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Beeoenue

29-30 cenrsiopst 2021 r. PITY cocrosumacek 11 Mexaynapoanas
HAy4YHO-TIpaKTHYeCKasi OHJIAH-KOH(PEePEHIUI «AKTyalIbHBIE TPOOIEMBI
NepeBoa U MepeBOJOBEICHHS B PYCCKOM M F0JKHO-a3MAaTCKUX S3bIKAX».
Mepomnpusitie  Obut0  TOCBSIEHO — MEXIyHapOgHOMY  JHIO
MepPEeBOIUNKA, KOTOPHIi ekeroaHo oTMedaeTcst 30 ceHTAOpS U B paMKax
OOH o0bsiBeH MexayHapoJHbIM THEM TIepeBoOa.

B  koudepenumu  npuHsim  ydactue 100 denosek.
OT0 OBUT COBMECTHBIH MPOEKT IIECTH YHUBEPCUTETOB: Poccuiickuit
rOCyJapCTBEHHBI TyMaHUTApHbIA yHUBepcuTeT, MHCTUTYT AQpuku u
A3un MOCKOBCKOTO TOCYJapCTBEHHOro YyHuBepcurera um. M.B.
JlomonocoBa, LleHTp pOCCHUHCKHX HCCACAOBAHUM YHUBEPCHUTETA
xaBaxapnmana Hepy, VYuuBepcuter Casutpuban Ilxyme, IlyHa,
Maxapamirpa (Mumust), Cankt-IlerepOyprckuii  rocynapcTBEHHBbIIH
yauBepcuter, Poccus, Yuusepcuter wum. IluBamxu, Komxamyp
(Mumus).

Oxkono 80 y4eHbIX U MEPEBOAUYUKOB MIPEACTABWIN CBOU JTOKIIAIBI
U PpaccMaTpUBIM OCOOCHHOCTH TIEpeBOJa pAa3IWYHBIX JKAaHPOB H
NOJENWINCh CBOUM OIBITOM M PE3YJIbTaTaMU HCCIEAOBAHUN MO BCEM
acIeKTaM TEOpPHHM M METOAOB IEPEBOJA C PYCCKOI'O HA MHAMHCKUE U
I0)KHOA3MAaTCKUE  S3bIKK M HAoOOpOT,  TIEPEBOJIOBECHUS U
CPaBHUTEJBHOHN JTUTEPATYPBHI.

Ha xon¢epenmu paboTany nsaTh CEKIUM.

1. TlepeBomueckue TEOPUU U METOJIBI IEPEBOA.

2. Or aBTOpA K MEPEBOAUYHKY: KYJIbTYPHBIE TapaIUTMbI
B IIEPEBOJOBEACHHH.

3. TlepeBoa KOPOTKOMETPAKHBIX (PMIILMOB, MYJIbTOUIEMOB,
KOMMEPUYECKUX PEKIIaM.

4. llepeBox MpO3bI U MO33UU.

5. IlepeBox u repMeHEBTHKA.

Bonbmioit Bknanm B paboTy KOH(EpEeHIMH BHECTH YYaCTHHKH
pocciiucKrX 00pa30BaTENbHBIX M HAYYHBIX YUPEKIECHUUN U U3 Pa3HBIX
CTpaH — MapuynonbCcKOro TOCYJapCTBEHHOIO  YHUBEPCHUTETA
(Yxpauna), Poccuifickoro 3KOHOMHYECKOT'O YHUBEpcUTeTa nMeHH [.B.
IInexanosa, Cankt-llerepOyprckoro rocyaapcTBEHHOTO YHUBEPCHUTETA,
HNucturyra  BocTtokoBeneHus  Poccuiicko — akajgeMuu — Hayk,
Hamanranckoro rocyaapcTBeHHOTO yHuBepcuteTa (Y30eKucTaH),
TalmKeHTCKOT0 TOCYJapCTBEHHOTO YHHBEPCHUTETa BOCTOKOBEICHHS
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(Y30ekucTan), 1 MHANHCKAX YHUBEPCUTETOB: YHUBEPCUTETA TpHITYPHI
(r. Tpumypa, Unans), Texnonornuyeckuit uactutyt Capaapa [latens (r.
Bacan, mrar ['ymxapat), YauBepcurera uMm. [[x. Hepy (Hopro-/lemn),
Yuuepcurera uMm. llmBamxu (r. Komxamyp, mrar MaxapamTpa),
VuuBepcutera Ilyner wum. Capurpubam Ilxyme (r. Ilynma, mrar
Maxapamrtpa). B koHdepeHIMH OpUHSINM yYacTHE POCCUICKHE U
MHIUICKUE CTYICHTHI, 3aHMMAIOIIMECS IIEPEBOAOM  PEKIAMHBIX
POJIMKOB, KOPOTKOMETPAXHBIX (MIBMOM U MYJIbT(UIBMOB C XUHIH,
MapaTXy Ha PyCCKUH SI3bIK U HA00OPOT.

C TpHWBETCTBEHHBIMH PEUYaMH Ha OTKPBITHH KOHGpepeHIwH 29
ceHTs0ps 2021 r. BRICTYIIHIA COOPTaHU3ATOPHI KOH(PEPEHIHH
npod. Bepa HBanoBna 3aboTkuHa, pykoBoauTenb HaydwHo-
00pa3oBaTeNbHOTO LIEHTPa KOTHUTHBHBIX MPOTPaMM W TEXHOJIOTHH U
COBETHHUK NpU PEKTOpaTe MO MEXKAYHApOIHOH nearensHocTH, PITY,
Mocksa, Poccus; 1-p Apynum bannénanxsii, 3asenyrouuit, Lientp
PYCCKHX MCClleOBaHul, YHUBepcuTeT uM. /xaBaxapiana Hepy,
Hero Jlemn, Wugus; npod. M. J[Ixaragemn Kymap, pekrop,
Yuusepcurer um. [[xaBaxapnama Hepy, Hero Jlemn, Uamus;, mpod.
MacnoB Anekcell AneKkcaHapoBHY, AUPEKTOP, THCTUTYT cTpan A3uu u
Adpukn, MOCKOBCKHII TOCYyJapCcTBEHHBIH YHUBEpCHUTET, MOCKBa,
Poccust; n-p Ammxamu Kypane, nexaH, TyMaHUTapHbBIA (axKyJbTeT,
yauBepcuteT Ilynsl uM. CaBurpubait ®yne, Unaus; n-p Masxap
Acud, nexan, [llkona S3BIKOBBIX, JTUTEPATYPHBIX H KYJIBTYPHBIX
uccienoBanni, YHuepcuter uM. JlxaBaxapinana Hepy, Hero Jlenw,
Wnmus; IletpoB [mutpuit  FOpbeBud, NepeBOIYHK-CHHXPOHHUCT,
npenojaBarelib MockoBckoro rOCyAapCTBEHHOTO
JIMHTBUCTUYECKOTO yHUBepcuTeTa, Poccus; n-p YenHokoBa AHHA
BuranseBHa, wuHponor, kadenpa uHIUICKON ¢dunonorun, CaHKT-
[MetepOyprekuii rocyaapcTBeHHblil yHUBepeutet, Poccust; 1-p Kupan
Cunrx Bepwm, LlenTp pycckux uccineaoBaHuid, YHUBEPCUTET UM.
[xaBaxapnana Hepy, Hero [emn, Mupusa; a-p Cony Caunn,
IleHTp pycckux HccnenoBaHuM, Y HUBepcuTeT M. J[kaBaxapiana
Hepy, Hsto Henu, HWumus, npod. CromspoB Ausekcanap
AnekcannpoBuy, kadeapa 3apyOeKHOTO PETHOHOBEIACHUS |
BHEITHEW MOIUTHKHU (haKylIbTeTa MEXIYHAPOIAHBIX OTHOIICHUH,
MOJIUTOJIOTUU U 3apyOeKHOTO pernoHoBeneHus Mcropuko-
apxuBHoro uncruryra, PI'TY, Mocksa, Poccus; ['asueBa Munupa
AnMnbeBHa, MJIAAIINA HAyYHBIM COTPYAHHMK, MeEXIyHapOIHbII
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HayuHbld 1eHTp usydeHus IOxnont Asum PITY, Mocksa,
Poccusi.

Cekmus 1 ObTa TIOCBSIIEHA PACCMOTPCHHIO TTEPEBOTIECKUX
TEOPUH W METOJIOB IepeBoja. bbUiM mpencTaBieHbl AOKIaAbl Mpod.
Murtel Hapaumn, Ha Temy «llepeBon nns conenUalbHON —LIENIH:
aKTyaJbHBIE TTPOOJIEMBI U METOMKA TIpernoiaBanusy; ['asuesoit M. A Ha
Temy «K Bompocy o ¢opMHpPOBaHMHM HaBBIKOB IEPEBOAYECKHX
pemieHnii (Ha MaTtepuane CTYACHYECKHUX MEPEeBOJOB C PYCCKOTO SI3bIKa
Ha XUHAN 1 Hao00poT)»; Pun Kymapu Ha TeMy « ApTHUKITh aHTIHICKOTO
A3bIKA: CEMaHTHKa M €ro Imepeiada Ha pycckoM si3bike»; Cypera
Kymapa na temy «A Study of Calques from English in Russian Related
to the Sport of Running» m kommektuBa mepeBogunkoB [Iparati
Tununuc, n-pa YennokoBoit AHHbI ButaneeBnsl, AnsnHa Jac, Capomx
[ITapma na Temy «The work on Hindi-Russian Idioms Dictionary».

Cexkmust 2  mocBsIeHa  KyJAbTYpHBIM — @apagurMaM B
nepeBogoBeneHud. bpun 3aciymansl poxnaapl: A-pa Wunpamxura
Cunrxa Ha temy “Roosi Sahitya ke Hindi Anuvadak™ Ha si3pike XuHIH;
lanra Caxaii Muna Ha Temy “Aadivasi Sahitya ke Anuvad Ki
Chunautiyan” wa s3pike xuHaM; MupsanazapoBoii A.M. Ha Temy
«CnoXKHOCTH IepeBoJa PyCCKUX MAMOMATUYECKUX CJIOB Ha Y30E€KCKHH
S3BIK TIpU (OPMHUPOBAHMM HABBIKA YTCHHS B CEMbe OWJIMHTBaY; J-pa
I'yceBoit E.M. Ha Temy «lmena u cyOpukeTsl (K IMepeBOLy UMEH
coOcTBeHHBIX)»; mpod. HypoBoit Maiipambu Ha Temy «llepeBoj kak
BOXHBIH (HaKTOP YKpEIUIEHHs JTUTEPaTypPHBIX CBS3€i B COBPEMEHHOM
obmectBe»;, layrama Kamsna na Temy «[IpoGiemsl mepeBoia
PasTOBOPHBIX BBIPAKEHUI MEXIY PYCCKUM U XUHIM SI3bIKAMHU»; O-pa
I'nankoBoit A.I'. Ha TeMy «OcoOeHHOCTH TiepeBooB M. 3olIeHKko Ha
XUHIW W Ha OeHrammy; n-pa EpmommnunoB A.M. Ha Temy «IIpoGnembl
nepeBoja OCHraJIbCKOTO IECEHHO-TIO3THYECKOro  (oiapKiIopa Ha
PYCCKHIT S3BIK.

Cekmust 3 Obula  mocCBsIIeHA  mpoOjiemMaM — TiepeBoja
KOPOTKOMETPaXXKHBIX ~ (UIBMOB, MYJIbTQUIBMOB, KOMMEPYECKUX
pekiaM. beimym 3aciaymassl qoknaasl: A-pa AcoHoBoil I.A. Ha Temy
«Mcnonp3oBanne BuAeopUIBMOB TNpuU  OOpalleHWH K YCTHOMY
NEepeBoJly Ha YypPOKax PYCCKOTO S3bIKa KaKk HWHOCTPAHHOTO»; m-pa
Anarxu bxar Bexpe na temy “Katha Don Ganpatravanchi: How
Gogol's Characters Came Alive in a Marathi Movie”;  na-pa
Jlakmmubait Manmik Ha Temy “Understanding of the Translation
Process: Subtitling of Short Films and Commercial Advertisements

11



from Marathi to Russian or Vice-Versa”; Kocrtunoit E.A. Ha Temy
“Sajan Re Jooth Mat Bolo: mpobnemsl mepeBosa oOpalieHU XUHIHA
(ma mpumepe pacckasa u puasMa “Tperbs kiasTBa”)”.

Buepseie mpencraBiensl gokmansl  ctygeHToB CIIBIY m
WHAMACKUX YHHBEPCUTETOB — YHuUBepcuTeTa uMeHd [luBamxu
(Konxamyp, Maxapamtpa, Muausa) u Yuusepcurera IlyHbl HMeHH
Casutpubau [Ixyne (Ilyna, Maxapamrpa, Uunus).

Crynentsl CIIOI'Y Amnacracust bes3syOueBa, Apuna EpmonuHa,
EBa JlekapeBa BeicTymmin ¢ jgokimamgoMm Ha Temy “Film Devi and it's
Subtitles from Hindi to Russian”; mokmanx Anacracuu be33yOrieBoid,
Apunsl Epmonunoit, EBbl JlekapeBoii, Exatepunst IlomoBoid, AHHBI
I'nmamkoBoii 6611 ocBsmieH Teme “Film 'Vzyatka' and it's Subtitles from
Russian to Hindi”.

Crynents! yauBepcurera nmenn lusamku (Konxamyp, Unmmst)
Aoxumek Jxomm, Maiitpeit Kynkapau, Awmpyra Pane, Pammu
I'amxoxue, Hexa YaBan, Arnmm [latun, Pagxuka 3aBane npeacraBuimu
nBa moknana: 1) ma remy “Creating Subtitles of a Hindi/Marathi Short
Film ‘Delivery Girl> for Russian Viewers: On Experience of Linguo-
Cultural Transfer of an Audio-Visual Artwork” u 2) na Temy «'Delivery
Girl": Subtitles Translation from Hindi-Marathi-English into Russiany»;
cryneHtsl Jxoru Ilatun, Mpyayna Maunraoskap, /Ixanampu I'xarare,
Kagura 3am0Oxaine, Aoxupam Maxapaspknanaut, JasHemBapu Jxyman
BBICTYIIIIIN C IByMs joknagamu: 1) Ha temy «Film 'Hedgehog' and it's
Subtitles from Russian to Marathi» u 2) na Temy «Film 'Hedgehog' and
it's Subtitles from Russian to Marathi».

Crynentsl yHuBepcurera Ilyner mmenum Casutpuban Ilxyne
(Ilyna, Maxapamrpa, Wugwms) Jxanmpu J[DxaiicBan, Ilpuxapu
ko, bxarsmapu Kynkapau npencraBuiau noknan «Poorna Zali
Wari (Peknama Ha wMapaTxw COBEPIIWIOCH IAIOMHHUYECTBO)», a
crynentbl Ilpananu Hlungs, Cyxac Oax, Psny I'mmn — gokman
«Maticha Swapna (Pexnama Ha Mapatxu — [JIMHSHBIE MEUTHI)».
Crynentsr Ilpanamm [Hwuams, Cyxac Oak, Pany I'mmn, [Ixanmpwm
[oxaiicean, Hpuxapu J[xomm, bxarsmapun Kynkapau mnokasanun
NepeBo]i KOPOTKOMETPaKHOTO (uibMa «BKyc» ¢ pycckoro si3blka Ha
MapaTxm.

Cekiust 4 Obla MOCBSIEHA MEPEBOAY IPO3bI U MO33UHU. 371eCh
ObulM  3aciyllaHbl  JOKJIAAbl  CICOYIOUIMX  YYacTHHKOB:  J-pa
CrpenkoBoii I'.B. Ha Temy «OcoOeHHOCTH MEpEeBOJOB MPON3BEACHHI
Slmmana ©Ha pycckud A3bIK»; AnHmna JDKaHBWIKal Ha TeMy
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«Mandelshtam's Poetry and its Translation from Russian into Hindi»;
Hebamxitotn I'ynta Ha Temy «Translation of Literature from Tripuray;
n-pa I'ypum A.T'. Ha Temy «Some Notes on Cultural Commentary as an
Integral Part of Poetry Translation»; ITorooii E.FO. Ha Temy «OmnbIT
nepeBo/ia CTUXOTBOPEHHUN AThesl HA PyCCKUH SI3BIK.

Hp Camup H. Comanku u VY3ma M. Boxpa wu3
Texnomornyeckoro mHCTUTYyTa MMeHH Capmapa Bammabxawm Ilarens
(T'ymxapar, WHaust) mpeacTaBuid CBO# jJokiman Ha Temy “Issues in
Translating Dalit Voice: A Study of Joseph Macwan’s the Stepchild
(Angaliyat)”.

N3 LeHTpa pycCKUX HCCIEIOBAaHUN YHHUBEPCUTETA HMEHHU
Ix.Hepy (Hpto nenu, Maaust) BEICTYIIIN ¢ AOKIaJaMU:

Bukpam Yayaxapu nHa temy ‘“Translation of Testimonial
Literature 'Chernobyllskaya Molitva: Khronika Budushevo' by Svetlana
Alexievich from Russian to Hindi” u a-p Cony CauHu ¢ I0KIagI0M
“Ivan Turgenev ki Rachna ‘Pita aur putr’ ke Hindi anuvad me ansuljhe
kshan” Ha s3p1Ke XUHIN.

Cekuusi 5 mocBslIanack NEPEBOLY M T€PMEHEBTUKE. 3IECh
ObUIN 3aciTyIIaHbl JOKJIAAbL: I-pa Xoxiooii JI.B. Ha Temy «IIpoGnemsr
NepeBoa JTMHIBUCTHUECKUX TEKCTOB C PyCCKOTO Ha XHUHIN;
n-pa Merxu Ilancape na temy “Aleksander Blok’s Poem ‘At the
Restaurant’”: Multi-Interpretation and Translation»; T'aypas Mop Ha
TeMy «OcoOeHHOCTH TepeBo/ia MOCIOBUII U TIOTOBOPOK ¢ XaphsHBU Ha
pycckuii A3bIk»; nA-pa KynBapa Kanta Ha Temy «OmnbeIT mnepesona
CTHUXOB HECKOJBKUX PYCCKHX MOSTOB Ha XuHANY; Jlecuk K.A. Ha Temy
«KynbpTyposnornueckuif  acmekT TmepeBona  paccka3oB  KyHBapa
Hapastay; n-pa Hunydap XomkaeBoit Ha Temy “Some Issues of
Translation from Hindi into Uzbek language”; mpod. 3axapbuna B.A.
Ha Temy «lIpobnembl mepeBoja CEMaHTHYECKH MHOTOCIOWHOTO
CaHCKPUTCKOTO IIO3THYECKOTO TeKcTa (Ha NpUMepe IMO3THYECKUX
BcTaBoK B ‘Simhasanadvatrim$aka V’)»; npod. CromspoBa A.A. Ha
Temy «OKaoBaHHble rpamMoThl aAuHacTud l[lana B mepeBogax»; A-pa
Ipusna Iagse Ha Temy «From the “Panchatantra” to “The Book of
Good Counsels” - A Stylistic and Textual Analysis of the English
Translation of the Panchatantra»; Ilputnma Kymapa Ha Temy
«Translation of Foreign Words in Russian Language Through
Refixation and Suffixation»; Cyman Kymapa Illapmbr Ha Temy «
ConocraBuTenbHBIA  aHaMM3  (pa3eoJOru3MOB  JIMTEPATYPHOIO
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MPOM3BEACHUS M €ro TIepeBoJa Ha XWHIHW, CACIAHHBIM B pPa3HBIX
MIEPUOIAX».

Berpaxxaem HCKpEeHHIOO 06JaroqapHOCTh BCEM Y9aCTHUKAM
HAYYHO-TIPAKTUYECKOI KoH(pepeHunu!
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Cexyus 1/ Section 1
HepeBO,HLIeCKI/IC TEOpHUHU U METOABI IIEPEBOIA
Theory and methodology of translation

Mura Hapasta, Hnous

Crenuanu3upoBaHHBIN TEPEBO/T
(axTyanpHBIE TPOOIEMBI I METOUKA TIPETIOTaBAHUS)

Annomayusn. Creuuaiu3upoBaHHBIM TMEpeBOJ SBISIETCS NEPEBOAOM
CMIEIUANIBHBIX TEKCTOB U3 pas3HbiX orpacieidd CMU, KyJabTypbl, SKOHOMHKH,
HayKy, TEXHUKM WU Jp. U UX IEpPeBOJ Ha Jpyrod s3plk. Takol mnepeBoj
MIPOUCXOJUT HA OCHOBE JIEKCUYECKUX, TPaMMaTHYE€CKUX M CTHUIHCTHUYECKUX
YpOBHEH, KOTOPBIE UMEIOT CBOU OIpeeNieHHbIe ocoOeHHocTH. [Ipn mepeBone
OHH TPeOYIOT OT MEPEeBOMYHKA XOPOIIETO 3HAHUS BCEX HOPM IEPEBOAUECKON
JesATenbHOCTH. YacTo BO3ZHUKAIOT aKTyalbHBIC MPOOJIEMBI IPH HEPEBOIE, H
TpeOyeTcss HaWTH MeTomsl WX mpeomoneHus. UtoOe wm3beraTe Takwe
TPYAHOCTH, HAAO WCHOJB30BATh pa3IMYHBIE NPUEMBI W METOINBI  JUIA
JIOCTIDKCHUSI aJICKBAaTHOCTH MPH TEepeBojc. BO3HHKAIOT M MPOOJIEMBI MpU
MpPEeNoJaBaHUK KYPCOB IO CICIHATBHBIM O0JIACTSM, TaK KakK KaXaas UMEeT
CBOM JkaHp M peructp. B gokmage Taxke 0OCyXIaeTcsi METOAMKA HX
NpernoiaBaHus, 0COOEHHO MEPEBO T'a3€THBIX M OOIECTBEHHO — MOJIMTUYECKHX
MatepuanoB. OOCYXHAalOTCSI W PEKOMEHJAIMU TpernojaaBarenei. Takxe
AQHATM3UPOBAHBI B JIOKJIaZe COOPHUKH IO TMEPEBOTY, HANHCAHBI aBTOPOM MU
Ba)XHOCTD UX yIOTPEOJICHUS B IIOHITHHU aJIeKBaATHOCTH MIEPEBOIA.

Kniouesvie  crosa:  akTyampHBIE — TPOOJEMBI,  TEPEBOIYCCKAsS
JIeSTeBbHOCTD, alleKBaTHOCTh, M30€raTb TPYTHOCTH, CIEHHANBHBIE TEKCTEHI,
JIEKCUYECKUH, CEMaHTUYECKUI

Meeta Narain, India

Translation for special purposes
(Problems and methodology of teaching)

Abstract. Translation for special purposes is related to translation of
texts from different fields — political and social, cultural and sports, scientific
and commercial from one language to another. The translation takes place on
the basis of grammatical, lexical and stylistic compositions, each possessing its

© Hapasu Muta, 2022
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own peculiarity. These pose specific problems, which can be overcome by
various translation methods to attain adequacy in translation activity. Problems
also arise while conducting courses on translation as each field is a specific
genre with its own register. The paper also takes into account the
methodological approach towards teaching these courses, especially from
newspaper and socio — political fields. It further discusses the
recommendations made by the teachers. Also analysed in the paper are the
books, written by the author on systematic approach towards teaching of
newspaper and social science materials and the relevance of their usage in
presenting a good translation.

Keywords: grammatical, lexical and stylistic problems, special purpose,
adequacy in translation, specific genre, register, methodological approach

Crneyuanuzuposanmulii nepegoo SIBJISICTCSI MepPeBOIOM
CIIEIMATBHBIX TEKCTOB, T. €. TEKCTBl, KOTOpBIE OTHOCATCS K
OIIpECICHHON 00JacTH M MMEIOT CBOM CIICIHAJIbHBIE OCOOCHHOCTH.
TeKcTbl MOTYT OTHOCHUTBCSI K HECKONBKHM cdepaMm, Takue Kak
MOJIMTUYECKUE,  Ta3eTHble,  MyONUIIMCTHYECKHE,  OOIeCTBEHHO-
NOJUTHYECKUE, HaydHble, TEXHHYECKHE, BOCHHBIC, JICTIOBBIC,
(¢uHAHCOBBIE,  JWIUIOMAaTHYECKHE,  IOpUAMYECKHE H  JApYrHe
CHeMANbHBIE TEMBI.

Croenuanu3upoBaHHbI MEPEBOJl OTHOCHUTCS K IEpeaade TEKCTa
pasHbix cdep, Takue kak CMMU, KynbTypbl, SKOHOMHKH, [EJIOBBHIE,
(UHAHCOBBIE, IUTUIOMATHYECKUE U APYTHE C TIOMOMIBIO APYTOTO SI3bIKA.
Oro o00o3HauaeT mepeAadvy JIEKCHYECKHX, TpaMMaTHYECKUX U
CTWINCTUYECKHX (OPM s3bIKa, HAa YpPOBHE, KOTOPHIX BO3HUKAIOT
OTpeJicNieHHbIE M aKTyallbHble MpoOjeMbl Tpu mepeBoje. UToObl
n30eraTh Takue TPYAHOCTH, HAJIO MCIOJIH30BATh PA3IUYHBIE TPHEMBI U
METOIbI JUIsl IOCTHIKSHUS a/IEKBATHOCTH TIPH MIEPEBOJIE.

Crienaian3upoBaHHBI  TEpeBojl TPeOyeT BBICOKMX 3HAHHM
WCXOJTHOTO M TIEPEBOJIAIIETO S3BIKOB U TaK)KE 3HAHUE CIEIHATBHOCTH,
K KOTOPOH OTHOCHTCA MepeBoAMMBIA TekcT. OH Takke Tpedyer
BBICOKOI'O YPOBHSI IOATOTOBKH B Pa3IMUHBIX cdepax AesTeNbHOCTH
yenmoBeka. Kak mpernojaBarenn pyccKoro si3bika, MBI BCeraa
CTaJIKNBaeMcs ¢ MpoOIeMaMH TPH TMPETOIaBaHIH KYPCOB TI0 MIEPEBOTY
M CcTapaeMcsi TOTOBUTh MaTepualibl B Pa3HbIX (OpMax, B 3aBUCUMOCTH
OT ay/IMTOPHU H C 110 TIO3HAKOMUTH CTYICHTOB C pa3HO0Opa3HBIMU
0COOEHHOCTSIMHU TIEPEBOAUECKON I TETHHOCTH.

CrienuaibHble TEKCTHI HMMEIOT CBOM TEPMUHOJOTUH, CBOH
COKpallleHUsT W TrpaMMaTH4YecKue KOHCTPYKLIHH, CBOM Hay4HBIE

16



OIpeNieJIEHNs] U PEKOMEHJAIMM, XapaKTepHbIEe Il JaHHOH cdepsl.
Llenplo TakUX TEKCTOB SBISIETCS aKKypaTHOe H300paxxeHue (akTos,
KOTOpbIE MOTYT OBITh B pa3HbIX ()OpMax — MMCbMEHHOM WM YCTHOM.
JT0 BCE 3aBHMCHUT OT JKaHpa Tekcra [1, ¢. 5-7].

Joknan moapoOHO paccMaTpuBaeT Ha MPOOJIEMBI, CBSI3aHHBIE C
MEPEBOJIOM CHENUANBHBIX TEKCTOB, 0COOCHHO C IIEPEBOJIOM T'a3eTHBIX H
00I11€CTBEHHO-TIOIMTHYECKUX MaTE€pHUaioB, ¢ BOIIPOCAMH, CBA3aHHBIE C
METOA0JIOTHEH cOOpaHus U NPENOoAaBaHus TAKUX KypPCOB II0 IIEPEBOAY,
C ¥WX TEMaTHYECKUMH MpPUHIUIAMH M €  JIGKCUYECKHMH,
CHHTAKCUYECKUMH M CEMAHTUYECKUMM KOHCTPYKLMSIMM, 3HAHHE
KOTOpPBIX SsBIsETCS 0a3ucoM IepeBoja Al CIELHUAIM3UPOBAHHBIX
TEKCTOB C OJTHOTO 5I3bIKA Ha APYTOH.

OcHoBHOE paznnine MEXTY TEKCTaMHU ra3eTHo-
MyOJUIMCTUYECKOTO0 U OOIECTBEHHOTO-TIOJIMTHYECKOTO MAaTepHaoB,
T. €. ra3eT, XXYpHaJIOB, BLICTYIIVICHUH U 3asBJICHHU WU CIICHUAJIbHBIMH
TEKCTaMH — 3TO TO, UYTO K IEPBOMY OTHOCATCA MACCOBBIC UMUTATCIIN U
CIIyIIATeH, U K APYroMy — CIIELHAIMCThl pa3HbIX oOnacteid. [loaTomy
JOJT IPEnoAaBaHus TAKUX KYPCOB — «...IIOKa3aTh Pa3HOOOpa3ue A3bIKa
IMPECChl U T'a3CTHBLIX KAHPOB, AKTUBU3UPOBATH A3BIKOBBIC U PEUCBLIC
HaBBIKM YYalIMXCS M IOATOTOBUTh MX K YTEHUIO OPUTMHAJIBHBIX
MaTepraoB TEKYIIeH MepuoIuKm» [2, c. 4].

Kak mnperomaBarenu, Mbl MOHMMaeM, 4YTO HaM HEOOXOJIMMO
nepeaaTh MAKCUMyM MH(OPMAIIUK Ha OrPaHUYCHHOM IO B CBA3U
C pasHeIMU 3TanamMu oOydeHus. [ig sToro Hago paboraTh Haj
CTPYKTYpPOM pa3HbIX TEKCTOB W IO3HAKOMUTHCS C ONPEACIIEHHBIMU
CUHTAKCHUYCCKUM KOHCTPYKIMAMHU, KOTOPBLIC IOMOTAIOT BCEM IIOHATH
CTWJIb Ta3€THBIX MAaTepuayioB. OTH KOHCTPYKLUUH MOBTOPSIOTCS W,
CIIEZIOBAaTENIbHO, 3aKpPEIUISIIOTCS B CHCTEME  COOTBETCTBYIOILMX
YIOPAKHEHUH.

Martepuan [omkeH ObITh IOCTPOEH 10 TEMaTH4eCKOMY
npuHIMIly. Beibop Tem nomkeH OBITh TaKMM, YTO OHH IOKa3bIBAIOT
COOBITHSI, KOTOPBIE TPOUCXOMSAT B MHpPE U KOTOpBIC IMPEICTABISIIOT
uHTEepec i yuTarens. Takod mpuHOMI BbIOOpa MaTepuaioB AT
BO3MOXHOCTb BECTH IUIOJIOTBOPHOE HAKOIUICHHE JIEKCUKH W TaKXkKe
aKTUBH3HpOBaTh €€ ymorpedneHue. OH TOXKe IMOMOTaeT Y4YUTHIBAThH
HpO(i)eCCI/IOHaHBHLIe HWHTCPECHl yUYalIUXCsA, KOTOPBIC MOTYT IIOHATH U
BBIOPATh TEMBI 110 UX aKkTyaJdbHOCTU. CJI0Ba, KOTOPBIE YOTPEOIISIOTCS,
JOJDKHBL OBITH M3Y4YEHBI HE M30JIMPOBAHO, a KAK CUCTEMHasl eIUHHIA,
IIOTOMY 4YTO CJIOBO MOXKET MCHATH CBOE€ 3HAUeHHE B Pa3HBIX
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KOHTeKcTax. I103ToMy He CI0BO TOJIBKO Ba)KHO, HO U CBSI3H, C APYTUMHU
JICKCUYECKUMU eAMHULAMU [2, c. 4].

IIpu BbIOOpEe MaTepuainoB, 3ajaya Halla — 3TO HE 3aMEHHUTh
rasery, Ho u pa0oTaTh HaJ TUIOBBIMU TE€KCTaMH, KOTOPBIE SIBJISIOTCS
MoJeNnsIMH — oOpas3maMd, KOTOpbIE TIOMOTaloT B  YKPEIUICHUH
ynoTpeOJaeHns  JIGKCUKO-TPAMMATHUECKUX M CHHTaKCHYECKHX
KOHCTPYKUMH M CTWII Ta3eTHO-MyOIULIUCTUYECKUX MAaTepuanoB.
bnaromapss TakuMM 3HaHMSIMH CTYAEHTBl CMOTYT IIPUCTYNHUTh K
NpaBUIBHOMY YTEHHIO Ta3eT. PacmonoskeHne TEKCTOB JOJKHO OBITH
TaKUM, YTOObI OHH MOHSTHBI HE TOJIBKO HAYMHAIOIIKUMCS, HO U TEM, KTO
X04eT H3Yy4YUTh SI3BIK Tra3eTsl OCHOBaresnbHO. [losToMy MeTonuka
paboThl HaJx TEKCTaMH OCHOBaHA Ha MPHHLMUIE OT TMPOCTOrO JI0
CJIO’)KHOTO M TEKCTHI JOJKHBI OBITh PACHONIOKEHBI 110 BO3PACTAIOIICH
TpynHoctd. Ilocne kaxmoW TeMbl, HagO TOTOBUTH YIPaXKHEHUS,
CBA3aHHBIE C HOBBIMHU CJIOBAMH, BBIPAKCHUAMU U IPCATIOKCHHUAMMU,
KOTOpPBIC NOMOTalOT B IOATOTOBKE II10 O6IlI€My IIOHATHIO JICKCHUKHN
ra3eTbl Ha JII0OOM S3bIKE.

B cBsi3u ¢ MeTOAMKOI IpemnoAaBaHusi U COCTAaBJICHUS Ta3eTHBIX
MaTepHajoB, XOTs MPEMOJaBaTeIH MMOCTAPAIOTCs o0palaTh BHUMaHHE
Ha [OpPUHOWIBL COCTAaBJICHHS MaTepHalioB, HO BCE-TaKu OHH
BCTpEUAIOTCS C OONBIIMMH TpoOJIeMaMHd B CBS3M C COOpaHUEM W
NpenoJjaBaHueM TakKUX KypcoB. KakoBBI OCHOBHBIC 3ajaydl Tepen
MPEenoaaBaTeIsIMu?

Ilepex HauanoM MPHUCTYNUTH K Kypcy IO IEPEBOLY, CTYIEHT
JOJDKEH 00JlaiaTh XOpOUIMM YpPOBHEM 3HAHHS WHOCTPAHHOTO |
ponHoro s3pika. Ho, k coxaneHuto, Bcerna Tak He OwiBaer! Ilpum
NPENoJaBaHuU TAaKUX KypCOB, MPENOAaBaTeNId HEPEIKO CTAIKUBAIOTCS
C TakMMHU IpoOieMaMM, M MM HaJlo Nepe] HadajoM Kypca, emé pas
paccMaTpuBaTh Ha BCE JIGKCUYECKUE KOHCTPYKLIMH H TPaMMAaTHYECKUE
npaBuna. CTyIZeHTHl 3a0BIBAIOT - NPHUXOJUTCS UM HAIIOMHHUT YK€
CAETaHHBIA MaTepual mepes TeM HauyMHaTh NEePeBOAMUTH TEKCTHI [3, C.
4]. U Tak jxe mperojaBaTeib IOJDKEH HE TOJBKO XOPOIIO 3HATh
WCXOJIHBIN W TIEPEBOMSAIINHN SI3BIKM, HO U HAJIO OBITH XOPOIIIO 3HAKOM C
rpaMMaTU4ecKuMl W (POHETUYECKUMH, CHHTAaKCHUECKHUMU |
JIEKCUYECKMMU HOPMaMH U MPaBHIJIAMH SI3bIKOB.

IIpy npenogaBaHWM, MPENONABATENN W CTYAEHTHI JOJDKHBI
MOHATH CBSI3b MEXAY TEOpHeH UM NPaKTUKOH MEepeBOTYECKUX
IpoLeccoB. YUeOHHWKOB 1O TEOPUU IMepeBoJa MHOrO, HaIpuMmep,
paboOThl M3BECTHBIX IEPEeBOAUMKOB, Kak ['opOoBckoro, Komwcaposa,
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[lerpoBa u ap. XoTs UX U3y4YeHHE OU€Hb I10JIE3HO, HO YacTO MPOOIIEMBI
BO3HHMKAIOT B TOM, KaKUM 0Opa3oM MOXKHO YIOTPEOISITh COIEpKaHUs
pPa3HBIX TeM, ONMCAHHBIC B HUX B CBOCH MpakTHUecKol padore. XoTs,
3TU TPYZIbl SIBJISAIOTCS COOPHHKAMHU TEOPHM M TEKCTOB IS MEpeBOJa,
HO, B HUX, PEIKO TOBOPUTCSI O TOM, KaK YJIYUIINTh 3HAHUE POJHOTO U
WHOCTPAHHOTO SI3bIKOB, KaK JOJDKCH IEePEBOAYMK OPTaHU30BHIBATH
CBOI0O pabOTy W KakWe METOAOJIOTHYECKHE TpPeOOBaHUSA TMIPH
NpPENoJaBaHUM TEOPUHM UM MPaKTUKU ImepeBoma u aAp. Ilostomy
MacTepCTBO MPENoiaBaTeiei JIeKHUT B TOM, YTOOBI HAWUTH CBOM METOIbI
UCIIOJIb30BaHMS 3THX COOpPHHMKOB, B 3aBUCHMOCTH OT COOCTBEHHOTO
oIbITa M mmoHsTus [3, ¢. 5].

[IpoGyieMbl, emi€ CBsA3aHbI C TaKUM BOIPOCOM O TOM, 4YTO
npenojaBarenb IO TMEpeBOLy TOXKE JOJDKCH OBITh XOpOLIMM
nepeBoAuYnKoM winu HeT? A Takke Haobopor? IlpemomaBarenn
WHOCTPAHHOTO S3bIKA, MPOBOJAT KYpPCHI MO TMEPEBOJY, KOTOPBIE XOTS
3HAIOT JBa f3bIKa, HO 3TO HE 3HAYUT, YTO OHU SIBIISIOTCS XOPOIIUMHU
ommmaTBaMu. Takoke, 000N MEPEeBOIINK MOXKET OBITh CIIOCOOHBIM IO
cBoell mpodeccuu, HO 3TO HE 3HAYUT, YTO OH Bcerga paboTaer Mo
HOpPMaM TEOpWH IEPEBOJIa U MOXKET CIIOKOWHO OOIIAThCS C JIFOABMHU.
YacTo OHM HE 3HAKOMBI C TEOPETHMYECKHMMHU 3HAHMAMH M IIPOCTO MM
TpyaHO cpeau roaeh. [loaromy Bc€ 3aBHCHT OT mpodecCHOHATEHOCTH
nepeBoaurka [3, c. 6]

lazeTHble ¥  OOIIECTBEHHO-TIONUTHYECKHE TEKCTHl HMMEIOT
OTIpeICIIEHHOMY MH)OPMALIIOHHOMY, 00IIECTBEHHOMY 170071
W/ICOJIOTHUECKYIO HANPaBIeHHOCTh. OHU OTHOCATCS K MHOTUM Pa3HbIM
YUTATENSIM U CITYIIATENIsIM, TaK KaKk BO BCEM MHpe, exXeaHeBHO 24 Haca
B cytkd, CMU coobmiaer BceM O HOBOCTSIX, KOTOPBIE MPOUCXOIST B
mupe. [lpu mnepeBojge Takux TEKCTOB, MEPEBOTYMK OOIDKEH HMETh
BBICOKOE 3HAHWE ¥ YMEHHE MIEPEBOIUTH aKKypaTHO U To4uHO [4, ¢. 4-5].

B cBs13u ¢ 3TUM, MBI Tenepb OyJeM rOBOPUTH O TPEX COOPHUKAX,
HalMCaHHbIE MHOH 1O TEOpUM M MPAKTUKE IEPEeBOJA, KOTOpHIE
OpPUEHTHPOBAHbl HA HAYAJIbHBIM, CPEAHMM W IPOABUHYTHIA 3TaIlbl
oOyuenus. Ilepesod zazemmuvlx Mamepuaniog — meopus u NpaKmuka
nepegoda, Illepesod o0OWECMBEHHO-NONUMULECKUX MAMEPUATO8 —
meopusi u npakmuka nepesoda u Ilocobue no nepesody — LENBIO
KOTOPBIX SIBJISIIOTCSI 3HAKOMCTBO C «pa3zHOOOpa3ueM sI3blka MPEcChl H
ra3eTHBIX >KaHPOB, AKTHBU3UPOBATH S3bIKOBbIE M PEUEBBIE HABBIKH
yyalluxcs U MOATOTOBUTH MX K YTCHUIO OPUTHMHAJIBHBIX MaTEpUaIOB
TeKyIei nepuoaukuy» [2, c. 4].
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OTH COOPHHMKH IIOCTPOEHBI 10 TEMAaTHYECKOMY NPHHIUITY U
BKIIIOYAIOT HIOAHCHl Ta3eTHBIX W OOIIeCTBEHHO-TIOJUTUYCCKUX
MaTepuanoB. Tak Kak OHM CBSA3aHBl C OIpPENENEHHBIMH KypcaMH,
npusogsmuecs B LIeHTpe pycCKMX HCCIENOBAHHN, B YHHBEPCHUTETE
nMeHn [[xaBaxapnanma Hepy mno nmnepeBogy, OHH  OTpaxarorT
0COOEHHOCTH CTEUATU3UPOBAHHOTO NIEPEBO/IA.

«ITepBbIii Kypc Ha3bIBaeTCs Ilepesoo 2a3emHo-
nYOMUYUCIMUYECKUX MAmepuanog M OXBaThIBaeT TaKHE TEMbl Kak
oduLManbHbBle BU3UTHI M BCTPEYH, IEPETOBOPHI, COTPYAHHUYECTBA,
cornamenus, skoHoMuka, CMW» «llemp Takoro kKypca — HAy4IHUTh
NEPEBOIUTD 3TU TEKCThI C PYCCKOT'O HA aHTIIMHUCKUI SA3bIK U HA00OPOT,
MO3HAKOMHTH CTYAICHTOB C Pa3HBIMH YXaHPaMH a3eT, C pa3HOoOpa3ueM
MIPECChl U C JIEKCUKO-TPAMMATUYECKUMH OCOOEHHOCTSIMH MaTepHalloB,
B3SITBIX U3 POCCUHCKUX CPENICTB MACCOBBIX HH(pOpManuii» [5, c. 1].

TekcTbl MaccoBoii  WHQOpPMAaUHM  MOKAa3bIBAIOT  TEKYIee
COCTOSH€ M H3MEHEHHE COBPEMEHHOrO s3blka M IMO3TOMY B HHX
HaxoIIT OTPAKEHWE MHOTMX W3MEHEHUH SA3bIKOBOM AeATeNbHOCTH [4,
c. 14].

«Bropoii Kypc WMeeT HazBaHUE nepesod O00OUWeCmEeHHO-
NOMUMUYECKUX MAMepuaiog ¢ pyccKoro Ha aHTIIMHUCKUN U HA0OOPOT.
OH BKJIIOYAET Takue TEMbl, KaK o00wecmseo, MON00elHCh U
COBPEMEHHOCHb, IKONO2US, KYJIbINypd, MYPUsM, peucus, HayKa, cnopm
U JIpyTue, KOTOpble OOYCIOBICHHBIE COOBITHSMH, MPOUCXOJSIINMH B
mupe» [6, c. 1].

«lToutn  BCe  TEKCThl  IOABEPrarOTCS  YaCTUYHOW U
rpaMMaTHYECKOW aIalTalliy, CO HENbI0 JeNaTh uX 0osee MOHSITHBIMU
UIsl  CTyAeHTOB. Kaxaplii TEKCT BKIIOYAeT JIEKCHKY TEKCTa,
KOMMEHTApUH, TPEHUPOBOYHBIE YIPAXXHEHUS, TEKCTbI, CJIOBA W
CJIOBOCOYETAaHUS NJIsl MEpPeBOJa C PYCCKOTrO Ha AHIIMHACKUNA S3bIK U
Haobopor» [6, c. 1].

ITocoOue mo mepeBoxy paccMaTpUBaeT Takue (akKTbl, KOTOPbIE
NPEJICTABIISIOT OOJNIBIINE TPYAHOCTHU JIJISl HHOCTpaHIeB. «Jlekchueckue
€/IMHUIIBI B TOCOOWY IPYMITUPOBAHKI IO TEMaM CO Y4E€TOM JIEKCHIECKOH
U CHUHTaKCHYECKON coueTaeMocTH.» «Bce cioBa M crmoBocoueTaHMs
JOJDKHBI OBITH M3YYEHBI B TpyINax, KaK €AMHUIIBI, UMEIOLIHE OJHY
JIEKCHYECKYIO cUCcTeMy si3bika [7, ¢. 1].

Hano obpamats BHUMaHuE Ha CIIEIYIOIIIE BOPOCHL:

— Meroauka paldoTel Hald COOPHHMKAaMH, 332 KaKyl METOIUKY
HY)KHO CJIETUTH?
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— Kakue (GaKTophl ONMPEACISIFOT YPOBEHD Pa3HBIX CTYACHTOB?
— YTO IpeNoaBaTellb UIIET B pe3yabTaTe cBoei pabore?

Hamm ombIT mokaspIiBaeT, YTO MpenoaBaTellb AODKEH paboTaTh
cnemyromuM oopazoM: OH TOMKEH HAYMHATH padoTaTh C Ta3eTHBIMH
TEeKCTaM{, KOTJa OH YBEpEH, YTO CTYACHTBHI YK€ HMEIOT HYKHYIO
rpaMmaTu4eckyro 0a3y W XOpolmMi cioBapHbIA 3anac. Ha HayambHOM
3Tare Mbl YHOTpeOIsieM HeCIOoXHbIe 001e HHPOPMAIMOHHBIE TEKCTHI,
T. €. TEeKCTHl OOIIECTBEHHO-TIOJUTHYECKOTO W IKOHOMHYECKOTO
npodunsi, Hamp. 00 OQHUIUANBHBIX  BU3UTAaX, MEPEroBOpax,
oOwsaBnennsx. [IpemoxaBarens NCHONB3yeT METOANYECKOMY MTPHHIIAITY
«om npocmozo k croxchomy.» CHadama CTYAEHTHI MPOXOIAT TEMY -
Tosnakomemecs ¢ eazemoti, KOMoOpas BBISICHSET, U3 Yero COCTOHT
ra3era, B KaKMX BHJaX MOSBISIOTCS €KEJIHEBHBIC M €XKEHEICIbHBIC
ra3eTsl, KaKyl pOJb BOOOIE WrpalOT CpeICcTBA MAacCOBOM
KOMMYHHKAIIUHU B CETOHSIIHEM O0OIIECTBE U T. JI.

Ha ypoke, TekcT ynTaeTcsi BMECTE ¢ IpenojaBaresieM, odparias
BHUMaHHE Ha CTaHNAPTHHIE KOHCTPYKIMA W pPEYEBBIE MITAMIIEI,
MPHUCYIIE PYCCKOMY Ta3eTHOMY CTWIIIO. B HUX mpeoOmamaroT Takue
CIOBa W CJIOBOCOYETAHWs, Kak TMpH, MEXIy, Omarogaps, BBHULY,
BOBpEMs, B XOJ€, BECTH/MPOBOANUTH, YYacTBOBaTh, IPUOBIBATH,
MOCETUTh, HAXOAWTHCS, IEPETOBOPHI/TIPOBOINTH, HA OIPEIEICHHOM
YpOBHE, B TaKOW-TO OOCTaHOBKE, MpUeM y MHHHUCTpa u T. 1. Ocoboe
BHUMAaHHUE yJelseTcs UMEHHO TaKOoW TUIMYHOW JJisi Ta3eT JICKCHKe, a
TakKe W TpaMMaTHYECKUM KOHCTPYKIWSIM. JIJisi 3aKperuieHus Takou
TUNAYHON JIEKCUKHM M TPaMMaTHKH, MpenojaBaresib NOoAOUpaeT K
KaXJIOMy TEKCTY JIONOJHHUTENbHbIE YyrnpaxHeHus. CliegoBaTebHO,
CTYJEHTHI TOXK€ JOJDKHBI HAWTH aHAJIOTUYHBIE KOHCTPYKIIMH B CBOEM
pOTHOM s3bIKE W HAJO0 paboTaTh HAX TEKCTOM, OOpamasch mpu
HE00X0IMMOCTH K ciioBapio [8, c. 3].

Ha crmegyromem  dSrtame  CTYIAGHTHI  BBINHCHIBAIOT  BCE
BCTPETUBIIMECS B TEKCTe CTaHAAPTHBIE JUIS JAHHOTO JKaHpa
KoHcTpyKiuH. [IpernonaBarens JOMKeH paboTaTh C CTyIEHTaMH HaJ
TaKUMU CTaHAAPTHBIMM KOHCTPYKIHUSAMH, KOTOPbIC THUIIUYHBIC IS
raser, COCTaBUTb CJIOBHHMK, KOTOpBIH Bceraa OyAeT MOJEe3HBIM
ctynentam [8, c. 4].

IIpu cocTaBmeHHMM TakOro MaTepuana, Mbl JOJDKHBI 0OpaTHTh
BHUMAaHHE Ha YIOTPeOJICHHWE pAa3HBIX CTHIIEH, KOTOPBIC SBISIFOTCS
YacThl0  TraseTbl, M, CJIEeJOBaTeNbHO, OINpPENEIUTh  CTUIICBYIO
NPUHAUIKHOCTh M CBSI3b MEXKIy T'a3eTHBIM MAaTEPHAIOM W CTHIISIMHU.
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CryneHtaM Hajo IIOHATb, 4YTO TEKCTbl OTHOCATCS K Pa3HbIM
(YHKUMOHAIBHBIM CTHJISIM, JKaHpaM M PETUCTpaM M TMPH TEePEeBOAE
MIOHATH MX 3HadeHue [3, c. 6].

[IperonaBaTens AOMKEH TOTOBUTH M JaTh  CTyICHTaM
peNieBaHTHBIE TEKCTHI U3 Pa3HbIX 00JacTeil, HaJ KOTOPBIMH CTYAEHT
paboTaeT ¢ mpemnoaaBaTreneM, a MOTOM OH MMEET BO3MOXKHOCTH CaM
AQHAJM3UPOBATh M NEPEBOAUTH TEKCT. MOXHO NMPOBECTH OOCYXKIEHHE
[0 BOIpOCaM, 3apaHee IOATOTOBJICHHBIM IpenoiasareseM. J[lanee,
CTYAGHTHl MOTYT NpOCHyLIaTh APYTHe€ TEKCThl TOW JK€ TEeMaTHKH,
YUTAEMBbIC NIPEII0IaBATEIIEM.

IIpenmomaraercsi, B pesynpraTe pabOTHl TO COOPHUKAMH IIO
nepesoay, CTyACHTHI MOJDKHBI YMETb YUTATb WU IIOHUMATb T'a3€THO -
HY6HI/IL[I/ICTI/I‘ICCKI/IC u O6H1€CTBCHHO'HOJII/ITI/I‘-I€CKI/IC TEKCThI
CaMOCTOSITETBHO H, CIIEA0BATENbHO, OIIPOOOBATh NEPEBOAUTE UX AAXKE
0e3 cnoBaps. CTyAeHT TOXe JIOJDKEH HWMETh CIIOCOOHOCTB
CaMOCTOSITETIbHO, COMOCTABIATh M 00001aTh WHPOPMAIHIO JABYX H
0onee NPOYUTAHHBIX TEKCTOB M IIOTOM CMOXET BOCIPOU3BOIHUTH
HOJTY4CHHYIO TP IPOYTEHUH HHpOpMalmio [2, c. 4].

3T0, KOHEYHO, BO3MOXKHO, TOJBKO TOTJA, KOT/Ia Ha 3aHSTUSIX MBI
paboTaeM €O CTyIeHTaMH IO TaKOH OMpeNeIeHHOW METOIUKE, O
KOTOpO MBI 00CyAwiHu Bbie. HeT coMHEHUsI B TOM, YTO HE3HAKOMBIH
TEKCT 00sI3aTENBbHO MMEET Hec/eNaHHbIe Ha ypOKe KOHCTPYKIHUH, HO
MBI [OOJDKHBI KaK-TO pa3BUBATh A3BIKOBYIO HWHTYWUIWUIO CTYJACHTA
JorajaslBaThesl, 0 4éM MAET peub. S cama mompoOoBaja, B 3TOT pas,
TOTOBUTH TaKOW HE3HAKOMBIM TEKCT C 3HAKOMBIMH CJIOBaMH, KOTOPbIC
CTyleHThl TmiepeBenn 0Oe3 cioBaps. W B pesynbrare, CTYICHTHI
3aIIOMHWJIM BBIPAXKEHHUS TOPa3a0 Jydllle, YeM pPaHbILe.

Koneuno, sto He BcE€. Ilpu mpenogaBaHMM BO3HUKAIOT elIé
3aM€4yaHusd, O KOTOPbIX MOXKHO 06Cy)K):[aTI) U BKJIIOYHUTHL B Hally
METOAMKY mpenofaBaHus. s ymydmieHus mporecca MpernojaBaHus
nepeBojia, Ha/l0 CHavyajla YYUTHIBaTh YPOBEHb MTOJTOTOBKM 00Yy4aeMbIX
M TOTOM TIOCTENEHHO IepepaboTaTh HaJ METOJUKOW, oOparas
BHHMAaHHE Ha Takoi (aKT, KaK BEIPACTH MHTEPEC Y CTYACHTOB K dTOMY
npeaMeTy, 4ToObl OH SBJSIETCS TOJIE3HBIM Al HUX. MOXHO Tak U
3aKOHYUTH «TPYA NpenojaBareilss — O3TO eCTb, Kak M MepeBo/,
MYYHUTEIbHBIM, W3HYPUTENIbHBIM, pa3lpakaroluii, NOpUBOIAILUNA B
oT4yasHue TpyHA. Tpyn obOoramarommid, HYXHBI JIOIIM, TpeOyromui,
CaMOOTPELIEHHOCTH, CKPYIYJIE3HOCTH, YECTHOCTH, CKPOMHOCTH H
KOHeuHo TajanTay [9, c. 3].
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W.A. Ilomnasckas, Poccus
Bonpocs! nepeBonoBeaenus B Tpynax O.H. TeinsHOBa

Annomayus. B craThe paccMaTpMBAIOTCS TIOHATHS TEHE3UC W
TpaauIys, HcIoib3yeMble THIHSHOBBIM B ero pabore «TrotueB u ['eiiHe»
(1922). JlaHHBIC TMOHATHS BBICTYMAIOT KaK KOHCTPYKTHI IPH MOCTPOCHHUU
MCTOPHH JIUTEPATyphl U TIPH U3YUEHUN TEOPUH U NMPAKTUKH XyJ0)KECTBEHHOTO
nepeBoja. llog TeHe3sucoM aBTOpP MOJpPa3yMEBAaeT BCAKOE HHOSA3BIYHOE
3aMMCTBOBaHuE (00pa3, TeMa, aJuTro3us, MOTHB, IIEJIOCTHBIA XY10KECTBEHHBII
TEKCT), a MOJ1 TPAAUIIMEeH — BKIIOUSHHE 3THX 3aMMCTBOBAaHUH B HAITMOHAJIBHYIO
JUTEpaTypy, BOCIPUHUMAEMYIO B JaHHOM CIIy4dae KakK JIUTepaTrypa-perunieHT.
U «nobena Tpaauiu HaJl TEHE3MCOM» OCMBICISIETCST KaK OpraHUuecKoe
OCBOEHHE MHOS3BIUHBIX TEKCTOB JINTEPATYPOI-PELIUIIUEHTOM, KaK CBOEr0 poja
«IOAKIIIOYEHUE» MEePEeBOJUMOr0 TEKCTa K HCTOPUKO-TUTEPaTypHBIM H
HCTOPHKO-KYJIFTYPHBIM OCOOEHHOCTSIM INepeBOAsAIIeH uTepaTypsl. B crarbe
MpPUBEECHBl TEKCThl CTUXOTBOPeHUil ['eilHe, epeBeieHHbIE Ha PYCCKUI SA3BIK
TrOTUEBBIM, KOTOpBIE BKIIOYAIOTCS B MPOCTPAHCTBO HEMELKOr0 MHUPA,
CO3/1aBaE€MOr'0 B PycCKoOM JuTeparype nepBoii mojaoBuHsl XIX Beka.

© Ilonnaeckas U.A, 2022
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Knouesvie cnosa: tenesuc wu Ttpamunms, FO.H.Twmsnos, [Ieiine,
BOMPOCHI MIEPEBOA

Irina A. Poplavskaya, Russia
Issues of translation studies in the works of Yury Tynyanov

Abstract. The article discusses the concepts of genesis and tradition
that Tynyanov used in his work “Tyutchev and Heine” (1922). These concepts
act as elements in the construction of the history of literature and in the study
of the theory and practice of literary translation. Tynyanov sees genesis as any
foreign-language borrowing (image, theme, allusion, motif, integral literary
text) and tradition as the inclusion of this borrowing in national literature
perceived in such a case as a recipient one. “The victory of tradition over
genesis” is thus interpreted as the organic assimilation of foreign-language
texts by the recipient literature, as a kind of “connection” of the source text
with the historical-literary and historical-cultural features of the translating
literature. The article presents the texts of Heine’s poems translated into
Russian by Tyutchev, which are included in the space of the German world
created in the Russian literature of the first half of the 19th century.

Keywords: genesis and tradition, Yury Tynyanov, Heine, translation
issues

[TpoGembr MEXKYIbTYpPHOU u TPAHCKYJIbTYPHOU
KOMMYHHUKAIIUU, THHAMUYECKOE B3aUMOJIEHCTBHE KYJIbTYP-IOHOPOB C
KyJIbTypaMU-pELUITIEHTaMH, H3y4eHue MMAaroJoruu,

KOMITapaTUBUCTHKH, TEOPHH M MPAKTUKHU [IEPEBOJOBEICHNS BBI3BIBAIOT
Bce OOJBIINI MHTEPEC COBPEMEHHBIX MCclieioBareneil. BaxxHbii BKIax
B OCBCIICHWE JMJaHHBIX MpoOJieM ObUT CiAelaH MpeACTaBUTEISIMU
«(hopMaILHOTO METOJIa» B PYCCKOM JINTEPATypOBEACHHUH, K KOTOPHIM
npuHaiekan u FOpuit Hukonaesua TeiastHOB (1894-1943).

W3BecTHBIA  pycCKMI — IUCaTeNnb, KPUTHK, IEPEBOIUMK,
nuteparypoBes THIHSAHOB SIBJISIETCS aBTOPOM TaKHUX HaydHBIX padoT,
kak «IIpoOmeMbl cTHXOTBOpHOTO si3bIKa» (1924), «Apxauctel u
HoBatope» (1929), pomanoB «Kroxms» (1925), «Cmepts Bazwup-
Myxtapa» (1929), «lIymxun» (1936). Taxke ThHAHOB 3aHHMACS
BONPOCAMHM TEOPUU M TPAKTUKH INEpeEBOJAa. B 4YacTHOCTH, BBICOKYIO
LIEHHOCTh MMEIOT €ro IepeBoAbl NpousBeneHuil I'eHpuxa I'eiiHe Ha
pycckuii s361K. CBOM MEPEBOUECKHE MPUHIUIBI THIHIHOB M3JI0KHT B
cratbe «[lopTper I'eiiHe», KkoTOpas CIyXHUT NPEAUCIOBHEM K €ro
NEPEBOAY CTUXOTBOPEHUIl Hemenkoro mnosra B kHure «I. I'eiine.
Carupsbiy, n3ganHoii B Jleannrpane B 1927 .
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s ocMbICiieHMS ~— BOIPOCOB  TEOPUM M IPAKTUKU
NepeBOJOBEACHUST O0paTUMcsi K paHHedl pabore ToHsHOBa mOX
HazBaHueM «TrordueB m [eiine». CtaThs BIEpBBIC ObLTa HaleJyaTaHa B
xKypHaite «Kumra m peomonms» B 1922 1. (Ne 4, c. 13-16). Ona
npeAcTaBiseT co0oif M3BIEUCHHWE W3 HE3aKOHYEHHOH THIHSHOBBIM
moHnorpapuu «TrotueB u ['eiiHe», Hax xotopoil oH paboram B 1917—
1920 rr.

W3BecTHO, YTO «KyJIbTYPHOE CAaMOCO3HAaHHME HALUM BO3HHUKAET
NpPEXIE BCEro Ha CTBIKE C APYroi KyneTypoi» [l, c. 83], orcroma
OCHOBHasi TpobOiiemMa, KoTopas OOCyXJaeTcs B JaHHOW CTaThe,
mpoOjieMa COOTHOIICHHS TOHATHU eenesuca u mpaouyuu. C TOUYKH
3peHust THIHSHOBa, «rEHE3UC JIUTEPAaTypHOrO SBICHUS JISKHUT B
ciydaifHO# 00nacTu TMepexoJoB W3 sI3bIKAa B SI3BIK, M3 JUTEPATypHl B
JUTEPaTypy, TOrna Kak oOJacTh TPaAHULUM 3aKOHOMEPHAa U COMKHYTa
KpyroM HaIlMOHAIBHOM JUTepaTyps» [2, c. 29]. 31ech Mo reHe3nucom
MOHUMAETCsl  3aMMCTBOBAaHHE  ONpEICNEHHBIX  A3BIKOBBIX U
JUTEPAaTYPHBIX SIBICHUN, NPUHAUIEKAIIMX HHBIM HAIMOHAJIbHBIM
KyJIBTYpaM, KyJIbTYPOH-PELMIIMEHTOM, KOTOpas y»X e COOTHOCHUT 3TO
SBJIEHUE CO CBOMMHM HAlMOHAJIBHBIMU  TpaJulUsIMH, C HX
SCTETHYECKUMH LEJISIMH M 3ajadaMd. Tak, B YacCTHOCTH, [BIHSIHOB,
obpamasice kK ucropun pycckoir moasuu XVIII Beka, ToBopuT o TOM,
YTO «ECNU TeHeTHYecKkH CTHX JIOMOHOCOBA... BOCXOAHT K HeMeyKum
o0pasiam, To OH OJJHOBPEMEHHO IPOJI0IIKAET N3BECTHBIE METPUUIECKHE
TEHIEHIIMH PYCCKOTO CTHXa, YTO U JIOKa3bIBAETCA... CaMOI0
JKU3HEHHOCTHIO SIBICHHS (C. 29).

Takxe MOHATHS T€HE3UCa U TPAJUINH HCIIONIB3YIOTCS aBTOPOM H
0Py HM3YYEHUM HCTOPUHM OTHENIBPHONW HALMOHAJIBHOM JIMTEpaTyphbl, B
YaCTHOCTH, PYCCKOW mureparypbl. Tak, Hampumep, oOpamasch K
noda3un Penopa MBaHoBuua TroTueBa, aBTOP COOTHOCHT €€ C
apXanyecKou JIMHUEW OTEYECTBEHHOM JUTEpaTypbl, CBSI3aHHON C
uMeHamu JlomonocoBa u [epkaBuHa. Cama sxe moa33us TroTuyeBa
BOCIIpUHUMaeTcd  TBIHSHOBBIM  Kak  3BEHO,  COENMHSIOIIEe
«BUTHHCTBEHHYI0» oamdeckyro Jupuky XVIII B, ¢ mmpuxoit
CHUMBOJIUCTOB» (TaM e). MOXHO cKa3aTh, 4YTO IMOJ T€HE3HCOM
MOHUMAETCS] IIUPOKUH KOHTEKCT MUPOBOM JIUTEPATYpPhl U KYJIbTYpPHI, a
MOJ TPaaWIEell — DCTETHUECKOE OCBOEHHE 3TOTO Haclenus o000t
HaIlMOHAJBHOM JIUTEPATYPOHl B TY I HHYIO DIIOXY.

