úÉxÉ lÉEò MÉªÉÉ lÉÉ +Éè®ú ºÉÉä MÉªÉÉ ¦ÉÒ, ºÉÉlÉ ½þÒ ºÉÉlÉ EòUÖôB (|ÉEÞòÊiÉ 
EòÒ MÉÊiÉ) EòÉä ÊxÉººÉÉ®ú ºÉ¨ÉZÉÉ ¦ÉÒ MÉªÉÉ lÉÉ*VÉªÉ¶ÉÆEò® |ÉºÉÉnùú EòÉ ¨É½þÉEòÉ´ªÉ EòÉ¨ÉÉªÉxÉÒ  ¨Éå ¦ÉÒ 
näù´ÉVÉÉÊiÉ xÉä |ÉEÞòÊiÉ Eäò ºÉÉlÉ JÉ®úMÉÉä¶É EòÉ JÉä±É JÉä±ÉÉ lÉÉ*<ºÉÊ±ÉB |ÉEÞòÊiÉ xÉä |É±ÉªÉ näùEò®ú =ºÉEòÉ 
VÉ´ÉÉ¤É ÊnùªÉÉ lÉÉ +Éè®ú näù´ÉVÉÉÊiÉ ½þÉ®ú MÉªÉÒ lÉÒ* =kÉ®úÉJÉhb÷ ¨Éå VÉÉä ½þÉnùºÉÉ ½Öþ+É lÉÉ =ºÉEòÉ EòÉ®úhÉ ¦ÉÒ 
+±ÉMÉ xÉ½þÓ lÉÉ, ªÉ½þÉÄ ¦ÉÒ |ÉEÞòÊiÉ Eäò ºÉÉlÉ JÉä±ÉxÉä EòÉ nÖùººÉÉ½þºÉ ¨ÉxÉÖ¹ªÉ xÉä ÊEòªÉÉ lÉÉ. 

 OÉÉ¨ÉÒhÉiÉÉ MÉÊhÉiÉ EòÉ JÉä±É xÉ½þÓ ½èþ* +ÉVÉ OÉÉ¨ÉÒhÉiÉÉ EòÉä VÉÉä xÉÖEòºÉÉxÉ {É½ÚÄþSÉÉ ½èþ ´É½þ 
MÉÊhÉiÉ Eäò +ÉvÉÉ®ú {É®ú VÉÒ´ÉxÉ EòÉä näùJÉxÉä EòÉ{ÉÊ®úhÉÉ¨É ½èþ*  

 ºÉ¨ÉEòÉ±ÉÒxÉ Ê½þxnùÒ EòÊ´ÉiÉÉ ¨Éå OÉÉ¨ÉÒhÉiÉÉ Eäò ÊSÉjÉhÉ EòÉä,+ÉvÉÖÊxÉEòiÉÉ Eäò EòÉ®úhÉ +ÉÊ´É¦ÉÚÇiÉ 
¨ÉÖqùÉå Eäò {ÉÊ®ú|ÉäIªÉ ¨Éå näùJÉxÉÉ ºÉ¨ÉÒSÉÒxÉ ½þÉäMÉÉþ* MÉÉÄ´É Eäò ÊxÉ®úÒ½þ ´Éè¦É´É VÉÉä +¤É ±ÉÖ{iÉ ½ÖþB ½èþ, <xÉ{É®ú 
EòÊ´É ±ÉÉäMÉ ËSÉÊiÉiÉ ½èþèþÆ*  ½þ®äú |ÉEòÉ¶É ={ÉÉtÉªÉ EòÒ EòÊ´ÉiÉÉ ½èþ MÉÉÄ´É ÊVÉºÉ¨Éå M±ÉÉä¤É±É MÉÉÄ´É Eäò 
+ÉÊ´É¦ÉÉÇ´É EòÒ Ê´ÉºÉÆMÉÊiÉ EòÉ ÊSÉjÉ Ê¨É±ÉiÉÉ ½èþ : 

MÉÉÄ´É Eäò <ºÉ nùÉè®ú ¨Éå 

¨Éä®äú Ê±ÉB ºÉ¤ÉºÉä nÖùJÉnù JÉ¤É®ú ½èþ 

*    *    *   *    *   * 

¨Éä®äú MÉÉÄ´É ¨Éå 

ÊºÉªÉÉ®ú ¤ÉÉä±É ®ú½äþ ½éþ ÊnùxÉ ¦É®ú 

BäºÉä MÉÉÄ´É Eäò ºlÉÉxÉ {É®ú EòÊ´É ‘ ÊjÉ±ÉÉäSÉxÉ ’  xÉä BEò MÉÉÄ´É EòÉä ÊnùJÉÉªÉÉ lÉÉ, ´É½þ Ê´É·ÉMÉÉÄ´É Eäò +ÉMÉ¨ÉxÉ 
Eäò {ÉÚ´ÉÇ EòÒ ½èþ +Éè®ú ´É½þ {ÉÚ®úÒ VÉÒ´ÉxiÉiÉÉ Eäò ºÉÉlÉ ®ú½þÒ lÉÒ* 

¤ÉÉnù±É ÊPÉ®ú +ÉB 

iÉÉ{É MÉªÉÉ {ÉÖ®ú´ÉÉ ±É½þ®úÉ<Ç 

VÉMÉÒ ´ÉxÉº{ÉÊiÉªÉÉÄ ¨ÉÖ®úZÉÉ<Ç 

ÊjÉ±ÉÉäSÉxÉ EòÒ iÉ®ú½þ xÉÉMÉÉVÉÖÇxÉ xÉä ¦ÉÒ +{ÉxÉä MÉÉÄ´É EòÉä ÊSÉÊjÉiÉ ÊEòªÉÉ lÉÉ* ´Éä +{ÉxÉä MÉÉÄ´É ¨Éå ¤Éè`öEò®ú 
‘ ¤ÉÉnù±É EòÉä ÊPÉ®úiÉä näùJÉÉ lÉÉ ’  +Éè®ú ¸ÉÊ¨ÉEò EòÒ ¨ÉÖºEòÉxÉ ¨Éå OÉÉ¨ÉÒhÉiÉÉ Eäò ÊxÉ®úÒ½þ ¦ÉÉ´ÉEòÉä {ÉÉªÉÉ lÉÉ : 

iÉÖ¨½þÉ®úÒ ªÉ½þ nÆùiÉÖÊ®úiÉ ¨ÉÖºEòÉxÉ 

¨ÉÞiÉEò ¨Éå ¦ÉÒ b÷É±É näùMÉÒ VÉÉxÉ 

 VÉ¤ÉÊEò ‘ xÉÒ±Éä¶É ®úPÉÖ´ÉÆ¶ÉÒ xÉä MÉÉÄ´É Eäò ºÉ¨ÉEòÉ±ÉÒxÉ {ÉÊ®úoù¶ªÉ EòÉä nùnÇù ¨Éå {ÉEòb÷É ½èþ: 

®úÉä ®ú½þÒ ½èþ BEò ¤ÉÚ`öÒ +Éè®úiÉ +ÉºÉ¨ÉÉxÉ EòÒ +Éä®ú näùJÉEò®ú 

JÉäiÉ ¨Éå PÉÖ]õxÉÉå Eäò ¤É±É {É®ú ½þÉlÉ VÉÉäb÷Eò®ú Eò®ú  

®ú½äþ ½éþ ±ÉÉäMÉ |ÉÉlÉÇxÉÉ 

 +Éi¨É½þiªÉÉ Eäò EòMÉÉ®ú {É®ú JÉbä÷ ÊEòºÉÉxÉ +{ÉxÉä ºÉ¨ÉªÉ EòÒ ºÉ¤ÉºÉä ¤Éb÷Ò {ÉÒb÷É ½èþ* 
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 EòÊ´É ‘ ÊjÉ±ÉÉäSÉxÉ ’  EòÒ ¦ÉÊ´É¹ªÉ oùÎ¹]õ xÉä =ºÉ ½þÉnùºÉä EòÉä {É½þ±Éä ½þÒ näùJÉÉ lÉÉ VÉÉä näù½þÉiÉ {É®ú 
+ÉxÉä´ÉÉ±Éä ½èþÆ: 