[Ipobnema coOTHOWIEHUs] TEHEe3Uca M TPAJUIMU IO3BOJISLIA
MOCTPOUTH HAYYHYIO MCTOPHUIO JTUTEPATYPHl M aKTUBHO OOCYXJalach B
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OO6miecTBe MO0 HM3YyYCHHIO ModTHUYecKOoro s3bika (OINOA3), wienom
kotoporo Obut  ThiHAHOB. [lo MHEHWIO JPYroro H3BECTHOTO
HCCIE0BATENSl PYCCKOM JIUTEPATYphl, COBpeMeHHUKa ThiHsHOBa b. M.
OiixeHbayma, oOpaimieHHe K TpPaJAWOWK TIO3BOJSUIO «B  Macce
Pa3HOPOJHOrO u “aBWXKyIerocs’” HACTOPUKO-ITUTEPATYPHOTO
MaTepuana  BBUICIUTH...  OOJIACTh  SIBJICHUH  3aKOHOMEPHBIX»,
TEHETUYECKUH JK€ MOAXOA COCPENOTOYEH HAa M3YyYECHHUU SIBICHUU
«HE3aKOHOMEPHBIX, CIIy4alHBIX, COCTAaBILTIOMUX (POH, cpemy, BHYTpH
KOTOPOW  TMPOUCXOAUT  HEKOTOPhIM  00pa3oM  YHOPSJIOYCHHOE
HUCTOPHUYECKOE JBIKCHUE. ITocnenuee IIOHUMAJOCh Kak
crerduueckas AWHAMHAKAa HWCKYCCTBA, COBEPIIAIOMIASCS IO
JICWCTBUEM UMMaHEHTHBIX (hakTopoB» [2, C. 408].

N3yyas cruxorBopenus Troruesa, THIHIHOB TOBOPUT O TOM, YTO
apxauyeckass JMHUSL B €ro IO33MH OpPraHUYHO IEPEeCceKaeTcs ¢
MECEHHOM TpaJUIMENd HEMELKONW JMPUKHU, TMPEACTABICHHOW B
TBOpuectBe ['eiine 1820-x rr. B xonme 1820-x — nHawame 1830-x rr.
TroT4eB oOparmmaeTcs K IepeBOly HECKOIBKUX CTUXOTBOpeHHH | 'eline, B
X YHCIE H3BECTHOE CTUXOTBOpPEHHE moA Ha3BaHueM «C uyxoi
cTopoHb». Cp.:

Ha ceBepe mpauHoM, Ha TUKOIl ckaie

Kenp ommuOKMit Mo cHETOM Oeeer,

W cnanko 3acHyJ1 OH B MHUCTOM MIJIE,

U coH ero Bbrora Jieneer.

[Ipo roHyI0 nabMy BCE CHUTCS €MY,

UYro B ganpHuX npenenax BocToka,

ITon mmameHHBIM HEOOM, Ha 3HOHHOM XOJIMY
Crout M usereT, onuHoka... (1823-1824)

Berpeuaromnuecst 31ech MOITUYECKOE TMEPS)KUBAHUE UYBCTBA, MOTHB
JIBOMHOTO OJIMHOYECTBA, NPOCTPAaHCTBeHHBIE o00pa3bel CeBepa u
Bocroka, TreHaepHas cemaHTHWKa, MmapauienusM, o0pa3  cHa,
SMOIIMOHAJILHBIC AMUTETHI OTPAKAIOT BAKHEHUIINE SIEMEHTBI TO3THKU
Ieiine. Camo ke cTuxoTBOpeHHe Hemenkoro moata “Ein Fichtenbaum
steht einsam...” pmaer nuib, MO MHEHHIO THIHSHOBA, KaHBY JUIS
TroTueBa, KOTOPHII CaMOCTOSTEIHHO Pa3BUBACT JUPUUECKYIO TEMY U
npejjiaracT METPUYECKHHM aHaJor IMOJIMHHUKA Ha PYCCKOM SI3BIKE,
MEPEeBOs YEPeOBaHUE TPEXCTOMHOrO sMOa ¢ JOoNbHUKOM Yy [eliHe
YepeOBAaHUEM YETBIPEXCTOIMHOTO M TPEXCTOMHOro amduopaxus (c.

3 Tiomuee @. CruxotBopenus. M., 1986. C. 31.
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380). [lamHnoe ctuxorBopeHHe [efiHe Takke H3BECTHO B IIEPEBOJIC
MIO. JlepmontoBa mon Ha3BaHueM «He ceBepe nuKoM cCTOUT
OJIMHOKO. . ).

AHnanuzupys nepeBoabl TrotueBa u3 ['eiine, THIHSIHOB TOBOPUT O
TOM, 4YTO «BONPOC O TEHe3Wce U TpaJuLUsAX C pPaBHBIM IIPaBOM
NPUWIOKHUM M MO OTHOUICHHIO K TIOTYEBCKUM mepeBomam» (c. 35). U
Ba)KHEHIIAsi 0COOCHHOCTh TrOTYeBa-epeBOIYNKA BUANTCS B TOM, UTO
«OH [aeT Ha pYCCKOM IIOYBE AHAIOTUIO IPUEMOB HEMELKOTO
CTUXOTBOPEHMsSI, OCTaBasCh BCE BpEMs, OJHAKO, BEPHBIM CBOEH
JEKCUYEeCKON Tpamuium» (TaM jxe). THIHAHOB B yKa3aHHOW CTaThe
oOpamiaercss K pacCMOTPEHUIO TaKHX IE€PEBONOB CTHUXOTBOPEHHH
I'eitne, BeinonHEeHHBIX THOTUEBBIM, KaK «Jlpyr, OTKpOHCs Mpeso MHOIO»
(1823-1830), «Kopabnekpymienue» (1827-1830), «B koTopyro u3 AByx
BmroOuThes» (1834-1836), «Motus I'efine» (1868—1869). Bce st
CTHXOTBOPEHHUSI BOCIIPHHUMAIOTCSI HE CTOJILKO KaK OJIM3KHE MO TeMaM
TroTueBy, CKOJIBKO KaK XapaKTepHbIC IS [IOITUYECKOU MaHeps! 1eliHe
(c. 35). Kak ormeuaer ThIHSIHOB, B 5THX nepeBojax TrotueBa u3 I 'eitne
BUJIHA YK€ «IOJHAs nodena TpaaAuluy HaJ TeHE3UCOM», dyXKas 1103315
ctana a5 TroTueBa «IIpeioroM, MOBOIOM K CO3JJaHHIO ITPOU3BEIEHU,
TpamuIusl KOTOPHIX Ha pycckoil mouBe Bocxommma Kk XVIII B.
[Tomo6HO ToMy Kak Bo DpaHIIUN POMAHTHK [ Foro BO30OHOBHII CTapyIO
Tpaguuuio PoHcapa, TrOT4EB, T€HETUYECKHM BOCXOJSl K HEMEIKOMY
POMaHTU3MY, CTHJIM3YET CTapble AepKaBUHCKHE (OPMBI M JaeT UM
HOBYIO XW3Hb — Ha ¢ore [lymkunay (c. 36, 37). MoxHO cKa3aTb, 4TO
nepeBosibl  cTuxoTBopeHuid I'eiine TroTyeBbIM U THIHSIHOBBIM
OpPraHUYHO BXOIST B cdepy «HEMEIKOr0 MHpa», CO3/aBacMOro B
pycckoit muteparype XIX—XX Bs. Ilpu aTom criegyeT OTMETHUTH, YTO
«cobuparensHoe MIOHSITHE «HEMEUKHH MUP» SIBIISIETCS
KOHIIENITYaJIbHBIM», OHO TPEACTaBIIeT COO0OH «MHOTOYpOBHEBOE
CEMHOTHYECKOe 00pa3oBaHHE», BKIIOYAIOLIEE «KOMIUIEKC HIeH
HEMELKOH KyJbTypel» mepBod mnonoBuHbl XIX B., 3creTHYecKH
BOCTIPHHSATHIX PYCCKO# KymbTypoit XIX—XX BB. mpexzie Bcero uepes
JUYHBIE CBSI3M HEMENKHX M PYCCKUX aBTOPOB M Hepe3 MepeBOIbI
NPOM3BEICHUH HEMELKOH JITepaTypsl U GUIocopun Ha PYCCKHUM SI3BIK
[3,c.7,8].

B PoccuiickoM rocyJapCTBEHHOM apXUBE JIMTEpaTypel H
uckycctBa (PI'AJIN) coxpanunace pykonuch THIHSHOBA, B KOTOpOH
TBOpuecTBO TrotueBa u I'eilHe paccmaTpuBaeTcst YK€ HE B
TEOPETUYECKOM, a B OHOrpadMuecKoM U HUCTOPUKO-KYIbTYPHOM
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KOHTeKcTe. BriepBble 3Ta pykomuch Oblla OMyOJIMKOBaHA B KHUTE
«O.H. TeiasuoB. [lostuka. Ucropus nureparypel. Kuno» (1977). B
Hel aBTOp oOparmaeTcs K MpodiieMe «3aWMCTBOBAHHM» M «BIUSHULY
MpH TEPEeBOJE XYy/MOKECTBEHHOW suTeparyphl. [lom BiusHHEM OH
MMOHUMAET «ICPEHECCHHE B JIMYHOE (WJIM HAIIMOHAIBLHOE) HCKYCCTBO
TJIaBHOTO  KOMIIO3MLIMOHHOTO  npuema W3 HUCKYycCTBa  JPyroro
XyIOKHUKA WM WHOCTPAHHOM nuTepaTyps» (c. 387). 3amMcTBOBaHME
JK€ paccMaTpHUBAETCS KaK «JaCTHBIA CITydail BIUSHES) W BKJIIOYAET B
cebss mbo «repeHeceHHe OTACIBHOTO MpHeMa, YXKe 00pocIIero
XyIOKECTBEHHOHW  IUIOTHIO,  TEMAaTHYECKHUM  WJIH  CIIOBECHBIM
OKpYKEHHEM», JTHOO «IepeHeCeHHe OTAETHFHOI0 TEMAaTHYEeCKOTO WIIH
CJIOBECHOT'O 3JIEMEHTa, 00pabOTaHHOTO WHBIMU npuemamm» (c. 387).
BaxHO OTMETHUTBH, YTO «IPU YCTAHOBKE BIIUSHHS Ba)KHA HUCTOPUYECKAS
JUHWS IPUEeMa; TIPH YCTAaHOBKE 3aMMCTBOBAHUS BaXKEH aHAJIH3 JIETaNICH,
HAOJIIOJICHHUSI HaJ TEMH WM HWHBIMH 4YacTHOCTsAMu» (c. 387-388). U
nanee THIHAHOB TOBOPUT O TOM, YTO «H BJIMSHUE, M 3aMMCTBOBaHUE
MOXXET B TIO33MH OCYIIECTBISATECI B oOmactd 1) purmMuko-
CHHTAKCUYECKOH, 2) MHCTPYMEHTOBOYHOMH, 3) TeMaTHU4eCKU-00pa3HOii;
MOJKET OHO MPOXOAUTH CPa3y Mo BceM TpeM obmacTsim» (c. 388).

B s10ii ke pykonucu ThIHIHOB, pa3MBILUISS O MEPEBOAUMON U
MIEPEeBOSAIIEH JHUTEpaType, IIONB3YeTCs TAKUMH TOHATHSAMH, Kak
nepBasi 1 BTopas cpefia. ABTop numieT: «UTo xacaercs 3auMCTBOBAaHUH
U3 Yy)KHX U JPYTUX HAIMOHAIBHBIX KYJIBTYP», TO 3/I€Ch «KYCOK
XYyJI0’)KECTBEHHOTO TBOPYECTBA, BHIPBAHHBIM W3 CBOEW Cpeibl... BOBCE
HE PAaBHO3HAYCH cebe dice B POAHON cpene. <...> A Korjma TOT WM
WHOW 3JIEMEHT, TOT WJIM MHOM KYCOK XYJO0KECTBEHHOTO LIEJIOr0 €Ile
MEPEHOCUTCS B COCTaB JPYroro, JHAYHOTO WA HAIMOHAIEHOTO
WCKYCCTBa, OH... OOpeTaer... IIBET, HOCAIINI OTTEHKH CBOEH BTOPOIi
CpeJibl — INYHOTO MCKYCCTBA, B KOTOPOE OH BILIETAETCA, @ BMECTE C TEM
Y HAIMOHAILHOW TPaaullNH, Ha IJIaHE KOTOPOW OH BHICTymHaeT» (C.
388). IlomBomst wror cka3aHHOMY, TBIHSHOB TOBOPHUT O TOM, YTO
«TeMaTHKa W CIOKET, COXpAaHSIONIMecs IMpH MepeBOAax, TaK Mallo
CYIIIECTBEHHBI; BOT oYeMy. .. JKyKOBCKHiA, OyAy4H CIUIONIb #epedooom
U 3aUMCMB08aHUueM, OCTAETCS TOITOM HamuoHAIBEHBIM» (c. 388). Kak
BUJIUM, TIOHSTHS TEHE3UC W TPAIUIUS, BIUSHUS W 3aMMCTBOBaHUS,
nepBas U BTOpas cpeia BOCHPUHUMAIOTCS Y THIHSHOBA B KauyeCTBE
BaXHEHINIETO HAYYHOTO WHCTPYMEHTApUs, HUCIOIb3yeMOTO Kak IIpH
W3YYECHUU BONPOCOB IIEPEBOJIOBE/ICHUS, TaK M TIPU PACCMOTPEHUH
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TBOPYECTBA OTACIBHBIX aBTOPOB U HCTOPUHU OTIACIIbHBIX HAIIMOHAIBHBIX
JUTEPATYP B CHHXPOHHYECKOM U TUAXPOHUYECKOM aCIIEKTaX.

Wrak, mogBoast MTOT, MOXKHO CKa3aTh, YTO ITOHSATHS T€HE3UC U
Tpamuius, BIMSHMS M 3aUMCTBOBaHHUsSA, IIEpBas M BTOpas Cpena,
UCTOJb3yeMble THIHSHOBBIM TMPHU MOCTPOCHUU HCTOPUH JIMTESPATYPHI,
pacpoCTPaHsIOTCS UM W Ha W3YYCHHUE IMEPEBOJIOB XYHI0KECTBEHHBIX
TekcToB. [lpr OSTOM TMOJM TEHE3WCOM IOAPa3yMEBACTCS BCAKOE
WHOSI3BIYHOE 3aMMCTBOBAHHE (TeMa, CIOJKET, 00pas, ajuTio3Hs, MOTHUB,
LEJIOCTHBIN XYJI0KECTBEHHBIN TEKCT), a MO/ TPAJAUIIUCH — BKIIFOUCHUC
3THX 3aMMCTBOBAHU B HAIIHOHAJIHHYIO TUTEPATYPY, BOCIPUHUMAECMYIO
B JIaHHOM cJy4ae Kak JUTepaTypa-penunueHT. M «mobeaa Tpaaunuu
HaJ TEHE3UCOM» BOCIPUHHMMACTCS KaK OPraHu4ecKoe OCBOCHHE
HMHOSI3BIYHBIX TEKCTOB JINTEPATYpPOU-PELUIIMEHTOM, KaK CBOEro poja
«TOJIKITIOYCHUE» TEPEBOJIMMOTO TEKCTa K UCTOPUKO-THTEPATYPHBIM U
HUCTOPUKO-KYJIBTYPHBIM OCOOCHHOCTSIM IEPEBOIAIICH JIUTEPATYPHI.
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ComnocTaBUTENbHO-IEPEBOIYECKUM aHATN3
PYCCKHX KOHBEPOOB U MX TIEPEBOJIOB HA XMH]U

Annomayus. Konsepoamu sBISIFOTCS HEQUHUTHBIE TI1aroJIbHbIE (POPMBI,
KOTOpBIC BBINOJIHIIOT HApPEUHYI0 (YHKIMIO W MOAYUHSAIOTCS (UHHTHBIM
riarojaM. B pycckoMm si3bIKe KOHBEpOBI IPENCTaBJICHBI JIEENPUYACTUSIMH.
IlepeBon pycckux AeenpuyacTuil HA XUHIU SBISIFOTCS IPUYACTUSIMU (W) c
TaKCHCHBIM 3HaueHHEeM, 1 0e3 Hero. B 3Toii crarbe Oyner nmpoaHann3upoBaTh
pycckHe KOHBEpObI M HMX IEPEBOJYECKHE COOTBETCTBHSI B SI3BIKE XHHIM.
MatepuanoM cTaTbu MNOCTYKUIM HOpumepbl u3 pacckaza JI. H. Toncroro
«Kaszaku» 1 UX IepeBOBI.

© [Iapma, Cyman Kymap, 2022
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Kuiouesvle cnosa.: xousep6, npugactue (P ad), Takcuc, aeenpuyacrue,
TaKCHCHOE 3HAYCHHE

Suman Kumar Sharma, India

Comparative analysis of Russian converbs
and their translations into hindi

Abstract. This article analyzes Russian converbs and their translation
parallels in the Hindi language. The article is based on examples from Leo
Tolstoy's story "The Cossacks" and their translations.

Keywords: converb, participle (cd), taxis, gerunds, taxis meaning
Taxcuc u konsepd

Tepmun «rakcuc» Obul BBengH P. O. SIkobconom B 1957 1. B
pabote “Shifters, Verbal Categories and the Russian Verb”. TTo P.O.
SIk0OCOHY, TaKCMCOM Ha3bIBACTCS COOTHECEHHE BO BPEMEHHU IBYX U
0oJiee CHHTarMaTHYECKUX CBSI3aHHBIX TIaroybHbIX Gopm [1, p. 135].
BrniocnencTBun nosBUIMCh MUPOKUN 1 y3KUH MOHMMaHus Takcuca B.C
XpakoBCKUM. B mMpPOKOM TNOHUMAaHWHM, TAKCHUCHBIE 3HAYCHUS
ABISIFOTCA  (DOHOBBIMHM,  CONPOBOXKIAIOIIMMU ~ APYTHE€  OCHOBHBIE
3HAYEHUS JIOTHUECKOH OOYCIOBICHHOCTH (NIPUYHMHBI,  YCIIOBUS,
YCTYTNKH, W U T. 11.), 00pa3ysl BMeCTe ¢ HHUMH OJIMH KIJIacTep, a B
Y3KOM [IOHMMAaHWM — BBIPAXKAIOTCS TOJIBKO XPOHOJIOTHYECKHUE
OTHOIIICHHSI OJTHOBPEMEHHOCTH, IPEIIICCTBOBAHMS U CIea0BaHus [2].
B sTOM citydae peub HIET O BBIPRXKEHUH TOJNBKO TAKCUCHBIX 3HAYEHHI.

P.O.fIx00COH BBIIEIIII 1B THITA TAKCHUCA — HE3aBHCHMBIH (CBA3b

IBYX (UHUTHBIX (HOpPM) W 3aBHCHMEIN (CBS3b OMHOM (PUHUTHOW W
onHOW HepuHHTHOH (opmel). B pycckom si3bike (uHHTHBIE (DOpMBI
BBIPOKAIOT HE3aBUCHMBIH TaKCHC, a JEelpUyYacThe sBIseTCA
IPOTOTHITNYECKON (POPMOI 3aBUCUMOT0 TAaKCHUCA.
Kareropusi neenpuyactusi OTCYTCTBYET B CHCTEME HEMHOTHX S3BIKAX,
HO HaxOOUT BBIPAKEHHE C TOMOUIBI0 APYTUX S3BIKOBBIX CPEICTB.
OTcyTcTBHE KaTErOPHU JeepUYacTysl BO MHOTHX S3bIKaX, HO HAaJIH4HE
JPYTUX SI3BIKOBBIX (DOpM JUIST BBIPOKEHHS TAKCHCHBIX OTHOIICHWH,
MOCTAaBUJIO BOIIPOC O BBEAEHHUH OOIIEr0 Ha3BaHUS g 3Tux ¢opm. B
1945 r., pycckuit auarsuct M. MemaHuHOB puayMan peneHne 3Toro
BOITpOCa M BBEN 00N TepMHH «KOHBEpO» [3, p. 3].
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KonBepOamu sBISIIOTCS HEPUHUTHBIC TJaroyibHBIE (DOPMBI,
KOTOPBIC BBIMOJHSAIOT HAPSUHYIO (DYHKITUIO U TIOAYUHSIOTCS (PMHUTHBIM
riaroyiaM. OHU MPEUMYIIECTBEHHO BBHICTYIAIOT B POJIA OOCTOSITENBCTBA
W BBIPXKAIOT 3HAYCHNUE BPEMEHHBIX OTHOIICHUN MEXIY JECHCTBUSIMU B
CIIOXHOTIOTYMHEHHBIX — mpemioxeHusx. OHM HE MOryT OBITh
€JMHCTBEHHOM IarojibHOW (POPMON HEILTUITHYECKOTO TPETIOKCHUSI.
TepMuH «KOHBEpO» ymoTpeOsieTcs I ONMMCcaHus HeUHUTHBIX GopM
B f3bIKaX Ppa3IMYHOTO CTPOsi, W TIO3BOJIACT CBOJUTH BOEJUHO
(YHKIIMOHAIBHO  CXOJHBIC  (h)OPMBI, OpPTaHU3YIONIUE 3aBHCHUMBIC
npenvkanuu [5, c. 14].

Koneepbwi 6 pycckom szvixe u 6 s13v1Ke XUHOU

B pycckom s3bike KOHBEpObI HPEACTAaBIICHBI ACCHPUYACTHAMHU.
Jleenpuuactie NpencTaBiseT co0oil HensMeHseMmylo (opMmy riaroia,
obo3Havaromas 100aBOYHOE JEHCTBHE NPU OCHOBHOM JeiicTBuu. OHO
cOoBMeIIaeT B cebe TrpaMMaTHYeCKHE NPU3HAKH IJarojoB (BHI,
MEPEXOIHOCTh — HENEPEXOTHOCTh U BO3BPATHOCTh —HEBO3BPATHOCTH) U
Hapeunii (HensMeHseMocTh). OOBIYHO JeenpuyacTHe MpeICTaBIseT
co00il  BTOPOCTENEHHBIH WIEH TPEAJIOKEHHH W BBIOIHSAET
CHHTAaKCHUYECKYIO POJIb OOCTOSITENbCTBA.

Pycckoe neenpuuactue MMeeT CIELYIOLIME THIIOJIOTUYECKUE
XapaKTepUCTUKU: BBIpaKAET TOJNBKO BpeMs OJHOTO (akTa 1o
OTHOILIEHHUIO K BpeMEHH Jpyroro ¢axra (TakCuc), HE HMEeT
nokaszaTesieif a0COIOTHOTO BPEMEHH; OHO SIBJISIETCS HE €MHCTBEHHBIM
Y HE OCHOBHBIM CPEICTBOM OpTraHH3alM 3aBUCHUMOMN INpEeINKATHBHOM
€IMHUIIBI; 1 OTHOCHUTCS K OJHOCYOBEKTHOCTH WIH OAHOPE(dEPEHTHBIM
TAKCUCHBIM  KOHCTpyKuusiM. Jleempuuactue MOXeT OBITb H
MOCTIIO3UTHBHBIM, U TIPETIO3UTHBHBIM.

B pycckom s3bIke  AeenpuvacTHE BBIpaXKaeT TPHU THIA
OTHOCUTENFHOIO BPEMEHHOTO 3HAYeHHs, T. €. TpU BUAA TaKCHUcCa:
npeouiecmeoganue, O0OHOBPEMEHHOCMb U cliedosanue. B ciydae
NPE/IIECTBOBAHNSl CUHTAKCUYECKH 3aBUCHMasi TakKCHCHas (opma
(nedunutHas) ¢opma oOo3Hawaer curyanuro Pl,  koTtopas
OPUEHTHPOBAHA OTHOCHUTEIBHO XPOHOJOTMYECKU CIEAYIOUIEN 3a Hel
cutyarun P2,  BbIpaX€HHOH  CHHTaKCHYECKOH  HE3aBHCHMOM
riaroyibHo (OpMOHM; B clydae OJHOBPEMEHHOCTH cuTyanus Pl,
OPUEHTHPOBAHA OTHOCHUTEJIBHO XPOHOJOIMYECKH OJHOBPEMEHHOW C
Hell cutyarmun P2; a Takke B ciiydae cienoBaHue curyamus Pl
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OpPUEHTUPOBAHA OTHOCUTENILHO XPOHOJIOTHUECKHU IPEALIECTBYONIEH ei
curyaruu P2 [4, p. 42].

IIo B.C.XpakoBckoMy, CyYIIECTBYIOT TPH BO3MOXHOCTH
IpEIECTBOBAHNS, OZHOBPEMEHHOCTH M CleJoBaHWs cuTyauuu Pl
cuTyauu P2 ¢ XpoHOJIOrH4ecKoil TOUKH 3peHusl.

Bosmoorcnocmu npeduecmeoganus
IlepBas BO3MOXHOCTH: cuTyanusi P2 crmenyer 3a curyanmeit Pl,
mpepeiBasg  e€  (mpepplBaeMoe  TMpeAmIiecTBoBaHme).  Hampumep,
[epeberas ynumy, Kats ynana.
Bropast Bo3MoOXHOCTB: curyamuu P2 ciemyer HEMOCPEICTBEHHO 3a
cutyarmeit Pl mocme ecrecTBeHHOro 3aBepmieHHS (KOHTAKTHOE
npenmectsoBanue): [locuaen I'puropuit B KyxHe ¢ mosidaca, a moTom,
oceJlJIaB CBOETO KOHsI, B HOUb ycKakan Ha PeiOHbIi (M. LllonoxoB).
TpeTbsi BO3MOXKHOCTB: cuTyauusi P2 cinegyer 3a cutyauueid P1 uepes
KaKo#-TO MHTEpBaI MOCIe €€ eCTECTBEHHOT'O 3aBEpIICHUS (AUCTAaHTHOE
npesiecTsoBanme): JKups Mexy deueHIlaMH, Ka3aky MepepoIHUINCH
C HUMH U YCBOWIIN ceOe 00bryan, 00pa3 )KU3HHU U HPaBbI TOPIIEB.

Bosmooicnocmu oonospemennocmu
IlepBast Bo3MoOxHOCTh: cutyauus Pl wu P2 3anumaror T1OT 3Xe
BpeMEeHHOH Tmepuoj (moiHas OJHOBpPEeMEHHOCTh): Jla, — oTBewan
HpUATENb, e KPOTUe YIIbIOasCh.
Bropas Bo3MoxxHOCTB: cuTyanusi P2 Jjokanu3yeTcss B paMmKax
BPEMEHHOTO Tiepuojia, 3aHMMaeMoro curyauueid Pl (HemomHas
OJITHOBPEMEHHOCTb): Peko rae nmpoMecuT y3KUMH IMOJIO3bSMHU IIECOK C
CHETrOM HOYHOW W3BO3YMK W, TepeOpaBIINCh Ha APYrod yroJj, 3acHeT,
JIOKUTAsICh CEI0Ka.
Tperbst BO3MOXHOCTB: cuTyauuss Pl sokammsyercs B pamkax
BPEMEHHOI'O MEpHoJa, 3aHUMaeMoro curyauuer P2 (uemomnnas
OJTHOBPEMEHHOCTh): Bce 3To mpesicTaBiseTcss CMyTHO, HESICHO; HO
CllaBa, 3aMaHUBas, U CMEpPThb, YIrpoXKas, COCTABISIIOT HMHTEPEC 3TOrO
Oymymiero.

Boszmooicnocmu cnedosanus
IlepBas Bo3MOXHOCTH: cuTyanusi Pl crmenyer 3a curyanmeit P2,
npepbiBas ee (nmpepbiBaroiee cienosanue): [IpernonaBarens npepsai
CBOE BBICTYIUIEHHE, IPEAOCTABUB MHE BO3MOKHOCTH BBICKA3aThCsl.
Bropast Bo3MokHOCTH: curyamuu Pl ciemyer HEMOCpeICTBEHHO 3a
curyauueii P2 mocie ecTecTBEHHOro 3aBeplieHHsl (KOHTaKTHOE
npeamecTsoBanre): OH Opocuil NanupocKy Ha 3eMIII0, PacTONTaB €e
JBYMsI CIIMIIKOM CHJIbHBIMU yaapamu Horu (M. ['opbkwuit).
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TpeThss BO3MOXKHOCTE: cutyarus Pl cimemyer 3a cutyanueir P2 depes
KaKOI-TO HHTepBaJl Mocje e€ eCTeCTBEHHOTO 3aBepIleHHs (IUCTaHTHOE
npeecTBOBanue): [ puropuii J0Nro mpocuieNl B KOMHATE, BKIIOUYHB
CBET JIMIIb C HACTYTUICHUEM TEeMHOTHI.

“B s3pIKe XMHIU KOHBEPOBI SIBIISIOTCS W (npuyactuem)
Tounee HADRI W (HEM3MEHHBIM TIPUYACTHSM), KOTOpbIC
MPENCTABISIOT  co00M  HeusMeHseMyro (opmy Tiarona. W
(mpuuacThe) MOKET CYyIIeCTBOBaTh B JBYX (popmax: fapRt W
(MeHsieTCST B 3aBUCHMOCTH OT pOJa M 4HUCIA) H W
(memsmensiemass ¢opma rmarona)”’[6. p. 103]. SIECaN| W
BBITIONHSACT (YHKUWIO TAaKCUCHOTO 3HA4YCHUS M BBIACTSACTCS Ha
CJICYIOIINE THIIBL:

“q:Uf fopar as W — YKa3bIBa€T HAa OTHOLIEHHE 3aBEPIICHHOIO
JICHCTBUS ¢ NEHCTBUEM TJIaroja-ckazyeMoro U OOBIYHO YIOTpeOIseTcs
¢ dnexcusamu §F u unozoa c enazonamu, UChoab3yacy 06a pasa. 9
TCHI §U 931 g |; W d SiId-old H Hidar are HR ot 1370l fopar
BIGCY W — YyKa3blBaeT Ha He3aBEpIIEHHOE JACHCTBHE U OOBIYHO
ynotpeosiercs ¢ QIIeKCUsIMU 7 _QP% ’CI_G'WW P f&1 offq T
GISZIRCHCT

Pad — ykasbiBaeT Ha HEMEMIECHHOE JICHCTBHE,
IPE/IIECTBYIOIIEE TJIABHOMY [IJIaroiy, W OOBIYHO YIOTpeOIseTcs ¢
baexensvn 7 e TE BId & &< Tl T8 | YddIad pod —
OTHOCHTCS K JCHCTBHIO, KOTOPOE YK€ 3aKOHYHJIOCH B IPOLUIOM H
IPE/IIECTBYET OCHOBHOMY TJIArofly, W OOBIYHO HCIOJB3YeTCs C
brexcusmu @, HYu PP 98 THR Ug §&117 [6. p. 103].

TepMuHOMOTHST HA SI3BIKE XHHAW HE HMEET SKBUBAICHTHON
JIEKCHKH B PYCCKOM S3bIKE, MO3TOMY OHH IIEPEBOJMINCH 3/€Ch II0
OnucaTeIbHOMY [EPEBOJLY.

Ananuz pycckux kongepoos u ux nepesooos

ComoCTaBUTEIHHO-TIEPEBOTIECKANA  aHAU3  MPEICTABISAET
co00i1 comocTaBieHHE JBYX SI3BIKOB C IICNBIO BBISBICHUS CXOJCTB H
paznuuuii B mepefade  SI3bIKOBBIX CPEACTB, IPH  BBIPAKEHUU
omnpeneaEHHOr0 ABJICHUS B KAXIOM s3bIke. C ATOH ke MEeNbl0 TaHHOE
WCCJICIOBAHNE CPABHUBACT CTPYKTYPHBIE M JIGKCHYECCKUE SIBICHUS
KOHBEPOOB COMOCTABIISIEMBIX S3BIKOB.
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B pycckoM si3pIke, KOHCTPYKIUHU C J€EHPUIaCcTHEM MPEACTABISIOT
co00¥ TICHTp, XapaKTCPU3YIOIIUNCS HAUOONbBIIEH Crenuaan3auei u
PETYIAPHOCTRIO BBIPAKEHHUS, JAHHOTO TaKCHCHOTO OTHOIIEHHS, B
cepe xKoHBEpOOB. B s3pIKE XWHAW, KOHCTPYKIUH C JCETPUIACTHEM
BBIPAXKAIOTCS KOHCTPYKIIUSIMM C TaKCHCHBIM OTHOIIEHHUEM U 0e3
TaKCHCHOTO OTHOIIICHUS, U TIOTOMY BO3HHMKAeT BOIPOC O pa3/elICHUU
COOTBETCTBHSIX PYCCKHM JI€eTIPUIACTHUAM B s13bIke XUHIU. [Ipn ananmze
nepeBoia KOHCTPYKIUH neenpuyacTuil coOpansl u3 pomana «Kazakm»
JL.H. Toscroro u ero nepeBoja Ha XuHau P JIh” Ereana Harnana,
OBLITM PACCMOTPEHBI B SI3BIKE XUH/IU CIICAYIONINE COOTBETCTBHUS:

— KOHCTPYKIIFH C TAKCHCHBIM 3HAUYEHUEM;
— KOHCTPYKIMH 0€3 TAKCHCHOTO 3HAYSHUS.
1. Koncmpykyuu ¢ maxcuchwviM 3HaueHuem CYIECTBYIOT B (opme
HEU3MEHSIEMOTO TJIaroa:
a) 0e3 duekcmu — KOrja JIeenpuyacTus YIOTpeOnstoTcs B (opme
COBEPIIICHHOTO BUJIa U TJIAr0JIbl CKa3yeMoro B (hOpMe HECOBEPIIICHHOTO
BUJIA.
I. YV mnompesma croar (HCB) kapera, caHm W W3BO3YHKH,
e S e e
R Th EE) 51 0% g8V & #7ch
w3l gl
Il.  JIBopHuk, 3axymasuuce u cvedcusuiucs (CB), TouHO mpsueTcst
(HCB) 3a yron moma.

ADIGR U Fic & forger SN 733 &1 §77 Tahs & Uis
fsudT ST 81
1. Jlykamka mén (HCB) tuxo, onycmus (CB) conogy enus.

IPIRDT ¥ b7 it =Tet & T QT U

(\VA Bricokuii xymomiaBsiii ka3ak, saxpuis (CB) enaza, nepeBanuBa
(HCB) ronoBy ¢ pyku Ha pyKy.

TS GIA-Uddl HAD 31 Fg 301 RR Sl T g1 R
feepT XgT U1, it TR BTU |

V. 3Banooxcuse (CB) pyxku 3a ImamKy W Uyps TI1a3a, OH BCE
sriaasiBasicss (HCB) B manbHuit ayo.

TTIR & B8 gry F¢ a8 3@ NPplgar R & Ma &
T I TET T

0) ¢ duexcusmu §U — Koraga JaeenpuvacTusi ynorpeOustorcest B hopme
HECOBEPLICHHOTI'O BUJA.
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«1 MBI OomMmcs»y, — ckaszanm Jlykamika, TOXe cmesdch u
venokausas (HCB) ero camonroOue.

&H Wl SR eI &, ST BT BT 76d §U JbIRepl 3
vt 5&d g el
OtBewaeTr  XWTpas  XOPYHXHXa, KOPABBIMH  pyKamu

craparenbHO, Hadesaa (HCB) kpeuiuky Ha KOpoOOUKYy CO
CITUYKAMH.

3 TSI g1l ¥ g9 o 9§ fefew ¥ g verd 5T
ATl Il didl oae il g

JlykamkuHa MaTh MO CTPOTOMY JIMIy XOPYH)KHXH BHIHT, YTO
Jlanbllle TOBOPUTH HEYHOOHO, 3a)KUTaeT CIIMYKOW TPSIKY H,
npunoonumascy (HCB), roBopur.

THTRBT DI A TSIRH & g & Tt HR UG § JHS Sl
8 DI 3T 91d I 31 g1, I8 feamaTs 9 fauST Sard
¢ ¥R 57 £ el ¢

Kakoi#t monogen, — mogyman OnenuH, 2u204 (HCB) Ha secénoe
JIUYO KA3AKA.

ﬁdiw%ﬂ TP P R 8 Bl 3@d g7 AT A
|

«BoH Belb HemaNeKo TOphI-TO, — ckaszan JIyKalka, ykasbieas
(HCB) 8 viuenve, — a He noenemn!»

3% UETS UM € §, g¥ &7 IR FURT FVd §T qbINHT A
Hgl, TR 981 9 g1 7 Ugd U |

B) ¢ ¢duekcusmu PV u PP — B GOTBUIMHCTBE clly4yaeB, Korjia
JIeenpUYacTist  yrmoTpedsioTcs B (opMe COBEpIIEHHOIO BHAA H
IJIaroJIbl CKa3yeMoro ToXke B HOpMe COBEpIICHHOTO BH/A.

Bsenanys (CB) na kopdon, on octanosmics (CB).

F1P] TR T 7o ST a8 o 1T

Cosnas (CB) npeowcnue owubku, vonoma apyr ckaxer (CB)
cebe, 4To BCE 3TO OBUIO HE TO, YTO BCE TpexkHEe OBLIO
CITy4daifHO ¥ HE3HAYUTEIBHO.

3G QI Teiadl &) FHFHT gadb FgHl U Y I
HEAT g B! a8 T 3R oia Tei |

Ilooobpas (CB) pyocvé, He noxunascek npukazanus, ctai (CB)
CXOJIUTH C BBIIIKH.
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FGH GH[THY 98 GAAGR & g BT SAVR by T &t
Ard SR |

OH mo3mopoBalics C Ka3zakamu, HO, em€ ue Hauids (CB)
npeonoea coenams Komy-iubo 0oopo, somén (CB) B n30y.

3I9 dh! BT 3ifared fear, AfeT el & fow s
YeTTd FH BT 341 BI [T 7 grepY 98 3fex I T

Uedener B3TISHYJ HA HETO U, MedaeHHo omseprysuucy (CB),
ctan (CB) cMoTpeTth Ha ToT Oeper.

T A IGBT 3R T 3R R ¢ & 55 Bvpvy I dc bt
P <7 T

HNHorma B peakux ciydasx, KOTAa JAEeNpHyacTHs U TJIaroiibl
ckazyemMoro 060 ynorpeOmisroTcs B popMe HECOBEPIICHHOTO BHA.

3anoxuB pyku 3a mamky u wyps (HCB) enaza, oH Bcé
srusiabiBasics (HCB) B nanbuui ayin.

JAGR & Uy BT S 98 /G [GBISHY g & TMid Bl gl
S RET Tl

OH JKUTUT, OYEHb JIKUTHT, — TOBOPWJ JIA3yTUHK, VKA3bl6As
(HCB) Ha uyeuenya.

a8 foIfiid €, 9gd a1 [N, <fed 3 F97 &7 3iv 337
NP el

2. Koncmpykyuu 6e3 maxcuchoeo 3HaueHusi WUMEIOT CIEIYIOIIHe
COOTBETCTBUSA:

a) OMHOPOHBIE CKa3yeMbIe — TIOSCHSIIOT OJTUH U TOT )K€ UJICH
CJIOXKHOTO TIPEITIOKEHUS — MOJIJIeKAIIEe, U OTBEUYAIOT HA OJIUH U TOT
JKe BOTIPOC.

Hy, na rtemepp KOHYeHO! — cKazal MpHATENb, 3aKVpPUBAs
cueapy, umodvl pazocHaAmMb COH.

39 dl GAT | IHT 3! ARd A BET 3R Hg Y77 & faw
e warg]

MOJ'IOI[GLI Kazak MICrojige€T 3HAHHUCM TaTapCKOro sA3blKa H,
pas3cyiAeiuUcCy, 1axxe ¢ CBOUM 6paTOM TOBOPHUT IMO-TaTapCKH.

SihT B dIdR HTNT BT 3UAT 4 fe@™ § a2t
AT 8, 3 79 & /¥ 98 U Sl HSee P 1Y
Y ITdR HTST SiAaT g |

Ckazan Jlykamika, cepoumo ommaxugdscb om JUnHYSUIUX K
HeMy KOMapos.
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APIRST A BT IR [49ed §T Tw@¥] § GBI Gi7 & [org
TG & 8T 57 Tl

Uro Bunanu? CkassiBait! — mpokpuuan nsanas Epornika, omupas
DVKABOM YepKeCKU HOM C KPACHO20 WUPOKO20 JUuYyd.

R @12 el | AAB] HH] RIeiran SR ple &1 dle
T T}3 el Je BT G Gl ol

Cxomu! — ckazanm yxe Tocie ypSAOHHK, 02140bl8dACh 80KpY2
cebsl.

IR 313 GbTDBT b Tl Yo W B BITER A HeT I
SER- TN TGSl

0) MeBepbatuBel — 3TO OCOOBI CIOBOOOPA30BATENILHBIM  KJacc
CYIIECTBUTEIBHBIX, KOTOPBII B CHITY CBOETO MPOUCXOMKICHUS 3aHUMACT
MPOMEKYTOYHYIO TIO3HIIUI0 MEXKIY HWMEHEM CYIICCTBHUTCIBHBIM U
TJIaroJioM, cOBMelast B ce0e MPU3HAKK U TOW, ¥ APYTOH YaCTH PEYUH.

Penko rie mpOMECHT Y3KMMH IOJO3bSIMH IECOK C CHEroM
HOYHOW W3BO3YMK M, MepeOpaBIINCh HA JPYTOil yroi, 3acHET,
0024cUAAACH cedoKa.

FN-FUR DI MSIATal T Worme! § &1 e fgH
YAl GER Jobs W Il Sl § 3R FaR] & FaaR H
EPEKCGIE

Kak Bedep, Tak JIOAM U3 cTpaxa APYT Mepe]] IPyroM KMYTCs K
KWIbSIM, W TOJBKO 3Bepb M NTHUIA, He 00sCb Yelosekd,
CBOOOJTHO PBILIYT IO ATOH MyCTHIHE.

Tt foRd 81 AT Uh-galk ¥ SXdl §U 3TH-30A W B I8
UHSd g, UL-U&T €1 39 dRM H /747 fd=Rd 3|

" y)i(e COBCEM CMyTHBIe BHUCHUSA 3aCTHJIAIOT MBICJIb, 1 TOJIBKO
roigoc Baxomu u YYBCTBO IIPCKPALNICHHOTO JIBUIKCHUA
HapylarwT 310pOBbIi, MOJIOAOW COH, U, CaM _He NOMHA,
MEPpEJIC3acT OH B IPYIru€ CaHu Ha HOBOU CTAHIIUHU U €ICT JaJICC.
IR fapa gud g IUF fod R o1 1A §, ag=m &
TS 3R ST & Th &b TEHH T gl S!S Bl Mt
iﬂ%@%eﬁv T8 Hg F §790 WIH W g} Wiorme! §
I

Bcé oar0 mpeacraBnsieTcs CMYTHO, HESCHO; HO ClIaBa,
3aMaHWBas, U CMEPTh, YIrPOXasi, COCTaBJSIOT MHTEPEC 3TOrO
Oymymero.
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UE TS Sgd 3RUY B, Y §, Qb B 7 FeiiH= 3R 5
P 4T 3G A & 3HTHYH -1 3|

V.  KpectHuk-to? — ckazan Jlykamika, pasymes noj 3TUM CIOBOM
YeyeHIa.
UL YDHIRDT A Hel, IUBT AT Fd 99 3§ T |
B) llpocteie mpemioxkeHus — AEENpUYACTHs NEPEBOAMIMCH Kak

ITPOCTHIC HE3ABUCUMBIC ITPCATIOKCHUSA.

ﬂa, — OTBCYAJ IpUATECIIb, euie Kkpomdue Vflbl6a}le.

1, o 3 SR o1 Gue! geerT 7 gga @ o sifde T5ar
3777 ff)

Ha OwicTpoM IBWKEGHHWH TPOHKH IO POBHOH ITOpOTE TOPHI,
Ka3alloch, OeXaau IO TOPU3OHTY, Olecms Ha 80cxoldaujem
COJIHYE CEOUMU PO30BAMbBIMU BEPUIUHAMU.

HUIC G&h W AIZH] DI a9 d1d & HRUI Ugls f&fast 1R
cﬁﬁgmuaﬁl 7 T P [0 H 7 e 1R THE
/

HoBomimnHcKkas cranuma cTouT B Tp€Xx BepcTax oT Tepeka,
0MOeNAACH OM He20 2VCHIbIM JIECOM.

T HAT T IR I THT dF 9 @R §, F7& T
g9 T 8/

Ckasaj OH Pe3KHM TroJIOCOM, JICHUBO PacKpbIBas sipKHe Oelibie
3yOBl, He 0Opawasch HU K KOMY 8 0COOeHHOCHIU.

3T THIHTT e Gidl DI AR UG ¥ IURd g¢ I
dS AT § B8 | J5 FId 34 /5% Bl GHifed FF 78]
kil

Hans! Ay! Hanst! — pesko xpukHyn cBepxy Jlyka, oopawas Ha
cebs 6HUMAaHUe, U BCE Ka3aKU OIAHYIHCh Ha Jlykalky.

A1, 3 ATHT DIPTSR I el 39H7 a7 a7
g?aﬁawmw@?armw HID JHIRBT DI 3R
I

3axnrouenue

[IpoBenéHHBIN aHanM3 XapakTepuzyeT HauOojee TUIMYHBIE

CIy4al INEepeBOJa KOHCTPYKLMH C TEpyHIUSIMH Ha SI3bIKE XWH[IU.
CpaBHuBas TMpHUBENEHHBIC BBIIIE TNPUMEPHl Ha XHWHIW, MOXHO
ONpPENENIUTh CXOACTBA WU PA3NUYMS B CHHTAKCHUYECKUX CTPYKTypax,
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KOTOpbIe TEpeaaloT JCepUIacTHsl PyccKoro s3bika. [Ipu mepeBoje
WCIIONIb30BaHbl  TPEIJIOKEHUS. C  OXHOPOJHBIMH  CKa3yeMBIMH W
MOHOINPEIUKATHBHBIMA ~ OCIIOXXHEHHBIMH ~ KOHCTpyKImsaMu. K
MOHOMPEIUKATHBHBIM ~ OCIIOXXHEHHBIM ~ KOHCTPYKITUSIM ~ OTHOCSITCS
MPOCTBIC MPEIOKEHHS, TPEATOKESHNS C HEU3MEHIEMBIMU (hOpMaMH,
[JIAroJIbl ¢ Pa3IMYHBIMUA (DICKCHSIMU U JeBepOATHBAMH, KakK MPABUIIO,
Ha OCHOBE OTIJIATOJIHBIX CYIIECTBUTEIHHBIX.
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Suresh Kumar, India

A study of calques from English into Russian
related to the sport of running

Abstract. This article discusses the issues of calques from English in
Russian in the field of running. It is established that in sports terminology there
are a large number of Anglicisms, which is explained by the development of
various sports in the English-speaking world and the corresponding
technology. In the age of globalization, constant language contact amplified
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lexical borrowing from foreign languages. Calquing is one of the means of
lexical borrowing. It is observed in all strata of life. With the growing
popularity of running as a sport, the lexicon associated with it is also
expanding globally, often by the means of calquing. In this process of
calquing, words and word combinations undergo many stages of change before
becoming a part of the language system. This paper discusses this complex
process based on grammatical structure, stylistics and, cultural paradigm.

Keywords: calque, borrowing, running, sports, language contact,
Anglicism

Cypem Kymap, Uaaus

IIepeBon TMHIBUCTUYECKUX KAJIEK C AHITIMMCKOTO SI3bIKA HA PYCCKUI
(Ha mpuMepe TEPMUHOJIOTHH CIIOPTHBHOTO Oera)

Annomayus. B craTbe paccMaTpUBarOTCSA BOIPOCHI IIEPEBOIa KaleK WK
3aMMCTBOBaHHH TEPMUHOJIOTHH CIIOPTHBHOTO Oera ¢ aHIJIMHCKOro s3blka Ha
PYCCKMii, MX TIpaMMarudeckas CTPYKTypa, CTHWIHCTUKA B KYyJIBTYpPHOH
napagurme. M3BecTHO, 4YTO B CIOPTUBHOM TEPMHHOJIOTUH CYIIECTBYET
OoJyibIIOE  KOJMMYECTBO  AHTIMIM3MOB. OTO IPOMCXOIUT B CBA3H C
pacnpoCcTpaHEHHEM BO BCEM MHpE DPA3IMYHBIX BHIOB CIIOPTa W, B CAB3H C
9THM, YBEIMYEHHS KaJeK M3 MHOCTPAHHBIX SA3bIKOB. C pOCTOM MOIYIISIPHOCTH
CIIOPTHBHOTO Oera Kak BHJAa CIOPTa paclIMpseTcs W CBS3aHHAs C HHAM
TEPMHUHOJIOTHs, 8 BMECTE C HUM U KallbKupoBaHUe. OJHAKO Mpexe 9YeM CTaTb
4acTbIO SI3BIKOBOM CHCTEMBI KaJIbKMPOBAHHBIE CJIOBA U CIOBOCOYETaHUS
[IPETEPIEBAIOT MHOKECTBO CTAJUI U3MEHEHHUS.

Kniouesvie cnoea: xambka, 3aUMCTBOBaHHE, O€r, CIIOPT, A3BIKOBOM
KOHTAKT, aHIJIMLU3MBI

Language is a system, which is ever-evolving, dynamic. Changes
which occur in a language are constant, necessary and important.
Language evolves primarily through the introduction of new words and
expressions, the replacement of words and phrases, and the acquisition
of new meanings by existing words and expressions. If the realities of
the surrounding world are not indicated in the language, new words are
borrowed from other languages. Borrowing of foreign language
elements is inherent in each language. At present, we can’t imagine a
language in this world, which is not characterized by the occurrence of
words borrowed from other languages. All this is reflected in the lexical
composition of the language, and Russian is no exception. Over the past
few decades, due to major changes in Russian society, the vocabulary
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of the Russian language had to adapt to this rapid development, and
borrowing processes played an important role in this evolution.
Borrowings are useful to term new realities, clarify existing ones and
impart the desired stylistic effect in speech or text.

Since English is spoken all over the world, it is not surprising that most
of the foreign words are borrowed into Russian from it. English-
Russian language contacts have a long history. Long-term political,
economic, cultural, as well as scientific ties of the Russian and English
speaking peoples have led to the emergence of English borrowings in
the vocabulary of the Russian language. Every day we come across a
lot of borrowed words in all spheres of life: science, fashion, culture,
sports, etc.

Sports play an important role in the lives of most people around
the world. Every day more and more people understand the importance
of sports in their lives, and join it. Running as a sport is becoming
extremely popular these days. With its popularity, the terms associated
with running, its types and its training are also becoming widespread. In
the Russian language, many of these terms are borrowed words from
English. A good number of these borrowings have taken place by the
means of calquing.

The term calque is derived from the French verb calque, which
means to copy or trace. In linguistics, Calque is defined as “A word or
phrase in a language formed by word-for-word or morpheme-by-
morpheme translation of a word in another language” [1]. For example,
the Russian word «momynpoBoaauk» is a calque from the English word
‘semiconductor’.

The process of formation of calques is known as calquing.

Based on the structure of calqued linguistic elements, calques are
mainly divided into three different types:
— Semantic calque (CemaHTHYeCKHE KaJIbKH);
— Syntactic calque (CioBooOpa3oBaTesbHbIE KaIbKH);
— Phraseological calque (®pa3eomorndueckie KaabKu).

Here are some examples of calques from English in
contemporary Russian in the field related to the Sport of Running:

Koneno 6ecyna

This term is calqued from the English term ‘Runner’s Knee’.
Koneno (Knee) + 6eryna (Runner’s).

41



This is a phraseological calque in which the English phrase "Runner's
Knee" is translated word for word into the Russian phrase «xosieno
OeryHay.

This calque belongs to the ‘Noun + Noun’ model.

Here, in the process of calquing the word order changes according to
the rules of Russian grammar. The noun qualifying, describing the main
component is placed after the component and is in the genitive case.
Runner’s knee, also called patellofemoral pain syndrome refers to pain
under and around your kneecap. Runner’s knee includes several
medical conditions such as anterior knee pain syndrome, patellofemoral
malalignment, and chondromalacia patella that cause pain around the
front of the knee. As the name suggests, runner’s knee is a common
complaint among runners, jumpers, and other athletes [2].

Diighopus bezyna
This phrase is calqued from the English term ‘Runner’s high’.
Ouipopus (High/Euphoria) + 6eryna (Runner’s).
This is a phraseological calque in which the English phrase “Runner’s
high” is translated word for word into the Russian phrase « Diidopus
OeryHa ».
This calque is represented by the ‘Noun + Noun’ model.
Here, the word order in the term has changed according to the rules of
target language.
Runner’s high is a feeling of euphoria that is experienced by some
individuals engaged in strenuous running and that is held to be
associated with a release of endorphins by the brain [3].

Cmena

This word as a sporting term is calqued from the English word ‘The
Wall’. The word «Crena» already exists in Russian and refers to the
vertical section of a structure or premises, but due to the influence of
English language, it gained an additional connotation, namely
bonking.The definition of ‘to bonk’ is to reach a point of exhaustion
keeping you from going any further [4].

This is a semantic calque and belongs to the ‘Noun’ model.

In scientific terms, the “wall” is when glycogen depletion occurs while
running. We store enough carbohydrates in the form of glycogen in our
muscles and liver to run about 28 to 30 km and then we hit the wall of
glycogen depletion. Our muscles run out of fuel and it really hurts. It
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slows us down and alters our stride and this is when injuries can
happen. Once we get past the wall the pain gets better but doesn’t go
away. Once past the “wall” fat burning kicks in, we feel better and our
stride improves [5].

Lnunnas meonennas oucmanyus (AMI):

This phrase is calqued from the English phrase ‘Long slow
distance (LSD)’.
Jmmunas (Long)+ Meanennas (Slow) + Tucranmus (Distance).
This calque is depicted by ‘Adjective + Adjective + Noun’ model.
Here, in the process of calquing there is no change in the order of the
components of the word combination.
Long slow distance (LSD) is a type of training associated with cardio
that involves covering relatively long distance, low intensity and long
in duration [6, p. 15].

Conclusion

The conducted analysis leads to the conclusion that a large
number of Anglicism related to the sport of running in the Russian
language are calques.The following thematic groups related to running
are represented by these calques in the Russian language: The name of
the running events and types of competitions; the name of the awards
and achievements by the athletes; the name of equipment and
techniques; states and positions; names of violations, mistakes and
penalties; elements of training and sports theory etc.

The most common models representing calqued running terminology
from Russian to English are:

Noun + Noun

Adj. + Noun

Adj. + Adj. + Noun

Noun

Verb + Noun

Noun + Preposition + Noun
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Cexyus 2 | Section 2
Ot aBTOpA K MEPEBOTUUKY:
KYJBbTYPHBIC ITapaJuIMbl B IICPCBOJOBCACHUN
From author to translator:
cultural paradigms in translation studies

E.N. I'yceBa Vkpauna

Hmena u cyOpuKeThI
(x IepeBoIy UMEH COOCTBEHHBIX )

Annomayus. TpaHCKPUIIIUS U TPaHCIUTEPALUs — OCHOBHBIE MPUEMBI
nepeBojia HMMEH COOCTBEHHBIX, OJHAKO TPAaHCKPUOWPOBAHUE JIMIIACT
CIIOBECHBIM 3HAK TaKUX CYNIECTBEHHBIX (YHKIWH, KaK OIECHOYHAA MU
9KCIPECCHBHAS, OTKA3blBaCT HMEHM B YYacTHM B pAcKpBITHH o0Opa3a u
MIOCTPOCHHH CIOKETa. XapaKTepoJorniyeckast GyHKINS — OCHOBHAS (DyHKIUS
cyOpHKeTa, WM MpPO3BHINA, 3aKPEIUIEHHAs B CaMOM €ro OIpEACICHHU.
CyOpukeTsl U OTHpo3BHIIHEIE GaMminu Jxopmka MapTruHa, aBTOpa IHMKIa
pomaHOB «llecHb JIba M OTHA», OTIMYAIOTCS MPO3PAYHON MOTHBHPOBKOH H,
CJIeI0BATENIbHO, JOIYCKAOT, a YaCTO MPEIoNaraloT CeMaHTHYECKUIl TepeBo/,.
Kanp ¢oHTE3n Hazenser JuUTepaTypHOE HMS JAEMHUYPrUYecKoH, wWin
MHPOCO3MIATENbHOM,  (YHKIHEH. ABTOPCKHE  TOINOHHMMBI, Kak H
OTTOTIOHMMHUYECKHE (DaMIUINH, BKIIOYCHBI B IOCTPOCHHE aJbTEPHATHBHOIO
mupa ¢auTe3n. HarmsnHas oOpa3sHOCTh MMEHH COOCTBEHHOTO CIY)KHT LEJISIM
BU3yalu3allud BBIMBIIIJICHHOIO IpPOCTpaHcTBAa Becrepoca, mpeoOpasys
BepOaTbHYI0 MH)OPMANUIO B 3pUTENBHBIN 00pa3. XapakrepHast i (IHTE3H
JeMuyprudeckas (QyHKIUS MMEHH TTOBBIIIAECT PAHT BHyTpPEeHHEH (OPMBI CIIOBa
KaK eIMHUIIBI IEPEeBO/IA.

Kniouegvie cnosa: nutepatypHoe nMsl, CyOpHKET, IeMUypriudecKas
(dhyHKIHSA

Elena I. Guseva, Ukraine
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Abstract. Transcription and transliteration are the main methods of
translating proper names, but the translation potential of transcription is
insufficient when it comes to a literary name. Transcription deprives the verbal
sign of such essential functions as evaluative and expressive. The
characterological function is the main function of a sobriquet, or a nickname,
enshrined in its very definition. The sobriquet and surnames of George Martin,
the author of the A Song of Ice and Fire novels, are transparently motivated
signs, and therefore they admit, or even suggest a semantic translation. Fantasy
opens up new possibilities for a literary name, endowing it with a demiurgic,
or world-creating, function. The toponyms of George Martin and his
ottoponymic surnames are included in the building of the alternative Middle
Ages. The author's proper names with their vivid images transform verbal
information into visual images. The demiurgic function raises the rank of the
internal form of the word as a translation unit.

Keywords: literary name, sobriquet, demiurgic function

B cBsm3u ¢ m3ydeHWeM JHUTEpPATYpPHBIX HUMEH COOCTBEHHBIX B
Hay4YHBII JUCKYPC BBOJATCA TaKue MOHSTHS, Kak
oM yHKIIMOHATBHOCTD AHTPOTIOHUMOB u CIOXETO- u
TEKCTOOOpasyromias PyHKIUA UMEH COOCTBEHHBIX. B Xy105keCTBEHHOM
TeKcTe BHIOOp croco0a mepeBojia OmpeAemseT 3aJaHHas OPUTHHAIOM
cMbICTIOBass Harpy3ka umenu. [lo HaOmogenuto  H.A. Busk,
BCEBO3MOJKHBIE IIPO3BULIA TE€POEB, XAPAKTEPU3YIOLIUE KOHKPETHOE
JIMIIO, TIEPEBOISITCS ¢ COXPaHEHHEM CEMaHTHUKH KOPHEBOM Mophemsr [1,
C. 27]. Kaup ¢oHTE3u OTKPHIBACT HOBBIE BO3MOYKHOCTH JUIS
JUTEPATypHOTO HMMEHH, Hajelsisi ero oco0oi JeMHUYpPrUuecKou, Wi
MHUPOCO3UIaTeNFHON (yHKIEH. ABTOpcKre TonmoHuMbl [Ix. MaptuHa,
€ro OTTOMOHHMHUYECKHE UMEHA W CYOpUKETHI BKIIFOUEHBI B TIOCTPOSHHE
BBIMBIIIUIEHHOTO TIpocTpaHcTBa Bectepoca, 00pa3HOCTh MIMEHU CITYKHT
eI M  BU3yalM3alud  albTEPHATHBHOIO MHpa CpPEJHEBEKOBOIO
¢doHTE3N. YCnoXXKHeHWe (PYHKIHMOHANlAa WMEH COOCTBEHHBIX B
MPOU3BEICHUSIX (DIHTE3U TPEIBSIBISAET JOMOITHUTEIbHBIE TPEOOBAHUS K
UX TIEPEBOAY.

TpaHCKpunI¥si W TPAaHCIUTEpPALlUd — OCHOBHBIE IIPHEMBEI,
PEKOMEHIyeMbIe TIPU TNIEPEBOAE aHTPOMOHMMOB. TpaHcKkpunuus (mpu
HaOrogaeMol OOIIeH TEHISHIIMM HE IEePEeBOANTH, a 3aUMCTBOBATH)
CTaHOBHTCSI OCHOBHBIM CITOCOOOM IEPeBOJIa aHTIIMICKOrO MMEHH. JTO
NPOMCXOAUT M BCIEACTBHE CONIKEHHS KyJIbTyp, W Onaronmaps
WCYE3HOBEHUIO  MHOTMX  OTHOKYIBTYpHBIX  OapbepoB. OnHako
MEePEeBOAYECKUN MOTEHIMAN TPAHCKPHIIIUK HEIOCTaTOYEH, €CIH pedb
UAEeT O JuTepaTypHoM HMeHH. [lepeBogueckas TPaHCKpUIIMSA —
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dbopManbHOe MOPOHEMHOE BOCCO3MaHUE MCXOTHOU JIEKCHYECKOM
€AMHUIIBI C TOMOINBI0 (OHEM MepeBOAAIIECTO  SI3bIKA, WM
¢doHeTHYECKass WMHTAIMsl HMCXOJHOTO CJOBa — OOecleuynBaeT
BO3MOXKHOCTb, 0003HauaTh © pa3nuuarb. (OcTaeTcss HE BIOJHE
peann3oBaHHON (QYHKIHS XapakTepoiornieckas. TpaHCKpuOMpoBaHUE
JIMIIAET CJIOBECHBIN 3HAK MepeJaBacMbIX MOTUBHPOBKON OLIEHOYHBIX H
SKCIPECCUBHBIX KOMIIOHEHTOB, M B TOM CMBICII€ OTKa3bIBa€T NIMEHH B
y9acTHM B  pacKpeITMM o0pa3a ©  TOCTPOSHWUH  CIOXKETa.
MeTomoNOTHYeCKd BEpHBIM OBIJIO OBl  pa3nuyaTh 3aMMCTBOBaHHUE
UMEHH (TpaHCKPHUIIMIO) W TepeBod. B wactHOcTH, XK.-II. Bune u
K. Hapbenpae B pabore «TexHHUeckWe CITOCOOBI  IepeBOAa
pa3n4aloT TMPSIMOM TEepeBOJ W TEpPeBOJA KOCBEHHBIM (HEMpPAMOii),
OTHOCS K TIOCJIEIHEMY OJKBHBAJICHIWIO, MOIYJSIMIO W aJalTalyio.
Tpanckpunmum Kak croco0y TmepeBoja y (paHIy3CKUX aBTOPOB
COOTBETCTBYEeT 3amMcTBOBaHue [2]. Takol MOAXOA MpPEACTABIICTCS
MMpEeANOYTHUTCIIBHBIM, KOr'Jla p€dyb MACT HE O TCXHHUKEC IIEpeBOaAa, a O
cymecTBe mepeBogumoro. [lpu 3anMcTBOBaHMH (TpaHCKPHOWPOBAHUH )
CloBa, KOTIJa 3HAaK CTAHOBUTCA  ACEMAaHTHYHBIM, BO3HHKAET
MEPUCITUBHOC HEPABCHCTBO B BUJIC PA3JIMYNA B BOCIIPUATHU aApPECaTOB
OpuTHHaIa ® TmepeBofa. Hem30exxkHO cokpamaeTcss Kpyr HWMEH,
pEeAM3YIONINX XapaKTepoJIOTHIeCKylo GyHKIHIO. B  OonbpImmHCTBE
CIIydaeB MPH TPAHCIUTEPAIUH OIIEHOYHO-IKCIPECCHBHBIE KOHHOTAIH
CJIOBa COXpPAHSETCS TOJBKO Ojarogapsi aBTOPCKOMY KOHTEKCTY. DTOT
JmucOaIaHc MOMOraeT MpeoI0JIeTh CEMAaHTHIECKHA MTEPEBOI.

Hnsa [x. Maptuna, aBropa uukia pomaHoB «llecHbp nbla u
OTHS», OOBEAMHEHHWE HWMEHM U CyOpHKeTa — OCHOBHOW CIIOCOO
npe3eHTauuu Aerctyromero auna (Dalton Greyjoy, the Red Kraken —
Hanemony I'petioxcoro no nposzeanuro Kpacnwiit Kpaxen).

..Larys Strong, called Larys Clubfoot, Lord of Harrenhal,
master of whisperers; and Lord Jasper Wylde, called Ironrod, master
of laws [3, p. 1].

..Jlapuc Cmpone no npossanuro Koconanweuii Jlapuc, nopo
Xappenxoana u macmep Hao wienmyHamu, u nopo [icacnep Yaiino,
nposeannuiii Keneznvim Iocoxom [4, c. 1].