®úÉ¹]ÅõÉå Eäò º´ÉÉlÉÇ +Éè®ú EÚò]õ xÉÒÊiÉ 

{ÉÚÄÊVÉ{ÉÊiÉªÉÉå EòÒ SÉÉ±Éå 

´É½þ ºÉ¨ÉZÉiÉä iÉÉä EèòºÉä 

+xÉ{É`ö, näù½þÉiÉÒ, ®äú±É-iÉÉ®ú ºÉä ¤É½ÖþiÉ nÚù®ú 

 näù½þÉiÉÒ Eäò Ê±ÉB Ênù±±ÉÒ ¤É½ÖþiÉ nÚù®ú ½èþVÉ½þÉÄ Ê½þxnÖùºiÉÉxÉ EòÒ ®úÉVÉvÉÉxÉÒ ÎºlÉiÉ ½èþ* <ºÉ nÚù®úÒ EòÉä 
‘ M±ÉÉä¤É±É MÉÉÄ´É ’  Eäò +ÉMÉ¨ÉxÉxÉä +Éè®ú +ÊvÉEò ¤ÉføÉ ÊnùªÉÉ ½èþ* 

 ¸ÉÒ BEòÉÆiÉ ¸ÉÒ´ÉÉºiÉ´É VÉÒ xÉä xÉÉMÉEäòºÉ®ú EòÉ näù¶É ¶ÉÒ¹ÉÇEò ±ÉÆ¤ÉÒ EòÊ´ÉiÉÉ Ê±ÉJÉEò®ú+{ÉxÉä 
MÉÉÄ´É ¨Éå +ÉB {ÉÊ®ú´ÉiÉÇxÉ EòÉä ºÉÆ´ÉänùxÉÉ ¨Éå =iÉÉ®úiÉä ½éþ : 

ªÉ½þÉÄ ÊnùJÉÉ<Ç xÉ½þÓ näùiÉä ´Éä ®úÉºiÉä 

ÊVÉxÉ{É®ú {Éb÷iÉä ½éþ MÉÉÄ´É 

VÉ½þÉÄ +É¨É-xÉÒ¨É-¤É®úMÉiÉ EòÒ UôÉì´É ¨Éå 

¤É]õÉäÊ½þªÉÉå EòÉä Ê¨É±ÉiÉÉ lÉÉ 

MÉÖb÷ EòÒ b÷ÉÊ±ÉªÉÉÄ +Éè®ú `Æöb÷É {ÉÉxÉÒ 

+{ÉxÉä ¤ÉSÉ{ÉxÉ ¨Éå EòÊ´É ¨ÉÆM±Éä¶É b÷¤É®úÉ±ÉxÉä ÊVÉºÉ MÉÉÄ´É EòÉä näùJÉÉ lÉÉ =ºÉä ´Éä ÊnùJÉÉiÉä ½éþ 
+Éè®ú ¤ÉÉnù ¨Éå =ºÉ où¶ªÉ Eäò MÉÉªÉ¤É ½þÉä VÉÉxÉä EòÒ ÎºlÉÊiÉ ºÉä ½þ¨Éå +´ÉMÉiÉ Eò®úÉiÉä ½éþ +Éè®ú 
=ºÉºÉäºÉÉIÉÉiEòÉ®ú Eò®úiÉä ½éþ : 

ªÉ½þÉÄ {ÉSÉ{ÉxÉ ¨Éå ÊMÉ®úÒ lÉÒ ¤É¡Çò 

{É½þÉb÷, {Éäb÷ +ÉÄMÉxÉ ºÉÒÊføªÉÉå {É®ú 

=xÉ{É®ú SÉ±ÉiÉä ½ÖþB ½þ¨É ®úÉäWÉ ®úÉºiÉÉ ¤ÉxÉÉiÉä lÉä 

¤ÉÉnù ¨Éå VÉ¤É ¨Éé ¤Éb÷É ½Öþ+É 

näùJÉÉ ¤É¡Çò EòÉä Ê{ÉPÉ±ÉiÉä ½ÖþB 

EÖòUô näù®ú SÉ¨ÉEòiÉÉ ®ú½þÉ {ÉÉxÉÒ 

+ÆiÉiÉ& =ºÉä =b÷É ÊnùªÉÉ vÉÚ{É xÉä 

Eò´ÉªÉjÉÒ ÊxÉ¨ÉÇ±ÉÉ {ÉÖiÉÖ±É +{ÉxÉÒ OÉÉ¨ÉÒhÉ ºÉÆ´ÉänùxÉÉ EòÉä +±ÉMÉ +ÉªÉÉ¨É ¨Éå |ÉºiÉÖiÉ Eò®úiÉÒ ½éþ* =xÉEòÒ 
EòÊ´ÉiÉÉ EòÉ ¶ÉÒ¹ÉÇEò ½èþ- =iÉxÉÒ nÚù®ú ¨ÉiÉ ¤ªÉÉ½þxÉÉ ¤ÉÉ¤ÉÉ* <ºÉ¨Éå BEò ±Éb÷EòÒ +{ÉxÉä ºÉºÉÖ®úÉ±É EòÒ 
Eò±{ÉxÉÉ OÉÉ¨ÉÒhÉiÉÉ EòÒ ºÉÆ{ÉzÉiÉÉ ¨Éå Eò®úiÉÒ ½èþ : 

=ºÉ PÉ®ú ¨Éå ¨ÉiÉ VÉÉäb÷xÉÉ Ê®ú¶iÉÉ ÊVÉºÉ¨Éå ¤Éb÷É-ºÉÉ 
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JÉÖ±ÉÉ +ÉÄMÉxÉ xÉ ½þÉä 

¨ÉÖMÉÉç EòÒ ¤ÉÉÄMÉ {É®ú ½þÉäiÉÒ xÉ½þÓ ½þÉä VÉ½þÉÄ ºÉÖ¤É½þ 

+Éè®ú ¶ÉÉ¨É Ê{ÉUô´ÉÉbä÷ ºÉä VÉ½þÉÄ {É½þÉb÷Ò {É®ú bÚ÷¤ÉiÉÉ ºÉÚ®úVÉ xÉ ÊnùJÉä* 

EòÊ´É ®úÉ¨ÉEÖò¨ÉÉ®ú +jÉäªÉ xÉä OÉÉ¨ÉÒhÉiÉÉ EòÉä BEò +±ÉMÉ xÉWÉÊ®úB ºÉä näùJÉÉ ½èþ : 

{É½þÉb÷Éå xÉä ¨ÉÖZÉä {ÉÖEòÉ®úÉ 

¨Éé nùÉèb÷É SÉ±ÉÉ MÉªÉÉ 

=x½þÓ EòÉ ºÉ½þÉ®úÉ ±Éä =xÉEòÒ >ÄðSÉÉ<Ç EòÉä UÖô+É 

*     *     *    *    *     *    * 

xÉÊnùªÉÉå xÉä ¨ÉÖZÉä ÊxÉ¨ÉÆjÉhÉ ÊnùªÉÉ 

¨Éé =xÉ iÉEò ¦ÉÒ {É½ÚÄþSÉÉ 

=xÉ¨Éå =iÉ®úÉ bÖ÷¤ÉEòÒ ±ÉMÉÉ<Ç 

{É®ú =iÉÉ®ú xÉ½þÓ {ÉÉªÉÉ 

=xÉEòÉ ¤É½þÉ´É, =xÉEòÒ MÉ½þ®úÉ<Ç 

‘ OÉÉ¨ÉÒhÉiÉÉ ’  EòÉä +{ÉxÉä +xnù®ú =iÉÉ®úxÉÉ +ÉvÉÖÊxÉEòÉå Eäò Ê±ÉB ¨ÉÖÎ¶Eò±É EòÉ EòÉ¨É ½èþ, CªÉÉåÊEò 
OÉÉ¨ÉÒhÉiÉÉ ºÉÆºEòÉ®ú ¨Éå Ê¨É±ÉÒ ½Öþ<Ç SÉÒWÉ ½èþ* 