Celtigar of Claw Isle, Staunton of Rook's Rest, Massey of
Stonedance, Bar Emmon of Sharp Point, and Darklyn of Duskendale
amongst them. But the greatest lord to pledge his strength to the
princess was Corlys Velaryon of Driftmark [3, p. 1]. Cermueap c
Kozomb-Ocmposa;, Cmommon u3z I pauunoco Ilpuroma; Maccu u3

47



Kamnennsaca, bap-Ommon ¢ Ocmpoco Mvica u Jlapkaun u3
Cymepeunoeo [ona. Ho serunativium 10poom, obewasuum npunyecce
€8010 no0oepoicky, sassncs Kopauc Benapuon uz Jpugpmmapra [4, C.
3].

C napyroii cTOpOHBI, CyOpHMKET MOXET BBICTYNATh aBTOHOMHO,
3aMenias U jgaxe BbITecHsss auuHoe umsi: Corlys Velaryon (Kopnuc
Benapuon) — Sea Shake (Mopckoiui 3meti), Ser Jaime Lannister — the
Kingslayer (IPicetime Jlanucmep — Llapeybuiiya).

B nepeBonax pomanoB 1 xpoHuk k. MapTuHa TM4YHBIE UMEHA U
hamMuuu B OOJIBITTMTHCTBE CBOEM TPAHCKPUOUPYIOTCS
(TpaHCIATEPUPYIOTCS),  WCKIIOYEHHUS  COCTaBISIIOT  CYOpPHKETHI
(mpo3BuIa), OTIPO3BUIIHBIE MMEHA W, OTYACTH, OTTONOHUMHYECCKHE
UMEHa COOCTBEHHBIE. XapaKTepoyioruueckas (YHKIUS — OCHOBHAs
¢GbyHKIMS CyOpHKeTa, 3aKpelUieHHass B CaMOM €ro OIPeNeICHHH Kak
omnucaTe’IbHON 3aMEeHbI UMEHHU 4enioBeka. CyOpHKeTHl OTIMYarOIIrecs
MpO3payHOl MOTHUBHUPOBKOM, JOMYCKAlOT H Jaxe MpeAnoiararoT
ceMaHTHUYEeCKUi niepeBo. B BeIOOpe crmocoba mepeBoa CyOpruKeTa uin
OTMPO3BUIHOTO WMEHH HE TIOCIETHIOI0 POJIb HrPaeT  ero
¢GyHKUMOHAIBHAS HArpy3ka: uWMeHa coOcTtBeHHBle Yy Jkopmka
MaptuHa  MOryT  OBITh  TEPCOHANBHBIMH W COIMAIBHBIMHU
unenrtudukaropamu. Flowers, Sand, Snow, Rivers, Hill — xaxmas u3
ITHX TOBOPSIIUX (haMUIINI yKa3bIBaeT Ha TIPOUCXOXKICHUE TEPOs U €ro
COLIMANILHBIN CcTaTyc. ABTOP MOJYEPKHBAET 3HAYMMOCTH TpUEMa €ro
HEOJTHOKPATHBIM ITOBTOPOM, IPEBpallias ero B CHKETOOOpa3yIOIIHii B
care «llecus JIpma u Oraay.

— Red Robert Flowers? What can you tell me of them?"

“Flowers is a bastard name. So is Hill” [5, p. 16].

— Aoducon Xunn? ..Kpacnoui Pobepm @nayspc? Ymo 6wl
Modiceme CKA3aAmb MHe O HUX?

— @nayspc — ums 6acmapoa. U Xunn mooice [6, p. 74].

Takue roBopsimue damummu  Jxopmka MaptuHa He
nepeBoJisiTcsa. CoOIMaabHO-POIEBOM XapakTep HWMEH COXpaHSIEeTCs B
nepeBojie 0raromapst KOHTEKCTY.

OneHoYHbIE XapaKTEPUCTUKH, BBIXOSIIME HA MEPBBIA IUIAH B
MMEHaX M IMpO3BUIIAX TepoeB (PIHTE3M, ONPEAEIAIOT IOMUHAHTY,
KOTOpYIO HEO0OXOJMMO COXpaHHTh B mepeBoje. Jpyroe neno, 4rto
OLIEHKA MOJKET OBbITh M3MEHEHA B MEPEBOJIE — OCIa0JIeHa MU yCUIICHA.
Tak, ums Longwater (Jloneyoomepc) TepseTr B TIEpeBOJE, T.K.
roBopsiiias GaMminsg OTpakaeT HCTOPHIO Teposi U BIUIETCHA B KaHBY
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noBecTBoBaHMs.  OneHouHas (YHKIMS WMEHH, Kak M aBTOpCKas
UPOHHUS, COXpaHseTcsa Oaroaaps KOHTEKCTY:

“Waters” was a common bastard name about Blackwater Bay [5,
c. 16].

Yomepcamu wnaszvisaru ecex bOacmapoos na Hepnosoonom
3aauee, U NPEOKOM CMapo20 MIOpeMUKa Obll cKopee 6Ce20 KAKoU-
HUOYOb He3HauumenvHbulil puiyaps [5, . 37].

B otrnenpHBIX Ciyyasx COLHAJIbHO-POJIEBOM XapakKTep HMEH
«ocTaeTcsl 3a Kaapom», Kak HampuMmep, B IepeBoje 3Tod ¢pasbl,
coleprkanieil HaMek Ha Hu3koe npoucxoxaeHne OcmyHaa KerrnOmka
1 ero OpaTheB:

Jleou Lady Genna: Cersei has put some bastard on the council
too, and a kettle in the Kingsguard [5, c. 33].

Cepces, cnvixamv, u bacmapoa esena 8 coeem, a KakK020-mo
npoxooumya — 8 Koponescxyio I'sapouto [6, C. 156].

Jns OLEeHOYHOM XapakTEPUCTHKU AaBTOP MCIOJIb3YET TaKOU
mpueM Kak OykBamuzanus. He cTonp 9acTo WCmoiib3yemas aBTOPOM
Urpa cIoB, KOTOpasl MOMOTaeT TepeaaTrb HeromoBaHue Jiequ J[»KeHHBI
JlanHucTep 1O MOBOAY O€3pacCyIHBIX JEHCTBHHA €€ TUIEMSHHHIIBI
Cepcen, HE COXpaHSETCS B TEPEBOJE W3-32 yTpPaThl MOTHBHPOBKH
uMeHH (OyKBanbHO: uauHukx, yepwsitl). CyOpUKET — 3TO IPO3BHIILE,
WHOTJIa TIPUHSATOE Ha ce0sl CaMHM YEJNOBEKOM, HO YacTO JIAHHOE eMy
JOpyrum aunoM. Takoe MPOo3BHUIIIE YacTO COACPKUT HIEMEHT UPOHUH.

Men called him Tessario the Tiger to his face, which pleased
him; behind his back, they called him Tessario the Thumb; the mocking
sobriquet that Mushroom bestowed upon him [7, p. 622].

XapaxTeponorndeckast (OIEHOYHAs1) (YHKIHS CBOWCTBEHHA H
OTMPO3BUINHEIM uUMeHaMm (pammnusm) Jxopmka MapTuHa, Ui HUX
XapakTepeH cMmellaHHbelii mepeBoa: Walton Steelshanks —Yoamown
Kenesuvie Uxpel. A capkasm umenu Jlopo CHoy 3aKioyaeTcsi B TOM,
yto CHOy Kak uMs OacTapia HECOBMECTUMO C THTYIIOM JIOpAa. DTOT
3JIEMEHT OLIEHKH yTpadeH B IEPEBO/IE.

Ocobas ponb y JIxopmka MapTuHa OTBeIEHA TOIMOHMMAaM M
OTTOIIOHUMHYECKUM MMEHaM COOCTBEHHBIM, WJIM TOIIOAHTPOIIOHHMAaM,
0o0pa3oBaHHBIM «B  pe3yjibTaTe AaHTPONOHHUMH3ALUH, IEpPexoaa
reorpaguueckux Ha3BaHWU B paspsyl aHTPOIIOHMMOB. Yaime Bcero
TONOAHTPOIIOHUMAMH SIBIISFOTCS Tpo3BUINA u (ammwmu» [8, €. 165].
TonoHumbl  (PHTE3W UWHOTIA HA3bIBAIOT KBAa3UTOIIOHUMAMHU U
OTIPEAETSAIOT KaK IOTEHIHAIbHBIE CIIOBA SI3bIKA, HCIOJB3yeMbIE Kak
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Ha3BaHMUsA BBIMBIIIJICHHBIX Teorpaduueckux o0bekToB. OnHakKo
cyhdukcon «kBazm» HE COrJIaCyeTcsl CO 3HAYMMOCTBIO 3TUX UMEH IS
HOCTPOCHUS AJIbTepPHAaTUBHON HUCTOPUHU CPEIHEBEKOBBSI.
TonoHUMHYECKHE KOHKPETU3AaTOPbl MPUCYLIM HMEHaM, KOTOpbIE
x. Maptun maet nopaam u kopossiM Bectepoca. OTTomoHUMUYECKUE
MMCHA, KaK ¥ TOMOHHMMBI, BKJIIOYEHBI B MOCTPOCHUE BBIMBIIIJICHHOTO
npocTtpancTBa Bectepoca, M uMeT oco0oe 3HaueHHE M €ro
BH3yaJIM3alliy, T.K. Oyarogaps CBOe# MMpo3pavHoil BHyTpeHHeH gopme
mpeoOpasyroT BepOaNbHYI0 WH(POpPMAIMIO B 3pHUTEIbHBIE 00pa3sl. B
CBOIO Ouepenb NPHUBSI3KA MUMEHH K TOINOHMMY YacTO OOYCJIOBJIMBAET
ennuelii ¢ HEM crocob mepesoma. Cp.: The Crossing — Ilepenpasa u
Forrest Frey, Lord of the Crossing — @oppecm ®peii, 1opo Iepenpasei.

JInunble HMEHa Jx. MapTtuHna MPEICTABIICHBI KaK
MOHOJICKCEMaMH, TaK M JIGKCHYeCKUMH Kommo3uTamu. IIpospaunas
BHYTpEHH:sI ¢opMa cJoBa WJIH COCTABHOM HOMHHAIIMHM TTO3BOJISIET
aBTOPY pPa3HOOOpPa3HO WCIONB30BATh BBIMBIIUIGHHOE HMS  JUIS
MEPCOHATIBHOMI u COLIMAJIBHOU UACHTA(DUKAIAN reposl.
OTTONMOHMMUYECKasi KOHKPETH3aLUsI — YACTOTHBIA IMPUEM MOCTPOCHHUS
UMEeH coOCTBeHHBIX B XpoHHKe J[k. Maptuha «[lmamsi U KpoBb»:
Rowans of Goldengrove, the Oakhearts of Old Oak — Posaner us
3onomoti Powu, Oxxapmer uz Cmapoi [ybpasst u nopovr LL[umogvix
ocmpoeog.  JlekcuyecKkue  KOHKPETH3aTopbl, B  OOJBIIMHCTBE,
3aKII0YAIOT B ce0e TOT MM MHOM MOTHBHPYIOUIHMN MPU3HAK, HITH JIaXKe
KOMITJIEKC IMpHU3HaKoB. VX coxpaHeHHe B HepeBOAE LeNecoo0pa3Ho B
TOW Mepe, B KOTOPOH OHU HEOOXOIMMBI JIJIsl OPraHU3aI[UA CMBICTIOBOTO
MPOCTPAHCTBA TOBECTBOBAHUSI B IIEJIOM.

B mnepeBose nmaTpoHUMHYECKHE KOHKPETH3aTOPhl B OCHOBHOM
TPaHCKPUOUPYIOTCSL. OTtTonoHnMu4ecKue AHTPOIIOHUMBI
(vHOUBHOYyanbHbIE W (DaMUIIBHBIE) TEPEeBOAATCS ABOsIKO: Vances of
Atranta — Bonc us Ampanmer (Tpanckpumus), a Vances of Wayfarer’s
Rest — Bsuc u3 Ipuioma Cmpannuxa (cMemansslii nepesox). Ilpu
9TOM TIEPEBOJ] OTTONOHUMHUYECKOTO HMMEHH WM TOMOHHMHUYECKOTO
KOHKPETH3aTopa HMMEHU MOXET KOppEeIHpoBaTh C  MEPEBOJIOM
COOTBETCTBYIOIIEro  TomoHuMa.  OpnHako, 10  HaONIONEHHIO
NEePEBOIUYMKOB, MPOCIECKUBACTCS TEHIEHIMS K TOMY, YTOOBI cIloco0
nepeBojia cTaHOBWICSA JUGGEPESHIMPYIONIMM MPU3HAKOM ISl JIBYX
paspsaoB MMEH COOCTBEHHBIX — AHTPONOHMMOB (JMYHBIX HMMEH) H
tonnounmoB. Cp.: Blackmond - Yepwuwiti nputom (MECTHOCTS,
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tonorpadus), Ho broxmono (mom Biskmonzos), Bllacktyde — Yepnas
60:Ha (OCTPOB), HO hsxmatio (pol, TOM).

YcnoxHernto QyHKITMOHATBHON HATPY3KH UMEH TepoeB (PIHTE3H
CrocoOCTByeT TO OOCTOSITETBCTBO, YTO IO OOJNBIIEH HYacTH 3TO
BBIMBIIIUICHHBIE WMEHA. OJTOT acleKT WMEHH TaKkkKe MOXeT OBbITh
3HAYMMBIM 17151 TlepeBona. Beibop cmocoba mepeBoaa JIMTepaTypHOTO
HUMEHHU olpenensiercs U ero (opMaabHbBIMH XapakTepucTukamu. Tak,
OpU HEBO3MOXHOCTH (MM  HEKEAATEIbHOCTH) KaJbKUPOBaHMSA
BBIpyuYaeT omnucarenbHblid nepeBog: Grimm of Greyshield — Ipum ¢
Cepoeo [LJuma. Y1 HaoOOpOT, SI3BIK HEPEeBOJA MOXET IPEATIOKHUTH
bonee emkyo (Qopmy wumennm: Faceless men —  Besaukue.
IlepeBogueckue MOTEpU MPH TMEPEBOAC UMEH COOCTBEHHBIX (hIHTE3H
MOKHO YCIIOBHO MOJpa3JeNUTh Ha HEU30eKHBIE M HeoOs3aTelbHBIC.
IlepeBogueckue MOTEPH, KOTOPBIX TPYAHO H30€XKaTh, CBSI3aHBI B
MIEPBYIO OuYepefib, C UTPOH cioB. Tak, OCHOBaHHAsi HA OMOHUMHHU HTrpa
cioB Reynes — Rains 3Haumma aiisl CroXKeTa M Uil XapaKTePUCTHKH
LEJIOro psiia MEpPCOHaXEH — M0XKIM HANOMHHAIOT O TParudeckou
yaactu ponma PeitncoB u3z Kacramepe (Reynes of Castamere).
CrunmcTrdeckuil IprUeM yTpaunBaeTcs B IMEepeBojie. A BOT HEKOTOPHIC
OINOKH, KOTOpPBIE N30€TaTh CIIe0Bajo ObI:

Tomnume 06 smom, xomw 5 u ne Puman @peii [9, c. 43].

B opuruHane HeT 3HaueHHWs YCTYNKH, HalpOTHB, €CTb
MPOTHUBOIIOCTABJICHHUE:

Understand this as well: | am not Ryman Frey (4 sam ne Puman
Dpeir) [9, p. 130].

A 371€Ch BOJIBHBIH MEpeBO/I (IIPH OYEBUTHOM COOTBETCTBUH bite —
YKyC):

“That bandage ... you've been wounded ...”

“A bite” She touched the hilt of her sword... [9, p. 131].

— Huuezo cepveznozo. — Jladonv scenyunvl aeena Ha pyKosms
Bepnozo Knamse [9, c. 44].

Hdus  mepemadd  KOJOpUTA  OMOXH  allbTEPHATUBHOTO
cpenHeBekoBbs nepeBomurk H.M. Bunenckas, aBTop o(HUIIMAIBHOTO
nepeBoga caru «llecHb Jba U OTHS», B LEIOM YMECTHO HCIIOJIB3YIOT
apxam3Mmbl.  Penkue — HMCKIIOYEHHST — COCTaBiIsIeT  ycTapeBlIee
npocTopevHoe «ocobnarBo» W TomoHuM «Cemucpadue», OTIAIOIIIE
ClaBSHCKOW cTapuHOi. B nemom xe padory H.W. Bunenckoii Bbicoko
OLIGHUBAIOT, KaK KOJUIETH-TIEPEeBOJYMKHU, TaK M uuTarenu. M, xcrarty,
Heyla4yHbIi OykBabHbIH epeBo;] TonmonnMa Casterly Rock (boOpoBsrit
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yrec) B «lIpuHIlecce m KopoyieBe» 3aMeHEH Ha Kacmepau Pox wnmm
Yméc Kacmepnu. K cnoBy, o mepemaye B INepeBOJE MOTHBHPOBKU
WMEHH: COXPAaHSIOUINI B TIepeBO/ie MMPO3PAvYHyI0 BHYTPEHHIOO (hopMy
CyOpHKEeT MOXET CO3/[aBaTh 3aMETHBIC CTHJINCTHYECKHE TIOMEXH:
«Hvipsisomy Ilapycy cmano msdiceno Ovluamsv) WUIH «OCBEOOMUILCA
Keneznvie Ukpory.

OnucarenbHOE WMS B TIEPEBOAEC MOXET OBITh 3aMEHEHO
MOHOJIEKCEMOM, HO dYalle CIOXKHBIA 00pa3, 3aKIIOYCHHBIH B KOpHE
CJIOBa, pacmajaercs B IEpPEeBOJE, CJIOXKHOE CJIOBO 3aMEHsSeTCs
cnoBocoderanneM (Rowan, Lord of Goldengrove — Posan, 1opo
3onomoui  Powu). B TmepeBome oOpazHas MOTHBHPOBKA MOXKET
nepeMenarbcsi, MEHSITh HOCUTENsS, a8 KOJMYECTBO MOTHUBUPYIOIIUX
npu3HakoB cokpamatbes: Lord Massey of Stonedance — Maccu us
Insacynos.

K xapakTeposioruueckuM OCOOCHHOCTSIM MMEH COOCTBEHHBIX Y
k. MapTiHa MOXHO OTHECTH W CHCIU(PHUUCCKOE KCIIOIb30BaHNE
npeueaeHTHbIx MMeH. Cary JDx. Maptuna «llecHb nbpga u Orsas»
Ha3bIBAIOT  AJIbTEPHATHUBHOM HCTOpPUEH PAHHET0  €BPONEHCKOIo
CpEIHEBEKOBBS, TIEpHO/Ia BOWHBI Ajoii 1 benoit po3sl B AHrIuu. ABTOp
WCTIONB3YEeT MPUEM aKyCTHIECKOTO YIOA00IEHHU KaK CITOco0 CO3aHus
rosopsiiero umenn. Cp.: gentry — oocenmavmen u Gendry Baratheon
([orcenopu Bapameon — uMs ceina kKopoitst Pobepra bapateona). Takas
JKe dYacTH4Has TpaHchopmanuss uMeHHn Stonehenge m B aBTOpCKOM
toniounme Stone Hedge (Cmoyuxenonc — Croyn Xemx). OpnHako
BBIMBIIIUICHHBIE —MHCaTeJeM HWMEHa TepoeB card, 3a peaKuM
UCKJTIOYCHHEM, HE UMEIOT HCTOPHUYECKHX aHAJIOTOB, TaK YTO TOBOPHUTH
00 WCTOpPHYECKOM TiepeBojie B IeNoM He mnpuxomutcs. Hamm yxe
OTMEYaJIOCh, YTO y MPO3BHII T€POEB U OTIPO3BHUIHBIX UMEH ABOWHOE
aBTOPCTBO, TaK KaK TMHUcaTelb [epeioBepseT XapaKTePUCTUKY
MepCOHaKa MMEHYIOIIEMY — KHUTEI0 «CpeaHeBeKoBoro» Becrepoca,
HOCHTENI0 MH(OIOTH3UPOBAHHOTO SI3BIKOBOTO co3HaHus [10, c. 61]. K
npumepy:

Jeffory Norcross? They called him Neveryield [5, p. 16].

Hocepghopu Hoprpoce, npozeannswiii Hecoarowumes? [6, . 74].

S3pIK  MOKET HakIaJpIBaTb Ha I[E€PEeBOJl TE€ WIM HHBIC
OTpaHUYEHHsS, OH JK€ NPEJOCTABISCT IIMPOKHUE BO3MOXKHOCTH
BapbUPOBaHMS MpPU MEPEBOJE BBHIMBIIIICHHBIX JUTEPATypHBIX HMEH,
HO3BOJISIsI TIEPEBOTYMKY BBICTYIATh Kak coaBropy. Cp.: Jaehaerys the
Conciliator -  Jocetixeupuc  Tpumupumens  ([orcetixetipuc
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Mupomeopey). Yucno BapUaHTHBIX COOTBETCTBHM MHOXKHUTCS C
nyOnukanued u nepeBogoM myrteBoautens «Mup Jlpaa u [lnamenn».
T'moccapuii MMeH M HMX TIEPEBOJOB BKIIOYAET, HANpPUMEpP, TaKue
BapHaHThl MEPEBOAa UMEH M NPO3BHUIL: Xoxonok — JlokoH, [[eipsewiii
Iapyc — Psanas cnacmo, I'opecmu — lleuans — XKano.

[lepeBoa — 3TO MeEXBs3BIKOBas TpaHchoOpMalus, Pe3yIbTaTOM
KOTOPOW CTaHOBUTCS HE TONBKO TIepenada, HO ¥ HW3MEHEHHE
conepkaHusi. MOXXHO OTMETUTHh OTAENbHBIC ITEPEBOJUECKHE PEIIeHUS,
CBSA3aHHBIE C IEPEOCMBICIIEHUEM MOTUBUPOBKH UMEHHU:

..cmapuviti Podepux [lacmun, on 6vl1 cmoib ceupen, 4mo ezo
nposeanu Pooou Cmepmo Bpazam [11, c. 15].

Roddy the Ruin nepeBeneno kak Podou Cmepms Bpacam, T. €. B
MepeBO/Ie YCUIIEHA IKCIIPECCUBHOCTD CyOpHKeTa, HO MPU 3TOM HcYe3lia
4YacTh CEMAaHTHKH HMEHU (4 WMEHHO [pSXJIOCTh 4YelloBeKa). A B
«[Ipunnecce u xoponese» (“The Princess and the Queen) ToT *Xe
Roderick Dustin — ato Pooou Pazopumens. Ho 1 B TOM, U B Jpyrom
ciydyae yTpadeHa amOuBaneHTHOCTh cioBa the Ruin. OmmcartenpHoe
UMsI B TIEPEBOZE MOXKET OBITh 3aMEHEHO MOHOJEKceMol: Princess
Rhaenys, the Queen Who Never Was — Ilpunyecca Petinuc, Toumu

Koponesa.
OTnmnuntenbHas dYepTa aBTOPCKOTO aHTPOTIOHUMHKOHA —
o0benMHEHNE WMEHH W CyOpHUKeTa — HE BCErIa COXpaHseTcs B

nepeBojie. OrmeHMBas YMECTHOCTh HCIIOJIb30BaHHsI — CyOpHKerTa,
HEePEBOTYHMK MOXKET 3aMEHUTD €T0 HIIH )K€ OIYCTUTb.

Bu1600. Ims1 coOcTBEHHOE KaKk HOMUHAIMS JIMLIA, POJa SBISETCS
BRXHBIM CIO)KETOOOPA3yIOIMM DJIIEMEHTOM pPOMaHOB U  XPOHHUK
Jxoprka MapTuHa, CpeIcTBOM CO3/IaHHS BBIMBIIIJIEHHOTO aBTOPOM
MHpa  CpPEIHEBEKOBOTO  (poHTE3U. ABTOPCKHE CyOpUKETHI |
OTHPO3BHUIIHBIE HMMCHAa COBMCIIAIOT HOMUHATHBHYIO q)YHK]_II/IIO C
OKCIPECCUBHO-OLIEHOYHOH. OJHako B  IepeBole Kpyr HMEH,
peaNn3yIONMX  XapaKTepOJOTMYeCKyl0  (YHKIHIO,  HEHn30ekKHO
cokpammaercs. Habmonaercs TenaeHnus K anddepeHnuanyin crnocodoB
nepeBo/ia: IMIHOE UM TPAHCKPHOUPYETCSI, /ISl CYOpUKETa XapaKTepeH
CEMaHTHUYECKHH  TEpeBOJ, IO3BOJSIIOIIMA €My Urpatb  poiib
«TOBOPSIIETO0 HMEHW». DKCHPECCHBHO-CTUIMCTHUECKOE COACpIKaHHe
CyOpHKeTa CTaHOBUTCS JOMHHAHTHBIM, a BHYTpEHHss opma clioBa
oOpeTaeT cTaTyc eIUHMLBI IepeBoAa. BriMblieHHbIe MMeHa (IHTE3U
OCTaBIIAIIOT MEPEBOAYMKY MPOCTOP AJIsi BHIOOpa BapHaHTa MNEpeBOja,
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MO3BOJISIIOT  COXPAHUTh PAN 3HAYUMBIX (DYHKIUH JHTEpPaTypHOTO
HUMEHHU.
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Ocobennoctr nepeBo1oB M. 30IIEHKO
Ha XUHIY U Ha OeHranmm

Annomayus. CTaThst HOCBSIIIEHA COMOCTABICHUIO M aHATIM3Y IIEPEBOIOB
pacckazoB M. 30IIEHKO Ha S3BIKM XWHIM M OCHramd U 0030py OCHOBHBIX
METOOB M CTPATEerHii, HCIOJIB3yeMBIX IepeBoaYnKaMi. OCHOBHBIMH dTallaMH
UCCIICIOBAHUS CTallM JIGKCHKOJIOTHYSCKUI aHalu3 IepeBOJOB U aHAIN3
CTPYKTYPHO-CHHTAKCHYECKOH OpraHM3aliK NEepeBOIHBIX TekcToB. Ha sTame
JIEKCHKOJIOTHYECKOr0 aHaInu3a PAcCMATPUBAIOTCS TaKUE JIEMEHTHI HANOCTUIISL
M. 3ouieHko, Kak O0€3dKBHUBAJICHTHAs JIEKCHKA (COBETH3MBI, OBITOBBIE H
UCTOPHYECKUE peanu), ppa3eosoru3Mbl U OpaHHas JIEKCHKA.

Knouesvie cnosa: mpobieMbl HepeBOAa, IEPEeBOA peayuil, IepeBOx
(hpa3eoTOrnIecKux eMHMUIIL, IEPSBOJ] HHBCKTHB, OCHIaIbCKUH, XMHIH

Anna G. Gladkova, Russia

Some features of Hindi and Bengali translations
of M. Zoshchenko

Abstract. The article focuses on the comparison and analysis of
translations of M. Zoshchenko's stories into Hindi and Bengali and conducts an
overview of the main methods and strategies used by translators. During the
research, special attention is paid to the analysis of the structural organization
of translated texts, as well as the analysis of strategies for overcoming
translation difficulties arising at the lexical level and associated with the
translation of realia, proper names, phraseological units and invective
vocabulary.

Keywords: translation studies, realia translation, translation of
phraseological units, translation of invectives, Bengali, Hindi
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Wnrtepec k TtBOpuecTBY M. 3omeHko Bo3HMK B Muauu
CPaBHHUTEIHHO HENAaBHO, YTO OBUIO O03HAMEHOBAaHO TOSABICHHEM
MEPEeBOZIOB  €ro  paccKka3oB Ha SM3bIKM XWHAW W OEHTajw,
ocyliecTBICHHBIX npodeccopamu-pycucrtamu. B 2018 r. B Kanmbkyrte
ObuT OmyONMMKOBaH COOpPHUK paccka3oB M. 30IeHKO Ha OEHraJbCKOM
a3pIke Mo HaszBaumeM Pascimi phad o anyanya galpa («3amagns u
IIPyTHE PaccKasbl»), a TOAOM mo3faHee B Jlemn ObLIN W3JaHBl paccKasbl
B TepeBoic Ha xuHau — Z0sinka ki kahaniyd («Pacckasbl 301IeHKO»).
Ha co3maHne XWHAMS3BIYHOTO COOpPHHMKA IIEPEBOJOB OBLI BBIICICH
MPAaBUTEIBCTBEHHBI TpaHT. JTO CBUAETEIBCTBYET O TOM, HYTO
WHAWACKHE pPYCHCTHl MOYYBCTBOBAIM AaKTyaJbHOCTh TBOpPYECTBA
30IIEHKO B COBPEMEHHBIX peanusax. M3 3Toro BBHITEKAET aKTyaJlbHOCTb
HAIIETO HWCCJIEOBAHMsI, TIIOCBSIIEHHOTO OCMBICTICHHIO —a/IallTalliu
TBOpuecTBa M. 30IIEHKO B WHIUNCKONW pPEATbHOCTH M aHAIU3Y
CYILECTBYIOLINX MEPEBOIOB.

HccnenoBanne MpoBOAWTCS Ha MaTephalie JBYX YIIOMSHYTBHIX
COODHHKOB TIEPEBOJIOB C IENBI0  ONpEAeNeHHusd, aHauu3a W
COTIOCTABJIEHUSI OCHOBHBIX CTPATErHii, KOTOPBIE HCIIONB3YIOT MIEPEBOIIMKI
paccka3oB M. 3olmeHKo Ha XWHIWM M Ha OeHramw. Jljist 3TOro MpOBOAMTCS
JIEKCUKOJIOTUIECKUI aHAIH3 TEPEBOMIOB, a TAKXKE aHaJIN3 CTPYKTYPHO-
CHHTAKCUYECKOI OpraHu3aIiy MepPeBOAHBIX TEKCTOB.

Ha orame 1eKCHKONOrMYecKOro aHaiu3a TIepeBOJOB Oblia
paccMoTpeHa O€3’KBHUBAJICHTHAs JIEKCHKa (2 WMEHHO, COBETH3MBEI,
OBITOBBIE M HCTOPHYECKHE peajuu), a Takke (pa3eoornuecKue
eMHUIIBI, WHBEKTUBHAas © OpaHHas Jekcuka. [lpencraBnsercs
YMECTHBIM TOApPOOHEE OCTAaHOBUTHCS HAa KAXKIOW W3 yKa3aHHBIX
KaTeropui.

IlepeBoa coBEeTM3MOB MpPEACTABISET OOJIBIIYIO TPYAHOCTb, TaK
Kak OHHM OOJIaZ]al0T OYEeHb HACHIINICHHON KYJIBTYPHON KOHHOTAIMEH,
NepeAaroie HallMOHANbHBINA, UCTOPUUECKUN U COLUATIBHBIN KOJOPUT.
Kpome Toro, coBeTH3MBI HMEIOT YHHUKAIBHYIO CTHIUCTHYECKYIO
okpacky. HMmenno crmmctndeckne (B OONBIIEH CTENICHH, YeM
CEMaHTHUYECKHE) KOHHOTALMU COBETHU3MOB WMIPAIOT KIIOYEBYIO POJIb B
co31aHuu HenoBTopuMoro uanoctuis M. 3omenko. KpaiiHe cnoxHyto,
MOYTH HEBBITIOJHUMYIO 33Jady IMEpPeBOJia 30IIEHKOBCKUX COBETH3MOB
MEPEBOAYMKH pellaiy, NPUMEHAS camble pa3linyHble METOoAbl. YacTo
BCTPEUYACTCSl NEPEBOJ  COBETU3MOB  4epe3 aHIMNIMWCKUHA  SI3BIK.
IlepeBoaunKH MMONBICKUBAIOT AHTIIOSN3BIYHBIE SKBHBAJIEHTHI, OJIB3YSChH
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paHee CIOXHBIIAMHKCS U YK€ YCTOSBIIUMHCS B QHTJIHHCKOM SI3BIKE
COOTBETCTBHSMH  HJIM  00pa3ys  CIOBOCOYETAHHS HA  OCHOBE
3auMcTBOBaHMA. Tak, B MepeBOJe Ha XUHIH MOHIATHE YNpagoom
nepemaércst cioBocoueranneM bilding ke keyarsekar (awen. building
caretaker) [1, c. 52], acunmosapuwecmeéo — hausing sosaifi (awuen.
housing society) [1, c. 34].

benranbCkuii NEpPEeBOOYMK TAKXKE YacTO OTKa3bIBaeTCs OT
OCHTAILCKOTO 53bIKa B TIOJIb3y AHTJIHMUCKOrO, TepeaaBas COBETH3MBI
Yyepe3 3aMMCTBOBAHHBIC W3 AHIVIHMHUCKOTO SI3bIKA COOTBETCTBUSL:
ynpasdom — phlyatbarir keyartekar (anen. flat caretaker) [2, c. 9],
npeocedamens —phlyatbarir asosiyesaner presidens (awmen. flat
association president [2, c. 51]. JlamHbIii MeTom damie BCETO
IPUMEHSCTCSI TIEPEBOYMKOM B KOMOMHAIIMH C MOJYKaTbKHPOBAHUEM:
YacTh CEMAaHTHKH [EPEBOJUMOTO IMOHATHS — Tepenaércs —depes
AHTJIMKACKUH S3BIK, YacTh — Yepe3 OCHralIbCKUE SKBUBAJICHTEI.

Cam 1o cebe MeToq KalIbKUPOBAHUS TAKKE HAaXOIHUT
NpUMEHCHHE KaKk B XHHIM, TaKk W B OCHraJbCKOM IIEPEBOJIE.
[lepeBOMUMKH XHMHAW TEPENAIOT TOHATHE MPYy0osas KHUNCKA Kak
naukrz ka kagazat (ooxymenmsr no pa6ome) [1, c. 52]. B 6eHraascxom
HepeBONie cmeHHas 2azema TonydaeT coorBerctBue deoyal patrika
(cmennas 2azema) [2, c. 55], xonxoz —samabay pharm (o6veounennoe
xossticmeo) [2, . 68].

Takxke mepeBOTYNKH NPHOETAIOT K TeHEPATH3aI[MU U OIyCKAIOT
HEKOTOPBIE JJIECMEHTBI, KOTOPBIE OCTAIOTCS HUKAK HE TMEpeAaHHbIMU B
TEKCTE TEpPeBOJa, a TaKKe€ 3aMEHSIOT COBETHU3MBI HEHTPaIbHO
OKPAIlICHHON  JICKCUKOM Uit OOJIerdeHwss BOCHIPHATUS  TEKCTa
YUTATENISAMH, JATEKAMHA OT MMOHUMaHHsI COBETCKOM JEHCTBUTEILHOCTH.
B mepeBosie Ha XUHIM KOMMYHAIbHAs Je4eOHuya TPEBPAIIAETCS B
dispésarr (anen. dispensary) [1, c. 48], paiionnwiii medux 3aMeHSETCS Ha
dakrar (auen. doctor) [1, c. 48]. B GeHraapCcKOM TIEPEBOE MOHSATHE
nponemapckas dywa niepeaaercs ciopocoderanrem sadharap manuser
man (oywa ob6wiuHo20 yenosexa) [2, c. 51].

[pu mepeBojic HA XMHAW BaXKHBIE JUI IOHUMAaHHS COBETCKOM
JICHCTBUTEIBHOCTU CJIOBA, HE HMEIOI[HE AHAIOTOB B IMEPEBOJISIIEM
sSI3bIKE, MOTYT IEPEaBaThCsl B TPAHCKPHIIIUM, HAIPUMED, HINMAH —
nepmain [1, c. 234], cosexoz — safkhoz [1, c. 254], kommynarka —
kamunalka [1, c. 84]. B GeHraabCkoM MEpeBOJEC MOHITHE HIN TAKKE
nepenaaéTcst TpaHCKpUIIMEH — NeP — U cHabxaeTcst cHockoit: sobhiyet
rasgrer natun arthanoitik parikalpana (nosas oxonomuueckas
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nonumuxa Cosemckozo 2ocyoapcmea) [2, €. 41]. Cnenyer OTMETHTH,
4TO MEePEBOTIHK BCSIYECKH u3oeraer UCIIOJIb30BaHUS
KOMMEHTHPOBAHHOIO TIEPEBO/Ia TAKOTO THIIA, CTPEMSCh HE HArpyKaTh
TEKCT TEPMHUHAMH, HETOHATHBIMH HOCHTEISIM OCHrajJbCKOTO S3bIKA H
TpeOYIOUIMMHU TMOSCHEHUH. B 3TOM spKO NpOsBISETCS OTIMYHE €ro
NEePEBOTYECKOTO  3aMbICia OT CTpaTeruili IMepeBOAYMKOB XWHIH,
KOTOpBIC CTPEMSTCSl TIyO’Ke TIOrPy3uTh YHTATElIsS B COBETCKYIO
JCUCTBUTEIBHOCTh M TOpa3ao 0oJjice aKTHBHO IMOJB3YIOTCS MOJIEIIBIO
«TPAHCKPHIILHSI CO CHOCKOWY.

Takxe mepeBOAYMKAMH HCIIOJIB3YETCs MPUOITMKEHHBIA TEPEBOT
4yepe3 (YHKIMOHAIbHBIC aHATIOTH. [Ipu TiepeBoe HA XWUHIM MOHITHE
OVporcyll M ero MPOU3BOIHBIC, KaK MPABUIIO, MEPEIAKOTCS Yepe3 CIOBO
piljivad ~ (kanumanuzm); B OEHrambCKOM TaKKe HCIONb3yeTCs
(ounernueckuii BapumanT 5TOro cinosa: pujibad, wHampumep, B
6ypacyasnas kynomypa — pujibadi samskrti - (kanumanucmuueckas
kynomypa) [2, €. 60]. B To e Bpems B Ipyrux KOHTEKCTaX 3TO CIOBO
MOKET BBICTYIIATh AHAJIOTOM TEPMHUHA «KAHUTAIH3M». OUeHb yIa4HbIM
OpPEICTAaBIsIETCS  TepeBox  cioBa  Oyporcyunux  kak — Khokababu
(6apuonox) [2, ¢. 17]: cioso khoka (pe6EéHOK, MaTBUUK) B COUETAHHUHU C
babu (rocrommH) mTpekpacHO OTpakaeT KOHHOTAIMIO HCXOIHOTO
HOHSITHSL.

OtnenpHO cienyer paccMOTpeTh OBITOBBIC WU
STHOrpaUyYecKue peaauu, s Tepefaadd KOTOPBIX IMePEeBOTINKH
MOJIB3YIOTCSI CAMBIMHU Pa3HOOOPA3HBIMU METOJAMH. MBI OCTaHOBUMCS
Ha CaMbIX MHTEPECHBIX M3 HUX. B mepeBojie Ha XUHIU OYCHb yIauyHOM

(GYHKIMOHATEHON 3aMEHOMU IIPEACTaBIIIETCS COOTBETCTBUE
apucmokpamrxa — memsahiba [1, c. 38]. 3amena crpourcsi Ha
MPOBENCHUM MapajuleNid MEXIy PYCCKOM M HHAMMCKON HCTOpHEH.
ApHUCTOKpaTKka — TIPEACTAaBUTENIbHUIA BBICHIETO  JIBOPSHCKOTO

cocioBusi B 1apckoil Poccum, memsahiba —mpencraBurensHuIa
OpuraHckoro BhagsiuectBa B Muamu. B pesynabrate  Takoii
HEePEBOIUECKON TpaHCPOPMAIIMU B TEKCTE MEPEBOJIA MPOSIBIISIOTCS TE
’K€ OTCHUIKM K PEBOJIOLMOHHOMY IPOLLIOMY, KOTOPbIE, BEPOSATHO, H
3a[yMbIBJIMCh aBTOPOM B OpUTHHAJIE.

Takoke B EpeBOJIe Ha XMHIN BCTPEYAETCS TPAaHCKPUOUPOBAHHE
peanwmii: 6ananaika — balalgika. Tparckpurnmus cHabXeHa CHOCKOI:
rist iktara [1, c. 47], «pycckas skmapay». Dxmapa, wii ukmapa (ot ek
tara — «omHa CTpyHa») — OJHOCTPYHHBIH MY3BIKAIBHbBI HHCTPYMEHT
I0)KHOMHIMIMCKOrO  MPOUCXOXICHUS, TONYJISAPHBI B Hapoae M
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BBICTYIAIONIUN CUMBOJIOM HAapOJHON MY3BIKH B MHAMHCKOU KYJIbTYype
[3, c. 20], Tak e, kak Oananaiika — B pycckod. Takoe moscHeHHe
MOMOTaeT JOHECTH JI0 YHUTATENsl CMBICI PEaMU, HE BBOJS B TEKCT
KOMMEHTApHs JUIMHUX TMOAPOOHOCTeH. MeTon TpaHCKpUOMpPOBaHHS
peanuii ucnojib3yeTcs W B OCHTalbCKOM IEpeBOje: d8a camosapa —
duro samobharo [2, c. 13], pamamyu —rata tui (nanarakamer sabji diye
toiri ekta dis) (6n1000 us pasmnoix osoweti) [2, c. 41]. Ha nepBslii B3I
PYCCKOSI3BIYHOMY YHTATEII0 MOXET ITOKa3aThCsl CTPAHHBIM, YTO K
MEPEBOIY CIIOBA «CaMOBap» CHOCKH He JaETcsi, B TO BPEMSI Kak MepeBo.
ClIOBa «paTaryi» CcHaOKEH KomMMeHTapueM. OJHAKO C MOHSATHEM
«camoBapy» beHranms no3HakoMmiack yxe naBHo: B KammMupe pycckue
camMoBapbl cTanu u3BecTHBI 4epe3 MpaH um AdraHucraH ¥ TpPOYHO
BOIIUIM B OOWMXOJ, TMOCTENEHHO PAacCHpOCTPaHsSICh MO WHAWHCKOMY
cyokonturenty. Co BpeMeHeM camo CJI0BO «Samobhary Toxe Bomuio B
yIoTpebJeHne W 3aKpemmwioch B OCHraqbCKOM clioBape. Paratyi, c
JIPYrof CTOPOHBI, — OO0 (DPAHITY3CKOTO TPOMCXOXKACHHS, HE
HMMEIOIIIEE aHAJIOTOB B MHAUICKON KyXHE U u3BecTHOE B benranuu emgé
MeHee, yeM B Poccun. B TO BpeMs kKak Hpu MepeBojic Ha XWUHAW JUIS
cloBa camozon OBLT TIpUMEHEH (QYHKIHMOHAIBHBIN aHamor fharrd, B
OCHraJIbCKOM BapHaHTE HCIONB30BaHA TPAHCIUTEPALUS: HOAOVMBLIKU
camoeona — adhbotal samagan (noabymeiiku camoeona) [2, c. 33]. Tlpu
OTOM IMEPEBOAYMK HE TIOCHUTAJ HYXHBIM JaTb pa?”bHCH}IIOHII/If/'I
KOMMEHTapHi, CTpPEeMsCh TaKHUM 00pa3oM IMOTPY3UTh 4YHTAaTeNs B
KOHTEKCT COBETCKOW KyJIbTYPhl U MOMOYb €My MPOHUKHYTHCS JyXOM
SmoXu 3a CcY€T OoBJIaJcHHS crnernuduueckuM cioBapém. JlaHHoe
yHOTpe6HeHI/Ie HE ABJISICTCSA HOBOBBCJACHUEM IIEPEBOAYMKA: UMCHHO B
TaKOM BHJE CJIOBO S@M@gan XoTh W PEJKO, HO BCTpEYaeTCs B
OCHIraTbCKOM SI3BIKE B TEKCTaX O PYCCKOM KymbType. Kpome Toro, mis
'—II/ITaTeJ'IeI‘/JI, HEC 3HAaKOMbIX C OTHM IIOHATUEM, HE€ COCTAaBUT Tpyda
BOCCTaHOBUTH €T0 3HAYCHUE U3 KOHTEKCTA.

Take  OCHraJbCKUM  TEPEBOJYMK  KCIONB3YyEeT  METOJ
KOHKpeTH3anuu: cemeuxu — suryamukhir bici (noocoaneunsvie cemeuxu)
[2, c. 36]. Pycckoe ciioBo cemeuku HE TpeOyeT yTOUYHEHUH, TOCKOIBKY
M0 YMOJYAHHIO MOJPa3yMeBaET UMEHHO NOOCOHeuHble cemeyku. B To
e BpeMsi B OCHraJibCKOM camo 1o cebe cioBo DiCi o3HawaeT
Heche00HbIe 3EpHA, U U1 0003HAYEHHS CheOOHBIX 3EPEH UITH CEMSH
TpeOyercst KOHKpeTH3auus (Simer bici — eopoxosvie 3épna, 2opox).
[loutn Bcerma, BbIOUMpas MeXIy KOHKPETH3aLMEH M METOA0M
KOMMECHTHUPOBAHHOI'O II€pE€BOAA, IMEPEBOAUNK OT)IaéT MMpEANTIOYTCHHUEC
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KOHKPETH3AIllH, CTPEMSCh W30aBHTh YHTATENsl OT HEOOXOIUMOCTH
CTJI&KUBATh Pa3IMyYUs  KYJIbTYPHBIX KOHTEKCTOB CaMOCTOSATEIBHO
myTéM 0oOpamieHusi K CHOCKaM U TOSICHEHUSM. JTOU K€ LENH CIYKUT
MPUMEHEHHE B CXOXHX OOCTOSTENBCTBAX METOJa TeHEepaTH3alI[iu:
nonapuics 6 6ane — snan karla (nomwincs) [2, c. 33]. IepeBomunk
NPUHUMAET pellleHHe MOXEPTBOBATh pealinell «0aHm», MOCKOJIbKY OHa
YIOMHHAETCS aBTOPOM BCKOJIb3b M HE WTPAET 3HAYUTEITHLHOW PONIH IS
CIOXKETa pacckasa.

[lepenaya HCTOPHYECKHX pEATUH NPEACTABISET TOCTATOYHO
OOJBIIYIO CIIOKHOCTH M TPeOYeT OT MEepPeBOJYMKOB HAXOIIMBOCTH. B
MepeBofic XWHAW Ui OOO3HAYCHWS TOHATHS pesonoyuss MOXKET
OPUMEHSTBCS KaK Jiekcema XUHOM — Kranti, tak u cioBo apabo-
MEepCUACKOro  mpoucxoxaenus inglagb, B  Oomblimeit  cremeHu
ynotpebisieMoe B S3bIKE YpIy, YeM B XUHIW. B co3HaHWM HOCUTenei
WHIUUCKOH KyJIbTYphl OHO CBSI3aHO C PEBOJIOLHOHHBIM JIO3YHTOM
«inglab zindabad» («la 3mpaBcTByeT peBomonus!»). ABTOp 3TOTO
no3yHra — Xacpar MoxaHu, OOIIECTBEHHBIN U MOJUTHYECKUHN JesTelb,
Ooperr 3a He3aBUCUMOCTh VIHIMH ¥ TIOST, MICABIINI Ha SI3bIKE ypay [4,
c. 35]. K crnomy inqlab mepeBomguriku qar0T cHOCKY: ris mé 1917 mé hur
samajvadi kranti (coyuanucmuueckas peeonoyus, CRyHUSUIAACS 8
Poccuu 6 1917 2.) [1, c. 34]. Takum 0Opa3oM TPOBOTUTCS TapaAIIIENh
MEXy WHANHCKON UCTOPUEH HAIMOHAILHO-OCBOOOIUTENBHOM OOPHOBI
u wucropueit cranosienus CCCP, u npoOnemaTvika pacckasza
aKTyaJIM3UPYETCS NIl HHIUMNCKON ayTUTOPHH.

[lpu mepenaue HCTOPUYECKUX peTMH Ha OCHTabCKHH S3BIK
NEepeBOYMK  dYamle  BCero  OTHAéT  MPEANOYTCHHE  METO.Y
(GYHKIIMOHAILHOM aHATIOTUH: MyJHcuk — Casa (semaedeney) [2, c. 34].

Slpkoe pacxokIeHWe CTpaTermidi XWHAM ¢ OCHralIbCKOTO
MEPEBOIYMKOB WILIIOCTPUPYET CIEAyIOIUNA mpuMep. BeTpedaromeecs B
TekcTe ynoMuHanue bynéHHoro B OeHrajapCKkoM mepeBojie ocTaércs 6e3
nosicHeHui: Hedapom 6 ceoe epems mosapuuy byoennulii 60CKIUKHY !
«H 6csi-mo mawa orcusHb ecmv Oopvbay. — emani emani kamred
budiyenni balenni — amader puro jibaniai ekra samgram (nwe sps
moegapuwy byoennviil ckasan: écsa Hawa dxuswb — 6opvboa) [2, c. 54].
[IpuBenénnas B OpUrHHAIBHOM TEKCTE LUTaTa — CTpOUKa M3 «Mapima
Bbynennoro», Boennoro mapina KpacHoit ApMun, o4eHb W3BECTHOTO B
CCCP. IlepeBoauuK OTKa3bIBACTCS W OT QJANTallMM ATOW LUTATHl B
XYAO0KECTBEHHBI TEKCT, M OT €& KOMMEHTHPOBaHHsS BHE TEKCTa,
MOCKOJIbKY 3aJIOKCHHBIE B JIAHHOW peajldyd CMBICIBl HE HWMEIOT
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CYIIECTBEHHOI0 3HA4Y€HUSI B KOHTEKCTE paccKkasza: MpUBEAEHHON
¢pazoii M. 3omieHko 3aBepiiaeT pacckaz «He Bce moTepsHO»,
UCIIONB3ysl €€ B KAyeCTBE IMPHUCKA3KH, HE HMEKOIIEH CephE3HON
CMBICIIOBOM Harpy3ku. B TO e BpeMss B CXOXEW CHUTyaluu
MEPEeBOAUYNKH XUHAM JAIOT TOACHUTENBHBIM KOMMEHTapui: ¢
6yoennosckumu ycamu — Kamandar bujioni ke jaisi mucho vale
(kamandar bujioni — rasi kranti ke sar-vir) (¢ ycamu, kak y
Komauoyiouezo byoennoco (Komanoyrowuu byoenmnvii — 2epoti
pycekoi pesomoyuu)) [1, c¢. 239]. B naHHOM ciydae JHYHOCTH
BynenHoro Takxke HE UIpaeT CYLIECTBEHHOM pOJM B KOHTEKCTE
pacckasa, ¥ ero uMs yHoTpeOisieTcss Kak HapunarensHoe. MHTepecHo,
4T0 «OYAEHHOBCKHE YCB» BIIOJIHE MOXHO OBUIO OBl IEpeBecTH
ONHcaTeNbHO, HE BKJIIOYas B TEKCT OTCHUIKY K BHEIIHOCTH byaéuHoro,
C KOTOpOM HMHOMHCKUHA YUTATENb SIBHO HE3HAKOM M MO3HAKOMUTHCS C
KOTOpOM MNpUBENEHHBII KOMMEHTApUd HE momoraeT. TeM He MeHee,
MEPEBOAUNKH XUHAN PEIIMIN HE OTCTYIMATh OT aBTOPCKOT'O CPaBHEHMUS,
npeajarasi YUTATeN0 MOCMOTPETh HAa XYAOXKECTBEHHYIO PEalbHOCTh
Mupa M. 30IIEHKO «HM3HYTpW». DeHraiabCKuii NEpEeBOJUHMK K€ B
MPUHIIMAIIE OTKA3bIBACTCSI OOBACHATH YUTATEINIO, KTO Takoi ByaéHHbIN,
U TEM CaMbIM JOCTHUTAET TOTO ke AP QPeKTa MOrPYKEHHs YUTATENIS B
aBTOPCKYHO0 peanbHOCTh. TakK, peaau3alus ABYX Ha IMEpPBBIA B3IJIAI
MPOTUBOIIOJIOKHBIX ~ CTpPAaTerMid WHOTAA  TPEACTaBISIET  CXOXKHE
pe3yabTaThI.

O®pazeonoruss — Hauboylee spKas M JKWBasg 4YacTb CIOBapHOTO
cocrtaBa JIO00TO fA3bIKa. DPa3eoqOru3Mbl OTINYAOTCS HAIIMOHAIBHBIM
CBOE00Opa3HeEM H HKCIPECCUBHOCTBIO, BBIJICNISIOTCS CBOMMHU (QYHKIUSIMU
B SI3BIKE M PEYM M TOTOMY TPeOYyIOT 0CO0Oro MojXoja B Tpoliecce
nepeBona [5, c. 143]. TlepeBomunkam peaKo YAaBalIoOCh MOa00paTh
(bpazeonoruueckie SKBHBAJICHTH. B paccMaTpuWBaeMbIX —S3BIKOBBIX
napax (hpa3eosIOTHYECKUX IKBHBAJICHTOB HEMHOTO, HX (paseosorus
CYIIECTBEHHO PAa3JIMYaETCs, MOCKOIbKY Pa3IU4aroOTCsl MPUPOJHBIE U
COLIMOKYJIBTYpHBIE YCIIOBHS, B KOTOPBIX CYIIECTBYIOT PYCCKHH, XUHIH
1 OCHraJIbCKUH A3bIKK. TeM He MEHee, B HEKOTOPBIX CIIydasiX MePEeBo/I C
MOMOIIBI0 YACTHYHBIX ()Pa3eoJOrMYECKUX 3KBHBAJICHTOB OKa3bIBAJICS
BO3MOXXHBIM. OTO MOYHO MPOWLIIOCTPUPOBATH  CIEAYIOUIUMHU
npuMepamu. B mepeBojie Ha XMHIW BBIPAKEHUE HoOenesl ynpagoom
nepemaercs kak keyarrekar ekdam pila pad gaya (ynpasoom
coseputenio nobneonen) [1, c. 52]. B OeHramnbckoMm TmepeBoje
BCTPEYAIOTCS KaK TMOJHBIC, TaK W YaCTHYHbIE (Ppa3eoorHyecKue
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OKBUBAJIEHTHL: npuzpen s 3mero — ami Sap puschi (z svipacmun smero)
[2, c. 13], u orcueém, kax naouwax — ar badsar mato thakte laglen (u
cmarn dcums, Kaxk naouwax) [2, c. 42]. B nanHoM citydae npu mnepeBo/ie
HCYe3aeT CTWIMCTHYECKAas OKpacka OpHIHHAIA, IOCKOJIBKY B
OCHTAILCKOM si3bIKe CIOBO D@dsa oTHOocHTCS K TUacTy HEWTpalbHOM
JICKCUKH.

Bobiie cBOOOIBI 1715l TBOPYECTBA IEPEBOTINKOB MIPETOCTABIISIET
meron (paseosornveckoi aHamorud. s mepeqadd  BBIPAXKCHUS
Yoapuia mHe Kpogb 8 20108y TIEPEBOUMKN XHHIU TON00palld KpaiiHe
YAAQUHBI aHaJOr CO CIOBOM Parad — pmyms, KOTOPOE B XHHIU
UCIIOJIB3YEeTCS B COCTaBE YCTOWYMBBIX BBIPAKCHUH, OIMUCHIBAIOIINX
YyBCTBO 3JIOCTH: Merd para asman par ja pahunca tha (so mme
3aKunena spocms, 00CIL. PMymb 60 MHe NoOHsLack 0o Hebec) [1, c.
40]. Kpome »TOro, MOXHO TIPHBECTH CIEAYIOIIHAE IPUMEPHI
(bpa3eosOrHUeCKUX aHaIOTHi: Obi1 ommeuen cyovbol — (ismat ne
mere sath khel khela (0oca.: cyovba cviepana co muoii 6 uepy) [1, c.
34], 2naokoe mecmo — na tin mé na terah mé (6ecnonesnas, docn.: Hu 6
mpu, nu 6 mpunaoyams) [1, c. 38]. TlepeBogunk OeHramu TaKxKe
HOJIB3YeTCSl METOIOM (hPa3eoJOruuecKON aHAIOTHU: @ OH U 6 YC He
oyem — Kintu se bherie pareni (o on ne ciomancsa) [2, c. 9], ne ynau
oyxom — hal chere dila na (ne 6pocunu pyaw) [2, c. 66], omwuna — jhere
phelechi (copocuna) [2, c. 76].

TeMm He MeHee, BO MHOTHX CITy4asix MePeBOAYMKAM MPUXOIUIOCH
npuberaTb K ONMUCATEILHOMY MEPeBOAY (pPa3eoOrHUECKUX CIUHUIL
Tak, BEIpOKCHUE KOm HANIAaKal B IEPEBOJIC HA XUHIM TepeIaeTcs KakK
bahut h kam (ouens mano) [1, c. 40]. B 6eHransckoM rmepeBojie Takke
NPUMEHSIETCSI OTUCATENILHBIN METOI: KaK nums oame, cogpai — eta thik
ye, mithye balche (3mo mouno, umo nenpasdy cxazan) [2, c. 25], ¢
maxkum upodosvim xapaxmepom — eirakam atyacari loker sathe (c
maxum oecnomuynbim yenogekom) [2, c. 55].

Ilpu nmepeBoge  (Gpa3coNIOTHUSCKUX  CAUHUI]  HEH30EHKHO
BO3HHKAIOT HETOYHOCTH W OMIMOKH, TaK KaK MaHHBIH IUIACT JICKCHKU
NPE/ICTABIISIET OTPOMHYIO CIIOKHOCTB JUIS TIepeBoja. B 3Tom cmbicie
HauOOJIBIIUI ~WHTEpeC TPEICTABISACT CICAYIOUMH IpuMep U3
OCHraIbCKOTO MepeBosia: Bonoknem ezo, 6pamuwiku, na ceno. Tam u
konywl 6 8600y. — bhaisab, eke grame niye yaoya yak. tarpar jale dubiye
deba. (Bpamuyul, 6edém e2o 6 depesnio. A danvuue 8 6o0e ymonum) [2, c.
22]. BripaxkeHue «(crpsaraTth) KOHIBI B BOIY» 0003HAYaeT COKPBITHE
YIUK KaKOro-muOo MpeaoCyANTEIbHOrO WM MPECTYITHOrO ACSHHS, a
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TaKkKe M30eKaHHEe Haka3aHus 3a copesHHoe [6, c. 361]. IlepeBomuunk
K€ TIOHUMAET 3TO BhIpaKeHHE OYKBaJIbHO. BO3MOXKHO, MPUUNHO 3TOM
OMMOKH cTalla 0JJHa M3 TUTIOTE3 ITUMOJIOTHU JaHHOTO (hpazeornornsma,
COTJIACHO KOTOPOH €ro MpOHCXOXJICHHE CBSI3aHO CO CIOCOOOM Ka3HH
nyTéM yToIUieHHud. He Bce JMHIBHUCTBI COTJIACHBI C 3TOM THIIOTE30M,
OJTHAKO €TMHOTO MHEHHMS 10 3TOMY BOIMPOCY IIOKa HE CIOXKMIOCH: TakK,
B akajgeMuyeckoM «boybnioM (pa3eolorudyeckoM cioBape PyCccKOro
S3bIKA»  TPUBOJUTCSA  emE JBa pas3HBIX  MPEAMNOJIOKEHHUS O
MPOUCXOXKICHUN NaHHOW (pa3bl. Tak WM WHAYe, TIAroyl «yTOIHUTHY
HUKOUM O0pa3oM HE MOXKET CYHUTAThCS OKBHBAJICHTOM JAHHOTO
BBIPKCHHS.

Hexoropas 4acte ¢pa3eosornyeckux eIWHHIl  OCTaeTcs
HETepeJaHHON M OIyCKaeTcs MpH TepeBojie, Kak B XWHAW, TaK U B
OCHraIbCKOM TEKCTE.

[lpu mepenadye WHBEKTUBHONM W OpaHHOW JIEKCHKH OCHOBHOM
3ajjaueil TMepeBOAYMKAa MOXKHO CYHTATh TOMCK (YHKIMOHAJIHHBIX
aHaJIOTOB, HECYIIUX COOTBETCTBYIONIYIO OPWUTHHAIY 3MOIIMOHAIBHO-
OIICHOYHYIO  HArpy3ky ¥  BBbI3BIBAIOIIUX  COOTBETCTBYIOIIMH
SMOILMOHAIBHBIA OTKIMK y HOCHUTENICH MepeBOASALICTO S3bIKa. JTHUM
MPUHIMIIOM PYKOBOJCTBOBAJKCH TepeBOAYMKH M. 30IEHKO Kak Ha
XUHIW, TaK U Ha OEHranbCcKuil s3pIK. OCHOBHOW WX CTpaTerued crai
UMEHHO TIOWUCK (QYHKIIMOHAJIBHBIX aHAJOrOB C IENbI0 aJanTHpOBaTh
TEKCT OpUTMHaja K MHAMWCKUM PeausM U, B YACTHOCTH, K peausM
MIEPEBOJIAINETO SA3bIKA. Peamu3sariuio 3Tol CTpaTeryu B MEPEBOIE XUHAN
MOYKHO TPOWLIFOCTPHPOBATH  CIEAYIONIUMH — MpUMEpaMH:  uépm
napuuesiii — gadha kahika (ocen nesuoannwni) [1, c. 32], moimpa —
chachandar (xpeica) [1, c. 59], uépmosa oypa — bevakif kambakht
(oypa necuacmnuasn) [1, c. 108], b6apaner — bheré ke revar (cmaoo
6apanos) [1, c. 154]. Kpome »sTOro, I Tepedadyd HEKOTOPHIX
HanboJiee 4acTo yMOTpeOUTENbHBIX B OPUTHHAIBHBIX TEKCTaX CJIOB U
BBIPOKCHUHA TEPEBOUMKHA XUHIU MOMO0paId CTAHIAPTHBIC 3aMCHBI.
Tak, HanpuMep, BBIPAKEHHUIO CYKUH CbiH Yallle BCETO COOTBETCTBYET
sala (pexe —kutte ki aulad (cobauve ompoowe)), cnoBam noorey u
ceonous — kaming. Hepemko mnpu mepeBojc WHBEKTHB Ha XHWHAM
HPOUCXOJUT CMATYCHUE IKCIPECCUBHOM OKpacku: noodroea — bevakif
ladki (aaynas oesuonxa) [1, c. 32], deppmo — kabad (pyxnsow) [1, c.
204].

IIpun mepenavye WHBEKTHBHON JICKCUKM Ha OCHTANbCKUHN SI3BIK
MEPEeBOTYMK TakXkKe YAeIsT ocoboe BHHMaHWe IMoa0opy Haubolee
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TOYHBIX II0 JKCIPECCHBHONW OKpacke (PyHKIMOHAJIbHBIX aHAaJOIoB.
3amMeTHO npeodiaganue B OCHralbCKOM TEKCTe JekceM Sala u saytan u
UX TPOU3BOJHBIX, KOTOPBIE B 3aBHCUMOCTH OT KOHTEKCTa MPHHUMAIOT
camble pa3Hble 3HaueHus. [lepeBoqunk paboTaer ¢ HUMH, IIOMEIAs UX
B pa3HOE JIEKCHYECKOE OKpYXEHHE, C IOMOIIBI0 KOTOPOTO
PEryaupyIOTCsl OTTCHKH 3HAYCHUH M KOHHOTAIMU: Opamey-nooney —
saytan bhaita (speownwrii 6pamey) [2, c. 15], no noonocmu ceoeii —
saytani kare (coenae noonocms) [2, c. 16], nesanas mopoa — sala matal
(ceonouv-nvsanuyea) [2, c. 35]. J1ns nepenaun BoIPaKSHUS «CYKUH CBHIHY
NEPEBOMYMKOM YCTOMYMBO HCIOJB3YETCs CIOBOCOYETaHue Kuttar
bacca [2, c. 22, 55], omHako 3TUM CIIOBOCOYETAHHEM MOTYT
nepenaBaThes U APYrue MHBEKTHBBL: cyka cmapas — Kuttar bacca [2, c.
23]. OnHOBpeMEHHO MJii BBIPAXEHHS WHBEKTHUB HCIOJIB3YIOTCSI H
rpaMMaTU4ecKue CPeACTBa OEHIalnbCKOTO SI3bIKA, TAKHE KaK CTEICHb
cyOOpIaMHAINM MECTOMMEHHWI M TiaronoB. KpaifHe peako ciydaeTcs
ociabieHue MHBEKTHB mpu nepeBoze: xaem — gali dicche (pyeaem) [2,
c. 23].