 EòÊ´É ‘ ¶Éè±É ®úºiÉÉäMÉÒ ’  BEò BäºÉä EòÊ´É ½éþ ÊVÉx½þÉåxÉä OÉÉ¨ÉÒhÉiÉÉ EòÉä MÉÞ½þÉiÉÖ®úiÉÉ ¨Éå {ÉEòb÷É ½éþ 
VÉÉä ¦ÉÉ´ÉÉi¨ÉEò BEòiÉÉ EòÉä |ÉEò]õ Eò®úiÉÒ ½èþ : 

½þ´ÉÉ xÉä ¨Éä®äú {ÉÉì´ÉÉå ¨Éå Ê±É{É]õEò®ú EÖòUô ªÉÉSÉxÉÉ EòÒ lÉÒ 

¨Éé xÉä ºÉÖxÉÒ xÉ½þÓ 

¨ÉÖZÉä ±ÉMÉÉ ÊSÉÊb÷ªÉÉ +É½þiÉ ½èþ 

xÉx½þÒ Ê¤É±±ÉÒ nÖùJÉ EòÉiÉ®ú ½èþ 

{Éäb÷ ®úÉäªÉÉ ½èþ +¦ÉÒ-+¦ÉÒ 

{ÉkÉä ¨ÉÖZÉºÉä EÖòUô Eò½þxÉÉ SÉÉ½þ ®ú½äþ ½éþ 

EòÊ´É ÊVÉiÉäxpù ¸ÉÒ´ÉÉºiÉ´É ‘ ®úÉ¨É´ÉSÉxÉ ¦ÉMÉiÉ ’  ¶ÉÒ¹ÉÇEò EòÊ´ÉiÉÉ ¨Éå Ê´ÉºlÉÉÊ{ÉiÉ ¨ÉxÉÖ¹ªÉÉå EòÒ MÉÞ½þÉiÉÖ®úiÉÉ 
EòÉä ÊnùJÉÉiÉä ½éþ : 

=ºÉ näù´ÉÉÊ®úªÉÉ Eäò BEò +Éè®ú MÉÉÄ´É ¨Éå 

ÊVÉºÉEäò ÊEòºÉÒ MÉÉÄ´É ¨Éå 

Eò¦ÉÒ ®ú½þiÉÉ lÉÉ®úÉ¨É¤ÉSÉxÉ ¦ÉMÉiÉ 

VÉ½þÉÄ ºÉä =VÉb÷Eò®ú 
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=ºÉEòÉ {ÉÊ®ú´ÉÉ®ú ¤ÉºÉ MÉªÉÉ lÉÉ ¤É½þ®úÉ<SÉ ¨Éå Eò½þÓ 

½þÉ±ÉÉÄÊEò ´É½þ +¤É ¦ÉÒ 

+{ÉxÉä EòÉä ¤ÉiÉÉiÉÉ ½èþ ‘ nùÉä´ÉÊ®úªÉÉ ’  EòÉ ½þÒ 

+{ÉxÉä EòÉä +¨ÉÖEò MÉÉÄ´É EòÉ ½èþ, ¤ÉiÉÉxÉä ¨Éå |ÉiªÉäEò ¨ÉxÉÖ¹ªÉ +ÉiÉÖ®ú ½èþ, CªÉÉåÊEò OÉÉ¨ÉÒhÉiÉÉ ½þ¨ÉÉ®äú DNA ¨Éå 
®ú½þxÉä´ÉÉ±ÉÒ SÉÒWÉ ½èþ* ¦ÉÚ¨Éhb÷±ÉÒEò®úhÉ EòÒ |ÉÊGòªÉÉ <ºÉ DNA ¨Éå ¦ÉÒ{ÉÊ®ú´ÉiÉÇxÉ Eò®ú ®ú½þÒ ½èþ, ÊVÉºÉEäò 
|ÉÊiÉ EòÊ´É ±ÉÉäMÉÉå EòÒ ËSÉiÉÉ EòÊ´ÉiÉÉ Eäò °ü{É ¨Éå |ÉEò]õ ½þÉäiÉÒ ½èþ* ºÉSSÉä MÉÉÄ´É EòÒ º¨ÉÞÊiÉªÉÉå EòÉ ºÉÒvÉÉ 
ºÉÉIÉÉiEòÉ®ú ®úÉ¨Énù®ú¶É Ê¨É¸É EòÒ EòÊ´ÉiÉÉ Ê´É·ÉMÉÉÄ´É ’  Ê¨É±ÉiÉÉ ½èþ : 

ÊEòiÉxÉÉ {ªÉÉ®úÉ ¶É¤nù ½èþ MÉÉì´É 

ÊVÉºÉ MÉÉì´É EòÉä ¨ÉéxÉä ÊVÉªÉÉ ½èþ 

´É½þ iÉÉä ºÉÆMÉÒiÉ ¤ÉxÉEò®ú lÉ®úlÉ®úÉªÉÉ Eò®úiÉÉ ½èþ  

¨Éä®úÒ SÉäiÉxÉÉ ¨Éå 

]Úõ]õÉ- ¡Úò]õÉ ½þÒ ºÉ½þÒ ´É½þ {É®ú ®ú½þÉ lÉÉ 

ÊVÉºÉ¨Éå ®ú½þiÉÒ lÉÒ xÉnùÒ EòÒ iÉ®ú½þ ¨ÉÉÄ EòÒ ¨É¨ÉiÉÉ 

ZÉ®úiÉÉ lÉÉ ÊEò®úhÉÉå EòÒ iÉ®ú½þ Ê{ÉiÉÉ EòÉ +É¶ÉÒ¹É 

<ºÉ EòÊ´ÉiÉÉ ¨Éå ¤ÉiÉÉªÉÒ MÉªÉÒ OÉÉ¨ÉÒhÉiÉÉ EòÉ ªÉ½þ +{ÉÚ´ÉÇ SÉèiÉxªÉ ½þ¨Éå SÉäiÉÉiÉÉ ½èþ WÉ°ü®ú* 

 MÉÉÄ´É +Éè®ú OÉÉ¨ÉÒhÉiÉÉ Eäò ®úJÉ´ÉÉ®äú ½éþþ ÊEòºÉÉxÉ ÊVÉxÉEäò ´ÉhÉÇxÉ Eäò uùÉ®úÉ OÉÉ¨ÉÒhÉiÉÉ 
EòÉä¦ÉÉ´ÉÉi¨ÉEòiÉÉ ¨Éå {ÉÉiÉä ½éþ-þ EòÊ´É ÊxÉ±ÉÉä±{É±É +{ÉxÉÒ ‘ ÊEòºÉÉxÉ ’  ¶ÉÒ¹ÉÇEò EòÊ´ÉiÉÉ ¨Éå : 