Jlexcukomornyecknii aHaM3 TEPEeBOAOB TOKa3aJl OOIIHOCTH
CTpaTETHii, UCTIONB3yEeMBIX IepeBoaunKamMu M. 301IeHKO: KaK B XHUH/IH,
TaK W B OCHTaJbCcKOM  TIEPEBOAE  MPHUMEHSIOTCS  METOJBI
TpaHCIUTEpalny, KaJbKUPOBAHUS u MIOJTyKaJIbKUPOBAHUS,
(GYHKIMOHAIGHOW — aHAJIOTHH, TEHepallM3allil W KOHKpPETH3allu|,
POJIOBUIOBOI 3aMEHBI, a TAK)KE 3aMMCTBOBAHHUS M3 aHTIIUICKOTO SI3bIKA.
IlepeBogueckue cTpaTeru pacxodsTcsl B BOIPOCE NPUMEHEHHs METOAA
KOMMEHTHPOBAaHHOTO ImepeBoja. JlaHHBII METOA OYEeHb AaKTHUBHO
UCTIONIb3YETCs TIEPEBOTYMKAMU XUHIM U KpailHe pelko MPUMEHSETCS B
OCHIaJIbCKOM IIEPEBOJIE.

CrenyronM 3TarnoM HMCCIIEAOBAaHMA CTall aHAJIU3 CTPYKTYPHO-
CHUHTaKCUYECKOW OpraHu3aliy MepeBOIHBIX TEKCTOB.

B c6opHuK mepeBo1oB XWHAM BOIIIO 93 pacckasa, a B COOpHUK
OeHranbckux nepeBono — 20. OxHaKo pacckas3oB, MEpeBEAEHHBIX Ha
00a s3pIKa W BommeAmnux B o0a cOopHmka, Bcero 5. ComocraBieHue
JIAHHBIX TISTH PACCKA30B C MX XWH/IUA3BIYHBIME ITEPEBOIaMU TTOKA3aII0,
YTO TEKCT MepeBOoJa MO CPaBHEHHIO C TEKCTOM OpHIHHAIa MOXKET
YBEJIMUMBATBCS MOYTU /O MOJyTOpa pa3, B TO BpeMsl Kak OOBEM
OCHTralbCKUX TIIEPEBOJIOB, HANPOTUB, COKpAIIAICS WIH OCTaBaJCs
NpUONU3UTENFHO  paBHBIM  OpuUTHHAIBHOMY. (OOBEM  TEKCTOB
OTpeJiesIsuICs 0 KOJMYECTBY CUMBOJIOB 0e3 npobesioB.) B cBs3u ¢ atum
BO3HHK BOMPOC, B YEM INPHYMHA TAKOT'O CHIIBHOTO PACXOKICHUS, B
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Kakoll CTENeHH — O3TO PACXOXKJICHUE CBI3aHO C OCOOCHHOCTSIMH
SI3BIKOBOTO CTPOS PACCMATPUBAEMBIX SI3BIKOB M HE SBISCTCA JIM OHO
CIy4YalHBIM JIJIs1 PACCMOTPEHHBIX MSTH PACCKA30B.
Ha nmanHOM 3Tame ObIT MpOM3BENEH KONMMYECTBEHHBIH aHATN3 C
pacuIMpeHHON BBIOOPKOM, B KOTOPYIO BOIILTM BCE paccKasbl M3 000MX
cOopHukoB. bbuto ompeneneHo oTHomeHHE 00BEMa TMEPEBOAHOTO
TeKcTa K 00hEMY OpHUTHMHANIA I KaXIOTO IEepeBeAEHHOTO paccKasa.
Pesynprarom amanmm3a ctanu cpefHue Kod(h(GUIMEHTH YBETHYEHUS
00B€Ma TEepeBOMHOTO TEKCTa: I XHHIUSA3BIYHOTO IEPEeBOJa 3TOT
koa(urment coctasmia 1,36 u msa 6enramsckoro — 0,98 (cm. puc. 1).

OerMHa.ﬂ 1 nepesogbl: COOTHOWEHWE obbémos
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Takum 00pa3oM, XHHAHUS3BIYHBIE MIEPEBOJIBI M0 00BEMY CYIIECTBEHHO

OTJIMYAIOTCS OT OEHIaJIbCKUX.
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OpUrMHan v Nepesoibl: COOTHOLWWIEeHWEe o6bEéMoB

000 - XHA N

N W opuvrnHan
roon 6eHrann
1000

"Cuactbe” "BTpamsae"” "Onepauua” "3anaansa"  "OnacHbie

Puc. 2

[Ipu Oonee BHUMATENBPHOM PACCMOTPEHHHM COIOCTABICHHBIX
TEKCTOB OBUIO J0Ka3aHO, YTO JaHHOE pa3iuyue He CBSA3aHO C
JIEKCHYECKHUMHU WJIM TPAMMATHUYECKUMHU OCOOCHHOCTSIMU SI3bIKa XWUHIIH.
Bely  BBIABIECHBI NPUHIMIHANBHBIE PACXOXKICHHUS IEPEBOJYECKHX
CTpaTeruu.

IlepeBoaurKM XUHAM aKTHUBHO MPUMEHSIOT MpPHUEM pacllupeHus
aBTOPCKOTO TEKCTa, B CBSI3U C YE€M B IEPEBOJIE YaCTO MOSBIAIOTCA
(parMeHThl, HEe UMEIOLINE SKBUBAICHTHBIX COOTBETCTBHH OPUTHMHAIY.
IIpumenenne  man”Horo  mpuéma  1a€T  OCHOBAHMSI  CUMTATh
XUHIVSI3BIYHBIA TIepeBoji cBoOoaHOW amanranmed. llepeBomueckast
ctparerust P. Cakcena m C. CamHm ObIna ompejeneHa HE TOJBKO
BHYTPUTEKCTOBBIMH, HO M JKCTPAJMHIBUCTHYECKUMHU (HaKTOPaMHU.
I'maBHBIM M3 HHX CTajJla KOMMYHHUKAaTHBHAas L€Jb CO3/1aBa€MOro
nepesoga. IlepeBogUMKHM MOCTaBHIM CBOEH LENBIO  aJalTalHIo
XYJIOKECTBEHHOIO TEKCTa OpWUTHHANAa K TOH pEalbHOCTH, B KOTOPOH
CYIIIECTBYIOT ajzpecartbl nepeBoaa. Takum obpazom,
chopMynupoBaHHasE B NPEAUCIOBUH K COOPHUKY LIENb MEPEBOTIUKOB,
CTpPEMHBILIMXCSI 00J€Yb TEKCT IMEPEeBOJA B IPHUBBIYHYIO HOCHTEISAM
XUHIM XYJI0KECTBEHHYI0 (OpPMYy U aJalTHPOBaTh €ro K WHIUHCKOM
JIMTEPATYPHOU PEAIBHOCTH, OKA3bIBAETCS BBIIIOJIHEHHOM.

IlepeBon  paccka3zoB  30MIEHKO Ha  OEHTANbCKUU  S3BIK
XapaKTepU3yeTCsl CTPOMHOCTBIO UM  BBIBEPEHHOCTBIO CTPYKTYPHO-
CHHTAKCUYECKOH  OpraHu3allny. OnymieHre  CHHTaKCHYECKHX
3JIEMEHTOB aBTOPCKOT'O TEKCTa BCTpeuYaeTcsi B OEHTralIbCKOM IIEPEBOJE
JOCTaTO4YHO PEOKO, a pacliupeHHe TeKCTa U J00aBJICHUs, He
HaXOJsIIMe COOTBETCTBHHA B OpPUTHHAJE, HE BCTPEUAIOTCS HUKOT/A.
IlepeBogunk O. bormomamnxaii ciaemayeT 3asBICHHBIM B MPEANCIOBUN
LENsSIM, COXpaHssl aBTOPCKYIO CTHJIMCTHKY TE€KCTa M B TO XK€ BpeMms,
n3beras OykBajgu3Ma IIpU [EPEBOJIE aBTOPCKUX CHHTAKCHUYECKUX

Konmuectso cumsonos
H
H
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KOHCTPYKITHIA, YTO MO3BOJISIET COOIOIAThH OallaHC MEXTY HEOOXOIIMOM
SKBUBAJICHTHOCTHIO MIEPEBOA U KUBOCTHIO €r0 S3bIKA.

IIpoBenéHHBIN aHATW3 IEPEBOJOB paccka3zoB M. 30IIeHKO Ha
S3BIKM XWHIW W OCHTAM Jaj IeHHYI0 HH(QOPMAIMIO O CTPaTeTHsix
MPEOOJICHUS TICPEBOMYCCKUX TPYMHOCTEH, a TaKkKe OOHApyKUI
MEXaHU3MBI, [0 KOTOPBIM MPOUCXOAUT afanTarus nepeBoaa. Kpome
TOTO, B TIPOIIECCE MCCIIEIOBAHNS B 3HAUUTEIHHON CTETIEHH PAaCKPBLIOCHh
MOHATHE TIepEeBO/Ia KaK MPOoIecca MeXKYITbTYPHOH KOMMYHUKAITHH.
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A.N. Epmonuna, Poccus

[IpoGiems! iepeBoa OEHTaIBLCKOTO
HIECEHHO-TIOATUYECKOTO (DOIBKIIOPA HA PYCCKHH SI3BIK

Annomayus. TlecHU JOJOYHWKOB, OXaTHSIM W IIApH, MOSBUINCH B
peruone benramns (banrnagem u mrat Uunuu 3anannas benranus), notomy
YTO >KM3Hb HaceJIeHNs OblJIa Hepa3phIBHO CBs3aHa ¢ pekamu. Co BpeMeHeM 3TH
HapoJHO-NIpo)ecCHOHANBHBIE TECHH TPHOOpPENN MOMYJISIPHOCTE W CTaIH
BR)XHOH YacThI0 OEHTalbCKOro KyJbTypHOTO Haciemus. Ha mpumepe mecen
OEHraIbCKUX JIOJI0OYHUKOB IPEJICTaBIEHbl Mpo0ieMbl nepeBosa (obKIopa ¢
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F0’)KHO-a3MATCKUX SI3bIKOB HA PYCCKHH s3bIKk. HeBepHO 3ammcaHHBIA TEKCT
MECHU, OTCYTCTBHE HEMOCPEIACTBEHHOIO KOHTAaKTa C  HCIIOJHUTENEM,
JUaNICKTHAs JIGKCHMKa — HEKOTOphIE M3 MpoOJieM mepeBoaa (OIBKIOPHBIX
MEeCEH.

Kniouesvie cnosa: 0XxaTusiay, mapu, MECHH OCHTalbCKHUX JIOJOYHHKOB,
OeHTambCKUi (DONBKIIOP, TPYAHOCTH IEPEeBOa HAPOIHBIX ITeCEH

Arina I. Ermolina, Russia

Problems of translation
of Bengal song-poetic folklore into Russian language

Abstract. The boatmen's songs, bhatiyali and sari, emerged in the
Bengal region (Bangladesh and India's state of West Bengal), because the life
of its population was linked with the rivers. Over time, these professional folk
songs gained popularity and became an important part of Bengali cultural
heritage. The issues of translating folk songs from South Asian languages into
Russian language are illustrated with the examples of the songs of Bengali
boatmen. Incorrectly written lyrics, missing of direct contact with the
performer, dialectal lexicon are some of the issues of translating folk songs.

Keywords: bhatiyali, sari, songs of Bengali boatmen, Bengali folklore,
challenges in translation of folk songs

IlepeBon TekcToB  (PONBKIOPHBIX NpPOM3BENCHUN Tpedyer
0coboro mosxosa, mepeaarh Ha HHOCTPAHHOM SI3bIKEe BCe OOraTcTBO M
rnyOuHy (OJBKIOpAa MOXET CTaTh CIOXHOH 3ajadeld Jgaxke st
OMBITHOTO mepeBoAuuka. IIpoGiembl mepeBoaa ¢osbKiIOpa ¢ OKHO-
A3MATCKHX SI3BIKOB HA PYCCKHH SI3bIK B 3TOW CTAThe MPEJICTABICHBI HA
npruMepe TEKCTOB OEHTaIbCKUX HAPOJHBIX TMECeH OXaTHSIM WU MIAPH.
CraTpsl HamycaHa 10 pe3yjbTaTaM IPOBEACHHUS COMOCTABUTEILHOTO
aHamM3a KIIOYEBBIX ACHEKTOB OXaTHAIM M ILIapd Ul BBITYCKHON
KBaJM(pUKaMOHHON paboThl. B Xo/e uccnenoBanus ObUIO MEpeBEICHO
27 meceH OXaTHsTM M 8§ TeECEH IIapu M3 COOpPHHMKAa OEHraJIbCKUX
HapoaHsix ieced C. Mykxepmku u LII.M. Bxorrayapmko [1].

Pekn 3aHuManm BaKHOE MECTO B JKU3HH HACENICHHS PErroHa
benramus (bamrmamem w mrat Wemnn 3anagHas benramms), Ha
Oeperax JIOIU MPOBOIMIN OOJIBIIYIO YacTh BpeMeHH. BomoeMsl Obun
MECTOM JUIsl pabOTHhI, OT/IbIXa, COPEBHOBAHHI U TIPa3HUKOB, PUTYAJIOB,
pEeKH OBUIHM OCHOBHBIMU TPAHCIOPTHBIMH MYTSAMH. [lOSBHWINCH Tak
Ha3blBaeMble MECHHU JIOJOYHUKOB, OXaTHsIM M mmapu. McmomHurenn
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BBIP@)XAJIM B HUX CBOM NEPEKUBAHUS U PEIUTHO3HBIC NPEACTaBICHHUS.
Co BpeMeHeM 3TH HapOAHO-TIPOQEeCcCHOHANBHBIE TECHH, OCOOEHHO
OxaTusany, OpuoOpeny MOMyJSAPHOCTb M CTald Ba)KHOM YacThIO
OCHIaJbCKOrO KyJIbTYPHOI'O Hacienus: JIOAW HAleBalOT MX BO BpeMs
pabOThI; MECHU BCTPEUAKOTCS HA Palio U B KMHO [2, C. 3].

HazBanue 6xamusiu mepeBOAUTCS KaK «HAIpaBICHUE TCUCHHS
pekm» [3, €. 963]. JlomoyHWKH TeaM WX, KOTJA CYAHO IUIBUIO IO
TCUCHHUIO, © MOXHO ObUTO OTIOXHYTH [4, C. 113]. TlecHu oTnuvarTCs
JUPUYHOCTBIO, Ui M300paKeHUs] UYYBCTB M OMOLMUH TepoeB
UCIIOJIB3YIOTCS OMNMCAaHUs TNPHUPOAbl. YacTele CIOKETHl OXaTHsIM —
nepenpaBa BO BpeMms mTopMa uin oxuganue Kpumael Panxoii.
Jlupuuecko TrepoMHE CBOMCTBEHHBI 3aJyMYHMBOCTh, ITOKOPHOCTb,
YyBCTBO HOCTanbruv. MoHomoru Panxu, obOpamenneie k Kpuiine,
BBIPOKAIOT TOCKY 4e€JOBeKa, uimymero Oora. Menoguu Oxatusiim
ME/JICHHBIE, TIepEeNBAIOIINECS, HACTPOCHHE WCIIOJNHEHUS TeYaNbHOe.
TpaauIIMOHHO JOAOYHWKM HWCIONHSUIM WX B OJWHOYECTBE, celvac
MECHU MOTYT CONPOBOXKIATHCS HAPOAHBIMU CTPYHHBIMH U YAAPHBIMU
MHCTPYMEHTHI.

HasBanme wapu MOXHO TEPEBECTH KaK <JIMHUS), «PSI»,
«urepenray [5, €. 852]. I'peOipl MOT PUTMHYHBIC TMECHU IMIAPU
BOBpEMs TOHKM Ha JIOAKaX, 4YToObl paboTaTh CIaKEHHO H C
ynoBoJibcTBHEM [6, C. 52]. CroxkeT TpyI0BbIX MIECEH YacTO KOPOTKUH U
JUHAMUYHBINA: TIPOCK0a O MepenpaBe Yepe3 PeKy WM Iepenpasa 4epes
OypHbIe Boabl. sl TMpHYECKON TepOMHHM LIapu XapaKTEPHO YIOPCTBO,
CUJIa, pEIIUTENIbHOCTh. Pagxe B Imapu HE 4YYyXKIbl XHTPOCTh M
NMyKaBcTBO, Kak u KpumHe. Pudma B mapu yacto oTcyTcTBYeT, Mpu
3TOM 00s3aTelieH YeTKUH pPHUTM, KOTOPBIH IOMOTAIOT CO31aBaTh
CHenXaIbHbIE MEXIOMETHS U yAapHbIE HAPOAHBIE HHCTPYMEHTHI.

PaGota Haj mepeBOJOM TECEH JIOJJOYHUKOB C OEHTalIbCKOTO
A3bIKA HA PYCCKUI OKa3ajach CIIOJKHEe, YeM Mbl OXuganu. TpyaHocTn
ObUIM HE TOJIBKO B TOM MOAOOPE HYXKHBIX CJIOBA Ul NIEPEBOAA, HO U B
MOHUMaHWUU OPUTHHAILHOTO TEKCTA.

Bo-mniepBbIX, MHUCHEMEHHBINA MEPEBOJ MpeanojaraeT Mmox coooi
TOJIBKO TEpPEeBOJl TEKCTa, NPU 3TOM TaKHE ACHEKThl (HOJIBKIOpa Kak
KOHTEKCT HCIIOJTHEHUS, MEJOAMKA, MY3bIKaJIbHOE CONPOBOXKICHHE
ocTaroTcss 3a paMmkamu nepeBoaa. bopuc Huxonaesuu Ilytunos B
pabore “Donpkiaop M HapoxHas KyJbTypa’ OTMEYaeT, 4TO JaXe B
npolecce MOJEBBIX MCCICAOBAHUH (OJIBKIOPUCTHL  (HUKCHPYIOT U
aHAJM3UPYET MCIOJHEHHE MOBepXHOCTHO [7, C. 114]. Jlns momHOTrO
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nepeBoJia HeOOXOAMMO YYUTHIBATh HE TOJBKO TEKCT, HO U OCTAIIbHBIC
acmekThl (ONBKIOPHOTO Tpom3BeldeHHA. He crmeayer ucciemoBatb
TEKCTHl TECEH TOJNBKO C TOYKH 3PCHUS JIUTEPaTypPOBEACHHUS,
HEOOXOJIMMO paccMaTPUBATh TEKCT BMECTE C MEJOJUCH UCIIOHEHHS,
MY3BIKQIBHBIM CONPOBOXKICHNEM, 00CTOSTEILCTBAMH BBICTYIIJICHHUSI.

Bo-BTOpBIX, TEKCT OOJBIIMHCTBA MECEH W3 COOPHMKA, KOTOPBIH
BBICTYTAJ TJIaBHBIM HCTOYHHMKOM TEeKCTOB [1], 3amucaH Ha Ciyx, 4TO
NPUBOJUT K TIOSBJICHUIO OMHUOOK W HETOYHOCTEH B 3amHCAX. OTO
3aTpyIHSET MEepeBoJ]l ¥ MMOHWMAaHUE CIOKeTa MecHU. B Takom ciydae
HEOOXOIMMO HAWTU BapUAHTHI MECHU W UCIIOJIL30BATh WX JUIS MOUCKA
ommOOK, UYTO He Bcerga ObiBaeT 3(h()EeKTUBHO MM BO3MOXKHO. MHOTIA
MPUXOAUTCS JOMOTHSITH M UCIPABIATH TEKCT TIECHU, OPHEHTHPYSCH Ha
3allUCh €€ WCIIOJHEHHS: COBPEMEHHBIC CTYAWWHBIE ayauo3aIliucH,
BHJIE03aNCH KOHIIepTOoB. B mecHe “YnoBas Ha Tebs” (tomar nam laiya
dharilam) BcTpewaroTcst cTpoku “tumi dubiye ullus nadire//thai dila
machér udare...”. CnoBa ullus, dila nepesectu He ynamocs. B
ayJMo3anucsax 3BYYaHHE COBIAJAaeT C TEKCTOM, BO3MOXHO OTO
JTNATICKTH3MBI.

Croutr OTMETHTh, y (OJBKIOPHOTO MPOU3BEACHHUS HET
OPUTHHAIILHOTO TEKCTa M €r0 BapUAHTOB, KAKIOE HCIIOTHEHUE TIECHU —
3TO aKT e¢ CO3AaHus. Y MECHH eCTh HEKOE SIPo, THOKUI M1aH, OTIINYHUS
MOTYT OBITh B KOJUYECTBE CTPOK, DIIEMEHTaX CIOXKETA, UCIOJIb3YEMbIX
cioBax [8, c. 117-118]. [lecHu BAHSIOT APYr Ha Apyra, CIUBAIOTCS U
CMEIIUBAIOTCSA MEXTy COOOH.

B-TpeTbux, B TeECHAX JIOAOYHHUKOB BCTpedaercss OOJbIIoe
KOJINYECTBO JIUAJIEKTHBIX CJIOB W (OpM, UYTO TakxkKe 3aTpyTHSET
nonumanue. Hekoropele w3 3THX (OpM HeEJb3sl HCTONKOBaTh C
MOMOIIBIO CIIOBAPs, HEOOXOAUMA KOHCYJIbTAIUS HOCUTEINS SI3bIKA WIIN
KOHKPETHOTO JHanekra. B OXaTHsiM W mapu BMECTO HOPMAaTHBHBIX
dbopm crnoB “peka”’ (daripd) wm “‘cmenmaB” (kariyd) BcTpedaroTCs
JMaeKTHbIe BapuaHThl (daird), cnenaB (KOIre), MaKKCKHi BapHaHT
dopmer hoba — haimu (cmenaro), baisachi Bmecto baschi (cmxky).
Hekotopeie cioBa W NpeAIOKEHUsT HE YJAIOCH MOHATH MOJIHOCTHIO.
Hanmnune mmeH coOCTBEHHBIX (Ha3BaHHMA MAJICHBKUX DPEK, PaliOHOB)
TaKXe 3aTpyAHSIOT 1epeBoxa: kalidaher kulete (Ha Oeper pyku
Kamunoxwu), rdadharaman bale (roBoputr PamxapoMoH — BO3MOXHO,
COCTaBUTENIb HA3bIBAET CBOC UMS B KOHIIE NECHU), phalgun (Ha3BaHHE
Mecsia OeHTraabCKOTo KalleHnaps), madanaganga — Ha3BaHUE paiioHa B
Jlakke.
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B HEKOTOpBIX ciydasx HE HMOYyYaeTcs UCTOKOBATh MIECHIO, ECITH
HOCUTENb $3bIKa HE 3HAKOM C BEPOBAaHUSAMH U OOBIYasiMU. TeKCTHI
MECeH MOTYT OBIThb CBA3aHBl C TEICCHBIMH NPAKTUKAMH U
930TePUIECKUMH TPENCTABICHUAMU: B TiecHe “/lpyT, nait mHe ¢ueity”
(bandhu bdst dao mora hatete), Bctpedaetcst ctpoka kon randhrete
baiche ujan (B kakoe oTBepcTHe [(JICHTHI| TOAYTh, YTOOBI peka
MOBEPHYJIACH BCIIATH). [IIBITH MPOTHUB TEUEHHSI MITH MEHSThH MPUBBIYHOE
TEYEHHE PEKH, 3HAYUT U3MCHUTH MPHUBBIYHBIA XOJ XH3HU U CO3HAHHE
YeJIoBeKa C IMOMOIIBIO PENMTHO3HBIX MNPaKTHK. JTOT 00pa3 Takke
BCTpPEYACTCsI B IECHSAX 0ayJIOB.

Bce 3TO0 mpHBOAMT K TOMY, YTO B TIEPEBOJC U TOJKOBAHHH
HapOIHBIX TleceH ocTaloTcst Oenple msiTHAa. [lpu  mepeBoxe
(hOJIBLKIIOPHBIX MIPOU3BEICHUIN HE00X0AMMO KCIIOJIH30BATh
crenu(UIecKue METOJbl, MHOTHE TPOOIEeMbl MOXXHO PEHINTh C
IIOMOIIBIO TONEBBIX uccienoBaHui. bopuc Hukonaesuu Ilytunos B
MoHOrpaduu “MeTo0N0r s CPaBHUTEIBHO-UCTOPUICCKOTO H3YUYCHUS
¢dompkopa”  000CHOBaX  BaXXHOCTh  HCTOPHUKO-THUITOIIOTHYECKOTO
MeTona s (QONBKIOPUCTHKH.  [loJeBble  HCCIICAOBaHHA U
WCTIOJIb30BaHUE CPABHUTEIBFHO-UCTOPHYECKOTO METOJa MO3BOJISIOT HE
TOJIBKO PACIIMPUTh MaTepHan JJisi MEPeBOJa, HO M PEIIMTh MHOTHE
MPOOJIEMBI TIEPEBOAA.
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Kshama Dharwadkar, India

A critical study of Moliére's L'avare
and its Marathi and Konkani translations

Abstract. Literature and translation, two old companions, have been the
subject of many studies. Literary translation, in particular, plays an essential
role within cultures. In the case of French, Marathi and Konkani, languages are
alliances among themselves, they have cultures, expressions, etc., and it takes
a vast field of knowledge to overcome these difficulties and make translation
comprehensible and readable. This research analyses the Konkani and Marathi
translations of Moliére's L'Avare through various translation processes as well
as how the translators have adapted the French play as per the taste of the
Indian audience and also made it suitable to be staged making it relevant to the
Indian context.

Keywords: translation processes, source and target language, cultural
elements, adaptation, transcreation

Kmama JIxapsajkap, HMnous

Kpurtnueckoe uccnenosanue komenuu Mombepa «L'avare» («Cxkymnoii»)
U ero MepeBo/IOB Ha MapaTXy M KOHKaHU

Annomayus. Jlnteparypa M TepeBOA BCerna SBISIOTCS MPEAMETOM
MHOTHX HCCieoBaHMH. B 4acTHOCTH, XyHOXKECTBEHHBIH MEpPEBOI HWIPaeT
B)XHYIO POJIb B Pa3BUTHHM JIMTEPATypHl U KyIbTyphl. B ciryuae dpanirysckoro,
MapaTXy U KOHKaHM SI3BIKH MPEJICTABIIIOT COOOM COI03BI MEXIy COOOH, y HIX
€CTh KYJBTYpBI, BRIpaXEHHA W T.A. Tpelyercss oOmmpHas obIacTe 3HAHUIA,
YTOOBI TPEOJ0JNETh 3TH TPYAHOCTH M CAENAaTh MEPEeBOJA MOHATHBIM H
ynuTaeMbIM. lccnenoBaHue aHaNMM3WpyeT IEpeBOABI KoMeaun Mombepa
«L'Avare» («Ckymoii») ¢ (hpaHILy3CKOTO SI3bIKa Ha SI3BIKM KOHKAHU M MapaTXH,
MPOLECCH U CTPATEruu NepeBoja U alaNTallui B MHIUMCKOM KOHTEKCTE.
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Knrouesvie cnosa: mepeBogUecKre TMPOLECCHI, UCXOAHBIM U 1EJIEBOM
SI3BIK, SJIEMEHTHI KYJIbTYpPBI, afanTalus, TpaHCKpeaIus

Introduction

Cultural meanings are intimately linked to the texture of the
language. The writer's ability to grasp and project them is of paramount
importance, as it must be reflected in the translated work. Caught
between the need to capture local colour and the need to be understood
by an audience outside the cultural and linguistic situation, a translator
must be aware of two cultures. One of the main objectives of literary
translation is to introduce the reader of the target language to the
sensitivities of the culture of the source language. A good translation
gives the reader the same feeling that he or she might have when
reading a particular text in his or her mother tongue. The importance of
translation in culture is that it helps to communicate beliefs and ideas in
an appropriate way that could be understood by people from different
literary and cultural backgrounds.

The process of transmitting cultural elements through literary

translation is a complex and vital task. Culture is a complex set of
experiences that condition daily life; it includes history, social structure,
religion, traditional customs and everyday use. It is difficult to
understand it completely. Especially in relation to a target language, an
important question is whether the translation will have any readership,
as the specific reality represented is not entirely familiar to the reader.
Several Marathi and Konkani writers have translated the French works
to make them accessible to the Indian public. To cite a few examples
Moliere's Le médecin malgré lui has been translated into Marathi by
Hari Narayan Apte as “AT&T e d2gd1” and into konkani as “HRTT=
W by Shenoi Goembab and “3==T ZIATT” by Mitra Borkar. Moliére's
Tartuffe has also been translated into Marathi by P. K. Atre as "s@T T2

93T, into Roman Konkani as "Ek devacho Manis"” by R. V. Zuarkar.
In this paper we will analyse Moli¢re's L’ Avare and its translations into
Marathi and Konkani. L’Avare is translated into Konkani as "qra==
que by Vaman Raghunath Varde Valaulikar better known as Shenoi
Goembab and into Marathi as "Fa<i==®" by Pralhad Keshav Atre.
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L’ Avare is also translated into Konkani as ‘=rm#er by Mitra Borkar, but
this translation is not analysed in this presentation. L'Avare is a comedy
by Moliére consisting of five acts and prose, adapted from Plautus' La
Marmite (Aulularia) and first performed on the stage of the Palais-
Royal on 9 September 1668. It is a comedy of character whose main
character, Harpagon, is characterised by his caricatural avarice.
Harpagon tries to marry his daughter by force, while obstinately
protecting a trunk full of gold. Moliére used to often say | draw my
inspiration where | can find it. Shenoi Goembab did the same. He owes

a lot to Moliére himself. If you read “dra«T= qa” you will not have
the slightest suspicion that this is not an original work in Konkani.
Shenoi Goembab makes Moliére's characters dawn Goan clothing,
makes them speak Konkani and makes them express their Goan
particularity. In a similar fashion, P.K. Atre makes turns this work by
Moliére into an adaptation. He adapts this play according to the taste of
the Marathi spectators. Shenoi Goembab finished his translation in
1926, and it was first staged in 1933 at Wilson College in Mumbai, but
this translation of Shenoi Goembab was first published in 1948 after his

death. In the case of “Fas=[@®", it was published and first staged in
1951. Like Shenoi Goembab, P.K. Atre is another Indian writer who
attempted to translate and adapt several of Moliere's plays into Indian
languages. In translating L’Avare the two writers made changes and
adaptations to suit the tastes and sensibilities of the Indian audience.

Due to cultural differences, it is sometimes essential for the
translator to venture into transcreation or adaptation in order to make
the work appropriate and to adapt it to the ethos allied to the target
language. The French play mentioned above is a particular case where
translators have added their innovation and imagination, resulting in
adaptation and transcreation rather than just mere translation. Both
translations and the source text, L’Avare, have the same comedy at
heart. Where they are different is in their presentation and the words
with which the story is presented.

Source text Target text (Konkani) Target text
(Marathi)
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L’avare CIECIERRE] EEELREED
5 acts, 32 scenes 8 acts and prose 3 acts and prose
and prose

“qraaTs a9« is divided in 8 acts, but according to Manohararaya
Saradesaya this transcreation contains errors and is not as successful as
other translations of French plays by Shenoi Goembab. If we study the
other translations of plays undertaken by Shenoi Goembab, he always
changed the number of acts and the splitting of the scenes. He did this
to give his transcreation a local flavour and to make his characters
attractive to the local audience.

In the foreword to “Fasi=a=®" P.K. Atre admits that his work
is not a translation but an adaptation of L’ Avare. He wrote it in 3 acts
according to the practice of the Marathi theatre of that time. However,
comedy remains the central theme of this play. P.K. Atre is inspired by
Miles Malleson who made an adaptation of L’Avare in English. This
adaptation has only two acts. P.K. Atre used Malleson's technique in
creating this Marathi adaptation.

Another remarkable fact is that the events in the original and
the two translations occur in the same chronological order.

Analysis of the titles

Source text Target text (Konkani) Target text
(Marathi)
L’avare RIERIEKEE] EEEIRCED

When analysing the two translations of L’Avare one notices that
both translators used translation processes such as adaptation,
modulation and equivalence in order to make their translations
acceptable and understandable to the target audience. In the case of
translation of the title Shenoi Goembab and Atre use adaptation to
better understand the meaning of the word stingy in the target culture.
By translating the title as “9TaqTs T9«” Shenoi Goembab does not
draw attention to the main character of L’Avare but to the fact that
there is a container full of gold coins that plays an important role in the
plot. On the other hand, P.K. Atre highlights the main character by

75



choosing the term “FaSIHa®" as the title because this word in the
Marathi language very precisely refers to a person who attracts the

money to him and does not let it go, in other words a miser.

The characters

son, in love with Elise

Source text Target text Target text
(Konkani) (Marathi)

HARPAGON, father LIREIE] R
of Cléante and Elise,
and in love with
Mariane
CLEANTE, CIGCIE] e
Harpagon’s son, in
love with Mariane
ELISE, Harpagon’s LR C] NEIE]
daughter, in love with
Valére
VALERE, Anselme’s FIT

MARIANE, lover of

Cléante and beloved of
Harpagon

ANSELME, Valére
and Mariane’s father

FROSINE, elderly
woman who acts as a
go-between

MAITRE SIMON,
broker

MASTER JACQUES,
cook and coachman of
Harpagon

LA FLECHE,
Cléante's valet

DAME CLAUDE,
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Harpagon’s servant
BRINDAVOINE, AT
Harpagon's servant

LA MERLUCHE,
Harpagon’s servant
THE
COMMISSIONER and
his clerk

qRTGHE CIEEH

Shenoi Goembab and Atre use first names that are appropriate to
the target culture. In the case of Konkani, Shenoi Goembab uses the

suffix “dTg” for some characters to underline their position in society.

In Konkani the suffix “dTa” is used to denote an important person of
high status. On the other hand, in the Marathi translation, Atre uses the

suffix “9T2” to bring into play the importance of money and the
profession of a particular character. Another purpose of using this
suffix is to draw attention to the fact that in Marathi the suffix “912” is
used for a person who is a trader or who deals with money. Another
notable fact is that secondary characters that appear in the original work
are omitted in both translations. The Marathi adaptation has kept more
or less the same characters but, in the Konkani transcreation it is noted
that Shenoi Goembab has only retained the characters that are
important to advance the plot and the whole story focuses on “TqTqaTe”,
his marriage and his money. The emphasis is always on “TTqaTe” and
his greed.

There is an extra character in both translations, that of a priest. In
“qradT d9” Shenoi Goembab adds “HgT@#e”, on the other hand in
“FASIga®” Atre invents “9ITETgaT”, in an Indian context this is an
important addition because in India it is normally the priest who plays
the role of a matchmaker. In “TTa«Td q9e” and “FASIHaF" the two

priests take care of the important work of finding a future wife for the
main character.
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Source text Target text Target text (Marathi)

(Konkani)
O Ciel! je me serai T STAT =] | 3T AT 97 7
trahi moi-méme. La [2,p.2] FATSTAAT AR FTAL
chaleur maura ATATT? FaeaiaT
emporté; et je crois ? il
i TAFAT?

que j'ai parlé haut en
raisonnant tout seul.
Qu'est-ce? [1, p. 8]

[31, p. 14]

In the above text the two translators make effective use of the
equivalent expressions in Konkani and Marathi to highlight L’Avare's
surprise to discover that his children are listening to his monologue
about his well-hidden fortune.

Source text Target text Target text (Marathi)
(Konkani)
guinze mille francs 4,000 TIIT 90,000 BT
[1, p. 16] [2, p. 41] [3, p. 40]

In all three plays L’ Avare's son wants to borrow money to offer to his
lover to help him but in each translation the sum and the currency
changes.

Source text Target text | Target text (Marathi)
(Konkani)
un vrai visage de | fRraeft WA | TEEN SIX FAT AT
santé! [1, p. 21] THRT Ol FT | FAT FATT S, T
Tl ATEet. [2, | qAEr et st
p. 19] a2 A Hal  wOf
TEUTOTT AT=T. [3, p. 32]

In the case of these two translations Shenoi Goembab and Atre vary the
message to highlight the youthfulness of the titular character. Instead of
making a literal translation to convey the message, they use words
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specific to their languages to build up this impeccable image of health.
In Konkani it is the shining and scintillating skin that gives an image of
health and in Marathi it is the black hair that is a perfect example of

youthfulness.

Source text Target text Target text (Marathi)
(Konkani)
Elle a une aversion A<l forae SESUIEIRRIC IR D1

épouvan_table pour B Ay | faesmr ane. [3, p. 34]
tous les Jeunes gens. S IRk ﬁ?{?’ﬁ' I
[1, p. 23] T, [2, p. 26-
29]

In the text above Shenoi Goembab uses modulation to show that the
girl only loves old people and hates the young. In the case of Marathi,
Atre uses the same structure as in French and effectively conveys the
message that exists in the original work.

Source text Target text Target text
(Konkani) (Marathi)

Il faudra de ces choses, dont |  grorri=ht T RBIATET=T
on ne mange guere, et qui SEST FTHT, EESICIEIRES
rassasient d’abord; quelque ST =TT 2]

bon haricot bien gras, avec .
quelque paté en pot bien TTSfT s %, [3, p. 38]

garni de marrons. [1, p. 29] 'al'lTﬁﬁ .
EICIERIE]
[2,p. 62]

When there are distinct cultures and different languages, this
brings us back to the difficult task of a translator, that of reconstruction.
Shenoi Goembab and Atre used French themes and humour to produce
an aesthetic work in the cultural milieu of their respective languages. In
L'Avare on the occasion of the signing of the marriage contract,
Harpagon invites Mariane to dinner. He instructs his domestic servant
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and in particular to Maitre Jacques, so that expenses would be limited
and orders her to prepare the dishes with ingredients that cost less and
are rarely eaten and above all that they be found in the vegetable
garden. In the same way Shenoi Goembab presents Goan dishes that are
less sumptuous and easy to prepare. The basic ingredients such as
“OT9TA, 9NTAT, ATETS” are vegetables that are common in kitchen
gardens. By introducing the names of dishes such as “WIerTer=T
rasT and “fA@ef@sm=T FieT, Atre goes a step further because

“HIerqe” and “HiST” are both treated as inedible by-products and are
often offered to farm animals. Shenoi Goembab and Atre mentioned
the dishes that are suitable for the local culture and that will perfectly
convey the avarice of the main character to the spectators and readers.

Conclusion

The Konkani and Marathi translations of L'Avare keep comedy
and farce at heart of the translations same way as it has been maintained
in the source text. In addition, the concept of wealth and greed persists
throughout the translations, which is the common thread in this play.
The two translators have preserved the essential and eliminated what
was redundant. The translations were undertaken at a time when the
translator chose the texts and adapted them according to the taste and
sensitivity of the target audience. At that time the original works had to
be adapted to be performed in front of an audience that had no access to
French culture, therefore the Konkani and Marathi translations of
L’ Avare are not literal translations but a transcreation and adaptation of
the original.

However, the arrival of Internet and globalisation have changed
the world and readers' knowledge. Today's readers are open-minded
and knowledgeable about the culture, habits and behaviours that exist in
other countries around the world. Thanks to this change, the tendency
to make transcreations or adaptations of literary works so that they
appeal to readers or spectators in the target culture has almost
disappeared.
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A.M.Mup3zaHazapoBa, Y3zbOexucman

CJ0XHOCTH TepeBo/ia HIMOMATHYECKHUX CIOB C PYCCKOTO Hay30eKCKHI
SI3BIK IIPY (QOPMUPOBAHNUHU HABBIKA YTEHUS B CEMbE OMIIMHIBA

Annomayus. CTaThsl TOCBSIIECHA aHaNIM3y TPYAHOCTEH IepeBoja
PYCCKHX MIMOM Ha Yy30eKCKHH S3bIK U TpoOsieM OOydeHHs PYCCKOMY
S3bIKY ieTell OMnMHrBoB. Peup moiiner 00 yCBOGHUM JETbMH JOLIKOJIBHOTO
BO3pacTa PyCCKOIO sI3blKa KakK SI3bIKa APYTOM KyJIbTYpbl U UX aJanTalud K
HOBBIM KH3HEHHBIM yCIIOBHUSIM.

Kniouegvie cnoBa: MOIMOMAaTHYECKHE CIIOBA, PYCCKHUI SI3BIK, y30CKCKHUH
A3bIK, ()PA3EOTOTUIECKHIE CPALICHUS

Aziza M. Mirzanazarova, Uzbekistan

The difficulties of the idiomatic words ' translation from Russian into
Uzbek while improving reading skills in a bilingual family

Abstract. The article analyzes the difficulties of Russian idioms’
translation into Uzbek language and the problems of teaching Russian to
bilingual children. We will focus on the assimilation of the Russian language
by preschool children as a language of another culture and their adaptation to
new living conditions.

Keywords: idiomatic words, Russian, Uzbek, phraseological adhesions

Beeoenue

CoBpeMeHHBIE Y30€KCKHE CEMBU CO3MIAl0T YCJIOBHS, IS
BCECTOPOHHETO DPAa3BUTHS CBOETO peOCHKA HAYMHAsl C JIOUIKOJIEHOTO
nepuoaa. PoguTenu B OpuHOpUTETE JENAIOT BBIOOP B IOJB3Y
JIONIKOJIBHBIX ~ 00pa30BaTeNbHBIX  YUPESKACHUH, TAe o0ydeHue
MPOBOJIUTCS HA PYCCKOM si3bIke. Ho 3a4acTyro B ceMbsx y peOeHKa HET
KOMMYHUKATUBHBIX CUTyallud, TpeOYIOIIMX JeHCTBHUS OOIIEHUS Ha
PYCCKOM SI3bIKE, IMOCKOJIbKY JIoMa M C APY3bsIMH JIETH OOIIAIOTCS Ha

© Mup3anaszaposa A.M., 2022
81



POIHOM si3bIKe. PyCCKHiA $3BIK CTAHOBUTCS JUIS JIOIIKOJHHUKOB M
CPeJCTBOM OOyuYeHHss ¥ CPEACTBOM TONyueHHs 3HaHuil. J{ns
YCIICIITHOTO OCBOCHHSI BTOPOTO $3bIKA, HY)XKHO YYHTHIBATH, 4YTO B
SI3bIKOBOM BOCITUTaHWH (DOPMUPOBAHUH S3bIKOBON KOMIIETCHIIMH H
KOMMYHHMKATHBHOM SA3bIK TECHO CBSI3aH ¢ HAIMOHAILHON TICHXOJIOTHEH,
C CaMOOBITHOCTBIO HAPO/IA CO CTEPEOTUTIAMH TTOBEIACHHS, TPATUIIAIMH.
YCBOCHHE PYCCKOTO Si3bIKa HE YTO HWHOE KaK BXOXKICHHE B HOBYIO
KyJIbTYPY, JanTaiys K HOBbIM JKU3HEHHBIM YCIOBUSAM. JIOIMIKOIBHUK
BOCIIPUHHUMAET BTOPOW SI3BIK Yepe3 TMPHU3MY POJHOTO  s3bIKA.
CrieZicTBHEM 3TOTO SBISACTCS 3aKOHOMEpHAash HHTEPPEpeHIrs, Te
HEPeHOC OCOOCHHOCTEH POJHOTO s3bIKa B PYCCKHH MeEMIaeT ero
BOCIIPUATHUIO W H3YUCHUIO. B PE3YIbTAaTC HCCOBIAACHHUA CTPOCHUA
MPEIOKCHNUS B y30E€KCKOM SI3BIKE M B PYCCKOM PEYCBOM KOHTEKCTE
3aTpyJOHSETCS M CHHTaKCHueckas  umHTepdepeHumus.  DTomy
CrocoOCTBYeT Takue SBICHHS Kak: pacxXoXJeHWe B CHCTEMax
y30€KCKOTO M PYCCKOTO sI3bIKa, OTCYTCTBHE KAaTEroOpuH pola y
CYIIECTBUTEIBHBIX Y30€KCKOTO sI3bIKa, HECOBMAJCHHE TMajaekKed B
y30E€KCKOM M PYCCKOM S3bIKaX, HaJMYME HCKIIOYCHHH W3 TMPaBUII
rpaMMAaTHKHU.

OBnajicHHe WHOCTPAHHBIM SI3BIKOM MPEAIOJaraeT CBOOOIHOE
HCIIOJIb30BAHUE JICKCHYECKHX EIHHHUII B PEYH, MMOITOMY H3ydacMble
CJIOBa BBOJATCS BHayaJic B MMaCCUBHBIN CJIOBAapb yuamuxcs
IMOCPCACTBOM  BBIIIOJIHECHUA  psdaa pra)KHeHHﬁ, COCTOAIIUX U3
OT/IEJBbHBIX MPEIJIOKEHUH, a 3aTeM aKTHBHU3MPYETCS B YCTHOW pedH.
N3ydenne ¢Gpa3eonoru3mMoB, MHOTO3HAYHOCTH M COYETAEMOCTH CJIOB,
BBITIOJTHSIOIIEe (DYHKIIMU YINPaXHEHWH, UCIPABISET CTUIIMCTHYECKHE
omOKKM, 00Oramaer pevb C HCIOJIb30BaHHEM (hPa3eoIOrHUECKHUX
cpenacts. OBnaseTh HHOCTPAHHBIM  SA3BIKOM HE  YCBOHB €O
(pa3eosornueckoil CHCTEeMbl HEBO3MOXKHO. M3ydenue ¢paseonoruu
PYCCKOTO $3bIKa TOMOET OBJIAJIETh JOIIKOJBHUKY JINTEPATYPHBIMH
HOPMaMH CJIOBOYIOTPEOJICHUSI, PYCCKHM S3BIKOM.

®dpa3eoorHYecKre €IUHUIIBI TOAPA3IEIAIOTCS Ha TPH THIIA:
¢dpas3eosoruuecKkue cpaiieHus, (pa3eoNorMuecKue eIUHCTBA H
bpaseonoruueckre coderanus. K QpaszeoqornyeckuM CpamieHusIM
OTHOCSATCS HWJAMOMBI — YCTOWYMBBIC CJIOBOCOYCTAHHS, 3HAUCHHUS
KOTOpPBIX HE MOTHUBUPYETCS COCTABISIIOLIMMH €ro cuMmBoJiaMu. llepen
yYacTHHUKaMH Kiyba «YUuTarolye Mampl —4HTAIOIIHE IETH» CTOUT
3a1a4ya  MHTEPIPETUPOBATh  (Pa3eONOTH3MBI M HUJMOMBI  JIJISt
JIOIIKOJIbHUKA. 3ajada Haiero kiyda pa3pabaTbiBaTh MEXaHHU3MbI
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(dopMupoBaHHs HAaBBIKA CEMEHHOIO YTEHUS HA PYCCKOM S3bIKE MaMOu
u pebenkoMm. Jlns MaM cOCTaBiseT CIOKHOCTH —OpTaHW3aIMd
nmoMarrHero uyreHus. Hamu ObL1 pa3pabotan 1-bIif 3Tam — 3TO MEPEBO
Ha Y30eKCKHM fA3bIK ()pPa3eoOrM3MOB WM HIUOM, €CIH HUMEETCS C
OMOpOH Ha OHKBUBAJIEHT, IIOCIE YEro MpPOBECTH pPadOTy Hax
¢dpazeonoru3mMaMi U UANOMAaMH M MOAOOP CIOB CHHOHUMOB. Pabotas
HaJl  TPOYUTAHHBIM  MPOM3BENEHHEM C  JOIIKOJIBHUKOM  H
UHTEPIPETUPYS]  COAEp)KaHHME JAETCKOTO  IPOM3BENEHHs  yIOOHO
WCIIONIb30BaTh B peun (ppazeonorusmel, uauomsl. Jonmyctum: denopa
B3sJa ce0sl B PyKH, KOBEpP — CaMOJIET B MIHOBEHHE OKa JOCTAaBUI BO
JBOpEL; >KU3Hb OOraThIps BHCEIAa Ha BOJIOCKE, BIIUTATh C MOJIOKOM
MaTepH, Ipy3bs BOJOW HE paszoybelllb W Jpyrue. Mcmoibp3oBaHue
($pazeonoru3MoB HE TOJBKO XapaKTEpU3yIOT M MEepeAaloT Ooraroe
CMBICJIOBOE COJEpIKaHUEe, HO U AETal0T peub CXKAaTOH, U OJHOBPEMEHHO
éMkoi. Ho HMMEHHO yCTOWYMBBIE COYETAaHUS CO3JAI0T TPYAHOCTH
CMBICIIOBOTO BOCTIPHSITUSI TEKCTa Ha PYCCKOM S3bIKe peOeHKOM
OounmareoM. Ilpu nepeBoge pycCKUX WAMOM Ha y30EKCKUH SI3bIK BasKHO
MOHUMATBh, YTO ... IEPEBOJ — 3TO HE TOJBKO B3aUMOJICHCTBHUE SI3BIKOB,
HO U B3aumoneiictBue Kynbtyp» [1, c¢.72]. JI.C. bapxynapos
ompelesiieT MepeBOJ KakK Mpolecc MNpeoO0pa3oBaHUsl PEueBOrO
npousBeleHHs (TEeKCTa) Ha OJHOM SI3BIKE B PEUEBOE NMPOU3BEACHUE HA
JPYTOM SI3bIKE TIPH COXPAHEHHH HEM3MEHHOTO IUIaHa CoJepKaHus [2,
1975]. 3HauuT, npU TMEpeBOjie MPOUCXOAUT «3aMEHa CIUHHI] IUIaHa
BBIPOKEHUS, T.€. COUHMIL] SI3bIKA, HO COXPAHSAETCS HEM3MEHHBIM IUIaH
cojiepKaHus, T.€. epenaBaemMas TekcToM nHdopmanus» [3, 2017].

B Bex mudpoBu3anuy U JOCTYIMHOCTH Pa3IUYHBIX TEXHOJIOTHH
NepeBo] WAMOM, Ka3ajJoch Obl, HE COCTAaBISET TPyAa, HO Ha Jeie
OKa3bIBAaeTCA HE BCE Tak MpocTo. IIpu mombiTKe MmpsMoOro mepeBoja
WIHOMBI  «Opamb cebsi 6 pyku» C WCIOIb30BAHUEM OHJIANH
NEPEBOYMKOB, Mbl TOJNYYMJIN CIEOYIOIIMH TMEpeBOol Ha Y30eKCKHUH
SI3BIK: «0'zingizni torting», 4To B PyCCKOM S3bIKE 03HAYAET «OYKBAILHO
OTOWMIN», HO B y30E€KCKOM SI3bIKE MBI MOXKEM HaWTH SKBHBAJICHT 3TOU
WJIMOMBI «83mb cebs 8 pyku» — «o'zingizni qo'lga oling». [Ipumepst
TaKUX YKBUBAJICHTOB:

«Bamutecss ¢ HOor» — «QOyog'ingizdan yiqilib tushing» mnepenaer
3HAYEHUE «BAJMTECh CO CBOMX HOTY;

«Bucetb Ha BoJocke» B y30€KCKOM S3bIKE MMEET SKBUBAJIEHT — «Ipga
osib qo'ying» (6yke: «ITOBeChTE HA HUTOYKE);
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«Bomoit He pazombemb» — «Siz suv quyolmaysiz» (6yxs. «Bbl He
CMOXETE HAJUTh BOJBI»);

«Boznarare Hagexae» — «Umidlarni qo'ying» (6yx8. «OTCTaBbTe
HATCKIY»);

«JlaBatb xxapy» — «Issiglik bering» (6yke: «naiite Temmay).

Ho cpenu uamom, KOTOpbIe MBI IIEPEBOIUIIN Ha Y30EKCKUH SI3BIK, HAM
BCTPETHIINCH BAPHAHTHI, IMEIOIIHE OJIM3KOe COBIAICHHUE:

«B mruoBennn oka» — «Ko'z ochib yumgunchay;

«Bonpnas ntuna» — «Erkin qush»

«BrmaraTts ¢ MostokoM MaTepm» — «Ona suti bilany;

«Bpems ot Bpemenn» — «Vagti-vaqti bilany.

3axnouenue

PaboTast B 5TOM HampaBJieHHH, MbI TIPUXOJUM K BBIBOJY, UTO
MEPEeBOJl, OCHOBAHHBIM TOJBKO HAa TEHACHIUM K JIOCJIIOBHOMY
BOCIIPOM3BEACHUIO, CIYXXHT B YIIEPO S3bIKY, Ha KOTOPBIA TEKCT
opuruHana nepeBoautcs. [lepeBo NOKEH OCHOBBIBATHCS HE TOJBKO
Ha CTPEMIICHHH OTPa3UTh HE TOJBKO CMBICI, HO U OTPa)¥aTh «IyX»
MOJJIMHHMKA., Hamuuwe B s3bIKE  NPUHUMAIONICH  KYJIBTYPBI
SKBHUBAJIEHTHOCTH HAHOM O0JIer4aeT HOHMMAaHNE CMBICTIA.
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M.A. HypoBa, Poccus

[lepeBon kak BakHBIH (PAKTOP yKPETIICHHS
JTUTEPATYPHBIX CBA3EH COBPEMEHHOTO 00IIecTBa

Annomayus. B coBpeMeHHOM MUpe 3HauY€HHE MEpeBoja JACHb OTO JTHS
YBEJIMYMBAETCS. U CO3JAa€T CBOETO pOJAa E€IUHEHHE M COI3 KYJIbTYp H
MIPOCBEIICHU HapoAoB. 1, HECOMHEHHO, B 3TOM TIIpoIecCe OCOOYI0 PpOIb
WUTpaeT KadecTBO IMEPEeBOJA TOTO WM MHOTO Hpowm3BeaeHUs. KakIplil s3bIK
UMeeT CBOM KpBUIATBIE  BBIP@XKCHUS, (pa3eosornieckune  00OpOTEHL,
WHOCKA3aHUS ¥ MECTHBIC Hapeylsi, KOTOPbIE B OOLINX YepTax BHIPAXKAIOT €ro
MPUPOAY W CYIIHOCTh, U HMX IEPEBOJA Ha APYrol S3BIK — BECbMa TsDKENas
pabota. Tak kak B cliydasiX X HEMPaBUIBHOTO TIEPEBOIA TEPSIOTCS S3bIKOBBIC
0COOEHHOCTH, a MHOT/Ia U UCKaKaeTCsl CMBICT TekcTa. Llens mepenaun cMbIicia
Y 3HAYCHMSI TAK)Ke HAPYIIA€TCS, M YUTATENbh HE MOXKET HAHUTH TO, YTO OH HIIET.
Hapon WMumuum  ycTaHoOBWUJI  KyJAbTypHBIC, JIHTEpaTypHbIE, TOPTOBO-
SKOHOMHYECKHE M IOJUTHKO-COLHAIBHLIE CBSI3M CO MHOTHMH COCEIHHMH
ctpanaMu. [1o3TOMY KaHphI CKa30K, aHEKJAOTOB, TIOCIOBHI] U T.J. B HAPOHOM
TBOPYECTBE COCETHHX HApPOJOB MMEIOT MHOTO OOIIEro MO COJACpKaHHIO,
CIOXKeTy, o0pa3y.B maHHO# cTaThe HCCIEOYIOTCS HEKOTOPHIE OCOOCHHOCTH
mepeBoja Ha XWHAM TIOCIOBHII W IOTOBOPOK B  IPOM3BEICHUAX
OCHOBOIIOJIO’)KHUKA TaJPKUKCKON coBeTcKOM nureparypbl CanpuanuHa ANWHU
mUcaTeieM W IEePEeBOAYMKOM COBPEMEHHOHM IMTepaTypbl XuHAH Paxynom
CaHKPTBASTHOM, HCKYCHBIM TIEPEBOIYNKOM, CYMEBIIUH TIepeIaTh HHANHCKOMY
YUTATEI0 WJCI0 U 1e€7b, YYBCTBA, KOJOPUT M CMBICIOBOW OTTEHOK CIIOB,
HaI[MOHAJIbHOE CBOoeoOpa3ue TaPKUKCKOTO HapoJa U OCOOEHHOCTH TOTO
BpEMEHMU.

Knouesvie cnosa: mepeBon, nutepaTypHble cBsizu, C. AlHu, Paxyn
CaHKpUTBSISH, TIOCTOBHIIBI ¥ TIOTOBOPKH

Mairambi A. Nurova, Russia

Translation as an important factor
in strengthening literary ties of modern society

Abstract. In the modern world, the value of translation is increasing day
by day and creates a kind of unity and union of cultures and the enlightenment
of peoples. And, undoubtedly, the quality of translation of a particular work
plays a special role in this process.
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Each language has its own winged expressions, phraseological turns, allegories
and local dialects, which in general terms express its nature and essence, and
their translation into another language is a very hard work. Since in cases of
their incorrect translation, language features are lost, and sometimes the
meaning of the text is distorted. The purpose of conveying meaning and
meaning is also violated, and the reader cannot find what he is looking for. The
people of India have established cultural, literary, trade and economic, political
and social ties with many neighboring countries. Therefore, the genres of fairy
tales, anecdotes, proverbs, etc. in the folk art of neighboring peoples they have
much in common in content, plot and image. In this article researches some of
the features of the translation into Hindi of proverbs and sayings in the works
of the founder of Tajik Soviet literature Sadriddin Aini by the writer and
translator of modern Hindi literature Rahul Sankrtyayan whao was a skillful
translator and a very intelligent person who managed to convey to the Indian
reader the idea and purpose, feelings, color and semantic connotation of words,
the national identity of the Tajik people and the peculiarities of that time.
Keywords: translation, modern Hindi literature, Tajik literature, literary
connections, Sadriddin Aini, Rahul Sankrityayan, proverbs and sayings

JIlutepaTypHble CBSI3M TaKMKCKOTO Hapojga W Haponos Wuauu
UMCIOT JPEBHIOID HCTOPHIO, HX (OPMHUPOBAHHMIO U  Pa3BUTHIO
CIOCOOCTBOBAJIM  TOPrOBbIE,  OKOHOMHYECKHE U  KYJbTYPHBIC
B3aUMOOTHOILIEeHHs Mexay LlenTpanbHoit A3ueil u Munuei. Jlanueie o
TBICSIYEIETHUX TOPTOBO-9KOHOMUYECKUX M KYJBTYPHBIX OTHOLICHUSX,
KOPHHU KOTOPBIX BOCXOAAT K OOIIUM TPAJHUIIUAM H 00psiaM, OObIHasM
NPUBBIYKAM 3THUX JBYX HApOJOB, COXpPaHWINCh B IEPCHICKO-
TaJPKUKCKUX Y MHIUICKUX CPETHEBEKOBBIX NCTOYHUKAX. DTO B IEPBYIO
ouepesb CBSI3aHO C MCTOPHYECKOW M KYJIBTYpHOH OOLIHOCTBIO JIBYX
HapoJ0B. B pe3ynbrare Hcciaea0BaHui y4eHbIE-I3bIKOBEIbI IIPULLIIN K
BBIBOJIy, YTO HCTOYHUKOM TIPOMCXOXKICHMSA sI3bIKa XUHAM W
TaJPKUKCKOIO SI3bIKA SIBJISIETCS CEMbsI SI3BIKOB, KOTOPYIO B JPEBHOCTHU
Ha3bIBAIM HMHAOApUiickoil. MMmeeTcs B BHIY, YTO UPAHCKUE S3bIKU,
BKJIFOUasl Ta/KUKCKHAH, KOTOPBIE HCIHOJIB3YIOTCA B Halle BpeMms,
COXPAHMBIIUCH B JPEBHUX BEIUICKMX TEKCTaX Ha CAaHCKpPUTE U Ha
JHAJIEKTE TIalld, OTHOCSATCS K HHIOapHiickuM si3pikaM [ 1, ¢. 39].

«TaKUKCKUM HapoA C TIIyOOKMM YBa)KEHHEM OTHOCHTCS K
Hapony MHOuHM, ¢ KOTOpHIM €ro CBSI3BIBAIOT JPEBHHE Y3bI APYKOBI.
TamxUKUCTaH Ha COBPEMEHHOM J3Tamne pasBuBaeT ¢ HMuaueit
SKOHOMHUYECKHE M KYyJIbTYpPHBbIE OTHOLICHHS. «Ta/pKMKCKHE YYEHBIE,
MO3TBl W THCATeNH, MpOJOJDKas — TPAJULUH,  3aJI0KECHHBIE
OCHOBOIIOJIOXKHUKOM  COBPEMEHHOM  Ta/PKUKCKOH  JIUTEPATYpPbI
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Campugmuaom Aitan (1858—1954), moceamator Wuawmm cTtuxm u
MO3MBI, IEPEBOJIAT XYAOKECTBEHHBIC TBOPSHUS UHIUNUCKUX MUCcaTeNel
Y TO03TOB Ha TA/KUKCKUH S3BIK, MHIITYT KHUTH, B KOTOPBIX 3HAKOMST
CBOMX COOTEYECTBEHHUKOB C TMPOUUION M HACTOSIIEH HCTOpHUEH,
OOIIIECTBCHHO—TIOJIUTHYCCKOW, HAyYHOW H KYJbTYpHOW JKU3HBIO
Wupun.

TamKkuKkckas nuTepaTypa TakXKe TMepeBeleHa Ha XWHIU, U ITO
CTaJ0 BKJIAJ0M B O3HAKOMJICHUE MHAUICKUX YUTATENEH ¢ KYJIbTypoil U
JIyXOBHBIM MUPOM TaJKUKOB. K npumepy, MHAUICKUI nucatenb Paxyn
CankputhsisH (1893—1964) mepeBen TpyIsl TaIPKUKCKOTO COBETCKOTO
nmucarenss Cagpuanuna Aitan  «OpmHay, «JloxyHma», «CMepTsb
poctoBiHKa» («Mapru cyaxyp»), «Pabe» («Fymomon»), «Cuportay
(«STm») Ha s3bIK XUHANY [2, . 39].

TamKuKCcKknid ¥ WHIUHACKUN HApOABl OYEeHb OOTaThl CTUXAMH,
MECHSIMH, CKa3KkaMH, OCOOCHHO HApOJHBIMU IOCIOBUIAMH U
MOTOBOpPKaMHU. [IOCTOBHUIIBI OTpaKaOT peaTbHYI0 >KU3HB CPETHETrO
kiacca B IHAWM ¥ SBISIOTCS TMOKa3aTejeM yPOBHS KyJIbTYPHI TOH WIH
WHOW KacTel B oOmecTBe. lccnmemoBaTenn WHAMMCKUX ITOCIOBHII
MOAYEPKUBAIOT, YTO PACCKA3UMKH IIOCIOBUI[l U TOTOBOPOK MOTYT
cBOOOAHO BBIOWpaTh TeMy. Ha mTepBbI B3I 3TH TOCIOBHIIBI
KaXXyTCS OYeHb MPOCTHIMH, HO B HAX OCOOBIN CMBICTT HMEIOT CEeNbCKas
JKU3HB, CPEACTBA K CYIECTBOBAHUIO, MEUTHI U YasTHUS JIIOJICH.

B TaKUKCKOM SI3BIKE M S3BIKE XUHIU CYIIECTBYET MOCIOBUIIBI U
MOTOBOPKH, KOTOpPBIE HHYEM HE pa3iMyaroTCsl TOJNBKO  Kak
MMCEMEHHOCTRIO, U UMEIOT TO XKe coniepkanue. Hampumep,

MoJjiu MybMUH — XyHU MyBbMHH [3, ¢. 16]. TITA &7 9T, HITHT
FTGA | (0ocn.: «CoOCTBEHHOCTh BEPYIOLIEr0 — KPOBb BEPYIOIIET0»)
[4, c. 26].

MupoBass UWBMIHM3AMS HEBO3MOXKHA 0€3 BKIIafa KaXKIoTo
HapoJla B MHPOBYIO COKPOBHINHHMIYy. Hu oaMH Hapoa He KW
W30JIUPOBAHHO OT  KYJIBTYpPHl  JIPYyTUX  HapoaoB. 3BecTHBIN
takukckuil yuensii M.C. Mmomsoza (M.C. MmomoB) oTmeuaert:
«MexayHapoIHbIC JTUTEepaTypHbIE OTHOIICHUS UTPAIOT
OOBEIUHSAIONIYIO POJIb B JIUTEPATYPHOM IIporecce. OTO OAWH W3
OCHOBHBIX 3aKOHOB JHUTEPATYpPHOTO Pa3BUTHUSA. DTOT MPOLIECC COCTOUT
U3 TOCTOSIHHOTO B3aUMOJECHCTBUSA JMUTEpaTyp, OBIAACHUS OIHOU
JTUTEpaTypHsl XyA0KECTBEHHBIM OIIBITOM APYyToi» [5, c. 122].
TamKUKCKO—MHIUNUCKHE JINTePaTypPHBIE OTHOIICHHS (HOPMHUPOBAIHCH U
pa3BUBANCh C IPEBHUX BPEMEH, U C MPHUOOPETEeHHEM HE3aBUCUMOCTH
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PecniyOnmukn TampKuKACTaH ST OTHOIICHHUS PACIIMPSIOTCS W IO cei
neHb. Tekymasi nesaTenbHOCTh MOCONbCTBa PecnyOnuku TamkukucTan
B Wummn wm mocomsctBa PecmyOmmkm Mumuu B Tamkukucrane,
MpOBEZICHNE THEW KyJIbTyp IABYX CTpaH Ooiiee COMMKAIOT 3TH CBS3H.
Hanexusie cpeqHeBEKOBbIE NEPCUNICKO-TAIKUKCKUE W WHAUICKUE
WUCTOYHWKH  TPEJOCTABISAIOT HMHPOPMAIMIO O KYJIBTYPHBIX H
WUCTOPUYECKAX OTHOIICHUSX THICAYEIIETHEH JaBHOCTH, HAYWHAS C
IPEBHUX  TPEACTaBICHHWH, BOCXOISAMHUX K CaMBIM  PaHHUM
MPEJICTABICHUSAM O PEJUTUU, OObIYasgX W TPAIUIMIX STHUX JBYX
HaponoB. Akagemuk babamkan ['adypoB B cBoeil kaure «TamKukm»
YTBEpXAaeT, YTO HMHIWICKHE W HpaHCKUE MHU(BI HUMEIOT eIMHBIN
ucToyHuk [1, 50-58].

OueBUIHO, YTO HE KaXKIBIA YUTATENb 3HAET S3BIK OpUTHHAJA
MIPOM3BEICHIS WIIM YUTAET €T0 Ha SI3bIKE OPUTHHAJA, TO €CTh 3HAKOM C
LeNeBbIM  A3BIKOM. B 3ToM  ciywae  Tpyn — mepeBOgYMKA
HEIOCPeICTBEHHO CBSA3aH C unuTareneM. B koHeuHOM uTore, ONATh-TaKu
MIEPEeBOJ] 3aHIMAET BaXKHOE U 0cO00E MECTO B 3TOH Uepese.

«JIumip Bompoc, KOTOPHII MOXKET CTaTh MPHUYUHON OECIIOKOCTBa
— 93TO MAacTepCcTBO M KadyecTBO IE€pPepBO/A, KOTOpPbIE HUIPaIOT
PEIIAONIyI0 POIlb B KAKIOM HCCIIEIOBAHUU. SICHO, YTO Ka) bl SI3BIK
UMEET CBOW BBIPRKCHHS, WHOCKA3aHWS M MECTHBIE Hapedws, 4TO B
001X yepTax BhIpaXKaloT ero MpUpOJY, U CYIIHOCTh U UX MEPEBO Ha
JIPyrofi sI3bIK — BEeChbMa TshKenas paboTa, TaKk Kak B ClIydasX HX
HEBEPHOTO W HENPABWJIBHOTO TepepBOJa TEpSETCsl €ro SI3bIK M €ro
0CcOOEHHOCTH, a MHOT/Ia ¥ TIpU3BaHue TekcTa. Llens nepepayn cMbicna,
3HAUCHUS TaKXK€ HAPYIIACTCS, U YUTATEIh HE MOXKET HAXOJIUTh TO, YTO
oH umier. Ho B cerogusiiaeM MUpe 3HA4YEHHUE MepeBojia JIeHb OTO JHS
YBEJIMYMBACTCS U CO37]a€T CBOETO POJAa €AMHEHWE W CO3 KYJIBTYp U
npocsenieHne HapoaoB» [2, c. 38]. HecmoTps Ha HEOJHO3HAYHOE
TOJIKOBaHUE CIIOBA «IIEPEBOM», €r0 OCHOBHOE 3HAYEHHE — TEPEBOJ C
OJTHOTO SI3bIKA HA JIPYTOH.

B cootBerctBumM ¢ kiaccudukanueit bapxypaapora JI.C.
BO3MOJKHO OTIPENEIHNTh M PACCMOTPETh Pa3iIMyYHbIE BH/BI ITHCEMEHHOTO
nepeBoja. B paMmkax MNHCBMEHHOTO MEPEBOJIa CYLIECTBYIOT pa3HbIC
>KaHpBI [IepeBoIa:

a) IepeBOJT HAyYHOU, TEXHUYECKOHW U CIIEITUATBLHON TUTEPATYPHI;
0) mepeBoX IMYyOMUIMCTUYECKOW, OOIIECTBEHHON U TOJUTHYECKOM
JIUTEPATYPBL;
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B) IEepeBOJ XYAOKECTBEHHOH JHTEpaTyphl (CTHXH, Mpo3a, apama). B
o0macTH YCTHOTO TeEpeBoja JTH TPYNNbl (32 HCKIIOUYEHHEM
XYA0KECTBEHHOT'O IepeBosa) BelensatoTcs. [lepeBon Becerna cBsizaH C
A3BIKOM. AHAJIM3 IMEpeBOoja — 3TO aHAINW3 OTHOCUTEIBHOCTH ABYX
S3BIKOB U, B YACTHOCTH, B3aHMOCBSI3U UX CTUIMCTUYECKUX MPHUEMOB C
Y4€TOM MJIEHTUYHOCTH BBIpaXXaeMoro cojepkanus. Bo MHorux
CIy4asgxX  HW3y4YeHHE  IIepeBoJa HE  3aKaHYMBACTCA  TOJIBKO
JIMHTBACTUYECKUM aHAJIA30M.

Tamkukckasd nuTepaTypa TakXKe IpeJCTaBleHa WHAUNHCKOMY
YUTATENI0, U TO CTal0 IUIONAOTBOPHBIM BKIAJAOM B O3HAKOMIICHHE
WHIUNCKUX 4YWTaTeNedl ¢ AyXOBHBIM MHUPOM Ta/pkukoB. K mpumepy,
unauiickuii  mucatenb Paxyn CankputbsisiH (1893—1964) mnepesen
TPYAbl OCHOBOIIOJIO)KHHKA Ta/PKUKCKOM COBETCKOM JUTepaTypbl
nucatens CagpunauHa ATHY Ha SI3bIK XUH]IH.

Paxyn CaHKpUThASH — IUIOJOTBOPHBIA NHCATENb, YYEHBIH U
IIEPEBOUUK COBPEMEHHOM JMUTEparypbl XuHAU. Ero TBOpueckoe
HacJeAue COCTaBIISET MOYTH 125 mpou3BeneHHid pa3HOro kaHpa, B TOM
guciie 9 pomaHoB, 4 cOopHHKAa paccka3oB, 16 MoHorpadui,
MOCBSIIIEHHBIX  Pa3HbIM  BBICOKOIIOCTABIEHHBIM  HMCTOPUYECKUM
nearensM WHpuu, 22 npousBeneHHUs BOCHOMHUHaHHMWA, 10 HaydHBIX
TPYZAOB O JHUTEpaType M HCTOpuH, 11 mepeBomoOB XymOXKECTBEHHBIX
MIPOU3BECHHM, 5 U3 KOTOPBIX MPUXOAATCA Ha MepeBoabl counHeHwuit C.
Aitan.

B nanHoO# crathe MbI 00OpariaeM BHUMaHUE Ha MEPEBOJ Ha S3bIK
XWHJIA TPOU3BEICHUN OCHOBOIIOJIOXHUKA COBETCKOM TaJKUKCKON
mutepatypsl  CagpuganHa  AWHM — COBpPEMEHHBIM  IHCATeNeM
mutepaTypsl  xuHAM ~ Paxynom — CaHKpPUTBSSIHOM, a  UMEHHO
0COOEHHOCTSIM XYI0’KECTBEHHOT'O IIEPEBO/Ia IIOCIOBHIL M IOTOBOPOK.
«[TocnoBUIBI ¥ TIOTOBOPKM — STO CTaOWJIbHAs Tapa CJIOB, KOTOpHIC
4acTO HCHOJB3YIOTCS BMecTe. [ B HameMm CO3HaHUM 3TH CIIOBa
CUMTAIOTCSA OJJHUMH M TEMH K€, TOJIBKO OHHM MMEIOT pa3Hble Ha3BaHMS
JUTSL OTHOTO ¥ TOTO K€ MOHATHA. Harus, dymo, KpaTKocTh, TOYHOCTb,
adopusm, prudma — 0OIIHE YEPTHI TOCTOBHUI] U TIOTOBOPOK» [6]. UTOORI
MO3HAKOMHUTHCS C OOBIYasMH W TPaAWLMSIMU Ppa3HBIX HapOJOB,
HEOOXOOUMO NPUCIYIIMBATBECS K cBoeMy Haponxy. OObexkToM
XYJ0XKECTBEHHOTO  M300pakeHHss  (ONBKIOPHBIX  MPOU3BE/ICHUM
ABJSIFOTCA CaMH JIFO/W, TO €CTh MX paboTa, WX KU3Hb, UX Oopnla u
CTpEMJIEHHS, X MEYTHl. B co3maHuy NpoM3BEACHHS HCKYCCTBA JIOAU
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UTPaIOT IBOWHYIO POJIb: JIOJH B UX paboTe SABISIOTCSA OJHOBPEMEHHO U
00BEKTOM M300paXKeHus, U CO3aTeIeM IPOU3BEIeHHUS HCKYCCTBA.

@DonpKITOp WM HAPOIHOE TBOPYECTBO — OJHA U3 CaMBIX IIEHHBIX
YacTe HaIMOHATBHOW KYJIbTYphl JI000TO Hapoxma. Jlyumme mecHw,
HOCJIOBUIIBI, TOTOBOPKH, MPUTYH, AHEKIOTBI H T. ., KOTOpBIC
TBICSIYCNICTUSIMA ~ MCIOJIB30BAIM  COTHH  THICSY ~ CKasWTeleH |
CITynIaTesnei, s(pKko BBIPAKAIOT XyI0’KECTBEHHBIN BKYC, UICalIbl, MEUTHI,
MOpaJIbHBIE IIEHHOCTH M WX TBOPYECKHH MyX. B Takmx (onbKIOpHBIX
NPOU3BE/ICHUSAX HApSAY C HAI[MOHAIBHBIMH OCOOCHHOCTSMH TOTO HIIH
MHOTO HapoJa, OTPAKAIOTCS U olIiedenoBedeckue ocobeHnoctr. «ToT,
KTO YHWTAeT CKa3KH, NPHUTYH, TIECHH, TOCIOBHUIIBI JAPYTUX HApOJIOB, HE
MOJKET HE 3aMETUTh, YTO 3TOT BHJ] JIUTEPATYPHOTO TBOPUECTBA HAPSITY
C HAIMOHAJBHBIM KOJOPUTOM M OCOOCHHOCTSAMH HPUHAICKHOCTU K
TOMY WJIM HHOMY HapoJy, TaK)Ke OYCHb CXOXH CIOKETaMH W HJICSIMU.
Hanpumep, mocnoBuiis o paboTe, 100pe U 371€, KU U TIpaBje, oOMaHe
1 M00BM 1 T.1. TOMy €cTh HMEIOT CBOH ITpuMepsd» [7, ¢. 5-9].

B TamkukckoM s3bIKe Ui 0003HAYECHUS CIIOBA «ITOCIOBHIIA»
UCTIONB3YIOT  pa3HBIE  CJIOBa, TaKXkKe CXOXKHE [0 3HAYCHUIO.
Hcnonp3oBanue 1000r0 CIOBa BMECTO TEPMHUHA «IIOCIOBUIAY 3aBUCHUT
OT BKyca TmHcaTelss W TroBopsmero. Hampumep, «mpuTday,
«TIOCIIOBHIIAY, «HACTABICHUE», «MU(]», «CIIOBA TPEIKOBY, KU3PEUCHHS
BEJIMKHX JIIOJIEH», «M3pEUeHUs] MyJIPEelloB» W Tak fanee. Jlo wimu mocie
yIoTpeOIeHUsT TMOCTIOBUI] M TIOTOBOPOK TakXe TEPMHUHBI «OOBIYHO
TOBOPHIJIM WITH «HE 3PS TOBOPHIIN» PE3UMHPYET MBICIb.

B si3bIke XMHIM /ISl BBIPAXKCHUSI MTOCIOBHI] TAK)KE HCIOJIb3YIOT:
TR — lokokti, FETAT — kahavat, SFITTh — janokti, TE — masal,
STLATT — janSruyat, arfafa — adidi, =9 — pravacan, ogHako B
NPOU3BE/ICHHUAX MHUCATENM XWUHIM LIMPOKO HCIIOJB3YETsS TEPMUH —
Fgiad — kahavat u ATHI<E — jokokTH. Paxyn CaHKpHTBSSH Gonee

HCIIOJIB3YET «*hgldd — KaxaBaT» 0 WIH II0CIe HUTUPOBAHUS ITOCIOBHUL]
WJIN UCTIOJNIb30BaHus ero GpopMel Ha XuHAU Paxyn CaHKpUTHSISIH, YTOOBI
IIOJYEPKHYTh HCIIOJIB30BaHUA IIOCIOBUIl M IIOTOBOPOK B HEKOTOPBIX
MECTax YKa3bIBAa€T, YTO 3TO «hgldd — KaxaBaT», HH — macail —
IIOCJIOBULIA, IIOTOBOPKA,; T gl % — ... CKa3aju CTapeHlIUHbI,
HET‘IE‘ﬁ T CTapupl CKazaid (CTapubl TOBOPAT; «HAIUCAHO KHUIE
(BxomuT B KHUTY)» M Tak panee [8, c. 5]. Knaccudpukanmio
TpaHCISIUOHHOrO TmepeBoja bapxynaposa JI.C.  MOXHO cuMTaTh
oOmenpuusaToi. OgHaKO K OTOH KiIacCU(PHUKALIUKM MOTYT OBITh
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MOOaBIEHBI ¥ Jpyrue THIBI TepeBoma. Paxym CaHKpUTBSISH B
nepeBogax HpOI/ISBeI[eHI/Iﬁ C. Alinu Ha I3bIK XUHOIU 0o0JIEE UCII0IB30Ba
YETBIPE THUIIA TPAHCIIAIMUOHHBIX IEPEBOAOB: COKPAIICHUEC, JOIMOJTHEHUC,
3aMCHa.

[Tocnowumna:

“Tenepb Yy BacC CJIMIIKOM MHOI'0 ACHET, — CKa3ajl s, — U Bbl CJIHIIKOM
CTapnl, NO4YEMy OBI BaM HE HCIIOJIL30BATh CBOU JCHbI'H, qTOOBI I(a)KI[LIf/‘I
BE€YCp I'OTOBHUJIM OAHO M3 BallUX JIFOOMMBIX 6J'I}0I[ U HE YCIIOKaunBaTb
CBOIO TIPUBBIUKY MepeeaaTh?

B ortBer Ha 3TO OH opodynTal CTHXH IIO3TOB TOIO BpPEMEHHU O
pOCTOBIIUKAX:

PocTOBIIMK CBOMMU JIGHbIaMU JIOMAET 3yObl, HAIIPUMEP —

Crekiio pa3buBaeT HaKOBaJIbHY, MaxicOka (oTama) somaeT 3y6” [3, c.
295].

— o7 T TR ST AT g SATET &1 TATE — | | Fgl — G AT AT TH
e BT T T ,FAT 31 AT AT A 6 a<h AT TH H F AAAT8T Ao
FATHY G 3T A9 2T T w27 |

L TH T % A1 H 39 A | AT g1 2@ & a1 § o419 1
TH I% T Fgd o

— Y YEEIT A9 & AT LT I, T ST HaT o 9T ger 3% Itat &
AT 2 1 [9, c. 72].

— Ab to apka paia bhi bhut zyada hi gaya he — main ne kaha — khyd bhi
ab tum burhe hi gaye ho, kya ho jaega, yadi rat ke vagt apne paise men
se mancaha modan banvakar aao, aur apne dil ko aram do.

— Mere is prashan ke javab men us zamane men shayare dvara sudkhor
ke baje men banaye gaye is pad ka kahte the:

— Agar sudkhor apne se ki roti tor, to jaise sandan ke shisha tita, aur
danton ka itala tute.

N3yuuB ¥ IpoaHaIu3HpOBaB 3Ty 4YaCTb TEKCTa, OTMETHM, YTO
€¢C MCPEBOJ BBIIIOJIHCH C HUCIIOJIB30BAHWEM IIPABUII TPAMMATUKU A3bIKA
XUHAU U MOJIHOCTBIO OTPAKACT TAJKUKCKOC 3HAYCHUC ITPCIJIOKCHUSA.
Ho mens paccMoTpeHHs 3TOH YacTH TEKCTa — OOpaTHTh BHUMAaHWE HA
MEPEBOJT TTOCIOBUIIBL. DTa MOCIOBHIIA B3AaUMCTBOBAHHA Y TaKHKCKHX
IMO3TOB, KOTOPBIC BOCIICBAJIM POCTOBIIMKOB CBOCTO BPEMCHH, U HYXXHO
CKa3aTb, YTO OHAa OY€Hb YMECTHA U B TO XK€ BPEMA TOYHO 0To6pa>1<aeT
xapaktep pocToBmiuka. llocnoBuiia ymoTtpebnsercs mpu Heynmadax,
HEBE3CHUMU. I/ITaK, Jap HOOMaJIu KOp aToJia JaHJAOH HIMKaHa[d, HIWIIa
CaHJIOH IIOCIL., OCJ. KOTJa He MOBE3ET, TO U MOXJIEOKa cioMaeT 3y0, a
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crexno-HakoBajgbpHiO [10, ¢. 427] wim, xKorma pabora He € ymaercs,
naxJieOka (arona — H.M.) nnomaer 3y0, CTEKJIO — HAaKOBaJIBbHIO. B cBsi3n
C OTUM MBI COWIH HEOOXOIWMBIM OOpaTUTh BHHMAaHWE YHTATENs Ha
TIepeBOJI CIIOBA «otalay, KOTOpOe Ha XMHIH MEPEBOIUTCS KaK «SdTelTy.
«Ortana» — 3TO Pa3HOBHIHOCTh TA/PKUKCKOTO HAIIMOHAILHOTO YKUIKOTO
Oroa, TakKe M3BECTHOE KaK aTolia, oTayia, opmooda, Bellleuka. B xuHz-
PYCCKOM CJIOBape CJIoBa «ZaTAT» He uMeeT MecTo. OIHAKO CIIOBO «qT
—sup — cym» — xuakoe Omomo u3 opomer [11, c. 1175], koTopoe
MOJKET 3aMEHUTh TAIDKUKCKOe OJF0Z0, HO BCE K€ HEe MOXET OBITh
«oTayoi». BeposiTHO, IO 3TO# NpUYMHE TEPEBOMYUK MPOIUTHPOBAT
CJIOBO «aTojla» Kak «itana — urana». Kak u Hanpumepe, TalKUKCKOTO
HAI[MOHAIBHOTO OIlf0J]a «OII», HE TEepPEeBOAUTCS KaK WHIUHCKOE
«IyJaB», a WMEHHO IIepeBel Ha rpaduKy JeBaHarapu Ha3BaHHE
TaKUKCKOro Omroga «3T8T — aash». Bo3MokHO, HaIMOHAILHOE

MHMHCKOE OMo0 «SATdT — italay MCHONb3yeTcss Kak JHACKTHOE
CJIOBO B Pa3iMYHBIX YacTsax Muann.

[TocnoBuma:

... Kagbony (xaiiBanu) w3 cena, KOTOpas HE MOTIJIa CKPBITH CBOCH
paZIOCTI/I, TaK KaK 1Jax€ B TpaypHLIe JHN WU B AHU INOATOTOBKHU K
cBagp0e, KOHEYHO XKe, He 000IUIOCh 03 IMIYTOK, FOMOpa M CMeXa:

O, Most nmoporas! Ha nmecsaTe Tapenok IUIOBa, BCETO CTOJBKO Msica,
ceiyac s

OTJIaM OJIMH KYyCOK TBOeMY Jisifie (T.e. cBoeMy Myxy — H.M.), uToObI OH
ChEIl ¥ CTaB CHIIBHBIM CETOHS HOYbI0 MEHS YTOMHMIL.

Ha ee otBeT apyras crapyxa:

Dii! TBoe MUII0 BCS B MOPIIMHKAX (THUIIOE), TeOE yiKe MATHACCST U BCE
€elle MeyTaemso?

A 4gto co MHOI He Tak? Ceiiuac Tebe 3a CeMbAECST, HEYXKTO TBOE
cepaiie Huuero He xkenaer? Heyxenu ne cnbrmana: «Crapyxe 3a
CEMBJIECAT, YBUJIENIA U HAKHHYIIACH?»

T AT FEATY) FAATL (ST AL ST AT T=1 geft & o 781 7
Tt ot 3T T o TS Ueh AT 7 AT gIhe Fal — ¢ | d27 Hg 5Tef
| 9T AT 6T BT T e o7 ot I8 ga ?

——3r<fT T2 g Y AT € 2 [/ w4 A Al B 27 T g o g
A TGl FAT ? AT ARl 8, AT g2 "y qar e e adi 2,
FATHT T STATT G AT AT Fadhgl IR o7 981 | [12, c. 39-40].
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Ganv kikadbanu (kayvanu) jo dusre roz bhi apni khushi ko chipaye
nahin rah sakti thi, aj tuy ke roz ek burhiya ne naraz hokar kaha — Aje!
Tera mun jale! Pacas sal ki ho gai aura b bhi eh havas?

Ek burhiya ne naraz hokar kaha — Are! Teri munh jale! Pacas sal ki ho
gai aur ab bhi yah havas?

—Abhi mujhe hua hi kya he? Tum svayam sattar sal ki ho gai, kintu kya
tumhara man nahin karta? Suna nahin he, “burhiya hui sattari, dekha
aur gir pari?”

Kevani ka javab sunkar sabhi auraten kabkaha marker hans parin.

Uto0bI NOHATH, POJIb MOCIOBUILBI B 3TOM OTPBIBKE, HEOOXOAUMO
B3VISHYTh HAa [JAaHHBIM OTPBIBOK IIPOM3BEICHHUS HAMHOIO IIHpeE.
Tamkuku B IHU Tpaypa M cBaled Ui MPUTOTOBICHUS CHEIHATBHOTO
MCHIO MMPUTJIAIIAIOT XCHIIWH, B O6$[321HHOCTI/I, KOTOPLBIX W BO3JIOracTCs
TOTOBUTH TropsAune Omona. s 3THX XKEHLIMH U3 IepPeBEHb, KOTOPBIX
Ha3pIBAIOT “KagOoOHYy”’ WM “KaiiBaHW’ HaWTH paboTy Jaxke B JHH
Tpaypa, 3TO JI0XO0Jl U yAada. Bo BpeMs TOTOBKH €7bl, )KEHIIUHBI LIYTAT
U OT AyIIU cMestoTCs. M B 3TOT JeHb JKEHIIMHA IIOCTapIle OTBeYast Ha
IIyTKy ‘“KafOoHy’ Hadalla paccKa3blBaThb O HOYHBIX Pa3BJICUEHUSIX C
MyxeM. B oTBeT mpyras mouias >KEHIIWHA CChUIAeTCs Ha BO3pacT
MOXHWJIOW JKEHIIMHBI W TOBOPUT, 4YTO €€ CepAle, HECMOTps Ha
TIPEKIIOHHBII BO3PACT, BCE €Il TOJIOH HAIEK M OXKIIAHHMIL: — L [T
Hg STer | T9TH "I AT 2T S 377 o7 ot 72 299 2— Are! Tera mun jale!
Pacas sal ki ho gai aur ab bhi eh havas?

Ho oTBeT He naeT A0MT0 XAaTh:

A 4TO CO MHOM HE TaK, HEY>KeJIl B CEMUAECATHICTHEM BO3pacTe,

TBOEMY CEpJLy HE XOYETCSl MOpaloBaThCs, HEYKTO HE CIIbIILIANIA, YTO
“cTapyxe CTYKHYJIO CEMBAECATH... YBHUJEIA U HaKUHYJNaCh’ («KaMITUp
mapoman 6a xadronm ... aumy napadrom»), — oTBeTHIA KaJOOHY H
JIPYTHE KESHITUHBI TPOMKO PacXOXOTaUCh [3, ¢. 67].
Koneuno, cokpamieHne TeKCTa JOMYCTUMO TpH TpaHchopManu
nepeBojia. OHAKO B JaHHOM TIEPEBEJICHHOM TEKCTE CJIOXKHO IMOHSTH,
noyeMy cTapyxa Obljla paccTpoeHa M YTO MPOUCXOIWIIO A0 TOTO, Kak
cTapyxa paccTpouiach, YTO B HCXOJHOW (OpMe TEeKCTa 3TO SBHO
BUIUMO. B JaHHOM TCEKCTC IEPCBOAYMK HCIIOJIB3YET TpHU CHHOHUMA!
KaJg00Hy, KaliBaHW M KEBaHHW, HO 3TO OOJbILIC MOXOX Ha MEPeBOJ Ha
JIpPYTyI0 MUCBMEHHOCTh U HE 1aeT TOYHOE TOJIKOBAHUE.

Hcnonp30oBaHne CHHOHUMOB CIIYKUT TOJIBKO MJIsI HU3AIICCTBa
s3pika. C  Jpyroil CTOPOHBI, 3TO IOKa3aTellb OOraTod JIGKCHKHU
Ta/KUKCKOT'O ¥ MHAMKUCKOTO s36IKOB. HO B 3TOM IpuMepe mnepeBoIunK
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HCIIOJIb30BaB CHHOHHMMBI CTapajcsl HCIOJNb30BAaTh IOJHOE M TOYHOE
3HAuGHHE TA[KUKCKOTO CI0Ba “KaaOoHy”: «THISAT — pacoiis —

FOTOBSIIIHIA, FOTOBHTBY, «THISETY — PaCOMHIAP — FOTOBSIIMID», «TETS
— pacou — ea, IPUTOTOBJICHHAs ena». Kak ObLIO OTMEYEHO BHIIIE,
rpaMMaTHKa S3bIKa XWHAH UMEET IBE KaTerOpWUHU polia — >KEHCKHHA U
Myxckoil. I cnoBo «THTSAT — pacoiis — moBap, TOTOBHTB», U CIIOBO

«THATEETY — pacoiumap — moBapy» — MY>KCKOTO poja. B opurunansHOM
TEKCTe KaA0OHY WM KalBOHY YKa3bIBalOT Ha JKECHCKHUI IMOJI moBapa. B
SI3bIKE XWHIU, YTOOBI yKa3aTh, YTO IOBap KCHIIWHA, HEOOXOIMMO

106aBUTB K «THTZAT — pacoiis» wim «TaTSa&TY — pacoiinaapy CI0BO far
—CTPHU — JKCHIIMHA HIIHA H‘%FIT — MaxuJjila — KE€HIIMHA WIN silza -

aypar — skeHImHa. Ha XUHIH HMeeT MecTo «HTheTHT — HayKapaHm», HO
B OCHOBHOM OHO O3HAYaeT «TOPHUYHAS, TIPECITYKHHIA, O(PHUIINAHTKA.
CoOBMECTIMOCTh BapHUaHTOB HAOIOAeTCs, KOTZa HECKOJIBKO CIIOB
BBIPKAIOT OJTHO 3HAYCHHUE, U B ITOM CIIy4yae TOJIKOBBIE CIIOBapU UTpar
CBOI0O  3HAYHMYIO  POIIb. Hanpumep, mepBoe  3HaucHHE
CYIIECTBUTENBHOTO  «KaAOOHY» B TaDKHUKCKO-PYCCKOM  CJOBape
OOBSACHSCTCS YETHIPHMS CHHOHUMaMHU: KaJIooHy 1. X03siika; 2. )KeHa; 3.
cynpyra; 4. ympaBisomias JOMOM, JTOMOXO03siika; 3xoHoMmka [10, c.
268]. B 3aBUCHMOCTH OT TEKCTa MEPEBOAYMK BHIOMpPAET MOIXOJSIIEe
CIOBO M wucmonb3yeT ero. OOBIMHO cCIIOBaph Jaer HauOoJjee
pacrpocTpaHeHHble 3HA4YeHUsS cioBa. HuW oauMH cioBaph HE MOXET
MPEIOCTaBUTh TIOJIHBIN CIIMCOK BO3MOXKHBIX BapUaHTOB, TaK KaK OH HE
OXBAaTHIBAET OTJIENBbHBIE aCIEeKTHl ynoTpeOiaeHus cioB. B aTom ciydae
MEPEeBOTYMK CaM PacHIMpseT AWana3oH COBMECTUMOCTH BapHUaHTOB H
pacKpbIBaeT TEKCTOBOE 3HAYEHHUE CJIOBa, KOTOPOE HE YIOMHHAETCS B
cioBape.

Paxyn CaHKpUTHSSIH-TIEpEBOAYUK JOCTHUT BBICOKOTO YPOBHS
NepeBojia Mpu 005A3aTEIBHOM COOJIIOJICHUH €Ille OJHOW OCOOCHHOCTH
XYJOKECTBEHHOTO TI€PEBOJla — W3YYEHHUS CTHIS TOTO WIU WHOTO
MEPUO/Ia U €T0 COBMECTUMOCTH C OCOOCHHOCTSIMU KYJIBTYPhI TOTO WIIH
uHOro Hapoja. [lepeBomumMKy HEOOXOAWMMO C c€aMOro Hadania
MOTPY3UTHLCS B TEKCT, U3yYUTh NIEPUOJI, K KOTOPOMY OTHOCHTCS TO WJIH
WHOEe Mpou3BeneHne. Hampumep, CIIOKHO TNEPEBECTH IMOCIOBHULBI H
MOTOBOPKHU TPOCTBIM CIIOCOO0M. BeposTHO, MO3TOMY Tiepe1 epeBoIoM
npomsBeneHuit Cagpunauaa ATHN epeBOTUMK Ha S3bIK XUHAN Paxyn
CaHKpUTBSITH ~ TIONIPOCHJI  TA/PKUKCKOTO — THUCATesl MPEAOCTaBUThH
uHpopManuio o Ouorpaduu, KyJIbTypHOH, TIONUTHYECKOH U
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DKOHOMHUYECKOW CHTyallHH B TaPKUKCKOTO Hapoja JaHHOTO
HCTOPUYECKOTO BPEMEHHU.

Canpuagua ANWHM O4YE€Hb HACBHIIICHHO HMCIIOIb30BaJl IOCIOBHILIBI
Y TIOTOBOPKH B CBOMX MPOU3BACHUAX «AIMHA», «CMEPTh POCTOBILUKA
u «JloxyHma» W 3TUM OKpacuil HX HAI[MOHAIBbHBIM KOJIOPHUTOM, TEM
CaMbIM TOKa3all KyJIbTYpy U IIIyOOKHe 3HAHHSA TaPKUKCKOTO Hapoja.
Paxyn CaHKpUTBSASH — WCKYCHBI TEPEeBOAYMK M OYEHb YMHBIN
YEJIOBEK, CYMEBIIMN IEpeaaTh WHAMKCKOMY YHMTATEN0 HUACI0 M ILIENb,
YyBCTBA, KOJOPUT M CMBICIOBOM OTTEHOK CJIOB, HallMOHAJIBHOE
cBO€0Opa3ue Ta[PKUKCKOT0 Hapoia 1 0COOEHHOCTH TOrO BPEMEHU.

DONBIIMHCTBO y4YEHBIX TIOCHE [UIMTEIBHBIX HCCIECIOBAHHUN
MIPUIIUIA K BBIBOAY, YTO-TO, YETO JIMIIAETCSA YEJIOBEK B MEPEBEIEHHBIX
MPOM3BENICHHUSAX, — 9TO HE JIUTepaTypHasl UCTHHA, a BOIPOC elle Oojee
cepbe3Hblii. To ecTh mepeBoj HE CHOCOOEH B TOYHOCTH MEPeaTh
NPUPOAY U OCOOCHHOCTH sI3bIKa opuruHaia. KoHEYHO, HEBO3MOXKHO
OTJIENIUTD SI3BIK OT JINTEPATYPhl, OAHAKO UCTUHHBIM OPY)KHEM, KOTOPOe
3alMINACT W COXPAHAET 3pENyl0 W COCTOSIBIIYIOCSA JHUTEparypy,
ABIIAETCS SI3BIK.

CoBpeMeHHBII TaJPKUKCKUM nucarenb dazaugaua
MyxammananeB B cBoedl kHuUre «YrmoBas mamata»y («llamatam
KyHYaKi») 1o [0BOAY Kaue€CTBEHHOT'0 IIEPEBOIa HAMTMCAT:

«...OH mogyman W TpHUIIeT K BBIBOAY, YTO 3TO HE CBA3AaHO C
JkenmanueM moned. Jlemo B s3bIke. 31ech A3BIK CO37all MPENsITCTBUE.
SI3BIK, KOTOPBIH SBJISIETCS] CPEACTBOM OOILIEHUST MEKAY JIIOABMHU, B 3TOM
cly4yae cTajn mpensTcTBueM. Kak MOXXHO UAEaIbHO IEPEBECTH
m3amectBo «lllaxmame» Ha npyroil s3pIk? Eciau TONBKO OT KaKIou
Hauuu pogutca dupnoycu u 3aBepmuT 3TO Jeno. Benp nepeBomsTcs
npoussefeHus u [lymknna. Onnako IlymkuH, KOTOpOro 4uraems mno-
pyCcCKH, APYroi, U B epeBojie coBceM apyroi» [13, ¢. 201].

B nr060Mm ciyuae, cinenyeT yaenasTb 0co00e BHUMAHUE BHICOKOMY
UCKYCCTBY I€peBoja, MO0 B Hamle BpeMs IEpeBOj 3aHHUMaeT Oojee
BBICOKOE W Ba)KHOE MECTO, a TaKXXE HMEEeT pEeIaloulyl0 poib B
COBPEMEHHOM MHPOBOM COOOIIIECTBE.
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Cexyus 3 | Section 3
ITepeBoa KOPOTKOMETPAXKHBIX (PUIIEMOB, MYJIBT(QUIHMOB,
KOMMCPUYCCKUX PCKIIaM
Translation of short films, cartoons,
commercial advertisements

Anagha Bhat-Behere, India

‘Katha Don Ganpatravanchi’ — How Gogol’s characters
came alive in Rural Maharashtra

Abstract. The paper discusses the movie adaptation of Gogol’s
«lIoBectb 0 TOM, Kak mnoccopwicsi IBan IBanoBuu c¢ HBanom
Huxudoposuuem» from Russian into Marathi. This adaptation is an
example of Intersemiotic translation (from a verbal text to an audio-
visual text) as also Interlingual translation (from Russian into Marathi).
The processes involved in transferring the verbal text into an audio-
visual text are discussed in the first part. The second part examines the
role and agency of the translator, the Director Arun Khopkar in this
instance and tries to highlight the role a translator plays in the ‘afterlife’
of a text.

Keywords: Intersemiotic translation, Interlingual translation,
monomodal text, multimodal text, translatorship, movements away
from the source text

Amnarxa bxar-bexepe, Hnous

Pacckas «/lon ['annarpasanumny, nnu Kak nepconaxu H.B. [Noromns
O’KMBAIOT B CEJILCKOW MECTHOCTH MaxaparTpsl

Annomayus. B craTbe aHAIM3UPYETCs IKpaHU3aLMsA IOBECTH
H.B. T'orona «IloBects 0 TOM, Kak moccopwics VMBan BanoBud4 c
UBanom HuxudopoBuuem» ¢ pyccKkoro s3plka Ha MapaTXu.
Kunoamanrarus ABIsieTCS MPUMEPOM MEKCEMHOTHYECKOTO TepeBOJia
(YCTHBIH TEKCT B ayJHOBU3YaJbHBIH TEKCT), a TAK)KE MEXKBA3BIKOBOTO
nepeBoja (C PyccKoro si3plka Ha Maparxu). B mepBoil yacTu crartbu

©Bhat-Behere, Anagha, 2022
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00CYXIArOTCS TIPOIECCHI TpeoOpa3oBaHUs BEepOAIBHOTO TEKCTa B
ayIMOBU3YaJbHBIM TEeKCT. BO BTOpOH dYacTu HCCIEOYIOTCS POIb U
BO3MOKHOCTH TIEPEBOTUMKA (B TAHHOM CIIydae poilb pekrccepa ApyHa
Xomkapa) W JAemaercs TOMBITKA BBIACIATH PONHh IEPEBOAYHNKA BO
BTOPUYHOCTH TEKCTA.

Kniouesnvie cnosa: WHTEPCEMUOTHUCCKUIA MepeBoI,
MEXBbSI3bIKOBOM MEPEBOJ, MOHOMOJAIBHBINA TEKCT, MYJIbTUMOAAIbHBIN
TEKCT, TIepeBoauecKas pabora, TpaHcGpopMaIus HCXOTHOTO TEKCTa

Introduction

«IToBectb 0 TOM, Kak noccopwics MBan MBanosuu ¢ MBanom
Huxudoposuuem» is the last work in the collection «Mupropoa» by
Nikolai Gogol which came out in the year 1835. A film based on this
Russian literary text was made in Marathi in 1996, almost one and half
century later. The original text is situated in a fictitious and picturesque
town in Ukraine. The two protagonists though vastly different in habits
and physiognomy, are neighbours and great friends. One day, Ivan
Nikiforavitch’s maid puts out old clothes and other military
paraphernalia for airing. An old Turkish rifle catches Ivan Ivanovitch’s
eye. He requests the neighbour to exchange it for a pig and two bags of
oats. Though forgotten and not in use, Ivan Nikiforavitch refuses to
exchange it and in the ensuing argument he calls Ivan Ivanovitch a
‘goose’. Ivan Ivanovitch feels grossly insulted and departs in a huff.
The incidence would have been forgotten and the insult forgotten, if
Agafiya Fedoseyevna, a woman not connected with it in any way and
with a lot of free time on hand, had not kept the feud alive. So finally,
both friends give applications to the court, write petitions and resisting
all the attempts of the rest of the village to bring them closer, fight till
the very end. The narrator comments, «Cky4HO Ha 3TOM CBETe,
rocnoga!». ‘Katha Don Ganpatravanchi’, a movie adaptation of this
story by Gogol is a dual translation.

Materials and methods

Translation theory identifies three types of translations, viz;
Intersemiotic, Interlingual and Intralingual. The movie adaptation of
Gogol’s story falls into the category of Intersemiotic and Interlingual
translation. The original work is a verbal text. This text was converted
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into an audio-visual text in another language. Let’s take a look at the
peculiarities of both the types of texts.

A verbal text is a mono modal text, where the distribution of the
meaning takes place through a single mode, i.e. the verbal signs. An
audio-visual text on the other hand is essentially multi modal, where the
distribution of the meaning is across different semiotics, mainly
through acoustic and visual signs. The acoustic code includes verbal
signs (the dialogues in spoken language), para verbal signs (how the
dialogues are being delivered) and non-verbal acoustic signs such as
background noise, music, incidental sounds and special effects etc. The
visual signs include photographic code such as colour, light and
perspective, the iconographic code which includes use of symbols and
icons and the mobility code which is the movements of the film
characters. [1, pp. 22-23].

A verbal text uses just language signs but in an audio-visual text
some of these language signs are converted in acoustic and visual signs.
In the intersemiotic translation of Gogol’s story into a movie in Marathi
we see such conversions of language signs into acoustic and visual
inputs. Let’s review them one by one:

1. Verbal signs. These include dialogues (in Marathi) and songs.
Songs in the Indian movie tradition play an important role in the
narration. They also create or enhance emotion. Many a times, they are
used to indicate passage of time. In the movie ‘Katha Don
Ganpatravanchi’ songs are used as a narrative device. There are nine
songs in the movie and all of them contribute to the narration. A
detailed description of the personalities of both Ganpatravs (and the
Ivans in the story), their friendship and the back story of Agafiya
Feodosyevna (her having bit the ear of the village chief) comes through
songs. The title song and a chorus of village youth, who just kill time
sitting under a tree at the market place substitute the detailed verbal
descriptions in the story about the village and its dwellers.

2. Paraverbal signs. The way, in which dialogues are delivered,
the facial expressions of the actors generally constitute the paraverbal
signs. The character of Ganpatrav Ture Patil (or lvan Ivanovitch in the
story) is played by Dileep Prabhavalkar. He makes excellent use of
facial expressions and body language in order to bring out the traits and
peculiarities of the character of Ganpatrav Ture Patil. His sense of
delicacy, his use of refined language, the soft spot he has for the ladies,
all this is conveyed by Prabhavalkar through expressions and body
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language. One episode that stands out in this regard is the scene from
the party hosted by the village chief. Ganpatrav Ture Patil is sitting
amidst all the ladies and he is trying to teach them how to say ‘buffet’
with proper French accent.

3. Visual signs.The location, sets, costumes, images and
iconography, camera angle and cinematography are the visual inputs
are used in an audio-visual text for the distribution of meaning. Katha
Don Ganpatravanchi transports the location from XIX century
Mirgorod, a fictitious place situated somewhere near Ukraine to
Akkadgaon, a fictitious place in Konkan, coastal region in
contemporary Maharashtra. This choice of location is very apt, as it
matches the bucolic location in the story, picturesque and filthy at the
same time. The adjacent properties of both the protagonists, the narrow
alley separating their households, the court building, the green and
stagnated tank covered in silt almost perfectly recreate the verbal text
into visual signs. There is an element of the surreal in Gogol’s writing;
a sense of strangeness permeates the verbal text. The costumes of the
protagonists in the movie are a careful mismatch with the typical rural
Maharashtrian attire. They contribute to the creation of each
individual’s unique personality at the same time, they maintain an
element of ‘strangeness’, ‘foreignness’ which is inherently there in any
translation. Sometimes camera ‘shows’ the visuals described verbally
by the writer much more effectively and concretely. In the story, Gogol
draws a colourful picture when he describes how Ivan Nikiforovitch’s
maid put old clothes and things out for airing. The colours of the
clothes, the golden braids, lace and epaulets on them, the sun shining on
them and the blinding flashes of gold form a veritable kaleidoscope on
the screen. There is a background score which enhances the colourful
visual treat, underscoring Ganpatrav Ture Patil’s attraction for his
neighbour’s treasure. Any type of translation is it interlingual or
intersemiotic, is not an exact replica of the original. In the theory of
translation, such movement away from the source was termed as ‘loss’
in the past. Today, in the light ofthe theories about the agency of the
translator and his role, the translated text plays in the literary
polysystem [2, pp. 45-51] we have to consider them in a different light.

In this part of the paper, |1 would like to first enumerate such
deviations in the intersemiotic translation of Gogol’s story. I shall also
discuss the motives of the translator, a director in this instance and the
factors influencing the translator and his translator ship.
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When a verbal text is being converted into an audio-visual text, it
is almost impossible to have an exact replica even within the same
linguistic and cultural ambience. In this instance, the audio-visual text
was being recreated in a different linguo cultural setting and in a
different time. So, there were changes and movements away from the
original. |1 have enumerated three changes here, which in my opinion
have a bearing upon the audio-visual text.

1. In the story by Gogol, the thing belonging to the neighbour
which Ivan lvanovitch covets, is a second-hand gun. The owner of the
gun, Ivan Nikiforavitch, has completely forgotten about its existence,
having once bought it from a Turk. This is a second-hand gun lying
neglected, unused and forgotten. So, there is no emotional attachment
or sentimental value to it. In the movie Katha Don Ganpatravanchi, the
second-hand gun has become an ancestral sword of Ganpatrav More
Patil, also lying forgotten and unused.

2. The character of Agafiya Fidosyevna has become °Atyabai’
(paternal aunt) in the movie Katha Don Ganpatravanchi. The character
of Agafiya Fedosyevna in the story is not related to Ivan Nikiforavitch
in any way. There are also thinly veiled references to the sexual hold
Agafiya Fedosyevna has over Ivan Nikiforavitch. She is a woman who
has bullying nature and derives amusement from instigating quarrels. In
the movie, ‘Atyabai’ advocating adopting a strong position in
connection with the ancestral sword or even forbidding Ganpatrav
More Patil to give the sword to his neighbour seems logical or almost
natural.

3. Gogol’s story ends with a bleak picture. Autumn, the incessant
rains, the slush, everything turning mouldy and grey create a sense of
hopelessness. The story ends with a phrase «Cxy4HoHasTOMCBETE,
rocnioga! » (How dreary is this world, people!) Katha Don
Ganpatravanchi ends with a wari'® procession in the village. The wari
procession passes the households of both Ganpatravs.The bhajan or the

131n Maharashtra there is a popular sect devoted to Lord Vitthal. The followers of lord
Vitthal from Maharashtra and even outside Maharashtra travel on foot to Pandharpur
twice in a year. They carry the images of the footprints of two noted saint — poets
Dnyaneshwar and Tukaram, from Alandi to Pandharpur. The works of both
Dnyaneshwar and Tukaram, along with the works of other saint-poets of warkari
tradition, have greatly contributed to Marathi literature, language and the development
of philosophical thought in Maharashtra.
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devotional song playing at the background takes a philosophical
position about how the world goes on despite individual tragedies.

This naturally brings us to the questions, what role the translator
played in bringing about these changes? What was the motivation of the
translator? Let’s take a look at the translator and his background.

Arun Khopkar, the Director of the movie was approached by the
NFDC (The National Film Development Corporation) and NFDC
proposed, he made a feature film under the NFDC. Arun Khopkar had a
brilliant run as a short film maker. Many of his short films had won
national and international awards. He studied Russian language in the
House of Soviet Culture, Mumbai. In 1984 under the Homi Bhabha
Fellowship, he was invited by the Union of Filmmakers of Russia. He
travelled to Russia and had a several month’s sojourn there. Sergei
Eisenstein’s work was the area of his interest and research. So, it can be
safely said that he was well versed in Russian language and culture.
Gogol was a personal favourite. Hence when he was approached by the
NFDC to make a full-length feature film, he decided to adapt Gogol’s
work on screen. Though inspired and influenced by the likes of Mani
Kaul as a film-maker, he believed that he would be more comfortable
making a film based on humour.

The individual preferences or the likes and dislikes of a translator
play a very important role in the process of translation. The moment a
translator identifies a text as worthy of translation, s/he immediately
sets it apart from all the other texts existing along with it. The entire
translation process is a kind of a justification by the translator as to why
s/he found the text noteworthy. The criteria for the selection of a text
may seem subjective and arbitrary but they are not entirely so. The
socio-political circumstances surrounding the translator, the translator’s
innate understanding about his native literature and culture and what it
lacks play a deciding role.

In a personal interview with the author, the translator Mr. Arun
Khopkar discussed all the factors mentioned here; the material,
personal and socio-political. The film was made in 1996. The decade or
so leading to the making of the film, the socio political and economic
situation in India was turbulent in every sense. In the 1990s the country
adopted open economy and linked itself with the global capitalism.
1990s also saw the rise of Right -Wing politics. The city of Mumbai,
where Mr. Khopkar lives, was racked by religious riots over and over
again. This decade also saw individual crooks turning into
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entrepreneurial crooks and finally into corporate criminals. 1990s also
saw big money scams. Bhivandi, a small town north of Mumbai,
producing textile was almost a hub of riots in this period. The textile
workers living in Bhivandi, belonged to both the faiths, Hindu and
Muslim. Their pasts, day today life and economic relations were
interdependent and connected. The riots over questions of religious
identity practically ruined their lives. In the interview Khopkar sited
Bhivandi as a major factor in selecting the story ‘How Ivan Ivanovitch
quarrelled with Ivan Nikiforovitch’. With these things at the back, the
script for the film was written by Shanta Gokhale. Even while making
the changes, a list of priorities had to be prepared. Every translator is
burdened with this task of making a list of priorities, because the source
text is always amenable to multiple possible interpretations. Typically,
a translator takes a look at the function the source text fulfils, the
targeted audience and the constraints imposed by the technology on the
delivery of the translated text. In this instance the source text (a story)
as well as the targeted text (a feature film) was fulfilling the aesthetic
function. The audience for both the texts consisted of ordinary native
speakers of their respective languages. But since this was an
intersemiotic translation, audio-visual inputs played an important role.
Also in the first instance, namely a story, time played insignificant role.
A verbal text can be read at one go or intermittently or read going back
or forth from time to time. But the time factor plays a key role in the
‘reading’ of an audio-visual text.

According to Mr. Khopkar the movements away from the source
mentioned earlier, namely ancestral sword instead of a second-hand
gun and Agafiya Fedosyevna becoming ‘Atyabai’ are motivated by the
list of priorities. The author has a different opinion. In my opinion, in
the case of ancestral sword substituting second-hand gun, the Babri
Masjid controversy which loomed large over the entire decade must
have played some role on the subconscious of the translator. The movie
ending with the warkaris singing bhajans was a conscious change by
the translator. He did not want to be as dismal as Gogol but nor did he
want to give a false hope. Hence the warkaris, who take almost a
dispassionate look at all the ups and downs, all the devastations and
new beginnings. With the last shot, the translator feels that ‘your
attitude towards life has to come out’. It is due to these movements
away, the interpretative possibilities of the source text get enhanced and
the source text gets a rebirth in a different soil, in different times. One
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is strongly reminded of Walter Benjamin’s The Task of a Translator:
‘Just as the manifestations of life are intimately connected with the
phenomenon of life without being of importance to it, a translation
issues from the original- not so much from its life as from its afterlife’
[3, pp 258].
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Hcnonb3oBanue Buae0puIbMoB
pu 00yYEHUUYCTHOMY TIEPEBOIY Ha CITyX
Ha ypOKaX PyCCKOTo S3bIKa KaK HHOCTPAHHOTO

Annomayus. JlanHas ~ cTaThsl  TOCBSIIEHa  HCIOJH30BAHHUIO
BUACOGUIBMOB TIPH H3YUYEHHH PYCCKOTO fA3bIKa KaK WHOCTPAHHOTO C
MOMOIIBI0  OOpaIeHnsT K YyCTHOMY TIEpeBOAy Ha ypokax. B pabore
Npe/ICTaBIeHa METOIMKa PabOThl C BHUAEO, YIPOKHEHUSIMH, MpEAaraeMbIMH
JUIl 3aKpEeIUIEHUs U3YyYEHHOrO JEeKCHKO-TpaMMAaTHYecKoro marepuana. B
KauecTBe NpHUMepa MPUBOAUTCSA BUAEO ¢ caiita Youtube.com, mpexcraBnena
OpraHu3alys ypoka Mo JaHHOMY Marepuany. /laHHas CTaTbsi MOXKET SABUThLCS
UHTEPECHOM M NPaKTUKOOPUEHTHPOBAHHOM Ui MpenojaBaTeNiell pyccKOro
A3bIKa KaKk MHOCTpPaHHOTo. B craTbe 0000IIE€H NPaKTUUECKHH OMBIT PabOTHI
aBTOpa CTAaThH, MPOAHATM3UPOBAHBI 3(PPEKTHBHBIE CIIOCOOBI OOyUeHHS Hpu
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(hopMUpOBaHMM TpaMMAaTHIECKOH W KOMMYHUKATHBHON KOMIICTCHIINU
WHOCTPAHHBIX yYaIuXcs.

Knioueswvie cnosa: pycckuii s3pIK Kak HHOCTPAHHBINA, HHOOPMAITHOHHBIC
TEXHOJIOTHH, BUACOPUILM, KOMMYHUKATHBHAs KOMIICTCHIIUS, JICKCHUKO-
rpaMMaThyecKasi KOMIeTeHIIHS

Galina A. Asonova, Russia

Usage of videofilms while teaching oral translation at the Russian
classes

Abstract. This article is devoted to the use of video films in the study of
Russian as a foreign language through the use of interpretation in the
classroom. The paper presents a methodology for working with video,
exercises proposed to consolidate the studied lexical and grammatical material.
As an example, a video from the site Youtube.com is given, the organization
of the lesson on this material is presented. This article may be interesting and
practice-oriented for teachers of Russian as a foreign language. The article
summarizes the practical experience of the author of the article, analyzes
effective ways of teaching in the formation of grammatical and
communicative competence of foreign students.

Keywords: the foreign language, learning, information technologies,
films and videos

Cornacho [Ipukasy MunucrepcrBa o0pazoBanusi U Hayku PD ot
22 deppans 2018 r. Ne 121 «O0 yrBepxkacHHH (eaepaibHOro

rocyIapCTBEHHOTO 00pazoBaTeIbHOTO CTaHAapTa BBICLIETO
oOpa3oBanus — OakallaBpHar 10 HarpaBieHHto moarotoBku 44.03.01
Ilenaroruyeckoe oOpazoBaHue» JIEKTPOHHOE o0yueHue,

JUCTAHIIMOHHBIE 00pa30oBaTeNbHbIE TEXHOJOTHH, NMpPUMEHSEMbIE IIPU
0o0y4eHUN WHBAIWIOB W IUI[ C OTPAaHWMYCHHBIMH BO3MOXKHOCTSIMHU
3m0poBbs  (mamee — wHBaMARI W Juna ¢ OB3), mA0mMKHBI
npeycMaTpuBaTh BO3MOXHOCTh TpueMa-Tiepe/iaud MHPOpMaluu B
nmocTymHbIX i HuX popmax. [lepexon obpazoBaTenpHOrO mporiecca B
JUCTAHIIMOHHBIN (hopMaT 00yUEHHS, B TOM YUCIIE U B chepe METOIUKHU
pPYyCCKoro SI3bIKa KaK HWHOCTpPAHHOTO, HE MOXKET OCTaThbCA
HE3aMEYEHHBIM. JTO OOYCIIOBWJIO HEOOXOAMMOCTh IIOMCKAa HOBBIX
TEXHOJIOTHI U TIPUEMOB OHJIAlH 00y4YeHHS

B CBsA3M C 3TUM MHOCTpPaHHBIE yYaUIUECs, U3YHAIOIINE PYCCKHU
S3bIK, TI0 OKOHYaHWW TOATOTOBUTENHHOTO (DaKkynbTeTa, OJKHBI
obnanarte KJIFOUE€BBIMU SI3BIKOBBIMH, COLMAIbHBIMU u
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KOMMYHHUKAaTUBHBIMH KOMIIETEHIIUSIMH, B TOM YHCII€ JTOJDKHBI YMETh
BBIpa)KaTh CBOM MBICIIM M HUJCH Ha PYCCKOM Si3bIKe. B cOOTBETCTBUU C
JMAHHBIMU TPeOOBaHUSMH Tpolecc 00ydeHHs B 0Oojiee MPOIYKTHBHOM
KadecTBe. 3aMHTEPECOBAHHOCTh YYAIIMXCS K HM3YYCHHIO PYCCKOTO
S3bIKa BO MHOTOM 3aBHCHT OT MPOrpaMMbI O0Y4EHUs ¥ IPUMEHEHHS Ha
YpOKax MHTEPAKTUBHBIX CPEACTB O0yUCHHUSL.

Hecmotps Ha TexHmYeckrn OOyCIOBIIEHHBIH MEPEXO] B OHJIANH
oOydeHue, y yJalnuxcsi IMEIOTCS HEKOTOPBIE BO3ZMOKHOCTH OOIIEHHS C
HOCUTEJISIMH $5I3bIKa C TIOMOIIbIO OHJAiH oOmenus. [lostomy mepen
COBPEMEHHBIM TIPETIolaBaTeieM CTOWT BaKHAS 3a/ada — CO3JaHHue
pETbHBIX W CHOHTAaHHBIX CHUTYaIlii OOIIEHWS Ha YPOKE PYCCKOTO
S3bIKA C HCIOJB30BAaHMEM pa3iIMYHBIX JUCTAHIIMOHHBIX TPHEMOB
pabotel.  Hcmonmp3oBanume  BHACOQWIBMOB, Kak  OJHOTO W3
WHCTPYMEHTOB WH(OPMAITMOHHBIX TEXHOJIOTHH, CrocoOHO
pasHOOOpa3uTh  TMpoLleCC  OBIAACHUS  SI3BIKOM B YCIIOBHSAX
JUCTAaHIIMOHHOTO (hopMaTa oOydeHus. [lo mHenuio daizyTauHOBOMI
A.H., UcmaeBoit ®.X., «puibM B NaHHOW POJH BBICTYNAET HEKUM
«MOCTOM» B KYJNBTYpPy JAPYroro rocylapcTBa win muBwiam3anun. OH
gpue€ M JOCTyNHEee APYroro BHJA HCKYCCTBA MOXET IepenaTb M
BOCCO3/IaTh KapTHHY KaKOrO-MHOO 3HAYMMOTO COOBITHS WU
HCTOPUYECKOH 3110XU. B coBpeMeHHOM MHUpe QUIIbM SBISETCS, UyTh JIH
HE CaMbIM JIOCTYITHBIM M OOIIMPHBIM BHIIOB HCKycCTBa» [1, c. 144].

B cetu HTepHET KaKIpIi MOKET HalTH ceOe (PUIbM Mo BKYCY,
MOIXOJSIIAN €My TIO YKaHPY, M0 [UTUTEIHHOCTH MPOCMOTPA, 110 YPOBHIO
BJIAJICHHUS S3BIKOM W JIaXKE€ M0 JaTe BBIMycKa (uiibMa B IIMPOKHN
npokaT. YToObl MOCMOTPETh (UIBM Ha PYCCKOM SI3bIKE, MOXHO
3aperuCTPUPOBATBLCS Ha POCCHiiCKOM caiiTe VK.COM wWiu Ha caiite
«OmHoxmaccHukmy. [IpenMyInecTBOM HCIOB30BaHUS BUIEOPECYPCOB
SBJISIETCST UX KOMMYHHKATHUBHAs COCTaBIISIONIAs, MPU OOpaIleHHH K
KOTOPOW Yy WHOCTPAHHBIX Y4YallUXCsS pa3BUBAIOTCA AayAWTHUBHEIC
criocobHocTH. OTMEYaeT, YTO «IMaMATh U MPOIIECC 3aIIOMUHAHUS OY€Hb
BRXHBI B MpoIlecce HM3YYCHUS HMHOCTPAHHOTO $3bIKAa, TaK KaK 3TO
BIMSCT HA Hall CIOBapHBIM 3amac, OT 3TOr0 3aBUCHT OOraTrcTBO
UCIIOJIb3YEMOTO  JICKCMKOHA. YYEHBIMH JaBHO JOKa3aHO, YTO
OONBIIMHCTBO JROJieH 3anmoMuHaroT 15% ycneimanHoro u 25%
YBUIGHHOTO. A TaK KakK, Ipd OOyd4aromeM IIPOCMOTPE BHAEO WU
¢uibMa 3ameHCTBYyeTCS M 3pUTENbHAs, W CIIyXOBas, W MbIIICYHAS
namsITh, TO OJHOBPEMEHHOE UX COUETAHHUE MOBBIIAET 3alI0MUHAEMOCTh
CIIOB M BeIpakeHwmii 10 48%» [1, c. 145].
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BosnpmuM  mpeuMyIIECTBOM HCHOJIB30BaHUSA (DUIBMOB, Kak
XYA0KECTBEHHBIX, TaK U YYeOHBIX W HAy4YHO-TIOMYJSPHBIX (HUIBMOB,
ABISIETCS. HMX COLMAIBHO-KYJIBTYPHBIH, COLMOHJIMHTBUCTUYECKUH,
JIMHIBOKYJIBTYPOJIOTHYECKUil acnieKThl. C IOMOIIBI0 GHIbMa yYaIlnuecs
«3HAKOMSTCS C KYJIbTYpOH, TpaiuUUsIMU W OOBIYasiMH, HCTOPUKO-
MOJUTUYECKUMH COOBITHAMHU CTpPaHbl WM TOCYJapCTBa H3Y4aeMOro
s3pika»  [2]. B XyJOOKECTBEHHBIX pPYyCCKHX (UIbMax  4acTto
NOKA3bIBAIOTCA  pa3jIM4yHble KOMHYECKHE, JHOO IpaMaTHYEeCKHe
CUTyallud, TpeAMEThl HCKyCcCTBa, TNPOU3HOCATCS  ¢pa3bl U3
MPOU3BEACHUN PYCCKOW JIUTEpaTyphl, 3BydaT MEJIOAMM JAesTeNeH
UCKYCCTB TOTO BpeMeHHU. Pexxuccepbl (QUIBMOB yIENsSOT OIPOMHOE
BHUMAaHHUE JIEKOPAIHSIM, KOCTIOMaM H MY3bIKaTbHOMY COIPOBOKICHHIO
¢ubMa, KOTOpbIE CHOCOOHBI MEPEHECTH Hac B TYILy COOBITHH, TeM
caMbIM, YYEHUKH IMpPHU MNPOCMOTPEe (HUIBMOB MOIYYalOT IIOJHOE
MIPEJICTaBIEHUE OKYJIbTYpPE aHTIOA3BIYHBIX HAPOIOB.

Lenbto ucons3oBanus BUACOGUIEMOB HA YPOKaXx:

— KOMMYHUKaTHBHA;
— coObITHIHAL;
— TBOpYECKasl.

B BuaeodmibMme repoii u ero okpyxeHue OyIayT IMpenCTaBICHbBI B
MOJTHOM 00BbeMe, OJIM3KO MPHOIMKEHHOM K AeWcTBUTeNnbHOCTH. [lpn
BbIOOpe BUAeO(MIBMa MPENoJaBaTeNi0 BaKHO IMOJI'OTOBUTH 3apaHee
JIEKCHUKY YPOKa, TOCTPOSHHOTO Ha MMPOCMOTPE TOTO WIJIM HHOTO (hHITbMA.

Ha mnoaroroButensHOM (QakynbTeTe MOMYJISPHO CMOTPETh
pOCCHiicKre epaliallid, KOPOTKOMETPaKKH, OTeUeCTBEHHbIE (DUIBMBI
«Onepanust  bl, wmm Ilpukmouenuss Lypuxa». Ilpun momdope
BUACOQHIbMa BXXKHO YUUTHIBATh €ro TeMatuky. Ecinu paGora Benetcs
CO CTyIEHTaMH Ha4yaJbHOTO YPOBHS, TO CHayaja HPUHITO CMOTPETH
MyabTGuiIbMBl  «JIbBBEHOK H depemaxa», «Mama W MeABEIU» H
HeKoTopsle apyrue. IIpocMoTp BuaeoguiIbMOB OOOCHOBaH TOM WM
uHOW Temou. Eciu roBoputh o uibMme «MoCKBa cie3aM HE BEPUT
UCTIONIB3YeTCsl TIPU M3YYEHHH PYCCKOTO s3bIKa B oObeme ypoBHsS bl
WHOCTPAaHHBIMH y4almiuMucs. DuinbM J0KeH OBITh HHTEPECHBIM
yuamumcs. Pabota ¢ BugeopmisMamMu CTpOUTCS B TPH dTara.

1. BoHbIii (BBEICHNE HOBOM JIEKCUKH YPOKa);

2. OcHoBHOW »dTam (pa3bop JIEKCHKHM BO BpeMs MPOCMOTpa
¢dunbpma);

3. 3aKIrOUHTENbHBIN (BBITIOTHEHUE 331aHUN).
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3anaua mpernojaBarens — CyMeTh YAEp)KaThb MHTEPEC YJalluxcst
BO BpeMs pocMOoTpa (puiibMa 1 00cyxaeHust GpuinbMa.

OO6cyxeHue CTpOUTCS Ha pazdope CIEeAyIOINX KOMIIOHEHTOB
bunpMma:

a) 0cOOEHHOCTH CIO’KETHOH JTMHUH (PriIbMa;

0) XxapakTep TJIaBHBIX T€POCB;

B) KTO U3 TEpOEB BHI3BIBACT K ceO€ TEePeKUBAHMS, WIIH
OTpHLIATEIbHbBIE IMOLUH;

T') IPOTHO3 Pa3BUTHS CIOKeTa QUIIbMa,

1) oOCcy>KIeHNEe MTPOOIIEMHON CUTYAINH B (hUIIbMe.

VY ydJammxcst IOJDKHO BO3HHMKHYTH JKEJIaHME Y3HATh OOJIbILIE
HEOOXOIUMOIN MH(OPMAaIH, U OHU JOJDKHBI YMETh BOCIOJIB30BaThCS
er0. YUHUTENI0 Tak jKe cleqyeT 3apaHee O3HAKOMHTHLCS C JIGKCUKOH, M
MONTOTOBUTH HOBBIE CIIOBa M (pa3bl i yaeHHKoB. OTO0p QruibMoB,
Kak M pa3paboTKa 3aJaHui K HHUM, OYEHb TPYJOEMOK M 3aHHMAacT
MHOTO BpeMeHH. Ho, coOpaB wmarepuan OIUH pa3, UM MOXKHO
NOJIb30BaThCsl HEONHOKpaTHO. Ilpm manHOM THIE PaboOTHl «pedsTa
HAay4aTcsl BBIACNSATH OCHOBHYIO MBIC/Ib, BBISABIATH (DakThl, a TaKXKe
apryMEHTHPOBaTh CBOIO peub Ha pycckoMm s3bike» [3, c. 40]. B
mporiecce oOydenns PKU menpto o0ydeHHsS SIBI€TCS pa3BUTHE
JIEKCUKO-TPAMMATHYECKOM U KOMMYHUKATUBHOM  KOMIIETCHIIM.
OnHako B y4eOHOM TMpoliecce BaKHO TakXKe HE TOJBKO HAayYUTHCS
YUTaTh, MHCATh, CIYyIIaTh, TOBOPUTHh HAa PYCCKOM, HO WHOCTPaHHBIM
yyaluMcsl TaKke HEO0OXOOMMO HAYYHMTHCS NEPEBOJUTH C PYCCKOTO
SI3bIKA HA POJIHOM SI3BIK U OOpaTHO.