Ê¨É]Âõ]õÒ EòÒ iÉ®ú½þ ½èþ =xÉEòÉ ½þÉäxÉÉ 

=xÉEäò ¤ÉÉ®äú ¨Éå VÉÉxÉxÉÉ 

MÉÖVÉ®úxÉÉ ¤ÉÒVÉ EòÒ |ÉÊGòªÉÉ ºÉä ½þÉäEò®ú 

ÊEòiÉxÉÒ ½þÒ {Éäb÷Éå 

+Éè®ú {ÉEòÒ ¡òºÉ±ÉÉå Eäò ¤ÉÒSÉ ºÉä 

+{ÉxÉÉ ºÉÆPÉ¹ÉÇ ½þÉäiÉä ½ÖþB 

=xÉEòÒ iÉÊ{É¶É 

VÉMÉÉiÉÒ ½èþ ¦ÉÒiÉ®ú EòÒ JÉÉ¨ÉÉä¶ÉÒ Ê¨É]Âõ]õÒ 

Ê¨É]Âõ]õÒ EòÒ MÉÆvÉ Eäò ºÉÉlÉ ÊEòºÉÉxÉ PÉÖ±ÉÉ-Ê¨É±ÉÉ ½èþ* ´É½þ OÉÉ¨ÉÒhÉiÉÉ EòÉ {ÉªÉÉÇªÉ ½è*þ BäºÉÉ, OÉÉ¨ÉÒhÉiÉÉ 
¨ÉxÉÖ¹ªÉ Eäò ¨ÉxÉ EòÒ ºÉÆ{ÉÊkÉ ½èþ ÊVÉºÉä EòÊ´É xÉä +{ÉxÉÒ EòÉ´ªÉÉxÉÖ¦ÉÚÊiÉ ¨Éå +Ê¦É´ªÉHò ÊEòªÉÉ ½èþ* EòÊ´É 
|Éä¨É¶ÉÆEò®ú ®úPÉÖ´ÉÆ¶ÉÒ EòÒ Eò±{ÉxÉÉ ¨Éå =i{ÉzÉ ‘ VÉÉ¨É±ÉÉ ¶ÉÒ¹ÉÇEò EòÊ´ÉiÉÉ ¨Éå OÉÉ¨ÉÒhÉ ºÉÆºEÞòÊiÉ Eäò {ÉÖ®úÉxÉä 
ÊSÉx½VÉÉä +ÉVÉ +Éoù¶ªÉ ½ÖþB ½èþ, EòÉä M±ÉÉä¤É±É MÉÉÄ´É Eäò uùÉ®úÉ |ÉnkÉ+ÉiÉÆEò Eäò {ÉÊ®ú|ÉäIªÉ ¨Éå JÉÓSÉiÉä ½éþ : 
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+¤É ¶É½þ®ú ºÉä VÉ¤É ¦ÉÒ +ÉiÉÉ MÉÉÄ´É 

iÉÉä xÉ½þÓ Ê¨É±ÉiÉä VÉÉ¨É±Éä Eò½þÓ 

xÉ iÉÉä ´ÉÉä ±ÉÉäMÉ xÉ {ÉÊ®ú´Éä¶É 

xÉ ´Éä {ÉiÉZÉ®ú xÉÉ ¤ÉºÉÆiÉ 

xÉÉ Eò½þEò½äþ ±ÉMÉÉiÉä MÉ±ÉÒ EÚòSÉä 

EÚò±É Eò½þÉ®ú 

xÉ ºÉÖJÉ-nÖùJÉ ¤ÉÄ]õÉxÉä ½þÉlÉ 

xÉ BEò nÚùVÉä EòÉ* 

{ÉºÉÒxÉÉ {ÉÉåUôxÉä ½þÉlÉ 

BäºÉä, Ê½þxnùÒ EòÊ´ÉiÉÉ ¨Éå OÉÉ¨ÉÒhÉiÉÉ EòÉ ÊSÉjÉhÉ +{ÉxÉä ºÉ¨ÉªÉ Eäò Ê½þiÉ ¨Éå ®ú½þEò®ú ÊEòªÉÉ MÉªÉÉ ½èþ* 
={ÉÊxÉ´Éä¶ÉxÉ Eäò <ºÉ ¦ÉªÉÉxÉEò nùÉè®ú ¨Éå EòÊ´É Eò¨ÉÇ Eäò ºÉÉlÉ ºÉ¨ÉEòÉ±ÉÒxÉ EòÊ´É ºÉ¨ÉZÉÉèiÉÉ xÉ½þÓ Eò®úiÉä ½Æèþ* 
MÉÉÄ´É +Éè®ú OÉÉ¨ÉÒhÉiÉÉ EòÉä ¤ÉSÉÉxÉä Eäò |ÉªÉÉºÉ ¨Éå ´Éä {ÉÚ®úÒ iÉ®ú½þ ºÉiÉEÇò ½èþÆ* ´Éä VÉÉxÉiÉä ½éþ ÊEò näù¶É EòÒ ®úIÉÉ 
ºÉÒ¨ÉÉ {É®ú iÉèxÉÉiÉ ºÉèÊxÉEòÉå ºÉä ¨ÉÉjÉ ºÉÆ¦É´É xÉ½þÓ ½èþ ¤ÉÎ±Eò OÉÉ¨ÉÒhÉ ºÉÆ´ÉänùxÉÉ+Éå EòÉä ¦ÉÒ ¤ÉSÉÉxÉä ºÉä ºÉÉvªÉ 
½þÉäMÉÉ* näù¶É Eäò º´Éi´É EòÉä BäºÉÉ, +Éi¨É½þiªÉÉ ºÉä ¤ÉSÉÉxÉÉ ½èþ* 