WHOCTpaHHBIM yYalIMMcs HEOOXOJIMMO HAYYHUTHCS YCTHOMY H
NUCbMEHHOMY NEpEeBOJy, HO €CJIM NMCbMEHHOMY IEpEBOIY ydalluecs
Oosple yyarcs BO BPEMSI CaMOCTOSTEIbHONW paboThl, TO OOpalieHue K
YCTHOMY TIepeBOJy Kak (opMe NPAKTUKH KOMMYHHKAIUH MOXKET
npoBoauThCs Ha 3aHATHAX 1o PKUM. HeoO0xoawmmo BBLIETUTH
0c0OEHHOCTH IIepeBoa:

a) TperojaBaTeNb MPOU3HOCUT TEKCTOBOE COOOINEHHE Ha PYCCKOM,
yYaniuecs rnepeBoisIiT Ha CBOM pOJIHOM SA3BIK;

0) ogMH ydamuics TPOM3HOCHT (pa3y Ha CBOEM POJHOM S3BIKE, a
JOpYroi yJaiuiics, TOBOPALIMIA Ha TOM K€ CaMOM SI3bIKE, IPOU3HOCUT
ee MO-PYCCKH.

B) ydaluecs BMECTE€ YHMTAIOT TEKCT, NEPEeBOJSAT MHCBMEHHO JaHHBIA
TEKCT, Aajiee IPOU3HOCST YCTHO.
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Ha 3ansatusax no PKU BaxxHO MCONb30BaTh Kak TPaJUIIMOHHbBIE
VIpaXXHCHUs, TaK W WHTEPaKTHBHbIC. K WHTEPaKTUBHBIM METOJIaM
00ydeHusI OTHOCSTCS METONbI TMPUMEHEHHUS JJIEKTPOHHBIX PECYpPCOB.
IlepeBoa TekcToB GMIEMOB sIBIsIETCS d(H(PEKTHBHBIM, C TOUYKH 3pEHUS
Metoquku oOyuyenuss PKU. Cnoeyer OTMETHUTH CIIOCOOBI OOy4YCHHS
NepeBoJy C TOMOMIBI0 MpocMoTpa (uiabMoB. [ljii 3TOr0 MOKHO
WCTIIONB30BaTh (PUIBMBI Ha aHTIIMHCKOM WM Ha POJHOM SI3BIKE
WHOCTpaHHBIX ywamuxcs. [lpm mpocmorpe ¢parmenta Quapma
MPEToAaBaTeib OCTAHABIUBACT (WIbM, M BMECTE C YYal[UMUCS
00CYXXIar0T cKa3aHHOE B (IUTEME.
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Exkarepuna A. Koctuna, Poccus

[TpoGiieMbl iepeBoIa 0OpalleHUi XUHIN
(Ha mpuMmepe pacckasza u puiibMa «TpeThs KIIATBAY»)

Annomayus. Pacckas IIxaanmBapHatx Peny «TpeTss KIsTBa, TO €CTh
[ory6nennsrit I'ynpdham» 3HAKOM JOCTaTOYHO MIMPOKOMY KPYTY POCCHICKIX
mrobuTeNelt MHINHCKON KybTypHl Oiarofapsi mepeBo.ly, BEIIOTHEHHOMY B.A.
UYepHbImEBRIM, a Takke QuiabMy pexwuccepa bacy bxarrawapes (1966 1.),
KOoTOpbIi ObuT mpenctaBieH Ha MMK® B 1967 r. m Takxke mepeBeleH Ha
pycckuii s3bpIK. B TO BpeMst kak oOIIMii cOmOCTaBUTENBHBIN aHaIN3 paccKasa,
nepeBosia M dKpaHHu3aluu yxe Obu1 BoimosHeH [.B. Crpenkosoit B 2017 1., B
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JAHHOW CTAaThE PACCMATPUBAIOTCS OCOOCHHOCTH TpaHC(HOpPMaIHMi B paMKax
OJTHOTO M3 CYLIECTBEHHBIX JUIS IPOM3BEICHUI PeHy SI3BIKOBBIX aCHEKTOB:
CHCTEMBI 00paIeHHH.

Kniouegvie  cnosa:  IlxanmmBapaatx Peny, Tperbs  wisTBa,
9KpaHHU3aLusl, BOKaTHB, O0OpalleHue

Ekaterina A. Kostina, Russia

The problems of translation of Hindi appeals
(on the example of "Tisra kasam”‘s Phanishwar Nath Renu’s
story and film)

Abstract. The story of Panishvarnath Renu "Tisra Kasam" is familiar to
a fairly wide circle of Russian lovers of Indian culture thanks to the translation
from Hindi into Russian made by indologist and translator Vladimir
Chernishev and as well as the film directed by Basu Bhattacharya (1966),
which was presented at the International Moscow Film Festival in 1967 and
was also translated into Russian. While a general comparative analysis of the
story, translation and film adaptation has already been carried out by Dr. Guzel
Strelkova in 2017, this article examines the features of transformations of the
appellation system within the framework of one of the linguistic aspects that
are essential for Renu's works.

Keywords: Panishvarnath Renu, Tisra Kasam, film adaptation, vocative,
appellation

[MxanumBapHatx Peny (1921-1977) — kiaccuk COBpEMEHHOU
JTUTEpaTyphl XWHIHW, TONYYWBIINA TpU3HAHWE HE TOJBKO Kak
OCHOBOTIOJIO)KHUK «PErHMOHAIBHOTO pPOMaHa», HO M Kak TIIyOOKHi
3HATOK BBIPA3UTENBHBIX CPEICTB S3bIKa, C IMOMOIIBI0 KOTOPHIX €My
y/IaBaJloCh MAacTePCKH BOCCO3/IaBaTh XHUBYIO artmocdepy, Oyap To
3aTepsiHHAs B TUIYIIH JIEpEBEHbKA, SpMapKa, YIUIBI OOJBIIOr0 ropoja
win ocoOHsik Oorava. Poccuiickuii yMTaTenh CMOT TO3HAKOMHTBCS C
TBOpuecTBOM lIX. Peny Omaromapsi mepeBoiam, BBHITOJHEHHBIM B.A.
YepHBILIEBBIM, CPEAd KOTOPBIX OCOOOTO YIMOMUHAHHS 3aCIy’KUBAET
TisrT kasam, arthat mare gaye Gulfam, BepBbie OIyOJIMKOBAHHBIN MO
Ha3zBaHHeM «TpeThs KIATBa» B )KypHaie «IHOCTpaHHas TuTepaTypa» B
1973 1.

I'maBHBIN Tepoit paccka3a — M3BO3UMK XHpaMaH, MOKIIABIIUICS
HUKOTJla HE BO3UTh KOHTpabaHmy u OambOyk. OpHaXmbl OH
coIJIalaeTcs JOCTaBUTh Ha SPMapKy 3HAMEHHUTYIO akTpucy Xupabau.
HecMoTtps Ha nepBoHavaIbHOE HEAOBEPHE U NMPUHLIMIINAIBHO PAa3HBIN
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’KU3HCHHBIH OIIBIT, B JIOPOT€ MEXAY TepOSMH BO3HHKAIOT OCOOBIC,
TperneTHble OTHOmeHUs. OQHako mepBas JOOOBb YK€ HEMOJIOIOTO
XupamaHa OCTaeTCAd HEBBICKA3aHHOM: TIOCJIE€ OKOHYAHUS SpMapKu
Xupabanu ye3kaeT, a OH JaeT TPeThI0 KIATBY: HHUKOIZA HE BO3HUTH
TaHIOBIIUII.

B 1966 r. Ha uHauiickue sKpaHbl Beiien GpuiabM T75r7 kasam [1]
pexuccepa b. bxarrauapes, auanoru i KOTOPOro Hamucal cam
IIx. Peny. XoTa B LENOM CIOXKETHAas JIMHUSA HE I[perepnena B
KMHOBEPCHUHU CYLIECTBEHHBIX M3MEHEHUH, JUIsl MuUcaTens SKpaHu3arus
pacckaza cTajga BO3MOJKHOCTBIO HECKOJIBKO HHA4e pPacCTaBUTh
AKIICHTBI, 33 CUET 4ero, 10 MHEHHUIO KPUTHKOB, « TpeThs KIIATBa» cTana
OoJiee IPKUM U 3aKOHUCHHBIM MTPOM3BEICHUEM [2].

Ounem  «Tperbss  kisiTBay ObUT  TpeAcTaBieH Ha  [lsToM
MoOCKOBCKOM MeXIyHapomHOM KuHO(pecTuBase B 1967 T., omHako
Harpaj He MOJYy4MJI U He JEeMOHCTpUpOBajiCs B KMHOTeaTpax. Tem He
MeHee, CO BpeMEHEM POCCUHCKHUE JTIOOUTENIN HHIUMCKOTO KHHO CMOTIIN
€ro yBUAETh B MPO(ECCHOHATFHOM MHOTOrojocoM mnepesojae Ha DVD,
BhIylIcHHOM B cepeauHe 2000-x rogoB, W JOCTYIIHOM B CETH
Hurepwer [3].

Takum oOpazom, g HcchemoBaTelss NpobieM TepeBoja
«TpeThst KIATBa» MpeNCTaBIsieT cO00M OUYEeHb MHTEPECHOE SIBICHHE: C
OIHOM  CTOPOHBI, MBI  HUME€EM  BO3MOXXHOCTb  IIPOCIEIUTH
TpaHC(HOPMALIUIO OPUTHHAIBHOTO JIUTEPATypHOTO TPOHM3BEICHHUS B
KrHeMmarorpaguieckoe, a € JAPYroil — paccMOTpeThb HepeBoj] 00enx
BEpCHHl CIOKeTa Ha PYCCKHH sI3bIK. B JaHHOW cTaThe peub Mmoujer oo
OJTHOM W3 YaCTHBIX aclEKTOB 3TOW MHOTOMEpHOH TpaHC(opMaiuu, a
MMEHHO — O MpobJieMax MepeBoia 0OpaeHuH.

C TOYKM 3peHusi CTPYKTYpHl BBICKa3bIBaHHS OOpAaIllEHUE MOXKHO
OXapakTepu3oBaTh  KaK  «TpaMMaTHYeCKH  HE3aBUCHUMBIH |
MHTOHALMOHHO 000COOJIEHHBI KOMIIOHEHT INPEUIOKEHHUs WiIn Oosee
CJIO)KHOI'O CHHTaKCHYECKOTO LEJIOro, 0003HAuYalomui JHMLIO WIN
MpeaMET, KOTOpOMY ajsipecoBaHa peds» [4, C. 340]. B To xe Bpems ¢
TOYKH 3pEHUS TEOpHH KOMMYHUKAllMM OOpalieHne — «oIHa U3
YaCTOTHBIX €IAWHHUI] OOLICHWS, a HMMEHHO aJpecaluu, Hecylas
BOXHEHIYI0 KOHTAaKTHO-yCTaHAaBIMBAOLIYI0 (yHKuuIo» [5,C. 83], u
paccMoTpeHue oOpareHuit 00BIYHO OCYIIECTBIISIETCS B
HEIOCPENCTBEHHON CBS3H C APYTUMU CPEACTBAMH aApEcalvi, TaKUMHU
KaK MECTOMMEHUS BTOPOTO JINLA, BBOJHBIE CTPYKTYPBI U JIp.
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Bri6op dopmbl oOpariieHus] OBIBAET JKECTKO pPeriiaMEHTHPOBaH
STHUKCTHBIMH HOpPMaMH, a TIpH OTCYTCTBUM TaKOBBIX Ha HETO
OKa3blBAIOT  BIMSIHHE  MHOIOYMCJICHHBIE  JIMHIBUCTUYECKHE U
OKCTPAJIMHTBUCTHYECKHE (DAKTOPBI: JIMYHBIC OTHOLICHHUS MEXKIY
TOBOPSIIMM U ajpecatoM, OOCTaHOBKA, B KOTOPOH OHM HaXOMSATCS
(HanmuuMe TPeThHUX JIHI), KOHKpETHas (YHKLUS, KOTOPYIO BBIIOTHSET
obpamienne u T.I1. [3, ¢. 28]).

IIpu cxomaoMm 00meM Habope BOKATHBOB CHCTEMBI OOpaIlieHUH B
Pas3HbBIX S3bIKaX MOTYT HE COBMAJaTh M TPeOOBAaTh OT MOTECHIHAIHHOTO
HepeBoJYrKa 0co00ro BHHMAHMA: HAIpuUMeEp, B TO BpeMs Kak JUId
PYCCKOTO $I3bIKa XapaKTEpPHO OOpalleHne MO0 HWMEHH I «UMEHH-
OTYECTBY», B XHMHOM 0Oojiee IIUPOKO TNPHUMEHSIOTCS BOKATHUBBI Ha
OCHOBaHWH TEPMUHOB POJICTBA.

B «Tpetbeii kIsTBE» MOXKHO OOHAPYKUTH BCE XapaKTEPHBIE IS
XMHAM THITBI OOpAIIEHUH, U3 KOTOPHIX OCHOBHYIO MAacCy COCTaBIISIIOT
CyllecTBUTENbHBIE: THyHOEe nMs (Jlammoxap, XupamaH); COKpaIleHHOe
ums (Ilanra or [lamataac); TepMUHBI POJICTBA, OCOOEHHO CO 3HAUYEHUEM
«bOpar»: bhai, bhaiya, bhay, bhaiyan; nasBanus momkHOCTEH,
npodeccuii, mokaszatenu cratyca, Tutyibl, (Malik «rocrioauuy, garivan
«BO3YHKY»); Mapkepsl BexauBocTH (ji, huzir «movreHHbINY); OpaHHas
Jekcuka (Sald «CykuH ChlH», OYKB. «ITYPUHY).

Hepeako BcTpewaroTcsi KOMOWHAIIMA BOKATUBOB PA3HBIX THIIOB:
dhunni kaka — «asimromika JIXyHHUY (JIMYHOE MMST + TEPMHUH POJICTBA);
bhai re — «oii, Opareny (TepmuH poxacTBa + Mexaomerue); daroga
sahab — «rocnmommH monumueickuin»  (npodeccuss +  Mapkep
BeXKIMBOCTH); Sald Qarivan — «u3BO34MK, CYKHH CbIH» (OpaHHas
nekcuka + mpodeccust), 0 lalmohar malik — «o xo3smu Jlanmmoxap»
(Mexmomerne + cTatyc + TMIHOE UMS).

[Mucarens THIaTENbHO TOAOWUPAET BOKATHUBBL, K KOTOPBIM
npuOeraroT ero MEpCOHAXH, M AKTHBHO MCIOJB3YET HPUEM CMEHBI
perucTpa BEXJIMBOCTH WM TEPEKIIOYEHUS] MEXAy, K IpHMEpY,
WHJIUBUIYaTbHBIM WUMEHEM W TEPMHUHOM pOJICTBA JIJISI OTPaKeHHS
W3MEHEHUsS] OTHOLIEHUN Mexay reposmu. Kpome Toro, oH u caMoro
XupaMaHa BBIHYKAA€T 3ayMaThcs O BaKHOCTH BBIOOpa MPaBUIBHOTO
oOpamieHus: «...KaKk eMy BeCTH pa3roBop ¢ Xupabau? Ha «TeD» unu Ha
«BBI» oOpamiarscs? Ha ero pofHOM sI3bIKe K CTapIUM OOpararoTcs
«ahay, To ecTh Ha «BB [6, P. 25].

Orta nuneMMma OJHO3HAYHO pemaeTcs XUpaMaHOM B IIOJIB3Y
«BbI». Jlo KOHIIa MOBECTBOBaHMs XHpaMaH oOpaimaercs K Xupadban
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HCKITIOUYUTEIBHO HOCPEICTBOM MECTOUMEHUS HOBBIIICHHOM
cyOopauHanmuM @p u  u30eraecT  WCIOJB30BaHUS  OOpaIlCHUM-
CYIIECTBUTENbHBIX. [IpHumHa 3TOro Kpoercs B HETHIHYHOCTH HX
B3aMOOTHOIICHUH, OTCYTCTBHSI STHKETHBIX HOPM, KOTOpBIE OBI HX
periiaMeHTHPOBAJIH.

Xupaman — He ciayra Xwupabau, 4YTO JellaeT HEBO3MOXKHBIM
obpamienne Thma Mmaim «vom», malika wnmm sahiba «rocmoxka». C
JpYroil CTOPOHBI, HEMOXOXKECTh TAHIOBIIUIEI Ha JEPEBEHCKHX
JKCHIIMH, a TaK)Ke BO3HHUKIIME B cepile XupaMaHa YyBCTBa HE JAIOT
eMy BoclnpuHHMaTh Xupabau kak bahan «cectpy» wmu bhabhi -
«HEBECTKY», YTO OBIIO OBl yMECTHO B OTHOIICHWH >KCHIIWHBI,
NpUHAAISKALNICH K TOMY K€ OOIIECTBEHHOMY M BO3PACTHOMY CIIOHO.
[1x. Peny HeoIHOKpaTHO MOAYEpPKUBACT, 4To XUpadau mpuodpeTacT B
rma3ax XupamaHa IOJXyOOKECTBEHHBIH CTAaTyC, OJHAKO Ui HEro
(BUIMMO, MO TeM K€ MPUYMHAM), B OTJIUYME OT HaOOXKHOTO BO3UHKA
IManmaTtmaca, ona He ctaHoBuTes Siya Sukumari — sorutomerreM CHTEHI,
cynpyru Pampr. Camo nmsa Xwupabau repoid s oOpalieHus TakxKe He
UCTIONIB3YeT, Ja W B LEJOM Ipearnodyntaer wusderatb ero. OH
npousHocuT «Xwupazaesw» (OoxecTBeHHas Xwupa) B pasroBope ¢
OXPaHHUKOM, KOT/Ia TIBITACTCS HAUTH JOPOTY K ee majaTtke Ha spMapke,
HOBTOPSIET TIPO cebst BosmyTHBIIee ero Hiriya (B pycckom mepeBoie —
«XupKa»), a TaKKe MBICIICHHO MPOTOBAapUBAE€T B TOT MOMEHT, KOTJa
TOTOBUTCS YOEAWTH JCBYIIKY OCTaBUTh «IIOPOYAIIYIO» Mpodeccuro
TaHLOBIIUIIBI.

B cBorwo ouepens, Xupabaum mOpUMEHsSIET IENIBbIH CIEKTP
oOpamenuii k Xwupamany. IlepBbIii pa3roBop OHa Ha4YMHAET C
YMECTHOTO 10 OTHOIICHHIO K BO34MKy bhaiya — «Oparem», HO BCKOpe,
y3HaB, YTO UX UMEHa 3BYYaT IOXOXKE, MEPEeXOJUT Ha Mitd — «Te3Kay,
«ONMM3KUK Ipyr», YeM B OdYepeaHOW pa3 MPHUBOAMT XHUpaMaHa B
HEJJOyMEHHE: pa3Be Y MY>KYMHBI M KCHIIUHBI MOXKET OBITH OJJHHAKOBOE
umsa? Ha mpoTsbkeHMM JabHEWIIero MOBECTBOBAHMS 3TO OOpamieHue
BBICTYIIACT CMMBOJIOM JOBEPUTCIIBHBIX OTHOIIIEHUN MEXKAYy I'eposaMH U
MOXET 6I)ITB HCIIOJIB30BaHO HE I MPUBJICYCHHA BHUMAHUA, a HJIA
MHTUMU3AIMU OOIIeHUs. XUpaMaH He TIepeHHMAeT 3TO 00palieHue, HO
OHO TIOSIBJISIETCSI B €r0 Pa3MBIIUICHHUSAX O MEPEKUTOH yTpare, Korjua OH
BCIIOMHUHAET BCC HIIOCTAaCH, B KOTOPBIX IpE€AcCTaBajla NEpE] HUM
Xwupa6au: pari... devi... mita... Hiradevi... Mahua ghagvarin — koz nahi
— «HebecHast neBa... OoruHs... Te3ka... Xupaaesu... Maxya, 104b
JIOI0YHKKA, — HUKOTO HeT» [6, p. 50].
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Korma Xwupabaum XoueT HaMEPEHHO JHCTaHI[MPOBATHCS OT
Xupamana, pa3roBapuBaceT ¢ HUIM B MPUCYTCTBUHM [TOCTOPOHHUX H/HIIH
npeaaraeT eMy ICHbI'M, OHAa Ha3bIBaeT €ro 10 MMEHH, TeM CaMbIM
cMemasi €ro BHHU3 II0 COITHAIBHOM JecTHHIe. Takoe oOpamieHue,
YMECTHOE MO OTHOIIEHHIO K CIyre, HE BBI3BIBACT y XHpaMmaHa
HEIOBOJIBCTBA, B OTJIIMYHE OT €Ile OJHOI0 HEKOHBEHLMOHAIBHOTO
BOKAaTHBA: «yYUTEIbY.

Heckonbko pa3 Xupabaum oOpamiaercsi K BO3YMKY QUrUji
(COOTHOCHTCS C MHAYHCTCKUM IUIACTOM KYJIbTypbl) wWiu UStad
(mepcungckoe  «MmacTtep»,  NPUMEHSETCS  IPEUMYILECTBEHHO B
OTHOLICHWU YYWTEJEeH MYy3bIKM) W IpPH 3TOM aKIEHTUPOBAHHO
MEPEeXOAUT Ha TIJarojibHble (POPMBI TOBBIIIEHHOH CYOOpIUHALIUH.
JomnycTtuMocTh Takoro abcypaHoro oOpamieHusi Xupadbau OOBICHSIET
TeM, 4TO XHpaMaH HAaydW1l €€ CKa3aHHI0 O JOYepH JOAOYHHKA.
COOTBETCTBEHHO, B JalbHEWIIEM 3TH OOpAIleHUs BBICTYMAIOT Kak
KOJ/IOBBIE CJIOBA, aKTYaJIM3UPYIOIIUE JUIsI TePOEB COOBITHS, ONMCAHHBIC
B 9TOM BCTaBHOM IIOBECTBOBAaHUH, U OOCTOSITEIHCTBA, B KOTOPBIX OHO
Obut0 m3NOXKeHo. IlpumeuatensHO, YTO XUpamMaH HE NPUHUMAET HU
oObsICHEHHe, HH HaBs3bIBaeMyl0 Xupabau MoOJelb OTHOIICHHH
«yYEHHLIA — YUUTEIbY.

B.A. Uepnpués mozorien k npobieme nepeBona odopalieHuit co
BCEH TIIATENLHOCTHIO, JOOMBAsCh, C OJHOW CTOPOHBI, JOCTOBEPHOU
nepeaaynu aBTOPCKUX BOKATUBOB, a C L[pyroﬁ — €CTECTBCHHOCTU HUX
3BYYaHUs Ul PYCCKOS3BIYHOIO yuTaTess. Tak M30BITOYHBIE C TOUKH
3pCHUA PYCCKOI'0 A3bIKa WKW TPYAHONCPEBOAHUMBLIC, HO HC HUI'PAIOUINC
CMBICTIOO0pa3yoIIeld  poJid  oOpalieHus JH0O  OMyIIeHbI, JHOO
NepeBeICHbl B MTOBeCTBOBaHHUE. M3 Beell 0e33KBUBAJICHTHON JIEKCHKH B
TpaHCIUTEPALUK TPUBEICHO TOJBKO ObOparieHne huzir («rocromuny,
MOYTCHHEINY): «Bce MoHATHO, Xy3yp. DTa JApaka MOJCTPOSHA JIOIbMHU
MarxypamoxaHa» [6, c. 122]. HecMoTpss Ha OTCYTCTBHE KaKOTO-THOO
MOSICHEHHUS, 3HA4YEHHE CJOBA «Xy3yp» UHTaTelnb C JIETKOCTBHIO
BOCCTaHABIIMBAET W3 KOHTEKCTa, a CaMO €ro YIOTpeOJIeHHE MOXKET
CIIYKUTB CPCACTBOM IIPpUJAHUA TEKCTY I/IHIIPIf/iCKOFO KOJIopHuTa.

[losuuuss  oOpamieHus MeHseTcs WM COXpaHseTrcs B
COOTBETCTBMM C HOPMaMH pYCCKOTO  $I3bIKa, TIJIarojibHas H
MECTOMMCHHAsA cy60p111/1Ha111/m B OOJIBIIMHCTBE ClIy4ac€B COOTBETCTBYET
opuruHany. [IpeamecTByromee o0paieHHI0 MEXIOMETHE MOXKET OBITH
COXpAHEHO WJIM OMYILEHO; B JIBYX ClIydasX MEXIOMeTHe J00aBICHO C
KOHHEKTHUBHOU TCJIBIO. BapI/IaTI/IBHOCTB BOKAaTMBOB CO 3HAUYCHUEM
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«Opar» HHKaK He OTpakeHa, HO HMEEeT MECTO BapHaTHBHOCTb
«Opat/Oparen/OpaTku/IMyHOe WMl ajpecaray, peanuzyemas B
3aBUCHMOCTH OT KOHTEKCTa.

Cnenyer, oHaKO, OTMETHTb, YTO CIIEIM(UKY B3aMMOOTHOIICHHH
MEXIy TJaBHBIMH T€pOsIMH, HAIICIIIYI0 OTPaXEHHE B TOAOOpe
oOpaienuit Xupabau k Xupamany, B IEpeBOJie TIOJIHOCTBIO COXPAHUTh
He ynanoch. Bo-epBbix, B. A. UepHBIIIEB OTKA3BIBAECTCS OT BBEICHUS
B IMCKypC KIt04eBOro obpamenus Mita. [Ipu nmepBoM yrnmoMHHaHUN OH
NPUBOJUT MEPEBO] «T€3Kay», OJTHAKO, €CJIM B OpUTrHHajiIe Xupabau sBHO
BBICKA3bIBaCT HAMEPEHHE HCIOJIB30BaTh HMMEHHO JTOT BOKATHB,
HEepPeBOTUMK MepecTpanBaeT (pazy Tak, YTO OHA 3BYUHT NPOCTO Kak
KOHCTaTaIus (akra:

Opurunan bykBanbusiii mepeBon  Ilepeon B.A.
UepHbiiéBa

tab to mita kahiigi, Torna Gyay Ha3eIBaTh 3HAUMT, Mbl TE3KH.

bhaiya nahi. — mera Teskoii, a He Mens Toske 30ByT Xupa
nam bht hira hai OpartieM. - Menst [6, c. 104].
[2, p. 25]. TOKE 30BYT XHpa.

B  npanpheiimiem  B.A.  UepHbllmieB  OTKa3bIBae€TCsi  OT
HCITOJIb30BaHUS BOKATHBA «Te3ka». Kak m Mild B s3BIKE XWHIH, B
PYyCCKOM  sI3bIKE  OOpallleHHe  «Te3Ka»  CBHUJICTEILCTBYET 00
YCTaHOBJICHUU JIOCTATOYHO OJIU3KHMX, HE()OPMAIBHBIX OTHOLICHHMA, HO
MIPH ATOM MOXET YIOTPeONAThCS C MPOHUEH M MMeeT (paMUIIbsSpHBIA
orTeHOK. Mcxons u3 HecoBnazeHus chep ynorpeOiIeHHUs PyCCKOTO H
XUHIM oOpaieHuii, B. A. UepHbIIEB omyckaeT Mitd MM 3aMEHSET ero
JIPYTUMU BOKATUBAMH:

Opurunan BykBanbHbIH IlepeBog

repeBos B.A. Uepnpiména
tab? uske bad kya  M? Yro mpomsommio  Hy, u 4t0 ke manbiie
hua mita? mocJie 9Toro, Te3ka?  Obu10 O7? [6, c. 107]
[6, p. 28]
kyd mita? [Mouemy, Te3ka? [ouemy, aApyr moii?
[6, p. 49] [6, c. 124]
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Kpome Toro, B mepeBojie OCiabNsieTcss MOTHB «YYUTEIbCTBAY
Xupamana. Korma Xwupabau BrepBble Ha3bIBa€T CBOETO BO3HHILY
«HACTaBHUKOM», B. A.UepHBIEB NPOU3BOAUT JOBOJBHO YIAYHYIO
TpaHCHOPMAIIUIO, 3aMCHssI HE HWMCEIOIee TOYHOTO OSKBHBAJCHTA
CYIIECTBUTENbHOE UStad codeTaHweM «riaroi + ONpeleIuTeIbHOS
Hapeune»: «A Thl Bellb 4yldecHO moeub!» [6,c. 113]. Hdanee, mpu
nepegaye OOCYXIEHHUS IPABOMEPHOCTH Takoro oOpamienus, guru
MEepPEeBEICHO KaK «y4uTenab», a UStad — kak «HacTaBHUK». Hakower,
KOTJa MpH NpOLIaHWK Ha Bok3aie Xwupabau monasbiBaeT XupamaHa,
oOpaiasick K HEMy MMEHHO «UStad», W TeM caMbIM aKTyaTH3HPYeT
KOHTEKCT «I0pora Ha sipMapky — JereHma o Maxyay, NepeBOJYHK
OTKa3bIBaeTCSl OT MEpeJadd 3TOTO HIOAHCA U COXPAHSET TOJLKO OTHO
«YUUTENbCKOE» OOpalieHne W3 Tpex, J00aBisisi NP STOM B pedb
Xupaban HOTKH COMHEHHUSI, OTCYTCTBYIOIIUE B OpUTHHAIIE:

Opurunan byxBanbnbiii nepeBon  IlepeBon

B.A. YepHbnuéna
ustad! <...> Vemao! <..> 0<.>
mai ja rahi hii Sl yesxkaro, rypymxku!  Yesxkaro s, 10poroi
guruji! <...> <..> MOIA. .. HacTaBHHK! <...>
kyd mita? Mahua TIlovemy, Te3ka? [Touemy, apyr moui? Tsr
ghatvarin ko Kymm xe kynern e caMm IeJl MHe, KakK 3a
saudagar ne kharid Maxya, 1045 JICHBIH TTPOIAJIH JI0Yb
jo liya hai guruji!  mepeBo3uuka, a, nepeBo3uuka. .. @
[2, p. 48-49] YUYHUTEIb? [7, c. 124]

YCKONB3aeT OT PYCCKOSI3BIYHOTO YUTATENS U €Ile OAHA CTOPOHA
OTHOILICHUH «y4WTeNb — ydeHHua»: naeHexHas. Korma Xwupaban
pacIuiaynBaeTcsl 3a MOE3JKYy, OHa J00aBJISET ABAALATH MATh PYIHH
CBEPX OTOBOPEHHOW CyMMBI B KQU€CTBE «JIAKIIMHBD» — TPaJIuLMOHHON
IUIaThl YYUTENIO Iocje 3aBepuieHus oOyuyeHus. B mepeBoge BmecTo
dacching Xwupabam mpemnaraetT «mogapok», KOTOPBIH KakeTcs
obmwkeHHOMYy XwWpamany momadkod [6,c.117]. ms ugwmratens,
HE3HAKOMOTO C KOHIIECTIIUEN «IJIaThl 32 00y4YEeHUE» U €€ KyJIbTYPHBIMU
KOHHOTALUSIMH, 3Ta TpaHC(POpManus MPeICTaBIseTCs YAaYHOH, OJTHAKO
3a CUeT Hee CTAHOBUTCS MEHEE IMOHSATHON CBA3KA «YUHUTENb (= UCTOPHA
0 mpoiaHHoW Maxya) — JEHBI'M», KOTOpas BHOBb BBICTPaMBaeTCA
Xupaban B TOCIEOHEM JAMAIOre TrepoeB (CM. BbIIE), KOraa
HOAYEPKHYTO-B&KINBOE QUIUJI CMEHsIeT MHTHUMHOe Mitd, u Xupabau
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HaMEKaeT Ha TO, 4TO XHpaMaH caM «Haydu» ee, paccKaszall O TOM, YTO
YeJI0BEKa MOXKHO MPOAATH U KYIUTb.

B pesynpraTe cokpamieHusl ClieKTpa oOpamieHuil u3 mepeBoia
ucYe3aeT WX  IepeduclieHHe, Korma  XupaMaH  MBICICHHO
BOCITPOU3BOJIUT B MBICIISIX BCIO LIETIOUKY:

Opurnnan BbykBanbHbIN IlepeBon

TepeBo B.A. UepHbiméra
... hirabart ki «ee... HAUMHAIN ... €My CIIBIIIAJICS
pukar kand ke POUTBCSI BO3JIE €TO rojioc Xupabau,
pas madrane yIIeH PU3BIBHBIE KoTopasi OyATo 3Basa
lagti — bhaiya... cmoBa Xupa6au: €ro, Ha3bIBas
mita... Oparen... Te3Ka... pa3HbIMU
hiraman... Xupaman ycraa JIACKOBBIMHU
ustad guruji! rypymku! umeHamu [7, c. 123].
[2, p. 47]

Takum oOpa3oMm, wHcclIeqOBaHME TOAXOAAa K  Iepesade
oOpalieHuii, Ha Hall B3IJIs, TIOJHOCTBIO MOATBEPKIaeT HaOIIOIeHIEe
I'. B. CtpenkoBoii, oTHocsameecss kK mnepeBoay B. A. UepHbiuéa B
HEJOM: «...s1 OBl Ha3Bana YepHBIIEBa COMEPHUKOM-TIOMYIISPH3ATOPOM,
KOTOPBIA 4acTo MpHcrocabiInBaeT TEKCT K COOCTBEHHOMY BHIECHHUIO
WHIUICKOTO MHpa, WHOTZIA HE MPEJOCTABIISAS YATATENI0 BO3ZMOXKHOCTH
MOYYBCTBOBATh BCErO M3SINECTBA W TIyOWHBI Tpo3sl [Ix. Peny... MHue
MPEACTABISIETCS, YTO TUaBHas 3amada i B.A. UepHbimiéBa Kax
nepeBoUrMKa Oblla  MOMYyNspU3aTOpcKass W CTPAHOBETUECKAs
[7, c. 495]

B kunemarorpaduueckoil WHTEpIIpeTaliu CIOKETa CHCTeMa
oOpalnieHuil perepreBaeT psja 00BICHUMBIX M3MEHEHUH. Bo-mepBbix,
MEPeBO] YacCTH IMOBECTBOBAHUS B JUAJOTH IMPHUBOJUT K IIOSBICHUIO
HOBBIX OOpamienuii: bahaji/;  bauji  «ueBectka» (keHa Opata
Xwupamana), munimji «oyxranrep, npukaszauky», Lahsan(va) «HecHok»
(Ipo3BHIIle TOMOITHUKA OJHOTO U3 BO3YHKOB). Kpome Toro, B uibme
MOSIBIISIFOTCS HOBBIE MEPCOHAXHU M, COOTBETCTBEHHO, OOpaIlleHHsI K HUM,
Hampumep, appa «cectpa» (tanpoBmmua Hamkma k  Xupaban),
zamindar sghab «rocmogun momemmk». J0CTATOYHO BAKHEIM
NpPEACTaBIACTCS HM3MEHEHHE PErucTpa BEeXIMBOCTH: B PasTOBOpE
BO3UYMKOB MeEXIy co0oil ¢urypupyoor dammwibsipaeie ¢opmbl. [Ipn
oToM oOmas xapaktepHas i [Ix. PeHy TeHaeHUMs yaensaTh
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TOBBHINNICHHOE BHUMAaHWE alleJUISITHBAM COXPaHEHa: 3TO OTYETIUBO
BUJHO Ha MPUMEPE CMCHBI OOpAICHUI MOMEIINKAa K TaHIIOBIIUIIC B
3aBHCUMOCTH OT TOTO, KaK TTOBOPAYHBAETCS UX PAa3rOBOP.

OOpareHns WCIONB30BaHBl B (WIBME W JUIA aKTyaJIn3alud
colMaabHON MOBECTKH. B TO BpeMs kak B pacckase [Ix. Peny 3a3biBana
Ha spMapKe OXHUIAEMO TMPUTJIAIIAeT Ha TMPEJACTABICHUE TOJIBKO

myxuuH — bha-i-yo, aj rat! — «bpa-ath-s1! Ceromus Beuepom!»
[6, p. 41], B dunbMme 3ByuuT craBmuii kimire ammenastaB bhaiyo aur
bahano! — «bpatess wu cectpbl!», OgHAaKO 3a3bpiBaia  Ccpasy

orosapusaercst: yahd to kof bahané hai hi nahf — «Tax cectep-To 31eCh
1 B moMuHe HeT» [1].

Cnoxnass cuctema oOpameHuii Xwupabam Kk Xupamany
MMPpETCPHEBACT HCKOTOPHLIC M3MCHCHUA: XOTSd OCHOBHBIM allCJUIATHUBOM
ocraercss Mita, B peun Xupabau yaie 3By4UT oOpaiieHue Mo UMEeHH
(KOHTCKCT MPEUMYIICCTBECHHO TOT XE: HCEAOBOJLCTBO, IMPUCYTCTBUC
MIOCTOPOHHUX, OOCY>KJE€HHE JI€HET) U TIOJHOCTBIO HCYE3aeT «yUUTENbY.
[TockonmpKy aBTOpOM AMANOTOB B (ruibMe BEICTYyHIUI caM LIx. Peny, aTo
HEJb3sl CUYUTATh CIy4alHOCTBbIO. Bo-mepBbIX, B paMKax JIUHEHHO
Pa3BOPAYMBAIOIIETOCS BO BPEMEHHU U 00Jiee HACHIIICHHOT'O COOBITUSIMU
KHHEMaTorpauueckoro  MPOM3BENEHHs  COXPAaHEHHE  MOTHUBA
«y4uTENbCTBa» XHpaMaHa B IaMITH 3puUTeled moTpeOoBano Obl
OOJBINX YCHIINH, 8 BO-BTOPBIX, BBUY TOSBICHUS (QUTYPHI TIOMEIUKA,
JKENAIoIIEero 3anonydnuTh Xupaban, U Ooyiee IBHOTO, MPOTOBOPEHHOTO
0003Ha4YeHHs] TNapaJUIeNld MEXAy TIeporMHeld MW mnpojaHHOW Maxya
HEOOXOJMMOCTh B TOHKHMX HaMekax ornana. Kpome Toro, cpeau
Y4aCTHUKOB TPYIIIILI B (bl/IJII)Me TIOSAABIIACTCSA peaHBHBIﬁ HaCTaBHHUK
Xupabau, M0 OTHOLICHHIO K KOTOPOMY OHA MCIIOJIb3yeT BOKATHB Qurujr
(HECMOTpSI Ha IBHO MYCYJIbMaHCKHUI CTHJIb €70 OJICXKIBI).

XupaMaH MO-TIpeKHEMY HCIIONB3YEeT B OTHOIICHUH Xupadan
(GopMBl  TIOBBIIIEHHOM  BEXJIMBOCTM M 3aMEHsET  oOpalieHHs
YBOXHUTENIBHOW dYacTHlel ji. B oTinume OT pacckasza, eAMHOXKAbI OH
MeuTaTeJIbHO MPOrOBapUBAECT oOpaleHne Mitd, Koraa BIEPBBIC BHIUT
Xwupabau Ha CIIEHE.

IIpu mnepeBonme ¢uibMa paboTa mMepeBOAUYMKA YIPOLIAETCS
Onmaromaps HaJM4YUIO BHJIEOpsANa, HO, B TO K€ BPEMs, OCIOXKHSETCS
BBUY OTCYTCTBUA BO3MO>KHOCTHU IIPOKOMMCEHTUPOBATH
0€33KBHBAJICHTHOE CJIIOBO MJIM MEPECTPOUTH BBICKAa3bIBAHUE TaK, YTOOBI
oTnaja HeoOXOIMMOCTH B ero mepeBoge. llpu MOBEpXHOCTHOM
o3HaKoMJIeHUH ¢ (mibMoM «TpeThst KIATBa» Ha PYCCKOM SI3BIKE
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HEepeBO/l KAaXKETCsl MOHATHBIM M aJCKBaTHBIM, OJHAKO NpH Ooiee
NPUCTaJIbHOM PAacCMOTPEHUM MPHUHIUIOB TMepeJadd oOpalleHui
CTaHOBUTCS ~ OYEBHAHBIM, YTO TIEPEBOJYMKH  JONMYCTHIH  PSIX
CYIIECTBEHHBIX HEIOYETOB H JaXe (PaKTHIECKUX OIIHOOK.

[IpeumymiecTBeHHO OOpAaIlIEHUS] XUHAM COXPAHSIOTCA H B
nepeBojie, BHE 3aBUCHMOCTH OT TOTO, HACKOJIBKO E€CTECTBEHHO OHHU
IPO3BYYAT UL PYCCKOS3BIYHOTO 3pHUTENS. JTO KacaeTcsi HE TOJIBKO
M30BITOYHOCTH BOKATHBOB-TEPMHHOB DOJICTBA, HO M HETPUEMIIEMBIX
JUTSL PYCCKOTO SI3bIKa BOKAaTUBOB THIIA «TOCHOAMH 3eMJICBIaAeeI HiTH
CTPaHHBIX HMHTEPIPETAIMi OpPUTMHAIBHBIX BOKATHBOB, HAaIrpuMmep,
daroga sahab B omHOM ciydae 0€30CHOBATEIBHO TMEPEBEACHO Kak
«TOCTOJIH HaYaJIbHUK BOK3aJIay.

bes mepeBoma (B OpUTHHAIBHOM 3BYyYaHWUH) OCTaBJICHBI
obpamenust huzar, munimji u mita. He3Hakomble PYCCKOS3BIYHOMY
3pUTEIII0, OHU OIIMOOYHO BOCIPHUHUMAIOTCS KaK MMEHAa COOCTBCHHBIC
(B mepeBome B.A. UepHblmeBa 3TOro ynmanoch H30exaTh 3a CYET
HAIMCAHUSA X)3YP CO CTPOYHOUN OYKBHI).

BbI3pIBaeT BOMPOCHI  CYIIECTBEHHOE HApyIIEHHE CHCTEMBI
cyOopauHanuu: XupamaH MOXKET 00paTuThes K Xupabau Ha «ThI», 4TO
IpSIMO TIPOTHBOPEYHT NPUBEICHHBIM paHee Pa3MBIIUICHUSIM XHpaMaHa
0 BBIOOpE YMECTHOI (POpMBI OOpamIeHHst 1 HE MOTJIO OBl YCKOJB3HYTH
OT BHUMAaHUS MEPEBOTIHNKA, 3HAKOMOTO C PACCKa30M MU XOTs OBl ero
nepeBojoM. O TOM, 4YTO TEpPeBOAYMK (UIbMa HE 3HAKOMHWIICS C
TEKCTOM PAaccKa3a, CBHJCTENCTBYIOT M OIIMOKM NPH Iepeaade WMEH.
Hampumep, Lahsan-decHok mnpeBpaiaercst B mepeBojge B «Jlakxana»
wim «Jlauxamanay (BapuaHThl MMeEHH «JlakmMaHa», KOTOpOE€ HOCHT
Opar snmyeckoro repost Pawmbr). Takas ommOka mnpeacTaBiseTcs
€CTECTBEHHOM /ISt 3HATOKA MHUHUCKON KYJIBTYPbI, KOTOPBIH EPEBOIUT
¢wieM Ha cityx: uMms JlakiMaH Ui MOJIOJIOTO MTOMOIITHMKA BO3HUIIBI
ropaszo 6osee okumaeMo, yeM «UecHOK».

K coxaneHuto, BBISICHUTH JIOCTOBEPHO, KaK M  KEeM
OCYILIECTBISUICS. TIEPEBOJ, HE MPENCTABISETCS BO3MOXHBIM, OJIHAKO
UMEIONINeCS B HEM OIMMOKH (HE TONBKO B CHCTEME OOpaleHuil)
BBIHY>KAAIOT MPENNOI0KNUTh, YTO NEPEBOAYMK HEAOCTATOYHO BIaseeT
XUHOM W BO3MOXXKHO NEPEBOJUT «BCIEMYIO», HE BHIS TOrO, 4TO
NPOMCXOJUT B Kajpe. DTO MPEINONI0KEHUE HAIUIO TMOATBEPXKICHHE
NpU COTNOCTABJICHUH OPUTHHANIA M PYCCKOTO MepeBoja ¢ CyOTUTpamu
Ha aHTJIMICKOM s3bIKe, NocTynHbIMA Ha DVD u B cetu UnTepHer.
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Xuuman [3] Pycckmit AHTIHicKHe
3aKaJpOBBIH cyorutps [4]
nepeso/ [8]

mera hisab kar do Pacmarucs co Settle my account,

munim j1 MHOJA, Munimji.
MyHUMIKH.

are rasta chorke Bpar, cMotpu 'Watch the fun but

tamasa dekho bhat! MOTEXY, TOJIBKO leave the road open,
MPOITYyCTH Hac, brother.

(oOpameHue OTOM/IU C IOPOTH.

K TOJIIIC)

dekho, dekho mita! Cwmotpu, cmotpu!  |Look. Look, Meeta.

Mura!
he Lahsanva! Oi, Jlakxan! Hey, Lakhan!
santa ki ma, unse Caymaiire, Listen. Tell him I'm
kahie mai ghar naht | ckaxwure um, uro  |not home.
hu. MEHS HET J0MA.

[locnenanii mpumMep Hamboyiee TOKA3aTeNieH, MOCKOIbKY W B
AHTIUHCKUX CyOTHTpaX, U B PyCCKOM IepeBOJie TIPOJAEMOHCTPUPOBAHA
onvHakoBas TpaHchopmanus oOpamienus «Mate IlanTE» B
UMIIEPATUB «CIYIIANTe).

MoOXXHO  TpEANoNOXHTh, YTO  CYOTUTPBl  CO3/1aBajiCh
HOCUTEIISIMH XUHIUM Ha CIyX Ui HYXJ, B TIEPBYIO OYEpelb,
WHJUNCKOTO 3puTeNs (KaK CISACTBHE — COXpaHEHUE HENEPEBEACHHBIMU
peanuii), a IepeBOI HA PYCCKUH SI3BIK BBIMOIHSIICS C aHTIUHCKOTO IO
TEKCTY CYOTUTPOB, 0€3 BAYMUYHBOIO O3HAKOMIICHHUS C CIOXKETOM U JIaXKe
(B03MOXKHO) 0e3 mpocMoTpa GuiIbMa M KaKOH-THO0 pelakTypbl. XOTs
MPH OTCYTCTBUU MOHTQ)KHBIX JIICTOB CyOTHUTPHI Ha SI3BIKE-TIOCPETHUKE
(B maHHOM cIlydae, aHTJIUHCKUI) MOMOTAlOT BBINOJIHUTH IIEPEBOJ], B
pe3ynbpTaTe obmree KauecTBO mepeBoia OKa3bIBACTCS
HEYIOBJICTBOPUTEIbHBIM, CTUIMCTUYECKHE OTPEXH 3By4YaT KOMUYHO U
HE TMO3BOJISIOT 3pUTENI0 B IOJHOW MEpe COMEpeXUBaTh IeposiM, a
(hakTHYEeCKHE OINOKU BBOIAT B 3201y KICHHE.
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IlpuBeneHHbIl TpUMEp TOKAa3bIBAET, 4YTO JaXXe MO TaKOMY
YaCTHOMY SIBJICHHMIO, KaK IEPEBOJ[ OOpalleHUil, MOXXHO OIPEACITUTH
OOIyI0 CTPaTernio MepeBOJYNKA W OLIEHWUTh KadecTBO €ro paboThHl B
EJIOM.
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Understanding of the translation process: subtitling of short films and
commercial advertisements from Marathi to Russian or vice versa

Abstract. The paper is based on the experience | have from handing the
subtitling project at department of foreign languages. Translation is always
difficult when we translate from one language to another language. And it is
more difficult for audio visual medium when audiences are not aware of the
cultural settings of the original film language. 1 would be talking on the
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understanding of audio visual translation process while subtitling short films
and commercial advertisements from Marathi to Russian and vice versa.
Keywords: subtitling, Russian, Marathi, interlingual translation

Jlakmvmu6an Maunganuk, HAuous

[Nonnmanue mpolecca nepeBoaa: CyOTUTpUPOBaHHE
KOPOTKOMETPKHBIX (PMIIEMOB U KOMMEPYECKOH PEKIIaMbl C S3bIKa
MapaTx¥ Ha PyCCKUH B HA00OpOT

Annomayus. CtaThsi OCHOBaHAa HA HMIIMPUYECKOM HCCIECJOBAaHHU B
paMKax TPOEKTa II0 CYOTHTPHPOBAHHMIO KOPOTKOMETPAXHBIX (HIBMOB H
KOMMEpPYECKOH peKyaMbl C s3bIKa MapaTXxu Ha PYCCKHH M HaoOOpoT.
W3BecTHO, 4TO mpomecc NMepeBoa ¢ OJHOTO sA3bIKa Ha JPYrod Mpearojaraet
HaJlMYhe TIePEeBOJUECKUX 3aTpyaHeHHH. Oco0CHOO 3TO MPOMCXOAWT NPHU
MEKCEMHOTHYECKOM W  MEXBSI3BIKOBOM IIE€PEBOJE, IIOCKONBKY LEJICBON
ayJAMTOPUU HEOOXOIUMO BOCHPHHATH KYJBTYypHbIE OCOOCHHOCTH HMCXOJHOTO
s3bIKa (PMIIbMA Ha CBOEM POJHOM SI3BIKE.

Kntouegvie crosa: cyOTUTPBI, PYCCKUH S3BIK, MapaTXu, MEXbSI3bIKOBOM
epeBo.

Introduction

Translation is always difficult when we translate from one
language to another language. And it is more difficult for audio visual
medium when audiences are not aware of the cultural settings of the
original film language. What are the challenges faced while subtitling
short films / commercial advertisements from Marathi to Russian. Most
of the time films and advertisements reflect the culture, lifestyle of
peoples and so many other aspects of life. Indian (Marathi) and Russian
languages are rich in the cultural aspects. The paper reviews how these
two different cultures are reflected in the process of subtitling of the
films or advertisements. Special attention is given to the connotations
related to food and slang words and their representation for the audio
visual medium.

The introduction of subtitling

Subtitling is a type of audiovisual translation. There are two
types of audiovisual translation. One is intralingual audiovisual
translation — for deaf and mute where dialogues are given by way of
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subtitles in the same language and audiovisual interlingual translation —
is for audiences who do not know the language of the audio visual text.
And subtitling is a part of interlingual translation. ‘It is a process of
translating spoken/ audio dialogue into written text on the screen’ [1, p.
1]. For audiovisual translation process for subtitling a film/video before
translating a subtitler (a translator) should watch a film to understand
the script better. He should translate dialogues into a target language
while keeping the meaning and context of source language. He needs to
pay attention to particular words or expression of the source language
and target language. The translation should be clean and preferably
short. He should also have to pay attention the messages conveyed by
images, sound and language. It means, a translator actually does not
translate the dialogue just a word by word for audiovisual transition
while subtitling a film. A translator tries to give / should give proper
translation of image sound and words.

There is lots of work has been done in subtitling of many foreign
films, TV serials, cartoons, fandom soft content available on the net in
so many languages. When we look at Indian languages point of view,
there are many regional languages. And subtitling or dubbing work is
done for movies, TV shows etc from Hindi to regional languages and
vice versa. Same | can say about Russian to Hindi and Hindi to
Russian subtitling / dubbing for Russian and Hindi. Movies Like
“Metro 20137, “Dark world” ‘22 minutes” “Sobibor 2018 “Ak 47
2020” they are dubbed in Hindi or Hindi movies having Russian
subtitles like —Bodyguard 2011, “Ra one 2011”, Taare Zameen Par
2008, Raj Kapoor’s movie Awaara dubbed in Russian or with subtitles,
also Disco Dancer 1980s, and “Dharti ke Lal” etc. So the work has been
done for subtitling films from Hindi to Russian and vice versa. When
we talk about subtitling films from Marathi to Russian and vice versa,
one can see there is less work has been done. When 1 searched on
internet, I found that Marathi film “Kaal” directed by D. Sandeep was
released in Russia. It is dubbed in Russian. There might be a few more
movies, but my paper focuses on the understanding of translation
process while subtitling short films and commercial advertisements
from Marathi to Russian and vice versa, so | will not go deep in that.

As you know most of the time films and advertisements reflect
the culture, lifestyle of peoples and so many other aspects of life. Indian
(Marathi) and Russian languages are rich in the cultural aspects. These
two different cultures are reflected in the process of subtitling of the
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films or advertisements. And it is also a challenge to keep culture
meaning while translating films or advertisements for subtitling.

I would like to give a few examples from the commercial
advertisements subtitling project from Marathi to Russian which we did
at dept. of Foreign Languages. While translating for subtitling Chittle
advertisements ‘“Purna Zali Wari” and “Mathiche Swapna”. There are
words like dada/bhau (brother) and Tai in “Purna Zali Vari”. We use
words dada / bhau and Tai to address to our brother or sister or even we
use it to address strangers (here | would like to tell you that in Russian
also have words like neBymika u Momonoi 4esosek to address any girl
or boy/ person), but the word “dada/bhau” has meaning like protector,
responsible person, who protects her sister from any danger in Indian
cultural. ~ This inner or cultural specific meaning for the word
dada/bhau we cannot explain to our audiovisual audience, so we have
translated it like Bpart, y3uaére? There is another word “Vitthal” in the
“Purna Zali Wari”. (It is a name of god in Indian and mostly worshiped
by Marathi peoples) you can easily understand who Vitthal is if you see
his image there, and audience can understand the word Vitthal is
addressed to that image. But there is no image of Vitthala in the adv.
And Vitthal is also related to Wari (Wari is annual pilgrimage to town
of Pandharpur in state of Maharashtra, to honor the deity of Vitthal.). In
subtitling, we cannot give the footnote for “Wari or Vitthala”,

I would also like to explain connotations related to food in the
Chittle advertisement “Mathiche Swapna”. The advertisement is about
the Chittale sweet “Modok”. The host offers Modok to his guests. Why
he is offering Modke not something elso? If you have any idea about
Ganesh festival mostly in Maharashtra state you can understand that as
per Hindu belief that Ganesh likes modoks so Hindu people in Gneash
festival offer Modkas to Gngesha. If you do not have any idea of
Ganesh festival you will not able to understand what is “Modok” how
does it taste? But you can see image of Modak in the adv. It can help
translator and audience to understand what Modak is that is why you
had to add the word “crmaakoe” in the subtitle. There are very less
references for food in the subtitled adv, but | would say that it is also
challenge task to give equivalent names or explain food items from
source language to target language. If you take example from other
Marathi movies / adv there are food items like “Purn Poli” and “Amti.
It is difficult for translator to give equivalent translation for “Purn Poli”
and “Amti. But at the same time, images can tell how “Purn Poli” or
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“Amti look like. And if we take food items from Russian culture, I
think most of Russian food like salads and non-veg traditional food will
be difficult to translate for the audio visual translation process while
subtitling for short films and commercial advertisements from Marathi
to Russian and vice versa. For all these cultural aspects we cannot give
footnote or explain it to audiovisual audience by subtitles. But since the
image is there on the screen, such footnotes become redundant. In a
literary translation, a translator can use a footnote on such cultural
aspects. Also | would like to say that sometimes translating
connotations related slang words and their representation for the audio
visual medium also challenging task.

Conclusion

I conclude saying that in audio visual translation process while
subtitling short films and commercial advertisements from Marathi to
Russian and vice versa, the translator keeps in his mind all previously
mentioned points which are given in the introduction of subtitling.
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Priyada Padhye, India

Subtitling Hindi films — challenges and possibilities

Abstract. This paper has at its core the challenges posed by the
translation of the subtitles of Hindi films for an English speaking audience.
The paper pleads for a new terminology which will address the phenomenon
specific to this niché sub - discipline of Translation Studies. The challenges
discussed in this paper are with reference to the technical constraints imposed
by the activity as well as with reference to the translational problems
associated with translating Hindi films. The case study method has been
employed to initiate the discussion by referring to the translation problems in
two Hindi films: “Swades” and “3 Idiots”. Attempt has been made to draw
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attention to the limitations of available translation procedures. Solutions that
have been suggested to the challenges discussed in this paper have been culled
from the taxonomies developed by famous theoreticians. The challenges have
been classified with examples from the above mentioned films. The problems
and the solutions suggested are to be understood as a guideline for similar
kinds of problems and no claim to an exhaustive discussion in this regard has
been made.
Keywords: Constrained translation, Hindi films, subtitling, translation

procedures

ITpusina Ilagse
CyOTuTtpupoBanue (GUIEMOB Ha S3bIKE XHH]IU: MPOOJIEMBI H
BO3MOXXHOCTHU

Annomayus. CTaThsd aHATU3UPYET MpOOJIEMBI IepeBoja CyOTUTPOB K
(ubMaM Ha XMHAM JUISL aHTJIOS3BIYHON ayIUTOPUH, B YACTHOCTH, IIPOOIIEMBI,
CBSI3aHBIE C TEXHUYECKHUMH OIpaHMYCHUSAMH, OTPaHUYCHHUEM KOJIMYECTBA CIOB
¥ BpeMeHeM. MBI IPOBOJMM aHAIN3 IBYX (DMIBMOB Ha SI3bIKE XUHIM: (DUIBM
Amryrorma 'oBapukepa 2004 roma «Swades» u ¢mieM Pamkkymapa Xupanu
2009 roma «3 wmmmoray». Teopermdeckyro 0a3y HCCIEIOBAaHUS COCTABIIIOT
pa6otsr [Tutepa Heromapka, [Ixx. K. Katdopma, Bonsdpama Yucca u ap.

Kniouegvie cnosa: orpaHuYeHHE TE€peBOJA, XUHIW, CYOTHTpBI,
MepeBOIIECKHE TTPOLIECCHI

The phenomenon of Audio Visual Translation (AVT) is
interesting to the practice as well as the teaching of translation, because
it is a complicated activity oscillating between two extreme poles of the
translation process, the source and target language, one and the same
time. What is meant by this, is the fact, that a viewer of a subtitled film,
processes the visual input of the film produced in the source culture, but
simultaneously reads the subtitles in the target language. Though it
may sometimes suffice to follow established practices in the field of
Translation Studies, other times there is a need to break away from
those very established norms. As a result, this sub — discipline of
Translation Studies defies the practice of applying a single theory or
approach. It demands a plurality of approach to subtitling, making the
process a very dynamic endeavour.

This paper attempts to address the challenges involved in
translating for the screen. The problem area has been restricted to the
language pair Hindi — English, where Hindi is the source language and
English the target. The problems that are discussed in this paper belong
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to the field of cinema. Challenges involved in the subtitling of two
successful movies have been identified to initiate the discussion. The
films are Ashutosh Gowariker’s 2004 film “Swades” and Rajkumar
Hirani’s 2009 film “3 Idiots™.

In order to have a framework within which the challenges can be
discussed, a fictitious translation brief has been conceived. The skopos
(Reiss / Vermeer) or the aim of the translation is to translate the films in
a way that an English speaking audience, be they in Great Britain,
America, Australia or Canada, will understand the movie. This
fictitious target audience has an interest in Bollywood but do not have
much knowledge of India.

This paper does not claim to address all the challenges that are
faced by a translator while subtitling Hindi films into English. It rather
concentrates on a selected few, in order to illustrate the application of
the wvarious translation procedures known in the discipline of
Translation Studies. From the research literature so far, we are aware of
the taxonomies developed by translation theorists like Vinay /
Darbelnet, Peter Newmark, J.C. Catford, Wolfram Wilss and many
others. The idea is to use a hybrid repertoire of the translation
procedures developed by these theoreticians to meet the challenges
involved in subtitling Hindi films.

The challenges in AVT begin with the need to re-define as well
as re-name established Translation jargon in order to describe
phenomena typical to the field of AVT. Hence the first section of this
paper, which is divided into two sections, will first begin with
deliberating on the challenges involved in using standard translation
terminology for the field of audio visual translation and the need for
coining new terms which will take cognizance of the translation process
specific to the field of AVT. The challenges in subtitling which are
discussed in the second section of this paper are two-fold: One which
deals with the challenges posed to the activity of subtitling due to the
technical constraints of this field, and two, deals with the challenges
posed from the translation perspective. Possible solutions have also
been suggested while deliberating on the challenges.

Need for new terms
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Let us begin with defining one important key term in the
translation process, namely, the “target reader” or “consumer” of this
translation activity, in other words, the ones who will watch the
subtitled film. You cannot call this “consumer” target reader, as is
often used in this field, because the consumer is doing both, viewing as
well as reading. So, I would like to suggest the term “target text reader
—viewer” for the purpose of this paper.

The other key term that | would like to re-christen before | go
further, is the term “source text”. A feature unique to the activity of
AVT is the fact that the target text reader — viewer is not just processing
a “source text” but is processing something more complicated than a
“text”. He / she is processing words, images, music, visual effects etc.
Hence renaming the source text as “source input”, a term which would
cover all the above mentioned aspects, would be more appropriate. By
the same logic, the “target text” also will have to be named “target
output”.

The last issue which requires our attention is the fact that
“target text reader - viewer” is not just viewing a “source text input”
which he/ she has to process, but also simultaneously reading the
subtitles which are in the target language. This interplay of “source text
input” and “target language subtitles” challenge the “target text
viewer-reader” to such an extent, that the whole process of
communication can collapse if due precaution is not taken in lessening
the processing load on the “target output reader viewer”. This paper
seeks to address those very challenges and suggest possible solutions.

I
Challenges and possibilities
Challenges in AVT

AVT is a kind of activity which has major technical constraints of
which two are of prime importance: One is time and the other is space.
The viewer has to view the scene and read the subtitles simultaneously.
If the subtitles do not appear and disappear in the time the scene is
being played, the subtitles can be misleading and lead to problems in
comprehension. If a lot has been said in the scene and the translator
seeks to translate everything, then one lacks the space to accommodate
everything in the subtitling template. Hence, keeping these two
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constraints, in mind the following rules have been formulated for
subtitling [1, p. 15].

The number of lines in any subtitle must be limited to two.

No subtitle should appear for less than one second or, with the
exception of songs, stay on the screen for longer than seven seconds.

Challenges in translating Hindi films

While translating films from a foreign culture in particular, one
faces innumerable challenges of which a few will be dealt with in this
paper, namely, CSI (Culture Specific Items) [2, p. 54], forms of
greetings, rhetorical devices, language variety, culture specific
concepts, language specific characteristics and the most challenging of
all, mainly, humour.

A. CSI

CSis like food and clothes items are a problem that a subtitler is
often confronted with. In the film “Swades”, there are many scenes in
which there is a reference to culture specific items like food items,
clothing, names of festivals etc. One example of each has been
provided in the following discussion:

1. ¥ T forer B 98 % =l
2. qaT g ® q¥ forT #7 aa=are ! § #Aigd, 93 A9IEE aEd &
EIGEIRES IR REEIEY
3. T HHA Al A1 T, AT T LIl TgHT SIet 872
4. ST I & ST T ATE F1 TFH T 2lal 2|
The subtitler has two options. Either he / she can domesticate or
foreignize the translation (Venuti). Foreignizing would mean that a
long explanation with a footnote would be required, for which there is
no scope in AVT since the target reader viewer has to read it in a short
time. At such times one has the possibility of seeing whether any help
can be taken from the screen. In the case of the first example the target
reader viewer sees the dish being offered to the protagonist, in what
clearly looks like a village hotel. So he / she understand that “T&IZ” is
a food item. Same is the case with the third example. The protagonist is
seen wearing a ﬁ which makes the taget reader viewer realize that a
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Tl is a clothing item specific to Indian culture. Problem arises with
the third example in which there is no help from the screen. One cannot
see the food items nor do the actors express through their gestures that
there is talk of food. In such a case one possible solution would be to
replace the individual food items “TEHIETA, ST I Heoll 3 G by
the use of a generic term like “ lunch” so that meaning is conveyed as
well as there is no burden on the target reader viewer to read and
process a lot of foreign elements. In the fourth example the reference
to the festival 28T cannot be understood by simply looking at the
scene. In such a case the possible solution would be to keep the name of
the festival in the subtitle and add the word “festival” to it, so the target
reader viewer realises that it is the name of a festival. For challenges
discussed in examples 1 and 2, | suggest that one can take the
advantage of what is known as “intersemiotic redundancy” and hence
solve the problem of translating the CSls. For the third example |
suggest the use of the strategy of replacement [3, p. 160].

One can replace the individual food items with a generic term. In
case of the fourth example the use of the translation procedure of
augmentation or what is also known as explicitation, where the
subtitler takes the liberty to add information to the original script [4,
p.160] has been suggested. In this way a hybrid approach has been
employed for meeting the challenges discussed in the above examples.

B. Forms of Greeting

In the movie “Swades” the form of greeting used in most scenes is
“STT | S &, We are aware that one uses this greeting not only
when one meets people, but also when one takes leave of people. So it
could correspond to “Hello / Hi” “’Good morning/ afternoon / evening”
or even”Good bye / See you” etc. The use of the literal translation of
“May Rama be with you”, which may be equivalent on a linguistic
level is rendered inadequate because it does not help the target reader
veiwer to understand what is happening in the movie. It may lead to a
misunderstanding which will trigger a comprehension process in the
mind of the target reader viewer which may be time consuming and
cause him / her to miss the next dialogue. In such cases a cultural
equivalent like “Hello” or “ Good morning/ afternoon/ evening” etc.
may be used. In case of such challenges the subtitler should be guided
by, what [ would like to call, the functionality principle in translation.
One asks oneself, what is the function of a particular dialogue in a a
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scene from the communication and comprehension point of view and
strives to attain equivalence at the level of functionality.

C. Rhetorical Devices
Amongst the varied rhetorical devices used in films, sayings and
proverbs pose one of the toughest challenges as they are culture
specific. A word for word translation of these rhetorical devices has a
negative effect on the viewers. Having said that, one feels the need to
mention, that proverbs and sayings encapsulate universal truths which
are closely connected to human experiences. Hence the experience and
the wisdom in the proverb functions as a “tertium comparationis”. The
translator can strive for equivalence on the level of recreating that
wisdom in the target language. Though the film “Swades” has a lot of
dialogues in which proverbs have been used, one such example is being
cited below with a possible suggestion, to make the point:
AT T FHL T 1€ I IHT Ag1 9T G &, AT STl
A possible solution could be:
The lion and the lamb do not drink from the same stream.

Apart from the fact that the use of the animals “lion and lamb” achieve
an effect due to the rhetorical device of alliteration, to an English
speaking viewer, the two animals are familiar from the Aesop’s fables.
Hence even if goat (3%<Y) is changed to lamb and pier (8T€) is changed
to spring it is still an equivalent translation because the meaning that is
conveyed through the proverb, that there is a hierarchy between the two
animals which should remain intact, does get conveyed.

D. Language variety

Language variety, whether user — related (dialect, sociolect, idiolect
etc.), or use-related (register) is an important geographical, social and
ideological marker in films. The language of the youth is different from
that of the older people. The language of the working class is different
from that of their managers. A use of such a marker tells the viewer a
lot about the role that the actors are playing on screen. Rendering
language variety in audiovisual translation means entering the “realm of
untranslatability” [5, p. 53]. As a result a proper translation of such
markers becomes a necessary challenge. Such phenomena are common
to all languages of the world. A translator needs to identify such
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markers and take cognizance of them while translating. One example
from the film “Swades” is cited below.
e afg e g WEH, fMFT A

In the above dialogue the use of dialect will have to be conveyed
through the translation by using an English dialect. Since every
language has many dialects, and use of a specific one would actually
lead to an exclusion of the others, it would be safe to suggest that such
marked language be translated in a more neutral fashion [6, p.58] In
other words, one would have to use the procedure of deletion. One
would have to translate the dialogue without the marker. The loss of
this marked dialogue may be compensated elsewhere.

E. Humour
Language variety, mixed register and language specificity have often
been used for achieving a humourous effect. In fact verbally expressed
humour is known to have been the most challenging obstacle in
translation for the screen [7, p. 198]. A few examples from the
extremely successful film “3 Idiots” will illustrate the challenges
involved in translating humour for the screen.

frarzew g
A A T TAF T & bt [T Ry
2. 9% IATRA.. A1 Al & AT 9 g _faas=iq wam
3. T A &1 1 fe=a7 aar form.. o1 3y =g F 97 TR FA et

usT. Tf T At . s FTE. SUFFER

In the first example cited above humour has been achieved by
referring to the Gujarati language and its tendency to aspirated sounds.
The joke is on the language and how its sounds are scary because of the
words that are articulated with an aspirated sound. This is further
explained in the dialogue by likening the sounds to missiles. Now when
humour is created through such language specificity, it is impossible to
translate it in any other language. In such a case one has no solution but
to formulate the dialogue neutrally and explaining it rather than trying
to achieve the effect. In the second example the humour is achieved by
using a mixed register. One of the characters in the movie loves to use
Sanscritized Hindi which gives it a high register. The humour is
achieved by using this high register to express oneself in day to day
matters where one would use colloquial language. This mixed register

132



could be brought in into English, say, by making the use of “thy” or
“thou”. This solution is not effective because, that makes the English
dialogue archaic rather than render it in high register. The crucial
decision for the translator in this case would be to satisfy himself /
herself with the rendering of the dialogue in this archaic form, so as to
achieve the effect of giving a marker, even though it is not the one
desired. In the third example the humour is achieved by using two
similar sounding words “H%” in Hindi and “S U F F E R” in English
to achieve a word play. In such a case one could then invert it in the
subtitle and replace the last part of the dialogue by using creativity with
the following dialogue:

Raju changed his compartment. Now he started his travel, or should one
say travail, with Chatur.

In the above solution the translator would have to give up the idea of
achieving word play through the use of a similar sounding word in two
languages and instead achieve it through the use of the two words
“travel” and “travail”, which still would convey the word play as well
as create humour. Using creativity to compensate humour is one of the
ways of combating the challenge of translating the above problem for
the screen.

Conclusion

Translating for the screen is a form of constrained translation
which combines translational as well as technical challenges. By
employing the translation procedures of addition or expanded
translation, deletion, augmentation or explicitation, compensation and
creative translation, most challenges can be met. Some challenges seem
insurmountable and will have to be rendered in neutral form. While
meeting all challenges the effect of the translation and the technical
constraints of word limit and time limit will have to be the guiding
principles on which the solutions will have to be based. A daunting,
but not an impossible task!
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E.}O. IlonoBa, Poccus
OmneIT nepeBoga CTUXOTBOPEHUN ATbesi HA pPyCCKUU SI3bIK

Annomayus. JlanHass paboTa MOCBSIIEHA TOMBITKE IEpPeBOJa JBYX
cruxotBopennit Arbesi «Hote hain kshan» («Ecte Takue MrHOBEHHS») H
«Yogphaly («MTor») ¢ XMHIM HA PYCCKUH sI3bIK. B cTaThe OMUCHIBAETCS
IIPOLECC IEPEBOJA, MHCIONb30BAaHHBIE B HEM IMPUEMBI M TPYAHOCTH,
BO3HMKABIIHE B XOJie pPabOTHl. AKTYyaJIbHOCTH OOYCIIOBJIE€Ha HEIOCTaTKOM
a/IEKBaTHBIX XYJ0)KECTBEHHBIX IIEPEBOJIOB MOA3MHM XWHAW C OpWUTHMHANIA Ha
pycckuii s3bIK. [IpM mepeBone NPUILIOCH OTKAa3aTbCs OT OPHTHHAIBHOTO
pa3Mepa, OJTHaKO yIaJOCh COXPAHUTh XYHO’KECTBEHHBIE CpEJCTBa, 00pas3bl U
ABTOPCKHUH CTHIIB.

Kntouegvie cnosa: 11033usi, THAOIOT U, MOJICPHU3M, (QHUIOIOTHS, ATbEH,
nepeBoj
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Ekaterina Yu. Popova, Russia
The experience of translating Ageia's poems into Russian

Abstract. The work presented attempts to describe the process of
translating into Russian two poems by Hindi Modernism founder Agyeya:
‘Hote hain kshan’ (‘There Are Moments As Such’) and ‘Yogphal’ (‘The
Outcome’). The article goes deep into details of the very procedure of literary
translation-making, the techniques used during the translation and the
difficulties that arose during the work. The lack of adequate literary
translations of Hindi poetry from the original into Russian makes for the
relevance of the study in concern. During the translation, we had to step aside
from the original poetic meter, but tried to preserve the artistic means, images
and the author’s style.

Keywords: poetry, indology, modernism, philology, Agyeya, translation

Cavunpanany XwupaHana BatcessH «Arbei» (1911-1987) —
MHOIAKCKAM mmcarens U 1modT XX B., OCHOBAaTEIb HHIUHCKOTO
MOJEpHHU3Ma, aBTOP pPAaccKa3oB, POMAaHOB, IYTE€BBIX 3aMETOK H
JTHEBHUKOB, JKYPHAIIUCT, PENaKTOp, MEMYapHUCT, Opamarypr, KPUTHK,
MEepeBOUMK. Arbeil MONy4YHMa TpaaulMOHHOE o0Opa3oBaHHWE, 3HAI
caHckpuT U ¢apcu. HecMoTpst Ha TO, YTO OH NMHCaN CTUXH B OyXe
MOJEpPHHU3Ma, OH HE OTKa3bIBAICA OT TPAAMLUH, a HEPEOCMBICIST €€,
BBO/IsI B HE€ HOBBIC CMBICIIbI M COBPEMEHHBIN s13bIK [1].

Hamu BeImonHEeH mepeBof ABYX CTUXOTBOpeHHil Arbest «Hote
hain kshan» («Ecte Takme MraoBeHms») um «Yogphal» («Hror») ¢
XUHIM HAa PYCCKUN s3bIK. TEKCTBI CTUXOTBOPEHHH B3SIThI C caiTa
kavitakosh.org [2, 3].

Kak numer FO.M. JlormaH, 4yeM MeHbIIE OOLIEro y y4YacTHUKOB
SI3BIKOBOTO M KYJIBTYPHOT'O JIMAJIOra, TeM OoJiee IIEHHBIMH CTAHOBSITCS
COO0O0IIEeHUs U TeM OoJiee TUIOA0TBOPHBIM siBJIsseTcs Auajor [4, c. 14]. B
3TOM CMBICJIE TTONBITKA NEPEBOJA CTUXOTBOPEHNUS, IPUHAAJIEKAILETO K
WHAWACKON KyJIbTYpe, Ha PYCCKHHM A3BIK — 3TO 3HAYMMBIA Iar B
OOIIEHUN PAa3HBIX KYJIbTYp, MMO3HAHWU JPYrol KyIbTYpPbl W MHpa B
EJIOM.

[Ipu 3TOM HacTo B yrogy «IO3TUYHOCTHY MEPEBOJIA JIUTEPATOPHI
gepecuyp amanTUPYIOT TeKCT MOACTPOYHHKA, TOOABISIIOT N30BITOUHBIC
C XyJIO’)KECTBEHHOH TOYKH 3pEHHS CIIOBA Pajgl PU(PMBbI U METPUIECKOM
OopraHuzalMd TekcTa.  TakuM o00pa3oM Hapymaercss KIIOYeBOU
OPUHIMIT KAaYeCTBEHHOW XYI0XKECTBEHHOCTH BO BCEX MCKYCCTBaxX:

135



MUHHMYM (QOPMBI - MaKCUMyM cojepkaHus. HampoTus, menb Hamen
paboOThl - CO3/aTh TEPEBOJ, AJCKBATHBIM OPUTMHAIY U HE TOJBKO
MPOCTO TOHATHBIA PYCCKOS3BIYHOMY YHTATENI0, HO W OO0JIadaronuid
XY0)KECTBEHHOM [IEHHOCTBIO.

B mamm 3amayum  BXOAWIO TiepelaTh caMmy IO3TUYHOCTD,
COXPAaHWUTh BBHIIICO3HAYCHHBIM TMO3TUYCCKUI TpUHIMI, wu30erarh
«JMITHUX»  CJIOB, HO TpU 3TOM HaAWTH  MeradopHuyuecKue
WUHTEPIIPETAIUH, aJIcKBaTHBIC BOCIIPHUSATHIO COBPEMEHHOTO
PYCCKOTOBOPSAIIETO YHUTATENsI, a TaKKE MPOAHATM3IUPOBATH MPUEMBI
NepeBo/ia ¥ TPYJHOCTH, BOHUKIIINE B XOJI¢ PAOOTHI.

Cnemyer  OTMETHTh,  4YTO  aJCKBaTHBIX, TIPH  3TOM
XYJ0XKECTBCHHBIX TIEPEBOJIOB COBPEMEHHOM BOCTOYHOM IMO33MU MaJIo,
TeM 00Jiee BBINOJHCHHBIX CICIMATUCTOM II0 PETHOHY, a HE C
MOJCTPOYHUKA JUTEpaTopoM. HMEHHO B TIOMBITKE OCYIIECTBHUTH
aJICKBaTHBIA XYJOXKECTBCHHBIM IIEPEBOJ C OPUTHHAIBHOTO TEKCTa
3aJ10)KeH OCHOBHOH acIieKT aKTyaJbHOCTH HACTOAIIEeH pabOTHI.

[MepBbiM 3TarmoM paboThl ObLT JOCIOBHBIHN MEPEBOJI CO CIOBAPEM.
3areM MBI MMOCTENCHHO PACKPBIBATM CMBICIBI HA PAa3UYHBIX YPOBHSIX
TEKCTa, MOTOM padoTali HaJ CTWIEM U XYJO0XKECTBEHHOW (GopMOi.
TpymHOCTH 3aKIIOYATUCh B TOM, YTO HEOOXOJMMO OBLIO MepeaaTh
CMBICIIBI, HEOYEBUIHBIC JJS PYCCKOTO 4YHMTAaTelIs, HO H30exarh
MHOTOCJIOBHOCTH, COXPaHUTh CIACPKAHHOCTh CTUJISS OPUTHMHAIA U TIPH
3TOM CZIEJIaTh MEPEBOJ] TOITHYHBIM.

B  xome  mepeBoma MBI MONB30BATUCH  NpUEMamH,
nepeuuciieHHbiMi B kHure «[lepeBopueckue TpaHchoOpManuu H
pUEMBI TIepeBoaa» [2, ¢. 7-24].

2T & &
g 8 &7 : STT I9T-HTA-T<h & ST gl

B9 & O T & 2 e e €7
T AT EH AT 87

I T G, ST, ARIT ST
g T-Tog, 99 T@d Tl
-ZH =TT forw I 2

ECTb TAKME MI'THOBEHU A
EcTh MrHOBEHUS, UTO ympamuiu MECTO U BpEMH,
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(Cmbicnosoe pazsumue/mooysayus)

OHH ecTb, HO KOTJIa K€ MBI CMOXEM UX 8HO8b NEPEHCUND?
(Cmvicnosoe pazsumiue)

PazBe MoxeM MbI X BEpHYTH?

Wx wucToKM, WX JKU3Hb H BKYIICHUE WX, KaKk 0o2am
nooHoweue,

(nexcuueckoe dobasnenue)

Bcé camo uz ceba ucmexaem, camo na cebe 3amvikaemcs.

(Komnnexcuas mpancopmayus: sKcnaukayus)

U, ne 6 cunax na Hux nognusims, Mbl TIOEM O HUX NECHU.

(nexcuueckoe 0006as1eHUe/CMbLCTI080€e PA3EUmMUe)

B opurunane MrHoBeHus! «CBOOOIHBI» OT MECTa M BPEMEHH, MbI
JIeNlaeM CMBICTIOBOE pa3BUTHE, YTOOBI IOAYEPKHYTh, YTO B BOCIIPHATUH
reposi OHU YTPATHIIN CBA3b C MECTOM U BPEMEHEM, KOTOpasi U3Ha4albHO
OBLJIa UM TIPUCYIIA KaK PeaTbHON TeHCTBUTENFHOCTH.

Janee MBI CHOBa HCIHOJB3YEM CMBICIIOBOE pa3BUTHE: BHOBb
MEPEKUTh BMECTO «IIOBTOPHUTHY, YTOOBI KOHKPETH3HUPOBATH MNMEHHO
MaCCUBHOE MEPEKUBAHNE, KOTOPOE MPOTUBOIIOCTABIISIETCS IEHCTBUIO B
CIIEIYIOIIEN CTPOUKE — KIIPUHECTH», BEPHYTh MTHOBEHHSI.

3HauYUTeNbHbIE TPYAHOCTH MPECTABIIAT WHANMCKUI KOHTEKCT,
noTpe0oBaIoCh «PaCKPHITE» HEKOTOPHIE CJIOBa, HaIpuMmep, Metadopa,
B KOTOPOH MTHOBEHHS CpPaBHHUBAIOTCS C XEpTBONpHHOIIEHHEM. Kak
00BIYHO, TIpeaMeT MeTadopbl HE Ha3bIBACTCSs, MOITOMY O CMBICIE
MeTaopsl TPHUIILIOCH JOTabIBaTECA 110 KOHTEKCTY. B ueTBEpToit
cTpoke JocioBHO: «Mx ObITHe, XHU3Hb, BKYyILIEHHE». 3Has, YTO
CTUXOTBOPEHHME MPHUHAUICKUT K  HMHAUMCKOW  KyNbType, MBI
BCIIOMMHAaEM O TIpoliecce >KepTBompuHomeHus. OdeBHaeH HaMEK Ha
HayaJo, MpoLecC U 3aBeplleHHE pUTYyaja, IPUHATHE 0OTraMH >KEPTBBI U
BKyIIEHHE IIpacaja. B HMHIUICKOW KyIbType KEPTBONPHUHOIICHHE
UTpaeT BaXHEUIIYIO pOJb, TaK KaK 3TO CIOCOO COTBOPEHHUS MHpa H
noJiepKaHus B HEM MOPSIIKA, 3aKOHA (IxapMbl). Bes Kn3HP uenoBeka
B KOHEYHOM CYETE SBISETCS JKEPTBOINPHHOLICHUEM, IO3TOMY TaK
BAXHO COONIOAATh TpPaAWLHOHHBIE MPEANUCAHUS M  XPaHUTb
PUTYaNbHYI0 YUCTOTy. UTOOBI TepedaTh 3aJ0KEHHBI B YeTBEPTOM
CTPOKE CMBICH, 37IeCh JIy4llle PacKpbITh MeTadopy U Ha3BaTh TO, C YeM
CPaBHUBAIOTCS MIHOBEHUS — OJKEPTBOIPUHOILIEHUE, IOCKOJIbKY
PYCCKOSI3bIYHOMY YHTATENI0 3TO HEMOHATHO 110 KOHTEKCTY.
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B ¢uHanpHON CTpOKE B OPUTHMHAJIE MPOCTO: MO3TOMY MbI ITOEM.
B 1gaHHOM ciiydae MbI HCIONB3YyE€M CMBICIOBOE pPa3BUTUC LIS
OOBSICHEHHST TIPUYUHBI ¥ JellaeM JieKCH4Yeckoe no0aBieHHne, dYTOOBI
HOAYEPKHYTh, YTO CaMa HEBO3MOXKHOCTh BEPHYTh 3TH MTHOBCHHUS H B
TO € BpeMs JKEIAHHC WX BO3BPATHTH POXKIAOT BIOXHOBCHHE.
[lpomomkass ~ Metagopy  MTCHOBEHHH-KEPTBOMPHHOIICHUMA,  TMO3T
HaMEKaeT Ha eHUEe THMHOB — 00sI3aTeIIbHYIO YacTh pUTYasioB. [lecHu —
9TO THMHBI, COMPOBOKIAIOIINE JKEPTBOIMPHHOIICHUE JKU3HU YETIOBEKA
U IPOXOISIIIMX MTHOBEHHIA.

Svair-siddh, svatah-pirt — caHCKpUTH3MBI, OTCYTCTBYIOIIHE B
CITOBApSIX, JUISI HUX HET TOYHBIX COOTBETCTBHUN CpeaH JIEKCHUCCKUX
CIUHUIl PYCCKOro si3bika. ClioBa MPUXOAMIOCH pPacHIM(pPOBBIBATH,
NEPEBOAUTL CJIOBOCOUCTAHUAMU (TO €CTh, MPONU3BOJUTH KOMIIJICKCHYIO
TpaHcopmalio — SKcIumKaimio): svair-siddh — camo u3 cebs
UCTEKaeT, svatah-piirt — camo Ha cebe 3aMBIKACTCsI.

Pupma B cTHXax XHHOM, €CIM €CTh, 4YaCTO OCHOBaHAa Ha
rIIarojiaXx, B TOM YHCJIE€ BCIIOMOTaTelbHBIX: jate hain — duharate hain —
late hain - gate hain. Pudma B XxuHau He Tak BakKHA, HE TAaK Pa3BHUTA,
IMO3TOMY JIs1 COXPAaHCHUA CTUJIA Mbl HE CTaJIM BOCCO3JaBaTh pI/I(bMy B
nepeBo/ie.

T
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uror

Bcerperunioch cuactee —

A MBI HE y3HAJIH €TO.

I'ope coyumnnocs —

A MBI HE TIPOKUIH €T0.

Hama cynp6a BosHON MoAKaTHIIACH K HOTAM —
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(mooynsiyust  +KOHMEKCmyanbHas 3amena+nexcuyeckoe
dobasaenue)

A MBI HE TIOTUTBITH 3a Hell.

(nexcuueckoe dobasnenue)

Tax u nponuio Bc€. KoHeuHo e, Mbl He IOTHOJIH, HO -

VBoI!

U B KUBBIX HE CMOTJIA MBI OCTAThCSL.

MBI He y3HaNM €ro — B OpUTMHAJNIEe «HE CMOIJIM Ha3BaTh», 37ECh
MBI IPUOEraeM K CMBICJIOBOMY Pa3BUTHUIO, UM MOIYJISILUH.

Hama cygsba — B opurvHase «KacaHHE BEJIHKOIO»,
3HAYUTCIIBbHBIM MOMEHT, 3BE3mHBIM uac. IlogkaTmimack K HOram:
CMBICIIOBOE Pa3BUTHE U JIGKCHMYECKOE H00aBICHHE, COYCTAIOIIUECS C
KOHTEKCTYaJIbHOU 3aMEHOM.

Jlekcuyeckoe n00aBICHUE «3a HEW» MBI HCIONB3YEM, UYTOOBI
MOJYEPKHYTh, YTO 37IeCh IMEHHO CIIeIOBaHUE 3a CyIb00M, a He IPOCTO
IUTaBaHHE.

B maroii ctpoke MBI Ipuberain He K JOCIOBHOMY IIEPEBOLY, a K
aJleKBaTHOW KOHTEKCTyaJbHOW 3ameHe: «Hama cynpba BONHOM
MOJKaTHIach K Horam». B opurnHane BMECTO «BOJIHBI» «BOJOMA/», MBI
COXpaHMIIN 00pa3 HaXJIBIHYBIIEH BOJIBI — MeTadOphl 0COOOTO0 MOMEHTA.

IIpu mepeBoge MNPHUILIOCH TOXEPTBOBAaTh OPUIHHAIBHBIM
METPOM, B€Ib XWHAM U PYCCKHA — pa3HbIe S3bIKM C TOYKHU 3PEHHS
METpPUKH (PYyCCKUI — cHiTab0-TOHNYECKNN, XUHINA — CHIITA0WYIECKHiA).
Ynaanoce coxpaHuTh MeTadopsl, MapamienusM, IepenaTb CTHIb H
CO3/1aTh a/ICKBaTHBIN Xy10’KECTBEHHBIN M1EPEBO/I.

Becbma 3HauUMMBIM B TakoW paboTe CTAHOBUTCS 00O3HaYeHHE U
NOHUMAaHUE TPYAHOCTEH, a TaKkKe TO, KaKhe IMyTH HaXOIATCS AJS UX
pemenus. HakoruieHne u  aHanM3 TaKOro OIBITA TIOMOXET B
JANbHEWIel paboTe MO TMepeBOly MHIWHCKAX CTHXOB Ha PYCCKUM
SA3BIK.

Haneemcst, uro panHas pabGora Oyzer cmocoOCTBOBAThH
BO3pACTaHWIO HHTEpPEca K TBOPYECTBY ATrbesS W TO33UM XHHIU B
PYCCKOSI3BIYHOM cpesie, a TakXkKe YKPEIUICHHIO KYyJbTYPHBIX CBS3EH
Mmexny Muaueit u Poccuneit.

Jlumepamypa
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Cexyus 4 | Section 4
[epeBoma NPO3BI ¥ [OI3UH

Translation of prose and poetry

AT.Typus, Poccus

K Bompocy 0 KylbTypHOM KOMMEHTapuu
KaK HEOThEMJIEMOH YacTH MepPeBoia MMOA3UH: Ha IPUMEpPE
cruxotBopenus: Kynsapa Hapasina «Kabupnac ceromns»

Annomayus. Crartbsi mocBslleHa NpoOieMaM, BO3ZHHKAIONIUM IpU
MIepEBO/IE CTUXOTBOPHOT'O TEKCTA, KOTOPBIH TpeOyeT MOSICHEHNH AL pyCCKOTO
yurarend. Ilocne kpatkoro pasbopa 3Tux mpoOneM (B T.4. 3aTPYAHCHHOTO
BOCHPUSATHS TEKCTa C OOWINEM WHOCTPAHHBIX MMEH W TEPMHHOB, CTHPAHUS
HAlMOHAIbHOM HMOCHTUYHOCTH CTHXa IPH IIOJMEHE MECTHBIX Ha3BaHUH
pyCCKHMH, TpoOieMbl aAeKBaTHOM Iepefavyd pa3HBIX CTHJIEBBIX IIJIACTOB
TeKCTa XWHIUM W Jp.) B KadecTBe IpPUMeEpa pa3OHpaeTcss CTHUXOTBOPEHHE
KynBapa Hapasna “Kabupnmac ceromusi”, ero pyccKHil TmepeBox U
MOCTPaHNYHBIH KOMMEHTapuil K HeMy, BOLICALUIMH B COOPHUK IEpEBOAOB
[03Ta Ha PYCCKUM SI3bIK.

Kniouesvie cnosa: mo3szus xunau, KynBap HapasgH, kxoMMeHTapwii,
Kabwup, Teopus nepeBosa

Anastasiya G. Guria, Russia

Revisiting the question of cultural commentary
as an integral part of the translation of poetry:
on the example of Kunwar Narain's poem “Kabirdas today”

Abstract. The article is devoted to the problems arising in translation of
a poetic text that requires explanations for the Russian reader. After a brief
analysis of these problems (including the difficult perception of the text with
too much foreign names and terms, the erasure of the national identity of the
verse when local names are substituted by Russian, the problem of adequate
transmission of different stylistic layers of the Hindi text, etc.), a poem by
Kunwar Narain, Kabirdas Today, is analyzed as an example, alongside with its
Russian translation and a page-by-page commentary on it, included in the
collection of his translations into Russian.

© I'ypust AT, 2022
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Keywords: Hindi poetry, Kunwar Narain, commentary, Kabir,
translation theory

B nenTpe BHHMaHMS HACTOSILIEH CTaThbU HAXOOUTCS BOIPOC O
KyJIBbTYPHOM KOMMEHTAapuHu B IepeBoje cTuxoB. lIpobGnema B paBHOI
CTETNIeHH NPUMEHMMa W K Ipo3e, HO Ha 3TOT pa3 MBI PACCMOTPUM
MO33MI0, TPOAHATM3UPOBAB CTHUXOTBOPEHME, TMEPEBOA  KOTOPOrO
OKa3zajicsi HEBO3MOXKHBIM 0€3 3HAaYHTEIhHBIX KOMMeHTapueB. Korma Mot
pabortanu Han nepeBojoM ctuxoB KynBapa Hapasua B 2013-2014 rr.
BMecTe ¢ joi. ['to3amei0 Broagumuposroit CtpenkoBoii [1], mepen
HAMH OTKPBUICS TO3THYECKUH MHpP PEAKOCTHOTO Pa3HOOOpasusl.
OO0men3BecTHO, 4YTO UIST OOJNBIIOTO TIUIACTa MOITHYECKOTO MHpa
KynBapa HapasiHa 0oCHOBHBIMU TeMaMH ABJSIOTCS KyJIbTypa U UCTOPUS,
KaK WHIWICKas, Tak U MHpoBas. Ha 3TOT pa3 MBI paccMOTpUM TEKCT
AT Fel [LQTH, CTUXOTBOPEHHUSA O CPEIHCBCKOBO MIIO3TC-MHUCTHKC
Kabupe. Ho npeskzie XoTenoch Obl MOACTUTHCS HEKOTOPBIMH MBICIISIMU
0 KyJTbTYPHOM KOMMEHTAPHH B MIO3TUIECKUX MEPEBOIaxX B IesioM. EnBa
U B HallMX COOOpakeHUsSX OyIeT 4To-TO HeObIBalloe, He CKa3zaHHOe
TpEeXKJIe, HO BCE K€ OHU MOTYT OKa3aThCs MHTEPECHBIMH.

I[OBOJ]I)HO YaCTO HaM IHIPpUXOIUTCA HNEPECBOAUTH HE TOJBKO C
OJIHOTO SI3bIKA Ha IPYTOi, HO U C OJHOM KyNIbTypbl Ha Apyryto. NHorna
9TO O03HayaeT HEOoOXOJAUMOCTh OOBSICHEHHS TOHKHX KYJIbTYPHBIX
pasuuMi, WM W3MCHEHHWE BBIPRKEHUH, WM 3aMeHy OYKB B
OTIpeIeNICHHBIX HMMEHaX COOCTBEHHBIX, YTOOBI OHM HE 3BYYalH
HENPUCTOWHO WJIM CMEITHO Ha IeJeBOM si3bike. (3a0aBHBIA MpHUMeEp
IMOCJICAHETO MBI HaxoJuM, KOrja pyCCKHUE€ NEPECBOAYMKU HU3BECTHOI'O
TYpPEIKOTO cepraa MpeBpanarT Kpacapna-imax3anae Ankama Mupsy B
Ankaca, TOTOMY YTO B PYCCKOM SI3BIKE «aJKalD» — IpyOblii CHHOHUM
ajKoroinKa). Beskuil mepeBoIUMK XOYET 3aCTaBUTh CBOMX YHTATENEH
MOHUMATh, YBaXKaTh, JIIOOMTh WJIM JKaJeTh repoeB opuruHaiga. Ho
MOMHMO TaKMX TOHKHX Bellel, aOCONOTHOW HEOOXOAMMOCTHIO
ABISieTCSl  OOBSACHEHHE HE3HAKOMBIX HWMEH, MECT, HEKOTOPBIX
onorpaduyeckux WM JIETEHJAPHBIX CBEJCHUH, YIOMHHAEMBIX B
TeKCTe, U T. A. [103T MOXkeT mpocTo HAMEKHYTh Ha 3TH OOCTOSTENbCTBA
WIN YHOMSIHYTh HX, HO B TO BpeMsl KaK WHAWHCKHH YHTATENb JIETKO
yJIaBITMBAeT HaMeK, PYCCKUN YHTATENIb HE BCEr/la MOXET 3TO CJIENaTh.
Wunuiickmii yutaTens 3HaeT, uro Kabup >xun B Kamm, 3Haer, kakoe
OTHOILIICHHE OH MMeJ K LIKOJIEe aaBaiTa-seganTbl. OOBIYHOMY PYCCKOMY
YUTATEIO TOTPEOYIOTCS TOSICHEHUSI.
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B nHamel kiaccudeckod cepuM  KHWXKHBIX M3AaHUNA —
«JIutepaTypHble NMaMATHUKHW» — €CTh MPAaBUJIO HE KOMMEHTHUPOBAThH
KOKAYIO CTPaHMIy NTOCTPAaHWMYHBIM IPUMEYaHHEM, a pa3MeIarb BCE
MIPUMEYaHNsl OTACIBHO B KOHIIE KHUTH. [ B 3TOM €CTh CMBICH, IOTOMY
YTO, KOT/Ia YUTATENh MOCTOSHHO OCTaHABIMBAETCS, YTOOBI 3arJIIHYTh B
KOMMEHTapUi K KaKAOMY ILary, 5Ta HEOOXOIUMOCTh YMEHBIIAET HIIH
paspylmiaer TO HENPUHYXIEHHOE, Oe3MSITEeKHOE YIOBOJLCTBHUE,
KOTOpO€ MOXKET JOCTaBUTh CTUXOTBOpeHHE. Ho ecnm, TOHAB Bce
00BsICHEHHS TIPU TPOCMOTPE KOMMEHTApHsl, BBl TOBTOPHO MPOUYHUTAETE
TEKCT, TOJHOCTBIO COCPENOTOYMBIINCE HAa CaMOM CTHUXOTBOPEHHH,
BIICUATJIEHHE OT HEero OyzaeT 0ojiee HeOCPEACTBCHHBIM U CUIIbHBIM.

YroObl yMEHBIINUTH KOJIMYECTBO KOMMEHTAPUEB, MOXKHO TaKKe
IMOMECTUTH MEPCBOA HE3HAKOMOI'O TECpMHHA HWIIN PIHILPIf/iCKOFO HUMCEHU
W/WIIM  Kakoe-HUOyZIb KpaTKOE OIpelesieHHe BMECTE C IEPEBOAOM
TepMuHa WM camuM umeHeM. Hampumep, «Tsopeun-Ilpamxkanarny,
«ApbsBapra, 3eMJISL JIOCTOMHBIX», «MOHACTBIPb/YHUBEPCUTET
Hananna», «ropox Kammy. Vnu mo6aBUTh HECKOIBKO CIIOB, KOTOPHIE
MPOSICHSAIOT CMBICT CTHUXOTBOpeHHsA. Ho kaxnplii pa3, Korma Mbl
JI00aBIIsIeM YTO-TO CO CBOEH CTOPOHBI, MBI TAKAUM 00Pa3oM MOAPHIBAEM
JIOCTOBEPHOCTh IEPEBOJAA, NMOTOMY 4YTO BEPHBIM NMEPEBOJUYHK — ITO
YECTHBI MEpPEBOMYMK, TOT, KTO LEHUT KaKIO€ NPEUIOKEHNE
OpurvHaia M MNbITACTCA COXPAHUTH MM BOCCO3JaTh HUX B PYCCKOM
nepeBoJie Kak OoHHM ecTh. M kaxjoe Takoe NoOaBleHHE B TEKCT — JUIS
Hac TBOpYECKOe MopaxkeHHe. Bce 3T0 3aTpynHsieT BBIOOp MeEXIy
HaCcTOAIIMM KOMMCEHTAPUEM U BCTABHLIM INOACHCHUEM B CaAMOM TCKCTE.

I/IHOFIIa MbI MOXEM  HCIOJIB30BaTh PYCCKUEC CHHOHUMBI

HHHHﬁCKHX TCPMUHOB, TAKHUEC KaK «T'OCIIOJAUH», a HC 55, ¥, KHAaCTaBHUK»

BMecTo AFA wm T. A Ecam  Tekcr NEPETPYKEH HHJIUHCKUMU
TEPMUHAMH, HA3BAaHUSIMU M UIMEHAMHM, €r0 CTAHOBUTCS TPYIHO YUTATh,
YUTATEII0 3TO CKOPO MOXeT HajoecTb. Ho ecnu mpuBecTu BCE B
COOTBETCTBHE C HAIIMMH YCJIOBHSIMU U OOBIYAsSMHU, 3aMEHsISI TEPMUHBI 1
peanuu, TO B mpezdesne 3Ta pycuuKanus 3aKOHIUTCS MOJTHON moTepeit
M033MeH CBOEH WHAMWCKON HWAEHTUYHOCTH. YUuTarenp mnepecTaHer
YyBCTBOBaTh, YTO OH YHTAET MHIMWHCKOE CTUXOTBOPEHHE, HAITMCAHHOE
B Unmnn n ces3annoe ¢ Muauen. I1oaToMy HYKHO HCKaTh KakoH-TO
Oanmanc. Eme onHO OOCTOSITENBCTBO COCTOMT B TOM, YTO B TO33HMH
xuHau (B dWacTHocTH, B mola3uu KynBapa Hapasna) mpucyrtcTByeT
HECKOJIbKO CTHJIEM, M T03T CO3HATEIbHO BBIOMpPAET OAMH M3 3THX
cruwiedt. Shuddh Hindi kak paduHHpOBaHHBIN JUTEpPAaTYPHBIN S3BIK
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00pa30BaHHBIX JIOACH, HATPYKEHHBIN CAaHCKPUTCKON JTEKCUKOU, — ITO
0JTHO, HO coBceM apyroe — 3To Desi boli nnn npoctoHapoaHsiii ToBOp ¢
€ro MCKa)XeHHBIMH CJIOBOGOpPMaMH W PHUTMOM HApOIHBIX TeceH. DTy
pasHUIly MOXKHO aJeKBaTHO TepeAaTb W Ha pycckoM s3bike. Ho
Pa3HUIy MEXIY CAHCKPUTH3UPOBAHHBIM XWHIW M CTUIU3ALUCH MO
S3BIK YPAY OYEHb CIIOKHO MPOIACMOHCTPUPOBaThH B mepeBojge. O0a
SI3BIKA TIPEICTABIISIIOT SI3bIK 00Pa30BaHHBIX JIIOJIEH, OJJHAKO B PYyCCKOM
S3BIKE €CTh TOJNBKO OJIHA JINTEpaTypHas HOpMa, a He JBE, OTIIMYHBIC
Ipyr ot apyra. [loMmumMo MyCylbMaHCKUX UMEH, B MIEPEBOJIC YACTO HE
OCTaeTcsl HUKAKUX CJIEOB BIUSHUS CTWIS ypAYy B CTHXOTBOPEHHH, B
OpWTHHAJe, TEPEerpy’KeHHOM CIIOBAaMH U TepMHHaMH Ha QapcH,
IMO3TOMY HWACHTHUYHOCTb, HWCTUHHOC JIMIO TaKOro CTUXOTBOPCHUA
TepseTcsi. JTO MOXKET OBbITh CTUIM3ALUS, CIOBECHOE H300paKeHHe
CTHWIIA W peYH AOPOTroro TOATY MecTa, Hampumep, JlakxHay wumu
Bapanacu, Ho mepeBof 3Toro He oTpaszut. C Apyroil CTOPOHEI, B HaYale

TSI FAILETE MBI HaX0AUM FLA AT / S T [Aaitag shaw

- «(HOCKOHBKy) OH XUBECT HCY3HAHHBIM, [/ )XUBET KU3HBIO U3THAHHUKAY»
MI3TOBBIPDAXXCHUE HEIAOCTATOYHO 00BSICHIETCS YTBEPKACHUEM, YTO

HUKTO HE MOXET Y3HaTh repos. CimoBo FATAATH — OTCBUIKA K
“Maxabxapare”, W I WHAAKWCKOTO YHTATeNsl WCTOpUs OpaTheB
[TannaBoB, MPOKUBIIMX OAWH TOJ HEY3HAHHBIMH COTJIACHO YTOBOPY, 32
HUM HEW3MEHHO TNpHUCYTCTBYeT. TakuM o0Opa3oMm, MoJpa3ymMeBaercs,
yto Kabup Takke >KMBET cpely Hac B OONUYbE OOBIYHOTO (akupa,
HEM3BECTHOT'O, MOTOMY YTO 32 CKPOMHBIM BHEIIHUM OOJHKOM MBI HE
MOYKEM TOHSTh €ro HCTUHHYI IIeHHOCTh M Benuuue. Ho aTo
NOJIOKCHWE  HEBUIUMKH  TaKkke  MOXKET  OBITh  HCTOYHHKOM
0€30IacCHOCTH | JTa’Ke BECEIbsI U Teposi, IIOTOMY YTO, JKUBSI BIATH OT
POCKOIIH ¥ TIOXBAJbI, TepOl CTAHOBHUTCS O0Jiee CBOOOIHBIM, U, €CITH HE
CTPEMUTHCSI HUKOTO BIICYATIISTH, Y HETO OCTAeTCs OOJIbILE BPEMEHH
JUIS TBOpYECTBA M JIyXOBHBIX IOMCKOB. M Bce 3TO MBI MOYTH HE
YYBCTBYEM, ITOTOMY YTO TOJIbKO KOMMEHTapHII MOXKET PAacKpBITh HaM,
4To OBLJIO HAMUCAHO MEXJAYy CTPOK M Kak 3TO  HYXHO
MHTEPIPETUpOBaTh. B ciexyromemM TekcTe Mbl YBUAMM BCE 3TO Ha
npumepax.B mapamens npyr Apyry JaHbl TEKCT CTUXOTBOPEHHUS, €ro
NepeBoJl U KOMMEHTapwii, BOIIEANIMEe B HW3JaHue cTuxoB KyHBapa
Hapasna B pycckom mnepeBoae.TeKCT mnepeBoja LUTHPYETCS 10
m3nannto [1] ® mewaraercs ¢ paspelieHHs MOEro yBakKaeMoro
COaBTOpA.

Fa< AAW - ASTHA Fekare@  Kynsap Hapasin - Kabupaac
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CeroaHs

SISEN]
TET H T2 & FETH Hpirrae
B MarxapeuBeT NOYTEeHHbBIN
Y Kabupnac
qgL ?
= %%QT A I'ne, roBopure, Marxap™?
3 B VYTrap-Ilpaneuie manenskas
SEISAEEELR ) JepEBEHBKA;
CERY §§ FT-H ST H HE 3HAI0, C KaKUX II0p
FeAT T, T AATAATH B THXOM YKPOMHOM YTOJIKE
Stra us fAatfEa Staw XWKHUHY BBICTPOMB, HUKEM HE
AT FaA T Y3HAHHBIN )KUBET U3THAHHUKOM
& Y . meiHYe Kabupmac.
Zl;‘;ﬁﬁT 3 - i ‘i;“r il briBaeT, mokaxercst — ¢ BULY
FHT STA-H AT -FAT YUCTBIA (haKup — MHOM pa3
e FEd- HEOXOTHO B KPYI'y JIUTEPATOPOB
K H_"Qﬁ' LEASCH BC€E TOBOPAT —
ST T IASA T, KaK y>K HE CMOT' TepIIeTh
Ze oy ey HEpa3peIrMOCTb TallHbI KU3HU

opocwn on Kamm

Heinue penxo-peako 3aXonuT OH
o0paTtHO B cBo€ CpeIHEeBEKOBEE,
JKUBET B TPUBPEMEHDE.

ASTHA FH gl Aled & o
AT FETFTA |,
e & e )
31ech MBI MOKEM YBUAETh KPAaTKyI0 OHOTpaduuecKyro CIIPaBKy O TOM,
kem Obu1 Kabup, a taxke o Marxape u Kamm. bputo Ob criumkom
J1oJro 100aBisaTh, uto yxon Kabupa u3 Kamu B nepesrro Marxap Obu1
MPSIMBIM PE3YJIETATOM €T0 KOH(IINKTA C BEPOBAHUSAMHU U UIICOIOTHUIMHU
00enx BIacTei — Kak MyCyJIbMaHCKUX, TaK U HHIYHCTCKUX. OHAaKO, HE
YIOMHHAs 00 3TOM, MbI OCTaBJIsIeM CUMBOJI 0€3 00BsICHEHUSI.

Eme onuH r00ONBITHRIIT MOMEHT 3J€CHh — 3TO HEOOXOIUMOCTH
NEPEBOIUTH TO, YTO B OPUTHHAJE 3aKOJUPOBAHO B IIATOJIBHYIO GopMy
('{Eﬁ' % KaK 3HaK yBa)KEHU), 4epe3 OTIEIIbHOE CIOBO — “‘TIOYTEHHBINH .

T AATAATE [ S T fAatfa sias 6su10 YIOMSHYTO 4YyTh BBIIIE
KaK HaMeK Ha HecTIpaBeJJIMBOE N3rHaHue repoeB Maxabxaparsl.

Eme onna Bemp, MOYTH HE COXPAaHMBLIASCS B MEPEBOAE, - ITO
TOHKO€ HCIIONb30BaHHE BBICOKOM W HHM3KOM JIEKCHMKH, TaKHX

CAaHCKPUTU3MOB, KaK®H&[, HETHIA U HeosorusMa I T, T'€HUAIBHO
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3apu(MOBAHHBIX C PAa3TOBOPHOM CTPOUYKOH najee. 31eCh MBI TaKKe
BCTPEYaEM Psil IPOCTOHAPOAHBIX (OPM CIIOB-ICIIH, TAKHX Kak W,
ST, T, Kak JaHb TpaJullUM HApOJHOM TIECHH, K KOTOpOM
npuHauiexuT Kadup. (OH OBLI HErpaMOTEH U C TOPJOCTHIO YITOMHHAT
00 3TOM B HEKOTOPBIX CBOMX ITECHSX.)

STRT T IASATHT - 5T0 HAMEK Ha OJHY U3 MOITUYECKUX TEXHUK,
koTopeie KaOup mcnonbp3oBal B CBOMX CTHUXaX - 3arajJOuYHbIi TMMH,
MOJHBIM  OYEBUJIHBIX MPOTUBOPEUYUN M CTPAaHHOCTEH, KOTOPBIH,
BEPOSATHO, UCIIOJB30BAJICS JUISl TOTO, YTOOBI BBITOJIKHYTh CIYIIATEIIS U3
30HBI KOM(QOpPTa © 3aCTaBUTh €r0 BHE3AIHO HATKHYThCS Ha
oTkpoBeHue. llepeBome Ha pyCcCKME s3BIK OYKBallbHO O3HAYaeT
«HEPA3PEIIUMOCTh TaWHBI  OBITHS», UYTO HECKOIbKO HCKa)XKaeT
OpUTMHaN, HO JeJacT HEHYKHbIM €lle OJHY CHOCKY. BeposTHO,

AV}
CJIEO0BAJIO BMECTO 3TOT'0 MMPOKOMMEHTUPOBATh TCPMUH SEES d .

s fea fem o ﬂgraﬁr Pa3 kak-To BIXKY ero
W ﬁ Ha JHAX —
EC] o1 B3SJT U CIIPOCHIT 51
- & Ha (haKkrpa MOX0KEero
R al QT}F. q MIPOXOIKETO:
o oft T v T&ﬁ" «He rocnonun u BeI [ac,
A= % fLedare 2 Amnanra'® poncreeHHEK?»
On MHE —
AFIE Gel Al H Ao~ MIPOCTOPEYHBIM TOBOPKOM-
“FTE Wk gl THH Kxapubonu:
BF F =T T_g\; T T «Taxk BEIb PasHHLLEL MOYHnTAMH,
- g a7 S Hukakoi — Jlac s wnm IIpacan,

. Hatx unu dun,

A g AT e - I'ynra namn HapasIH20 ,

AT v Ush §HIH, Tgrg AT JlaXke — MHAUHCKOM OOIIUHBI MITH
HCIIAMCKOH,

19 AnanT («BeCKOHEUHBINH») — 0JIHO U3 UMEH Bora, HO TaK:Ke U POCTO UMsI
(4acTo MHAYUCTCKHE UMEHA — 9TO UIMEHA WJIH SIUTEThl TOr0 WU UHOTO
60’xecTBa).

20 Bcé — vactble B MHauu GaMuwinu, U y KaxkI0W CBOW OYKBaJIbHBIA CMBICII.
Bropoe urenue ¢parmenra: «Pab s mnm map Oory, Brmagpika wnm HUIIWH,
Xpanaumbiii unu [Ipubexumnie moaei». «Jlac» — damMwinsg HU3KOKACTOBBIX,
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HEAHT WU TOT, KTO BCEX JIOACH 3HAET

PIE G aﬁ 'H'Faj%?ﬁ T o-0paTcku,

NmBap-u-Anmax?,

SATHTHATE, . WM B OJIHOM CJIOBEYKE

hll W.Q_cﬁ ATz H T FEAT YMECTUBLIUICS LEenblid boxuit

T HRTE, Mup,

T AT 9Tea1 & T Teh e WJIH 32 TPAHbIO BCEX CJIOB XKUBAs
TaiHa.

Ty o7 o 9= 7 g A8t

ATYT T T Hohe o7 =9 99T Bru10 sicHO, uTO «KeM cedst

I {Y T 3T 9HT FT AT CUMTATh?» — BOIPOC HE

ITFT T - €TMHCTBEHHBIH,
esoe eao ObUTIo — BEIOpaTh
A3BIK

MIOJ] CTaTh MOE U €ro Bpems
HE pa3aeisoIeMy,
HEJBONCTBEHHOMY?2

€ro B3TJISITY

WurencuBHas ¢opma rmarona T ST azieKBaTHO nmepeaaeTes
PYCCKHMM «B35J1 M CIIPOCHID»: 3Ta KOHCTPYKIIMSL YaCTO UCIOb3YETCS A
nepesavn 4ero-ro, CAEIaHHOrO0 BHE3AIHO, UMITYJIbCUBHO WIJIM BOIIPEKU

«[lpacag» — Opaxmanckas, «HaTx» — cBs3aHHas C HEOPTOJOKCATbHBIMU
TEYSHMSIMH HATXOB W TaHTPUKOB, «JluH» — «Bepa <B Ammaxa>» — KOHeUHas
4acTh MHOTUX MYCYJIbMAHCKUX UMEH, TOJHBI OMOHUM CaHCKPUTCKOTO CIIOBa
«Humui, OemHbli», otciona «unH(a)matx» — Ilpuctanuime OenHBIX,
bnaronerens — onHo u3 umen bora.

21 WNmBapa (#a xuHmu npousHocurcs «mBap») — «Brameikay, HHIYHCTCKOE
uMs OokectBa, dame Bcero Lueel wim Bumny. «mBap-u-Amnnax» B 0JHOM
CIIOBe — XapakTepHas jaeTanb. KaGup Bcerma BBICTYHaJl MPOTHB HMHIYCCKO-

MYyCYJIbMaHCKO# po3uu (TTH-TEIT TH %% - GTI% FUE ASTS? — «Jif, Pama n

MunoctuBslii (Ajutax) — 0JJHO, K Y€MY MUJUIMOHBI BOMH?» — BOIPOLIAET OH B
OJITHOM U3 CBOUX 3HAMEHUTBIX TUMHOB.)

22 B opuruHane «ajiBaiitay — IpsAMas OTChUIKA K YUEHHIO a/|BaiiTa-BeIaHThI,
BETBH MHAMHCKOHN (pritocodun, yTBepxIaromen eTMHCTBO
(uenBoiicTBeHHOCTH) bora 1 Mupa, B TOM 4nCIle OTJETIBbHOM YeI0BeYECKOH
Iyumd. Pa3geneHHoCTh X, COTIIACHO 3TOMY YUSHHIO, HIITIO30pHA U I0JDKHA
OBITH ITPEoIONICHA.
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3npaBoMy cmbicoy. CIOBO XMHIZH AR “HepcoHa, delIoBeK”,
IPEBPALIAETCS B «IPOXOXKETo» panu pupmsl — “Ha (Pakupa MOXOKero
MPOXOXKET0™’: TPOXOXKEro, IMoxoxkero Ha (akupa. B OompmuHCTBE
CTHXOB BepHOp OpuUrHHana ObLI MepeaaH BepaInOpoM, MOTOMY YTO OH
MO3BOJIICT COXPAaHUTHh TOHKWE HIOAHCHI cMbicia. Ho MBI Bce paBHO
MOCTapaJIUCh COXPAHUTh MY3bIKAJIbHOCTh OPUTHHAJIA.

AFIE TIT ATl B mepeBoje — OTO MPUMEP BCTABKH
oIpeiesIeHHsI: OOBIYHBIA PYCCKHUI YUTATENb HE 3HAET, YTO TAKOE KXaApH
6omu. [nuHHOE mpuMedanue o paMMIMSAX Ha XMHAM U BTOPOM CIIOE
3HAQUEHUH, KOTOpBIE  3/[€Ch  MOSBISIOTCS,  KAKETCS  BIIOJHE
omnpaBIaHHBIM. MOKHO OBLIO OTMETHTH, YTO 314€Ch €CTh CAHCKPUTCKHUM
MO3TUYECKUM IpUeM, Ha3bIBaeMbli wuitewia - urpa cioB.CTpaHuna
3aKaH4YMBaeTCsS KpaTKuM O00bsicHeHrneM (uiocohuu ajBaiiTa-BeJaHTHI.

“FIe Fg ThaT g o o «KT0 MoxeT ckaszarh, OyaTo TO,
ZH S TE o 9TO MBI IPOKUBAEM CETOJHS, —
: HE 3aBTpallHsAs] CMEPTD,
jﬁg_{qggﬁ 97 T a TO, YTO BUYEpaA yXKe MPOKIIH, —
Rl ﬁa? Eh_crr HE 3aBTpairHee Oyaymiee?»

T Fl T AT T 27 B ero peun Obina Taiina,

KakK U B €10 MOJTHaHHUH.
I AU H UF T AT «C AHaHTOM HET y MEHs
SCERGEDD gt':ﬁ =1 OJIM3KOr0 POJICTBA,

9TO BeJlb IIPOCTO UM
“greeq A AT FTS AT fXoqr  KOTOPBIM s 30BY €ro MHOr/a
T, HO TI0 KOTOPOMY €T0 He

3HACIIb.

i W T ATHE . ﬁa ¥, 3HACIIb JIU, 1aBaTh BCEM
oEd & 38 FRAT g FO-FN Cpoum nmena -
T ST AT qgArd FI'*'prl YUCTOU BOJBI CAMO3BAHCTBO,

o o, Roai 1 a9 3T
BT STEAT g ATHI ol I,
TR ASA-HLA &

o1 AT o e

C UIMEHaMHU HYXHO OBITh
HACTOPOKE,

aroau ObIOTCS] HACMEPTD

3a 3TH UMEHa,

a IPUTIIAAUIILCS — UMEHA-TO U
JIOKHBIE, TPYIIaMH 00epHYJIHCh
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HS T ITd 9 3@d-3@d, Ipy/bl BETOB?,

AT F T2 ST JIOOPOTHI U KPACOTHI

At 3 2T, 0€3bIMSIHHOE YyBCTBO

A S ——— KEPTBY IPHUHECITH
=T AT Gl'lT-lTi 5 Ha KOCTEp BpaXIbl POFOBBIX

A Y AT F A S

H1”

3nec Anant (beckoHeunslif) o3HagaeT bora, o Wem, BO3MOXHO,
cienoBaio  SICHO cka3arb.C 3TOr0O MOMEHTa CTHUXOTBOpPEHUE
COCpPENOTaunBaeTCs HAa TEME HHIO-MYCYJIbMAHCKHX KOH(IMKTOB,
kotopeie KynBap HapasiH ropsdo He omoOpsur, y HEro ecTh HEMallo
CTHXOTBOPEHUH, TOCBSIIEHHBIX AHTUKOMMYHAIH3MY, HanudusMy u
COCTPaZaHUI0 K JKEPTBAaM KaXZOro Takoro KoHpnukrta. Ecim
YOOMSIHYTb JIUIIb HEKOTOPBIE U3 HUX, 3TO “Aloaxesa 19927, “T'ymxapar
20027, TS EEICE: gf-%—«r, FT T T=dT %’ U T.I. HUIEOJIOTHS
IPOTHBOPEUUT COCTPATAHUIO U TYMaHHU3MY.

Mpl oOBsicHsIeM JiereHay o cMepTu Kabupa, HO ocTaBisieM 0e3
0c000ro BHUMaHUS POJIb CBSITOTO MOATA KaK Typy MYCYJIBMAaHCKHX H
MHIYUCTCKUX HocnenoBaTeneid. OnHako pojib T'yMaHU3Ma B TBOPUECTBE
KynBapa Hapawna scra mo0OoMy, KTO HaXOAWT BpeMs, YTOOBI
MPOYUTAThH BCIO KHHTY.

e o A= 1o = Pa3 HaBcTpeuy momnacsi MHE
ST 900 F U e AhaL 7| B OJTHOM POCKOIIHOHM rpoOHHMIIE B
Capgax .HO,Z[I/I24

23 O6parHas OTCHLIKA K JereHae o cMeptu Kabupa. 3Has, 4To CBATON
yMUpaeT, MyCyJIbMaHe U MHAYChI U3 YKCIa €ro mocieaoBaTenen
PACTIONIOKUIIMCH IBYMSI JIAaT€PSIMHU PSIIOM C €TI0 XMXKUHOM, TOTOBBIE CPAsKaAThCS
3a PaBO COBEPIIUTH HAJ[ €r0 TEJIOM CBOH IMOTpeOaNbHBIN 00psT (MyCcylbMaHe
MPEJar0T MEPTBBIX 3eMJIe, & HHIYCHl — OTHIO). OJJHAKO, OTKUHYB OJIEsIIIO,
BMECTO MepTBOro Teia Kabupa oHM HaluTi rpyay HBETOB, TIOJIOBUHY KOTOPOM
MPEJCTaBUTENN KaXKIOH OOIIUHBI IIOXOPOHMIIH MTO-CBOEMY.

2 Jlogu — nUHACTHA cynraHoB, npaBuBMX Jenu B 1451-1526 rr. Caapl Jloau
— OJIH U3 TpeKpacHbIX mapkoB [emu. Ha ero Tepputopuu HaXoIuTCs psin
HMCTOPUYECKUX MECT, B TOM UHCie rpoOHUIBI Moxammena-maxa (ToCciIeIHero
cynrtana nuHactuu CaitnnoB) u cynrana Cukangapa Jloau, BEICTpOSHHBIE B
1444 u 1517 rr.
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ST 9% 92 U IqT Rreeae i Tnans va rocymaps,
TTFT qeA- 4TO JIEsKas Ha 3emiie Oe3 BEHIIa,
TOBOPHT MHE:

T T ]1,% «He mo nyme mue 65110

"~ KJIOHUTB TOJIOBY IIPH JABOPAx
TAT o AT | (T FAHET XO35CR v 1P P
STOTTT 7 A% =T o g2 YT0 TBOM KOJIOAKH MHE OBLITH
AT F08 TIPUABOPHBIC OJEKIBL,
ISCEELCEISEN B KOTOpBIE 3aKOBaB ce0l,
o ZIT T TRt T o KaxIoMy
Ty TETe ¥ MPUXOINIOCH TIPEICTaBaTh

niepe] BCeM CoOOpaHueM,

T T TF FAT T AE THE,

ce0s1, OyITO y3HHKa, IepKa B

FEL TR AT AT FT pogax

IJATLRT é%grr '@% gy K nuiy npucrapmieit Macku
=T U T A Gpens
Rred T AT @, T Iy CHSIB U CTaB O€3JINKUM,
7 Pt 7 T &, A AT HY’KHO HCKaTh TaKOW CBOOO/IBI,
S M 2 4yT00 He OBUIO B HEll HU

o ETQF\ AT HE YJIOBOJIBCTBHS,
SEREIEEIEREER HH TPYCTH, HU BIMSHUS YbETO-
JTET gt HI” TO, HA IPUHYKJICHUS

TOJILKO OJTHA (hritocodckast
no0poTa — OBITh Cpenr BceX, HO
OT BCceX HA LIar B CTOPOHE.

Eme omuH OTpBIBOK, XapakTepHbId jais mod3un KyHBapa

Hapassna. MycynbpMaHCcKue 3aBOEBaTeNIM M CYJATAHCKUH  JBOP
BBICTYIAIOT BO BCEHl €ro mo33uM KaK CHMBOJI BJIACTH, 3aBOEBAHHOM
HACHJIMEM, IBIIIHOCTH M MOTYIIECTBA, AOOBITBIX KPOBOIIPOJHUTHEM MU
JKECTOKOCTBhIO, HEHUCKPEHHEr0 M YIYIIAIoUIero OOIEeCTBa, KOTOpOe
TpeOyeT, 4TOOBI repoii MOMUHUHSIICS €r0 MpaBHiaM U ero Joku. Bee ato
B KOHEYHOM HTOT'€ OKa3bIBAETCS NMPEXOAAIINM, TOABEP)KEHHBIM CMEPTH
U Pa3NIOKCHUIO, B KOHEUHOM CUeTe MOOEKICHHBIM, B TO BpEMs Kak
OYXOBHBIE W KYyJbTYpHBIE LEHHOCTH OCTalOTCS OECCMEPTHBIMH U
HETPOHYTBIMHU, TEPEKUBAsT BTOPTIINXCS 3aBOEBATEJICH, IBITABIINXCS
YHUUYTOXKHUTH M pacTonTtaTh ux. OTcrona u nzoopaxenue Kadupa psgom
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¢ octatkamu cynTtana Jlomu, XOTs, HaCKOIBKO HaM W3BECTHO, OH HE
UMEJI HUYEro OOILEro Co JBOPOM CyJiTaHa M JIaXKe HE TOCeliall ero.
IloaT mpoTwBOMOCTaBIsSET BeCh HAOOpP  CBOMX  IICHHOCTEH
BJIACTONIFOOMBEIM ~ 3aBOeBaTesiM. MBI OTpaHHYMBACMCS  JIUIIIb
oOBsicHeHHEM, yTo Takoe nuHacTtus Jlogu u rne pacmonoxeHsl Calbl
Jlomu. CoOTBETCTBEHHO, 37eCh TMOSBISIETCA  JIEKCHKa  YpAy,
WCTIONb3yeMast B OOJBIIIOM KOINYECTBE (mTPr, SiTvﬁT, ?h_cz’, 9T @T-IT 51
T. 1.), B OTIMYHAE OT MPOCTOHAPOAHOW JIEKCHKHA C CAHCKPUTCKUMHU

KOPHSIMH, HCIIONIb3yeMOH, 4TOObI ToBOpUTH 0 Kabmpe (ﬂ'@ﬁ% - ﬂﬁﬁ,

TEAT - IITET, TATT - &7 - qg19). Kak Mbl ynoMuHanu paHee, 3T1a
CTHJINCTAYECKAsT OCOOEHHOCTHL BOOOINE HE MOXET OBITh aJeKBATHO

nepeseneHa. Eme oqHa nevanpHas moTepsi — UCKpALIasics pupma FIS -

TS — TFS.

TEFHT ATAT STHTAT Kro ybexnen Bce paBHO,
qzﬁq’q—aﬁ':@mﬁgwéﬁﬁw YTO OH HE YMPET,

YMEPETh MOXKET TOT MU,

’ : HaJl KOTOPBIM TBOPATCS

g ﬁiﬁr@ e, 3 0e33aKoHUSI.

T HIATH, T HITZL

& o9 T Faa T AT A % U ceronHs He BEpUTCS, UTO OH

o Feqaa g 3@ ObLT HE OYHTaph MPOTHB KHU3HU

FEQA ZIHT @I &, - 5

TE T ST OH OBLI PaBIMBBII CBUIETENb
KH3HHU,

SEEARIELES KOTOPBIH, yXO/5, CKaza —

ST gTQWQT’FGI T 9T AT KyJa K s yiiny, OCTaBUB

HEE IR AR TaKoM OOJIBIION MHD,
9TO KHUBET BHYTPH MEHS

e 1 #fraredt e Thics i ne?

T AT g SATeiThd g% T=T

3 o sATeT X AE Sy gy PACCh M ocTanych ~

3§ ) C 3TOH 3eMJIEN CMEIalCh

' . C 3TOH BOJOU MOTEKY
i %f CEE RS C 9THM BO3/1yXOM OY/y B3/bIXaTh
EEAUE I ER] C 3TUM OTHEM Oyay UIrpaTh
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A FAEqAl
ST Srewea gAaT 7 faa
REREET- k)

Forgene wF srfve gaee-uw

I T T aie oA
T T SR T 1T
o5 U a1 ATEet & A
ERCET

HAaJl 3THM K€ TOPU30HTOM Oyay
BOCXOJHTD U 3aXOIHTh,

B 3TOH K€ ITyCTOTE SIBIIFOCH, KOJIb
OyIyT HCKaTh.