ªÉä EòÊ´ÉiÉÉBÄ Ê´ÉEòÉºÉ Eäò Ê´É¯ûrù xÉ½þÓ JÉb÷Ò ½Öþ<Ç ½èþ* Ê´ÉEòÉºÉ Eäò |ÉÊiÉ {ÉÎ¶SÉ¨ÉÒ ®ú´ÉèªÉÉ VÉÉä 
½èþ =ºÉEäò |ÉÊiÉ |ÉÊiÉ®úÉävÉ EòÉ º´É®ú v´ÉÊxÉiÉ Eò®úiÉÒ ½èþ* ½þ¨ÉÉ®äú <ºÉ EòÊ`öxÉ ºÉ¨ÉªÉ ¨Éå OÉÉ¨ÉÒhÉiÉÉ EòÉä 
¤ÉSÉÉxÉä Eäò Ê±ÉB EòÊ´É ‘ EÖÆò´É®ú xÉÉ®úÉªÉhÉ’  EòÒ {ÉÆÊHòªÉÉÄ {ÉªÉÉÇ{iÉ =nùÉ½þ®úhÉ ½èþ : 

¤ÉSÉÉxÉÉ ½èþ- 

xÉÊnùªÉÉå EòÉä xÉÉ±ÉÉ ½þÉä VÉÉxÉä 

½þ´ÉÉ EòÉä vÉÖ+ÉÄ ½þÉä VÉÉxÉä ºÉä 

JÉÉxÉä EòÉä WÉ½þ®ú ½þÉä VÉÉxÉä ºÉä 

¤ÉSÉÉxÉÉ ½èþ- VÉÆMÉ±É EòÉä ¨É¯ûºlÉ±É ½þÉä VÉÉxÉä ºÉä 

¤ÉSÉÉxÉÉ ½èþ- ¨ÉxÉÖ¹ªÉ EòÉä VÉÆMÉ±É ½þÉä VÉÉxÉä ºÉä 

CªÉÉåÊEò ‘ M±ÉÉä¤É±É MÉÉÄ´É ’  Eäò näù´ÉiÉÉ ({ÉÚÄVÉÒ{ÉÊiÉ ±ÉÉäMÉ) +ÉVÉ ºÉVÉÒ´É ½èÆþ* 

 <ºÉ ºÉÆnù¦ÉÇ ¨Éå MÉÉÄvÉÒVÉÒ Eäò, MÉÉÄ´É Eäò ºÉ¨¤ÉxvÉ ¨Éå ´ÉHò´ªÉ EòÉä =rÞùiÉ Eò®ú <ºÉ ±ÉäJÉ EòÉä 
ºÉ¨ÉÉ{iÉ Eò°ÄüMÉÉ: “ ¨Éé Eò½ÚÄþMÉÉ ÊEò +MÉ® MÉÉÄ´ÉÉå EòÉ xÉÉ¶É ½þÉäiÉÉ ½èþ iÉÉä ¦ÉÉ®úiÉ EòÉ ¦ÉÒ xÉÉ¶É ½þÉä VÉÉBMÉÉ, 
MÉÉÄ´ÉÉå EòÉ ¶ÉÉä¹ÉhÉ JÉÖnù BEò ºÉÆMÉÊ`ööiÉ Ë½þºÉÉ ½èþ, +MÉ®ú ½þ¨Éå º´É®úÉVªÉ EòÒ ®úSÉxÉÉ +Ë½þºÉÉ Eäò {ÉÉB {É®ú 
Eò®úxÉÒ ½èþ iÉÉä MÉÉÄ´ÉÉå EòÉä BEò =ÊSÉiÉ ºlÉÉxÉ näùxÉÉ ½þÉäMÉÉ* ” (½þÊ®úVÉxÉ,1940)ú 

 