Or OECCBS3HBIX Beei
W 3aHATOTO  CcOoOOW  Mmpa
OTBEPHYBIIUCH,

Ha 0C3MATCKHOCTH
HadepTaB HEUCTPEONMYTO
TIOJIITUCH — <«JTFO0OBBY

OH rIyO00KO BIIOXHYJI

M, CTaB [apoM,  CKpBUICH
erie pa3 ¢ 00JaKaMu BMecTe
B OecripenebHOM

3,I[CCI) Mbl BUJJUM OKOHYAHHUC CTUXOTBOPCHHA- TOPIKCCTBCHHOC
IMPOBO3IJIAILICHUC 6CCCMepTI/I}I. Jlekcuka B peuu, HpPIHPICBIBaeMOfI

camomy Kabupy, CHOBa CTAaHOBHTCS HE3aTCHIMBOM, SICHOU U CHIILHOH B
cBoeil mpoctote. B opurnnaie 6oree CioXHAs CAHCKPUTCKAS JIEKCHKA
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MAapKUPYET TEKCT HappaTopa, KOHTPACTUPYIOIIUN C 3TOM MPOCTOTON U
NoJUepKUBalOIMid  eecuury M KpacoTy. KynBap Hapasa wacro
WCTIONB3YeT CAHCKPHUT I 00pa30BaHUS HEOJIOTU3MOB, TO €CTh HOBBIX
CITOB, pacIIU(pPOBBIBACMBIX €ro YnuTaresieM [2]. Mbl MbITATUCh CAETaTh
TO e caMoe M B JpPYyruxX CciydasxX, HO 34ecCh IepeBOf CKopee
COOTBETCTBYET MPOCTOMY SMOLMOHAIBHOMY CTHJIO pPEYHd CaMoro
Kabupa: «Ot OeccBs3HBIX Bemed / W 3aHATOro coOoit Mupa
OTBEpHYBIIHUCh, /| Ha Oe3MATEKHOCTH | HadepTaB HEHUCTPEOMMYIO
MOJIITHCH — «TI000BBY / OH ITyOOKO BIOXHYI / M, CTaB MapoM, CKPBIICS
| eme pa3 ¢ obmakamu BMmecte / B OecmpenensHOM». DTO Meradopa
CYacThsl B CTWJIE aABallThl, KOrJAa Tepoil CHOBa CIMBAETCA C
AbcomoroM. Ho, Kak KakeTcsl, CTHXOTBOPEHUE HUYETO HE TepsieT U3-3a
OTCYTCTBUA 34€CH ABHBIX KOMMCHTAPUCB.

Hpyroe neno, 4To gwm—ﬁw — OTO HaMCK Ha CTHUXH CaMOro
Kabupa — &1 SET — 7 ero coOCTBEHHBIX IECEH O JOOBH, KOTOpAs

Hepywuma (OyKBaJbHOE 3HaYCHHE CI0Ba (&, moMuMO “OyKBa, cjor”).
Takum oOpazom, KynBap Hapasa 3aBeprraer CcTHXOTBOpEHHE,
KOCBEHHO ITUTUPYs camoro Kabwupa.

OTOT pa3bop, Kak KaxeTcs, COAEPKHUT JOCTATOYHO NPUMEPOB
npobjeM H OCOOCHHOCTEW TMepeqauyd WHIUICKOH TO033UHM  uepes
HepeBol 1 KOMMEHTapHH.
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KOTOPBIA poauiica u OOJIBIIYIO YacTh CBOEH JKM3HM MpoBEN B benapece
(mpyroe nazBanue — Karm)
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Anna V. Ponomareva, United Kingdom

TV, videos and Patikabellam: Devarakonda Balagangadhara Tilak’s
“C.1.D. Report” in Russian and English

Abstract. The focus of my article is C.I.D. Report, a poem from the
collection Amrutham Kurisina Ratri (1968), by Devarakonda Balagangadhara
Tilak (1921-1966) [1]. Data have been collected from the two following
translations of this poem: Ozerova’s translation into Russian (1980) [2, p. 208-
210] and Velcheru Narayana Rao’s translation into English (2002) [3, p. 115-
116]. The work aims to contribute to current discussions of the translator’s
visibility and untranslatable. Three terms are chosen from the Russian and
English translations of C.1.D. Report to illustrate translators’ procedures in
which their political and social adjustments of the original are exemplified.
These three items are listed in the title of my presentation. The study of C.1.D.
Report in translation into Russian and English argues the importance of the
reader there as these two different translations have been made with having the
reader in the translator’s mind.

Key words: translation studies, translation, Telugu poetry, the
translator’s visibility, untranslatables

A .B.Ilonomapesa, Beauxoopumanus

TeneBunenue, Buaeo u [latukademmam:
C.1.D. Oruer IeBapakonasl banaranragxapa Tunaka B nepeBoje Ha
PYCCKOM M aHTJIMMCKOM A3bIKax

Annomayusi:  CTaThs TIOCBSIICHA CTHXOTBOPEHHIO JleBapaKOHIBI
Banaranraaxaper Twraka (1921-1966) Cu.Au./Ju.Penopm [Otuér otaena
KPUMHHAIBHBIX paccieOBaHUH — npum.aémopa] W3 UUKIA Ampymam
Kypucuna Pampu [Houb, xorga U HEKTapHBIA AOKIb — npuM. asmopdl
(1968) [5, 2016]. B oroif pabore paccMaTpHBalOTCA €ro JBa MepeBoja:
O3epoBa, ¢ Temyry Ha pycckuit [1, 1980, ¢.208-210] n Bemuany Hapaiisabt
Pao, ¢ tenyry Ha anrnumiickuit [8, 2002, pp. 115-116]. Ota paboTta HanucaHa ¢
HOCIbK0 IPUHATH YYaCTUE€ B JUCKYCCHU 110 BOIpOCaM HaIrIAJHOCTH
JACATCIBHOCTH NIEPEBOUYNKA U HEIICPEBOAMMOTO B IEPEBOJIE. brum BBI6paHI)I
Tpu TepMuHa U3 nepeBonoB Cu.Au./Ju.Penopm(a) Ha pyCCKU M aHTIUHACKUIN
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A3BIKH, KOTOPBIE IIOMOTAlOT MPOMILIIOCTPUPOBATH M3MCHEHUS OPHI'HMHAIBHOTO
TEKCTa, CBSI3aHHBIC C €r0 MOJUTHYCCKUMU M KJIACCOBBIMH OCOOCHHOCTSIMH.
OTH TpH cIOBa BHECCHBl B 3arojlOBOK MOEH cTaThbd. AHAIM3 3TOrO
CTUXOTBOPEHHUS] B BBIOPAHHBIX MEPEBOJAX MO3BOJSET MPOJEMOHCTPHPOBATH
BOKHOCTb OPUCHTALIUH HA YUTATEIsI, C KOTOPOU TH MEPEBO/IbI OBLITH CACIAHBL

Kuiouesvle cnosa: TNepeBONOBEICHHE, ITIEPEBOJ, II0I3HMS HA SI3BIKE
TeNyry, HATJAAHOCTh JACSITENBHPOCTH MEPEBOJAUYNKA, HEMEPEeBOAUMOE B
nepeBo/e.

Some people are privileged to have several lives in their one-
time reincarnations. Now it is not unusual as the era of globalization
has opened opportunities for us to move to other countries and to try
finding new identities for ourselves. This statement, in particular, is
relevant to my life. My first life has been spent in the former USSR, in
Moscow, where | was born, educated and started my working career in
the Telugu section of Progress and Raduga, the biggest publishing
houses of the country. My second life is taking place in the UK where |
have continued my education, received a doctorate and eventually
found a job in academia, teaching Russian, Translation Studies and
Comparative Literature. In other words, | changed countries and
occupation but the subject of my interest has remained more or less the
same: it is language and other minds. | have not become a Telugu
scholar but when opportunities are provided, | apply my basic
knowledge of this language in order to explain to my students a number
of culture specific concepts. This article would not have been possible
without the help of my friend, Dr Anuradha Kanniganti (National
Institute for Oriental Languages and Civilizations (INALCO)), who is
generous in sharing her knowledge of Telugu, together with its
linguistical and cultural aspects, with me.

This article focuses on one poem, 5.2.%. 8°38& [C.1.D. Report],
from Amrutham Kurisina Ratri (The Night when Nectar Rained), a
collection of poems by Devarakonda Balagangadhara Tilak (1921-
1966). It has been published posthumously in 1968 by Visalaandhra
Publishing House in Vijayawada and received a prestigious award, the
Sahitya Academy award, in 1970. My rational of choosing C.I.D.
Report is simple and complex at the same time. It is simple because |
managed to find two translations of this poem, into Russian and
English. However, it is also complex because the poem is remarkable in
many respects: story, language and the presence of multiple layers of
meaning.
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The title of my article consists of three objects: TV, videos and
Patikabellam. These items appear in the text of Tilak’s poem. However,
some of them are not present in the Russian or English version of
C.1.D. Report. In spite of the fact that omission is a recognized
translation procedure and can be justified in terms of keeping prosodic
elements in place or removing untranslatables when this is necessary,
my data collected from the text of C.I.D. Report and its paratext
suggests a different story. Here omission is the translator’s choice
related to his or her intention to share personal, institutional political or
sociological values with the reader. Before discussing the three items
from C.I1.D. Report in detail in their translations into Russian and
English, a few words will be written about the author of the poem and
the poem itself. Then using various paratextual sources the focus moves
to the translators of C.I.D. Report. This will be followed by the analysis
of textual data which consists of the three named objects and other
corresponding terms.

Devarakonda Balagangadhara Tilak and his poem “C.1.D. Report”

D.B. Tilak (1921-1966) was a Telugu poet and writer. His short
life had been connected with literature from his early age when he
started to write poetry. At the beginning, his style was romantic which
was rather traditional as it was a popular style of Indian poetry in early-
mid 20™ century. Later Tilak became interested in social issues and his
style changed. Another Telugu poet and also a winner of the Sahitya
Academy award Kundurti Anjaneyulu (1922-1982) described his
contemporary in the following way: “However progressive
(abhyudaya) the idea and feeling (bhaava), unless it is given expression
in subtle brilliance, it would not shine with effulgence. Tilak through
his practice indicated that even progressive poetry could be given
expression beautifully without being insipid” [4, 2016].

In many ways C.1.D. Report exemplifies Kundurti’s point. First
of all, the poem has different layers: factual, ironic and philosophical.
The original title of the poem includes an abbreviation C.1.D. which
stands for Crime Investigation Department and points to a specialised
branch within the police force; its personnel are detectives who work in
plain clothes and not official police uniforms. C.I1.D. also has an
additional meaning: it provides references to the British colonial power
as these police forces have been established across the British Empire
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in the 19" — early 20" century. The English version of the title, Police
Report, retains one side of the original title which is related to the
police force, but the meaning of oppression and colonial power is lost
there. The Russian version, however, offers a completely different title,
Omuém o xcusnu u cmepmu xnepxa [a Report on the life and death of
an office worker — my translation AP], in which the word ‘report’ is
used in the meaning of summary, memorandum or account, without any
reference to the police.

The narrative of the poem is intricate. On the one side, there is
nothing to investigate as it was not a problem to identify a person who
died in a hotel and it looked as if there were not any suspicious details
in the death of Ainaapuram Koteshvara Rao. On the other side, the fifth
line of the poem starts with the meaningful exa%°%™ [however] which
tries to provide a commentary on the death by suggesting that the
person who died could not fulfil his duties as an office worker and left
some job-related tasks unfinished. This immediately intimates the
presence of some criminal elements in the story of the clerk’s death.
Meanwhile there is no reason to speculate more on Ainaapuram
Koteshvara Rao’s dereliction of duty. The poet uses his irony to
describe the scene of fatality. Tilak writes that in addition to a doctor’s
verdict which some people might find being disputable, there is a
stronger confirmation: the clerk is not able to stand up and salute his
boss when he comes to the hotel room where the dead body lies. The
rest of the poem provides details on Ainaapuram Koteshvara Rao’s life
which has been rather dull, obedient and poor. Although all these
descriptions are not entirely true, Tilak provides hints to the reader
when he argues that even in this simple life there are some deviations
from the ordinary: the presence of colour, dreams, walks, laughs and
the blue skies. When the clerk meets his friend and asks him questions
about Joppo [the term covers a number of concepts: joy, wellbeing,
comfort, happiness], it becomes clear that at this stage of Ainaapuram
Koteshvara Rao’s life some doubts about the meaning and quality of his
being are coming to his mind. The text of the poem does not include
any answers to the questions as it looks as if Ainaapuram Koteshvara
Rao has just had intention to ask but might never manage to ask what is
worrying him. The two final lines of the C.1.D. Report suggest a reason
of the clerk’s sudden death: he has been frightened to death by the
whole idea of questioning the order of things in his life. This paves the
way for Tilak’s sarcastic statement at the very end of the poem where
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he writes that that the death of this office worker can be seen as the act
of shielding his country as the mortal silence of his voice helps protect
the inhumanity of the regime.

The translators of the poem

The translators’ background shows differences in their cultures
and ideologies. The Russian translation of C.I.D. Report appeared in
1980 in the collection of poems, i3 cospemennoii unoutickoii nos33uu
[From the contemporary Indian poetry], by Sarveshwar Dayal Saxena
(1927-1983), Premendra Mitra (1904-1988), Umashankar Jethalal Josh
(1911-1988) and Devarakonda Balagangadhara Tilak (1921-1966).
This is a publication by Progress Publishers, the biggest publishing
house of the former USSR funded by its Communist Party. Irina
Ozerova is named as the translator of this poem. This is not entirely
correct as the translation has been a teamwork. My former colleague
from Progress and Raduga publishers Tamara Kovalyova, a specialist
in Telugu, has prepared the poem’s interlinear crib which is later edited
by Irina Ozerova, a Russian poetess and a translator, who does not
know any Telugu. Professor Velcheru Narayana Rao is the translator
of the poem into English. He is a Telugu native speaker who has
established his academic career in the West and spent more than forty
years in teaching languages and cultures of South Asia in American
universities, largely at the University of Wisconsin-Madison. He is also
a literary translator. A lot of Telugu classical and modern poetry and
prose has been introduced to the English-speaking readers in his
translation. His anthology of Twentieth Century Telugu Poetry which
includes the C.I1.D. Report in English has been published by Oxford
University Press in 2002.

TV, videos and Patikabellam

These three items appear in the source text; in some cases,
target text versions do not retain them. In addition to their direct
translations which are dictionary- based these things have symbolic
meanings. ‘TV’ is mentioned in the description of Ainaapuram
Koteshvara Rao’s accommodation. In the poem nothing has been
mentioned about his family having a television in their rented portion of
a house. The term appears when their bathroom is mentioned: the
bathroom is the size of a TV. Neither Russian nor English translations
has retained the term. Omission is used in Omuém o scusnu u cmepmu
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kaepka. Moreover, the Russian version does not provide enough
information about the clerk’s accommodation. There is no indication
that he rents the whole house: only two rooms, a bathroom and an attic
are only named there. It is extremely simple to justify this translation
procedure by saying that omission has been used in order to keep some
prosodic elements. Here the translators’ choice is largely ideological.
There was a shortage of flats and houses in the former USSR: in
particular in the big cities people lived in crowded accommodation in
which a number of families shared one kitchen and bathroom. Thus, in
this context, it would have been strange for a poor family to have even
a tiniest private bathroom. The clerk’s family is poor indeed, but in the
Russian version it is more than just poor. The translation adjusts the
story to the Communist ideology and presents Ainaapuram Koteshvara
Rao as almost a proletarian, a progressive worker who has very little to
lose, except his chains as a working office slave of his boss.

‘TV’ is also not part of Police Report. However, here the
translator uses such a translation procedure as substitution. He does not
say anything related to the size of the clerk’s bathroom but suggests
that its quality is awful: there are holes in the walls. My explanation of
the suggested substitution in the English translation is not that
straightforward as in the case of the Russian version. Among possible
interpretations might be the following: renting in the
West is big business and in order to have income landlords are entitled
to maintain certain standards of their rooms and houses. It might be that
the translator uses the phrase ‘it had holes in the walls’ [3, p.116] in
order to emphasise to his Western reader the extreme poverty of
Ainaapuram Koteshvara Rao’s family: not only can they not afford the
whole house but also not even a decent quality accommodation. It looks
that the comparison of sizes, of bathroom and TV, does not appeal to
the English-speaking reader as its connotation might be lost. The
translation of ‘videos’ or the omission of the term confirm and develop
further my commentaries on the translation of ‘“TV’ discussed above.
During early 1980s in the former USSR not ordinary families or even
the high echelon of Communist Party apparatchiks, had any videos in
the former USSR. Thus, the term can be easily omitted in the
translation into Russian. The English version maintains the term for
obvious reasons: at this time videos were common in the West. So, if
the clerk does not know what videos are, this simply points to his
extremely poor income. The Western reader can easily understand that

159



poverty brings misery and boredom to the whole family of Ainaapuram
Koteshvara Rao: their existence is deprived from not having access to
such an everyday entertainment as videos are. The example of retaining

or omitting %ex’Saeeo [patikabellam] may not clearly contribute to
my previous arguments in which the presence of ideology and politics
is underlined, but it shows insights into the mind of the translator.

The Russian version borrows the term from the original, spells it
in Russian and has a footnote in which the meaning of the word is
explained as the following: the pieces of sugar which have been boiled
in a fruit juice (my translation of the footnote [2, p.210]. This
description might help the reader to understand that patikabellam is a
ritual food, a sugar candy. On the one hand, borrowing the word
contributes to the idea of preserving culture specific terminology: it is
left untranslatable, but a footnote clarifies its meaning. On the other
hand, keeping the original term, in which the religiosity of the clerk is
mentioned, according to the Communist ideology, also suggests that he
is an extremely poor and uneducated person. If the Russian version says
that the clerk sings hymns to God every Saturday and takes a delight in
eating patikabellam, the English description is short and vague. The
phrase ‘every week he prayed’ [3, p. 116] is a generalization in which a
lot of original features have been missed.

It is possible to interpret the choice of the Russian translators in
terms of their partial knowledge of Hindu rituals, but it is strange to
expect the same from the English translator. Velcheru Narayana Rao
says nothing about the clerk’s religious rituals, and this is detrimental to
his translation. The following details of Ainaapuram Koteshvara Rao’s
religious habits are not included in the English version: his praying
every Saturday at home in front of a cheap portrait, a coloured image of
a specific Hindu deity, his offering of patikabellam to gods and
enjoying the sweets himself. Hypothetically it is possible to justify the
translator’s choice in terms of his decision of maintaining a secular
version of the original in which religion does not plays a part. However,
in case of the clerk’s life and of the millions of Indians similar to him it
is difficult to assume that religious traditions are not essential
characteristics of their life: Ainaapuram Koteshvara Rao is so
vulnerable in his poor environment that he is in the constant need of the
divine protection.
°%o or bidis is another item which is not mentioned in the title of this
article but is the one that plays a significant part in the development of
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my arguments on the peculiar translators’ choice of borrowing the
original terminology.

The word stands for cheap Indian mini-cigars or thin cigarettes.
It also has strong class connotations: “poor man's cigarettes” [1, 639].
India Today (1976/2015) explains how this tobacco product has
become an Indian big-time export: “the trend-setters who introduced
the bidi in other parts of the world, particularly the West, were no doubt
the young who came out to India on the hippie trail of the 60s” [5.
1976, 2015]. Elements of both descriptions of the term appear in the
translations.

The Russian version does not borrow the word but retains it by
descriptive substitution: “HO He KypwJ curap, ACMEBBIX naxe” [2, p.
210] [but he did not smoke cigars, even the cheap ones — my translation
AP]. It looks as if the translators have maintained their choice and used
an opportunity to comment again on the poverty of the clerk.
Meanwhile, the use of cigars is misleading here: only Cuban cigars
have been famous in the former USSR.

The translation into English keeps the word but writes it in italic:
“he didn’t even smoke bidis” [3, p. 116]. It says nothing about this type
of tobacco as a symbol of people’s social standing in India. The lack of
any explanations of the term signals that thin cigarettes are known in
the West. However, if for the English-speaking reader they are
associated with hippies in 1960s, Tilak’s subtext, in which the absolute
poverty of Ainaapuram Koteshvara Rao is emphasized one more time,
is not acknowledged there.

Conclusion

Velcheru Narayana Rao is a retired academic now. He uses his
free time to popularize his ideas on translation by attending various
conferences and cultural events in the USA and India. He advocates for
the translator’s right to maintain his or her own poem in translation,
which is just one of the multiple possibilities to read the original poem.
Additionally, he sees any translation, or various translation versions of
the same poem, as a valuable contribution to understanding its source
[6]. In this way, he confirms the ideas on paratext introduced by
Genette (1987/1997) [7].

However, my brief study of his translation and Russian version
of C.1.D. Report argues the importance of the reader there. These two
different translations have been made with having the reader in the
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translator’s mind. Moreover, the translators either by their choice or by
having some ideological obligations are not comfortable enough to
introduce culture specific terminology. In other words, having unique
opportunities to broaden the horizons of their reader by the details of
Indian reality their choice is to keep their audiences in the comfortable
chairs of their cultures and to make them sympathetic to the clerk’s life
without being able to perceive the multi-layered meaning of Tilak’s
C.1.D. Report [8].
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Debajyoti Gupta, India
Translation of literature from Tripura

Abstract. Tripura is a state in north east India; it is the second largest
state in North east India. The literary characteristics of Tripura have some
unique characteristics. In Tripura a number of languages are current and
prominent. Tripura has some unique literary characteristics its two most
important languages are Bengali and Kokborok. Bengali is spoken mostly in
Tripura. Other languages such as Chakma, Mog, Manipuri etc. are also spoken
by the people. Bengali languages in the state have been enriched right from the
palace, where the maharajas were the literary artist of considerable merits.
Frequent visits of Rabindranath Tagore had a great impact on the literature of
Tripura. Most of the Bengali writers were immigrants of the partition, Carried
in their memory the glimpse of the past, the writers of the present generation
speak more of their soil. However there are many well known writers in
Tripura who writes in their own languages and their works have been focused
in Sahitya Akademi and also have been translated in different languages.

Keywords: Literary, Bengali, Kokborok, Literature, Prominent

Hebamxpotu ['ynita, Hrous
[lepeBoa nuTepatypsl U3 Tpummypsl

Annomaysa. Tpunypa SBISE€TCS BTOPBIM II0 BEJIHYMHE IITATOM Ha
ceBepo-BocToke MHamn. OdQuuuanbHBIMH  SI3BIKAMH  INTaTa  SBIAIOTCA
OeHrampCKuil  s3bIK, aHrIWiickud u  kokOopok (Tpumypm). Taxoke
pacnopocTpaHeHbl 4YakMma, MOI, MaHUIypu U T.A. M3BecTHBIM WHAMHCKUI
mucatenb W HoOeleBckui naypeatr PaOunnmpanat Tarop dacto moceman
Tpumypy 1 oka3zan OONBIIOE BIMSHAE HA CTAHOBIICHHUE JTUTEPATyPHl T PHITYpHI.
MHoOro W3BeCTHBIX MHCATEJed INTaTa NHITYT HAa CBOMX S3BIKAX, U UX
npou3BeIeHUs ObLUTH moanepxkanbl HarmonaneHoi JIutepatypHoit Akagemuei
(Sahitya Akademi) u GbuTH IepeBeIEHBI HA Pa3HbIE A3BIKH.

Knouesvie cnosa: nurepatrypa, OeHramu, KOKOOpOK, IHUTepaTypa,
BBIJIAIOIINECS IMYHOCTH

Introduction

The literary characteristics of Tripura have some unique
characteristics. In Tripura a number of languages are current and
prominent. Two most important languages are: Bengal and Kokborok.
Mainly Bengali is spoken mostly in Tripura. Other languages such as
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Chakma, Mog, and Manipuri etc are also spoken by the people.
Kokborok and Manipuri languages have been continued from age old
literary traditions. Bengali language in the state has been enriched right
from the palace, where the Maharajas were the literary artists of
considerable merits. Frequent visits of Rabindranath Tagore have a
great impact on the literature of Tripura. Most of the Bengali writers
were immigrants of the partition, Carried in their memory the glimpses
of the past, the writers of the present generations speaks more of their
soil.

Actually Rabindranath Tagore was first recognized by the
Maharaja s of Tripura. When almost nobody knew him in Bengal the
Maharaja of Tripura recognized his merit and honored him. This
incident had a great impact on the development of literature in Tripura.

Research methods

The study is qualitative in nature. Both primary and secondary
data are collected for the study. Primary data is collected through
telephonic interview from different resource persons. Secondary data is
collected from research articles and websites.

Kokborok literature and language

KOK meaning speech and BOROK human being.The main
native language of Tripura is Kokborok, which belongs to the Sino-
Tibetan group of languages. It is also spoken in the neighbouring areas
of Bangladesh, and is closely related to Boro, Dimasa and Kachari
languages spoken in parts of Assam. Kokborok has its original script
known as Koloma. But it was replaced by the Bengali script in the 19th
century. Bir Chandra Manikya, one of the rulers who ascended the
throne in 1870, was a lover of Bengali culture. He initiated a series of
political reforms, and Bengali was adopted as the court language during
his rule. The first chronicle of the kings of Tripura, the Rajmala, was
originally written in Kokborok language, and later translated into
Bengali Kailash Chandra Singha as ordered by king Dharma
Manikya.After the Rajmala, Kokborok writing was hardly found for
several centuries until it was revived at the end of the 19th century.
There has been a vigorous movement to develop Kokborok literature
since the second half of the 20th century. The Department of Kokborok
in Tripura University is responsible for the teaching and training of
Kokborok language and literature. Many novels, short stories, poetry,
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drama, and non-fiction works including philosophy, have been
published. The present trend shows that Kokborok literature is steadily
moving forward.Original writings in Kokborok is dated 1945. The folk
songs, folk tales and traditional festivals songs contain in them the
intimate records of life in the hills and rich emotions. In recent times
the value of Kokborok literature has raised a high water mark [2].

Translation of literatures by different writers of Tripura

Chandra anta Mura Singh his works. Tales and Tunes of Tripura
Hills by Translated by Various translators. He has seven titles of
collection of poems to his credit. English version of a considerable
number of his poems found room in “Indian Literature”, the Journal of
Sahitya Akademi and in “Anthology of contemporary Poetry from the
North-East” published by North-Eastern Hill University (NEHU) and
also in anthologies published by Oxford University Press and Penguin
Books.
A hundred of his poems in Hindi translation have been published by the
Presidency University (Calcutta).
Poems written by Jogomaya chakma — An illegal Gods of the Market
and Relation, translated from Chakma language to English by Professor
Mihir Dev in Dancing Earth: An Anthology of Poetry from North-East
India.
Poems written by Niranjan Chakma the right hour, you will come and
Forest Ballads translated from chakma language to English by Udayan
Ghosh in Dancing Earth: An Anthology of Poetry from North-East
India.
Poems written by Kalyanbrata Chakraborty, before a trip to
Sindhukumar, Manirang reang and in a strange darkness translated
from Bengali language to English by Udayan Ghosh in Dancing Earth:
An Anthology of Poetry from North-East India.
Hachuk Khurio (In the lap of Hills), 1994 by Sudhanwa Debbarma, it
was translated into Bengali (2013) [1] from Kokborok by Dr Nirmal
Das.
Bimalendra Chakraborty Story book, the bird of Mind translated by
Sayan Chaudhari in English (2009) from Bengali and it was translated
in different language such as Tamil (2011), Oriya (2013), Telegu, Hindi
(2009) and Chinese by National book trust [3].
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NGO working for translation

In Tripura, Don Bosco peace center a Nongovernmental
Organization (NGO) is working in Tripura, for the purpose of
translation and socio Cultural development. The main name of the
NGO is Sam pari Hukumu Bodol, in English it means Sampuri- flower,
Hukumu — cultural and Bodol — institution. It was established in 2005.
They also perform various other roles such as organize cultural fest in
different villages, provides free coaching and training to the under
privileged, teaches spoken English and also teach Kokborok to non
tribal speakers. They work for the development of Kokborok languages
and literature; they translate textbooks for children from English and
Bengali to Kokborok.

Conclusion

It has also been seen, the Language Wing of the Tripura Tribal
Autonomous Districts Council (TTAADC), Khumulwng has been
instrumental in bringing out major translated works of books in other
languages in Kokborok. Some of the major translations are Veniceni
Baniyasa (2007) by Jasuda Reang of Merchant of Venice by William
Shakespeare, Gura (2007) by Laxmidhan Murasing of Gora
by Rabindranath Tagore, Srikanta Part — | of Sarat Chandra
Chattopadhyay (2009) by Shyamlal Debbarma, Robinson Crusoe in
Kokborok (2009) by Purna Chandra Debbarma. The present trend of
development of the Kokborok literary works show that the Kokborok
literature is moving forward slowly but steadily with its vivacity and
distinctive originality to touch the rich literature of the rich languages.
It is evident that Tripura is steadily progressing in the field of literature
and it will not die. Modern writers of Tripura are very careful to
continue this process. Different literatures of different parts of the
whole world will surely improve Tripura’s literature.
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Neelima Singh, H.S. Komalesha, India

Re-organising structures: poetry translation as double
transgression

Abstract. This paper deliberates on poetry translation as double
transgression. Transgression breaks established structures to create something
new. Often seen as a taboo, transgression, is a force of change and growth.
Since poetry experiments with lexical and grammatical structures,
transforming them in the process, it transgresses the idea of a standard
language. Poetry devises new metaphors, new forms, and unique expressions,
thus transgressing dominant patterns of thinking. Similarly, literary translation
transforms two languages and cultures by enabling exchange between them.
Literary translation changes both syntactical orders and social norms and thus
is transgressive. Since poetry translation combines the transgressive attributes
of both poetry and translation, it can be called double transgression. By
proposing that poetry translation is double transgression, this paper hopes to
contribute to the discourse around poetry translation. Considering poetry
translation as double transgression can help translators break away from the
‘original’ and justify various translations of a poem. It can help them examine
their motives and take more conscious decisions while translating.

Keywords: Poetry translation, Double Transgression, Transgression,
Literary Translation, Poetry

Humuma Cunrx, g X. C. Komanema, Auous

Peopranuzanus cTpyKTyp: epeBoj MO33UH KaK JBONHHAS
TpaHCTpeccust

Annomayus. B craThe paccMaTpHBaeTCsl MEPEBOJ CTHXOB C TOUYKU
3eHHMs JIBOWHON TpaHcrpeccuu. [IOCKONIBKY TI033USI HKCIIEPUMEHTHPYET C
JIEKCHYECKUMH M TPaMMaTH4eCKHMHU CTPYKTYpaMH, TPaHCHOPMHUpYsS HX B
nporecce MepeBoia C A3bIKa OPUTHHAJA Ha SI3BIK IIEPEBOJa, TO 3TO HAPYIIAET
HOpPMY JINTEpPaTypHOTo s3blKa. TOYHO TakK € XyJOXXECTBEHHBIH IEPEBOA
M3MEHSET KaK CHHTaKCHUECKHE HOPMBI, TaK M COLMAIbHBIE HOPMBI U, TaKUM
00pazoM, sBsieTCsl TpaHcrpeccHBHBIM. C Halllel TOYKH 3peHNs], paccMaTpHUBas
MOSTHYECKUH MEePEeBO KaK TBOMHOE HApYIICHHUE, 3TO IIOMOTaeT NepeBOINKAM
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OTXOJUTB OT «OPUTHHANA» U ONPABJbIBATh, TEM CAMBIM, Pa3JIMUHbIC IEPEBOMBI
CTUXOTBOPEHHUSL.

Kniouegvie cnoea: modTHYECKUH IEpeBOJ, IBOHHAs TPaHCIPECCHA,
TpaHCTPpecCHUs, Xy10’)KECTBEHHBIN TIEPEBO/I, 033U

Transgression often appears in the discourse on translation, but it
is mostly in the sense of a taboo. The notion of ‘traduttore traditore’ is
an instance of how translation is viewed as a defiant and rebellious act.
The discourse on literary translation revolves around loss and gain.
Susan Bassnett in Translation (2014) opines that loss and gain have
been used by writers to define the relationship between the translation
and the source text “some stressing loss, some emphasizing gain” [1, p.
176]. The quality of a translation is judged on the basis of how close a
copy it is of the source, Venuti, in Contra Instrumentalism: A
Translation Polemic (2019), defines this approach as instrumentalism
where translation is a means for “reproduction or transfer of an
invariant that is contained in or caused by the source text” [2]. In this
scenario, transgression is used to categorise bad translations: “if the text
is perceived as an object that should only produce a single invariant
reading, any “deviation” on the part of the reader/translator will be
judged as a transgression” [3]. Transgression, as Bassnett uses it in this
context, appears as an overturning of the expected; a threat and danger
to an ideal translation which can carry the text from one language to
another without any maodifications. When understood as a taboo,
transgression accentuates the distrust in the translation process,
encouraging critics to look for ‘losses’ and signs of betrayal in the text.

A broader understanding of transgression, where it becomes a
force of change, can provide a better understanding of the translation
process and the relationship between the two concepts. Foucault
proposes: “Transgression contains nothing negative, but affirms limited
being — affirms the limitlessness into which it leaps as it opens this zone
to existence for the first time” [3]. Transgression breaks a law to
explore new possibilities within a law. Transgression is how any rule or
law reshapes itself in order to remain relevant. For Foucault
transgression is not a rebellion but a manner of confirmation; by
violating the norm, and exploring alternative forms of existence for it,
the transgression does service to the norm. Transgression is not
resistance against the law but stagnation. Chris Jenks observes:

To transgress is to go beyond the bounds or limits set by a
commandment or law or convention, it is to violate or infringe. But to
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transgress is also more than this, it is to announce and even laudate the
commandment, the law or the convention. Transgression is a deeply
reflexive act of denial and affirmation [4].

Jenks’ idea that transgression is not exclusive of the rule entails
that transgression re-structures the rule. Transgression changes the form
of a rule, but the rule is always present in transgression. Transgression
is a tribute to the norm, as translation is a tribute to the source text.

Like transgression, translation transforms the structures with
which it interacts. Itamar Evan Zohar identifies language, literature, and
culture as polysystems [5, p. 22]; this entails that these systems are
alterable. Translation adds new elements to these structures as it takes
the source text to the target reader. In fact, transgressing the structures
of these polysystems is an inevitable consequence of translation.
Translation first transgresses the text, as the text is uprooted from its
language and cultural environment and planted into another.
Consequently, the context alters, the tone, and register of the text all are
affected. The effect the translation has on the target reader varies from
the effect of the source text on source reader because the language-
world in which the text operates changes. The target language
transforms as translation introduces fresh metaphors, words,
grammatical structures, and connotations from the source text into the
target language. These new expressions become a window for the target
reader into the source culture; contexts from the source culture deepen
the target reader’s understanding of the norms and beliefs of the source
culture. The difference between the two cultures helps the target readers
to confront their own identity in their culture and redefine it through a
new lens. Translation thus highlights what is absent in a culture and
encourages transgression of conventions. Not only culture but literature
too finds freshness through translation. The canon rearranges as new
works and authors find a place in the target literature. Translation
becomes a passageway for the exchange of narrative techniques, forms,
and sensibility between two literatures. Translation is a mode to
overturn the popular narrative, often bringing marginal stories to the
mainstream. It transgresses the homogenous structure of literature,
making it more polyphonic and carnivalesque.

The breach that translation commits is not for its own sake, but it
rearranges the text, language, literature, and culture, often making them
more inclusive and diverse. Translation helps these structures grow;
while it transgresses the established norms within language, literature,
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and culture it helps uncover the potentials within these structures.
However, if translation is a transgression per se, then why do we need
to call poetry translation a double transgression? Poetry translation is a
double transgression because poetry itself is transgressive in nature.

Poetry is not an experience in itself but it evokes an experience.
A poem is a stimulus; through metaphors and images, it evokes a
feeling or appeals to the empathy of the reader. The poem provides a
concrete image often from the familiar world but asks the reader to
reach beyond this concrete image to the abstract world. It carries the
reader from the sensory world to that of emotions. This process is in
contrast to the conceptual model of knowledge which uses empirical
data to impart knowledge and analyse information. Unlike the empirical
approach, a poem takes the reader from the conceptual realm to the
perceptual realm. Poetry transgresses the traditional modes of thinking
and knowledge as it implies rather than tells. Poetry communicates with
the reader by appealing to their experience rather than providing them
with objective data.

The following excerpt from a poem by Uday Prakash,
accompanied by our translation, illustrates the effort and alacrity that
nature puts into creating (producing) a single fruit. Although the poet
talks only of a single fruit, the poem evokes wonder in the reader for
the abundance and beauty in nature. However, it is the
interconnectedness of living and non-living things in nature that the
reader experiences and that, although it remains unsaid, is at the centre
of the poem. The reader perceives how everything in nature is co-
dependent, including human being, and how every being is the essence
of all the other beings in its surroundings. Notably, the immediate effect
of the poem could be of wonder for some readers, or the nostalgia of a
lost village for others, depending on their own contexts, but the
realisation of interdependence would be the same for everyone.

AT A Dussehri Mango
A LT TS This Dussehri Mango
Tz enclosed in it

is a little patch of shade
erre AT 7 T IET amidst the heat and fatigue

#T oI ST FfTer of mid-summer afternoons
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I T UF Grer-a7 teeming with hot winds
AT BT

in this dussehri

is soaked
a’?lgﬁ A %:ﬁ_d_{ water from the sweetest well
oSt g & 11 3 7y 1 in the village
F0 T THT

the coolest water from
FAT &1 T F3=T e o =2 &7 the pots of Kanna Di and
CECESRIGEH Ditta Bua
w % ¥ (118) which the roots steal

day and night

The effect of a poem is often complex and layered. The
immediate effect of the poem usually differs from reader to reader
depending on their personal experiences, beliefs, and personalities. The
immediate effect, however, is a means to a deeper realisation which
appeals to a broader, more universal aspect of human existence. Hence,
a poem requires a reader to think differently; poetry requires a reader to
use their critical thinking as well as empathic abilities.

A poem also transgresses the notion of a fixed historical context.
The poem might be born in a particular moment in time, but it
transcends temporality as it addresses human existence directly. The
historical context is only a vague outline in a poem that the poet uses to
lead the reader to an experience. As the above poem takes its reader to
the perceptual realm, the mango and the village it grows in become a
carrier for the poem’s central idea. The village and the mango will be
different in every reader’s imagination, but the core of the poem would
remain the same.

Poetry, as a form, keeps reinventing its tradition, it experiments
with language and themes and often challenges the social and political
status quo. Poets such as Mahmoud Darwish and Faiz Ahmed Faiz have
inspired dissenters to find the words and songs against oppressive
regimes. The use of metaphors, rhyme, rhythm, and meter implies that
poetry has to resist the idea of a standard language constantly. Haj Ross
suggests poetry “itself as a kind of language” [6]. Samuel R. Levin
distinguishes two kinds of deviations in the use of language in poetry.
The first category is external deviation: “is that type where the
deviation is to be explicated against some norm which lies outside the
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limits of the poem in which the deviation occurs”. Second, internal
deviation: “deviation which takes place against the background of the
poem, where the norm is the remainder of the poem in which the
deviation occurs” [7, p. 226].

These deviations are, in fact, transgressions that help poetry
revitalise its language and sensibility. It is the deviations explicated by
Levin that drive innovation and newness which are central to the poetic
form. Poetry keeps challenging the structures set within and around it.
It finds new ways of expression and continually moves forward from
tradition, Edward Hirsch thus, rightly observes, “there is a lively history
of poetry, and poetry keeps engaging, fulfilling, and transgressing that
history” [7, p. 15]. Since poetry translation combines the transgressive
attributes of poetry and translation, it can be called double
transgression.

Poetry translation cannot be successful if the translator is caught
only between sound and sense. The translator has to look beyond, to
that which is elusive in poetry. As Bassnett points out, there is a
“playfulness” [8, p. 65] to poetry, and to translate this playfulness is to
translate the poem. This playfulness is present in the writing and
reading of poetry. Since translation is an interpretation, it must
incorporate the playfulness in a translator’s reading of the poem too.
However, to capture these two elements is not easy, and the translator
has to commit several transgressions against the source text, the poet’s
voice, target language, and other structures it operates within.

The first transgression of poetry translation is against the poem
itself as its immediate effect on the readers is altered. In Uday
Prakash’s poem, the Dussehri Mango is a type of mango grown in
North India, for any north Indian it connotes the memories of hot
summer afternoons. For those readers who have migrated from their
villages, the poem evokes a sense of nostalgia too. The effect on target
readers of the translation might not be the same or it could be delayed
as the target reader may need time to decode the metaphor and relate to
the context. Even if the target reader makes an effort to inform
themselves of the context, the effect on them will be rooted in empathy
rather than experience.

Similarly, it is difficult for the translator to imitate the images
and metaphors rooted in the source culture. In the process of translating
the poem the word order changes and the translator has to come up with
new expressions to convey the peculiarities of the source poem. The
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discovery and highlighting of latent themes, the potential of specific
synonyms, and the additions or subtractions made to the metaphors
alter the poem in several ways, unlocking a new poem within the
source. The translator’s interpretations direct the text to a new
trajectory.

The translator becomes an equal voice in the text as the poet,
colouring the text with their own experiences, predilections, and
politics. The translation thus transgresses even the poet’s voice within
the text, going beyond to take a unique stance on its own. In her
translations of the Odyssey, Emily Wilson aims to use a more
contemporary English. She translates the word ‘polytropos’ (poly-
many, tropos- turnings) as ‘complicated,” transgressing the archaic
approach that is the convention for translating Homer. The archaic
approach focuses on Homer’s distance from the time of translation, but
Wilson’s approach brings the text closer and highlights how the story
and themes of the text are universal. Wyatt Mason claims: “Of the
existing translations... none get across to a reader without Greek the
open question that...What sort of man is Odysseus?” (“The First
Woman...”). The translator’s presence in the text implies that the
translator now has to examine their motives more carefully as they
choose a text to translate or the approach they take to translate a poem.

The poem is a vehicle of literary and social transformation, and
the translation can do the same. The translator now approaches the
poem as the poet might have, thinking in terms of what transformation
they want to bring to different structures. The translator is freed from
the burden of the original as they think of the place the translation will
occupy in the target literature and culture. As Venuti declares: “poetry
translation tends to release language from the narrowly defined
communicative function that most translations are assumed to serve”
[9, p. 128]. While taking a transgressive approach, the translator like
the poet, can invent new expressions, transgress the target language and
culture, and introduce new modulations to the source text. Translation
does not remain a method for transferring information; it becomes a
means for generating experience.

However, the question arises, how far can a translator go when
they transgress? Jenks answers this question when he says
“transgression is a component of the rule” [4]. The transgression can
never severe itself from the rule. The translated text needs to build on
the source text which, like a shadow, is always present in the translated
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text. Translators sometimes can stray too far from the source poem,
Omid Safid in his article in Al Jazeera criticises David Ladinsky’s
translations of Hafez to have “no earthly connection to what the
historical Hafez of Shiraz, the 14th-century Persian sage, ever said”
(“Fake Hafiz”). Hafiz’s poems have inspired Ladinsky’s poems, but
they are not translations of Hafez’s poems because they do not carry the
Sufi poet’s voice. Remembering that the source poem is always present
in the translated text will help the translator find the balance while
intermingling the poet’s voice and theirs [10].

Poetry continually challenges traditions and transgresses laws. It
pushes the boundaries of form and reimagines how it looks and what it
conveys or evokes. The translation approach for this form should
complement these unique features of poetry. Poetry translation as
double transgression will place the translator as a key actor in the
process of translation, no longer invisible but as much a part of the
poem as the poet. Poetry translation as double transgression can provide
an alternative to the qualitative approach of judging translation, giving
translation a new dimension. Poetry translation as double transgression
frees the translator to create a new poem in the target language while
ensuring that the threads of familiarity with the source poem are not
severed. The translation can be a window to another culture while
incorporating contexts from the target culture, instead of choosing just
one stance.
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Manidipa Baul, India

Translating Pyotr Aleshkovsky’s ‘Riba’ into Bengali:
cultural and linguistic challenges

Abstract: A translator walks a tight rope between loyalty to the author
and responsibility towards her readers. In this paper | illustrate this delicate
negotiation through a discussion of some of the challenges | faced because of
cultural differences, in translating Pyotr Markovich Aleshkovsky’s novel
“Riba. Istoriya Adnoi Migratsyi” from Russian into Bengali. The first
challenge was posed by the title itself. I change the original title ‘Riba’ which
translates as Fish, because the metaphor carries very different cultural
associations in an arctic country like Russia from that in a warm riverine
fishing economy like Bengal. The second challenge pertained to explicit
descriptions of sexual acts in the original Russian novel. Here | draw attention
to continuing debates on the question of ‘obscenity’ in the literature of modern
Indian languages to explain the uncertainties | felt while translating these
portions into Bengali. And the third more technical challenge | highlight was
around the transcription of names of persons and places, in my attempt to
recreate the cultural soundscape of Russian for Bengali readers. By tracing
these challenges I show that the translator’s emotion and cultural context
introduces substantial changes to the original text.

Keywords: translation, culture, obscenity, Bengali, Russian language
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Manununa bayn, Hrous

ITepeBoa pomana IleTpa AnenkoBCKOro
«Pw10a. McTopus omHON MUTpaIU» Ha OCHTAIBCKUH S3BIK:
KYJBTYPHBIC U JIMHIBUCTHYCCKUE MPOOIICMBI

Annomayusn. Poman poccuiickoro nucatens Iletpa Mapkosuua
AnemkoBckoro «Pwi0a. Mcropust omHOW MHTpamum» — 3TO HCTOPHS Bepsl,
pycckoil OexkeHKH, KoTopasi OOpeTcsl 3a BBDKHMBAaHHE B TSDKENBIX HEB3rOMax.
Poman Ob1 miepeBeZicH aBTOPOM CTAaThU Ha OCHTaNbCKUi S3BIK. CTaThs
aHAIM3UPYET HEepPeBOAYECKUE MPOOJIEMBI, B YaCTHOCTH IPOOJIEMBbI IepeBoja
KyJIbTYpHBIX peaJui, IepeBoJ 3aKOJOBKa pOMaHa, MEpeBOJ OOCIIEHHOM,
HEHOPMATHBHOM JIEKCUKH PYCKOTO s13bIKa Ha OCHIaJIbCKUM, CIOCOOBI epeBoia
OHOMACTHYCCKUX Peanii Ha OCHrabCKU S3bIK.

Kniouegvie  cnosa: TepeBoi, KynbTypa, OOCHEHHas JIEKCHKA,
OeHranCKuil A3bIK, pyCCKUHN SI3BIK

A literary work is almost always heavily influenced by of the
culture of the place to which a writer belongs and her own emotional
journey through that world. In fact the very language used in the work,
is itself an expression of that culture and the emotionally mediated
perceptions it produces in the mind of the writer. The same is true for a
translator. A translator’s task is to convey the concepts and culture of a
particular region or country from its source language into the target
language. In doing this, it is not always possible or even desirable for a
translator to retain the original form of the words used by the writer.
While translating, the translator’s emotions and cultural context
demand substantial changes in the original text. Sometimes this
happens because the implication of certain words or parts of the text is
significantly different, depending on the culture and the linguistic and
literary traditions of particular regions. Having said that however, the
translator has to consider the cultural associations of the source
language as well, while at the same time keeping in mind the purpose
of the translation and for whom this work is being done. Translators
then, walk a tight rope between loyalty to the author and responsibility
towards readers belonging to her own cultural and linguistic context.*®

% For more on the theme of translation and culture see Trivedi, Harish.
"Translating Culture versus Cultural Translation." In Translation. Reflections,
Refractions, Transformations, Delhi: Pencraft International (2005): 251-60.
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| had the opportunity to contemplate the challenges around
cultural interpretations in the process of translating Pyotr Markovich
Aleshkovsky’s novel “Riba. Istoriya Adnoi Migratsyi” written in the
year 2009, from its original Russian language into my mother tongue
Bengali, spoken in the eastern part of the Indian subcontinent where |
grew up. The novel depicts the difficult life of a Tajik refugee Vera,
who moved from place to place throughout her life from a small town
to the capital Dushanbe, from a blazed Tajikistan to new Russia. Vera
was born and lived a significant part of her life in Tajikistan. She got
married out of great love, but that love quickly faded. The
disintegration of the Soviet Union in 1991 changed many people’s lives
over night. Non-Tajiks were forced to leave the country. And Vera, like
many ethnic Russians, had to flee leaving everything behind. Her life in
Russia as a Tajik refugee was marked by a constant struggle to survive
and gain acceptance. The struggle to belong seeped into her personal
journey, turning it into a ceaseless string of personal humiliations and
abandonment. Eventually Vera found some form of resolution in a life
dedicated to the care of the old and infirm. The novel is a profound
journey into the conflicted interiority of the protagonist, but at the same
time, the author produces in great detail the changing geographical and
cultural landscape of the transitions in Vera’s life. In translating this
novel across such vastly different cultural contexts, I faced many
challenges, only a few of which I will discuss in this paper.

The first challenge was posed by the title itself. Like many of
Aleshkovsky’s work, Riba is also replete with metaphors of human
action drawn from nature, particularly animals [1]. In fact, the title of
the book itself Riba, means fish, and refers perhaps to Vera’s difficult
journey through a life of precarity, swimming against the tide. In the
novel the word ‘riba’ was used mostly by men to humiliate and abuse
Vera through her life. For instance, boys in her school call her
emotionless and cold as a fish, because she ignored their advances.
Later, her unloving and deceiving husband would call her frigid like a
‘Fish’, claiming that she did not sexually satisfy him while using it as a
pretext to commit all forms of violence against her. Vera also finds out
that he popularized ‘riba’ as a nickname for her among the residents of
the building where they lived. The comparison with a fish, standing for
a cold, emotionally distant, lifeless piece of flesh, is one that haunts
Vera all her life. | however, felt compelled to change the original title
‘Riba’ because a fish carries very different cultural associations in an
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arctic country like Russia, and therefore evokes very different emotions
from that in a warm riverine fishing economy like Bengal. The
description of a fish as cold and lifeless does not translate well into a
Bengali cultural milieu.

As in many civilizations like Egypt, Mesopotamia and Syria, fish
is part of Hindu mythology in south Asia as well, almost always as the
source of life [2, p. 535]. In popular Vaishnava mythological traditions,
the Hindu god Vishnu appears in the form of a fish to save the world
from the great flood that threatened to destroy all creation. But more
than that, Bengal is a riverine delta, and abundant fish is available here
both from the river and the sea. The rural population in Bengal has
always been dependent on agriculture and fishing for its livelihood.%
Thus fish and rice has been the staple food for most Bengalis. In Bengal
then, ‘Fish’ is considered a good omen, and a marker of prosperity and
good times, especially in folk cultures. This is evident in the important
role fish play in Hindu marriage rituals even today. The bridegroom’s
family sends a large fish to be eaten, to the bride’s family, decorated
like a new bride [3]. Here the fish functions again a symbol of fertility,
prosperity and source of new life — extendable to the prospective bride.
In today’s diasporic world, a large number of Bengalis have migrated
far and wide in search of a better life. The Bengali’s obsessive nostalgia
for fish as part of a home-cooked meal has become a dominant theme in
popular culture and diasporic literature. This theme finds elaboration in
Jhumpa Lahiri’s short story ‘Mrs. Sen’ in Lahiri, Jhumpa ‘Interpreter of
Maladies’ or recent Bengali film Machher Jhol, Dir. Pratim Gupta, 2017,
Bengali. [4]. In these depictions, the fish translates into a symbol of fond
nostalgia for the security and warmth of the home left behind [5, 6].
Because the fish symbolizes different things in Bengali and Russian
cultural contexts, they evoke diametrically opposed emotions among
the prospective reader — of comfort and melancholy respectively. It was
this stark difference in cultural associations then, that compelled me to
change the original title of fish to “Vera’r Golpo — Ek Chhinnomul
Udbastu Meyer Kahini”, roughly translated as ‘Vera’s story — The tale
of an uprooted woman’.

31 For more on the history of the fishing economy of Bengal see Pokrant, Bob,
Peter Reeves, and John McGuire. "Bengal fishers and fisheries: an
historiographical ~ essay." Bengal: ~ Rethinking  History.  Essays in
Historiography. Manohar, Delhi (2001): 93-118
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The second challenge | would like to discuss was posed by the
explicit description of sexual acts in the original Russian novel, both as
forms of sexual violence and pleasure. Not only was | personally a bit
uncomfortable translating this material, | also found that | did not have,
in Bengali, a literary vocabulary appropriate to render these
descriptions, without making the event sound vulgar and offensive. My
personal discomfort was itself the product of belonging to a
conservative society, where nearly any explicit reference to sex within
literature or art is frowned upon, and has frequently been attacked or
censored out, as a form of ‘obscenity’[7]. As a consequence a
normalized vocabulary to talk or write about sex has not developed
within the linguistic landscape, and most common references to sex are
within profanities and colloquialisms.

I grew up reading modern classics in Bengali, as well as in
Russian. Authors like Bankim Chandra, Rabindranath Tagore and Sarat
Chandra who have dominated the Bengali literary scene, wrote about
many complex relationships between men and women, but there was
never any allusion to sex. It always remained an undercurrent that
enhanced the appeal of their writing, influenced both by indigenous and
Victorian forms of prudish sexual morality. The same held true for
roughly contemporaneous Russian writers like Tolstoy, Gorky,
Dostoyevsky, Turgenev and Chekov, whose writings | was most
familiar with.

In the subcontinent, issues around ‘obscenity’ — the word used to
refer to allusions to sex -- in literature, was discussed in the public
sphere, most famously in the trials of Saadat Hasan Manto and Ismat
Chugtai in the 1940s and 50s, setting the tone for its post-independence
trajectory [8, 9]. In Bengal, writers who came after Tagore and Sarat
Chandra, consistently pushed literary boundaries, to attack middle class
taboos on sex, and this conversation continued in the public sphere
through the twentieth century. This included writers like Prabodh Kumar
Sanyal, Achintya Kumar Sengupta, Buddhadeva Bose, Manish Ghatak and
Manik Bondhopadhyay in the mid twentieth century. [10]. In the 1960s, a set
of revolutionary poets called the Hungryalists, were criticized as vulgar
when they used a sexualized language to make iconoclastic attacks on
bourgeois apathy and indifference [11]. Author Samaresh Bose’s book
‘Prajapati” was formally charged for ‘obscenity’ in a prominent court
case in the 1980s [12]. Popular author Sunil Gangopadhyaya, in the
1980s and 90s, was most successful in managing to broach the subject
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of sex openly within novels on political themes. However, the inclusion
of sexual themes in writing that qualifies as high literature and art,
remains a very fraught subject in the subcontinent and law courts have
been constantly called upon to decide on matters of obscenity.

Given the turbulent literary history of sex, and my own fairly
conservative background and education that makes me hesitant to talk
about sex, | struggled with translating passages containing explicit
descriptions of sex that are nonetheless pivotal to the novel ‘Riba’.
Aleshkovsky writes about the sexual violence faced by Vera and her
friend Ninka in raw, spine-chilling detail as well as her experience of
sex as an act of passion, with equal meticulousness. These sections are
important to establish Vera’s complicated relationship to men, whom
she encounters both as objects of desire and perpetrators of violence in
her life. It provides depth to her emotional make-up, and helps readers
to question her casual characterization as ‘cold as a fish’. These were
important parts of the book, and to do justice to it, | had to work a lot to
choose appropriate words to prevent the translation from sounding
crude or vulgar. At the same time | needed to carefully tread the
complicated politics of literary taste, in matters related to sexual
content, in my own language.

These and other cultural and political differences frequently
show up in the translation of specific words. A third challenge was the
translation of culture-bound words. For instance, translating a
colloquial phrase like ‘khop maili’. ‘Khop maili’ is such a typical
Uzbek-Russian phrase, and finding an equivalent expression in Bengali
was nearly impossible without losing much of its cultural essence.
Conversely, the usage of words like ‘thank you’ and ‘my pleasure’ fall
within a formal linguistic register in Bengal. Within informal and
familiar settings, feelings of gratitude are shown through facial
expressions and body language. And there is literally no equivalent
phrase in Bengali for ‘my pleasure’. Here | agree with Peter Newmark
that sometimes it becomes very difficult to translate culture specific
words, colloquial expressions, slangs, facial expression, greetings,
thanking, forms of address, social relations and proverbs from source
language to target language. The nuances of culture-bound words or the
word itself often get lost in the process of translation [13]. And the
fourth and more technical, linguistic challenge I highlight is that around
the transcription of names of persons and places, in my attempt to
recreate the cultural soundscape of Russian for Bengali readers. This is,
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of course, not so challenging like the previous two. | tried to transcribe
all the names phonetically. In Russian language, the stress plays an
important role while pronouncing a particular word. The wrong stress
in a word produces a different meaning. While translating the passages
I came across many names of unknown places. To transcribe the names
of places, I had to take the help of ‘Google’ to locate the place on a map
and hear the correct Russian pronunciations. To give an example, in a
word like, Kukovkino — I will have to know the point of stress on the
vowels. An unstressed ‘o’ is always pronounced as ‘u’ in ‘umbrella’
and a stressed ‘o’ will be pronounced like ‘0’ in ‘only’. So the correct
phonetic spelling of the word would be closer to Kookuvkeena. Here
the third syllable is stressed. So with the help of internet search engines
I worked through this challenge, because the original soundscape of a
region imparts a distinct and dramatic element in recreating a different
culture in the minds of readers sitting miles away.

Conclusion

In conclusion | would reiterate that translating a novel from
Russian to Bengali has been a journey where | have constantly had to
negotiate both the differences and resonances between two different
cultures. I am a Bengali speaker from India, who made a life out of
learning and teaching Russian to Indians. As a translator then, | am
located at a curious cusp between the culture of my birthplace and the
culture of a region that my education opened up to me. The negotiation
between these two languages is something that I do constantly and
unthinkingly in  my teaching. Translating an extensive and
contemplative novel like Riba afforded me the pretext to articulate
consciously the process of cultural translation, as part of my personal
experience.
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Partha Sarathi Sarkar, India

Interpretation of Indian philosophy in the ‘Gitanjali’
and its English interpretation from an aspect of indology

Abstract. Literature has a role on the condition of society and social
condition. In case of the Gitanjali the socio-philosophical condition has been
highly mentioned. The Upanishadic ideology has been created a deep impact
in this creative work. In the year 1913 the book gave Rabindra Nath Tagore the
first Nobel in Asia. But that book was translated in English. The persons from
India were native to them which is much racist in approach. In this situation
also the book got the prize. It makes a thinking in this research how the impact
was upon the European mentality when they were not that much similar to the
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people of India for understanding the creation in their own lives. It was
definitely a good translation but it has to be seen if really that much impression
could be made in their minds at that that time.

Keywords: Literature, Social, Upanishadic ideology, Translation

[TapTxa Capartxu Capxkap, Huous

Wntepnperanus nnantickoit punocodun «[ ntanmkaim» u ee
aHTTIMICKas BEpCUS MHTEPIPETALMH C TOUKH 3PEHUST HHIOJIOTHA

Annomayus. Jlutepatypa urpaet BaKHYIO pOJib B OOIIECTBE U BIHUSET
Ha ero couuanbHble ycioBusi. B coopuuke cruxoB «['mranmkamu» P.Taropa
0COOCHHBIM 00pa3Mo OTMedaeTcs COUNaIbHO-(GMIOCcO(CKoe COCTOSHHE M03TA,
HaXOJAIIErocss MOJ BIMSHUEM HWACONOTUH Y TaHUIIAA. JPEBHEMHIUICKUX
TPaKTaTOB pPEIUTHO3HO-(puimocodcekoro xapakrepa. B 1913 roxgy sra kHmTa
npurecsa Taropy HoGeneBckyro mpemMuio 3a ee IepeBo Ha aHTITMHCKUS A3bIK.
3agaauMcs BOIIPOCOM, HACKOJIBKO aHIUIMICKas Bepcus [ MTaHmkany nopiusiia
Ha €BPONEHCKUN MEHTAJIUTET U CTaJla YacThIO JIUTEPATyphl 3anaga?

Kniouegvie cnoea: nureparypa, OOLIECTBO, HJICOJOTHsA yNaHWIIA,
HepeBos

Indology and the Indian Society

India is one of the oldest civilizations in connection to the whole
world. The people in this nation are making it the largest democracy.
Hence it is important to see the nation at a broader sense. Biswajit
Ghosh has said here that the anthropological concept analysis in India
was started during the British period [1, p. 14]. The time was of
renaissance hence the scientific aptitude was the most important factor
in it. The people can make proper visualization about their own nation
which is India. It is also meaningful to say that the time when reading
about India was started at that time it was prevalent that the British
culture was highly related to understand India. It is very important to
understand the nation from its basic as because the nation can offer the
whole world a chance to be sustainable enough. The philosophical
extent is highly necessary in this case as because it can make lives
meaningful. Dandekar has elaborated upon this point by saying the
Western people who were mainly travellers did search about the nation
which was much unique as because till that date the nation was only
read by the Sanskrit scholars who were very conservative. The opening
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of the national knowledge treasure can be searched out from their
efforts. It is the connection of the eastern and the western to formulate
about the knowledge base about India. But it was the starting of the
subject but it has made more inclusiveness in its approach [2]. Various
considerations have been added now. Sharma has considered this
perspective from the sociological ground where it has been related to
the multiple lines of the Indological orientation. There are many paths
to see the nation and from this understanding it is possible to go on with
the philosophical perspective. In this nature of studying the subject the
Indian philosophy is highly significant. The time has come in the phase
of the twenty first century when multi — dimensional approach has been
adopted [3].

The Indology has now joined with various other dimensions. It
has proved that the Indology has now come with Anthropology and
History (Tambiah 1987). From this basic it can further be seen with the
literature and the grounded philosophy. The multi angle study of
Indology can make a broader view in the line of studying the nation.

Indian literature and their significance

India the most culturally enriched nation in the South Asian
region has a long history of literature. The literature base has been
formed with the religions. The 1500 BC was the most important time in
it to see the basic form of literature is taking place. Then the religion
namely Buddhism did show high importance in the line of literature
with the creation of Jataka stories. Henceforth it can be said that the
nation has shown high linkage with the cultural setting of literature.
The nationalism in this country is related to the literature. Ortiz has
delivered a good point of view in this regard to felicitate the possibility
which is assured with the Indian literature to understand the nationalism
in this nation [4, p. 10]. The literature in this nation has transverse a
great path in which the Sanskrit to the English language has been used
by the people. The culture has also changed from one dimension to
another. Raveendran has seen here in this connection that the 19"
Century time is important in this case by making the Indian literature a
framed subject in the line of theory. In this way the literature of India
has portrayed the real condition of the nation [5].

The Indian literature is so enriched that even in the Colonial time
some prominent figures came in this direction. They are including the
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great and prominent figure as Sri Rabindranath Tagore. In this way the
basic formation of the Indian literature can be changed so it is the time
to work in this direction. In this time the Indian literature base can
make some better help to the Indian people for making an
understanding how the future can be felicitated by it. It can be helpful
further to keep India at its original form. Ananthamurthy has seen that
Indian literature is following the westernised pattern of creation [6, p.
190].

Conceptualization of Indian philosophy in Indian literature

Jeste and Vahia have shown a very interesting fact by
considering the west and the east altogether where the concept of
wisdom has got a high place. In India the wisdom aptness can be traced
even in the form of the Vedas. The Vedas are the compendium when
almost whole of the rest world was much back ward to create literary
works. Hence it has a high valuation to read the Indian literary works to
make a mind to see how deepen the understanding could go to reach the
community specific understanding. Especially Indian literature may
have a dear connection with the Aryan aptitude up to the level of
knowledge felicitation [7]. The ancient India was highly enriched with
the concepts of lives and living. In this way it is very important to see
what much extent the philosophy in India could reach the Indian
sentiment. Gupta has said that the Gupta period is particularly
important in the case of the philosophical living in this line as that was
the time when Indian people started to believe in ethics. In total it can
be said here that the Indian literature has always given the philosophical
living a higher value [8].

The importance of the Gitanjali in Indian scenario

India is the country where the shloka as “Tomoso ma
Jyotirgomoyo " takes it form and successful meaning in it. The writings
of the poets have never been completed without showing the nature as a
component of creating good thoughts. They have made a constructive
formation in their poems in which the little has impressed the great with
something special. Paula Hayes has made a comment here upon the
Gitanjali that speaks for the subjective reality. Nothing is limited and
shortens to just with the present identity as can be understood from the
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creation [9]. In India humans have got the complete capability to meet
the divinity of nature and natural. A human can meet the Supreme to
offer whatever little he possesses. In this way, the book has announced
the greatness of simple humans. It is making the reflection of real India
in the creation. Sinclair is profusely happy to declare that the creation is
a complete form of spiritual writing but they are something more to
touch the highest possible [10]. Sankar et. Al. has shown a very
important consideration here that by the poems of Gitanjali, Tagore has
tried to make a physical presence of the almighty as love can be
reached only when a presence of any physical being can be shown [11].
In India the god is the ultimate understanding to make the universality a
very homely thing which can be felt and be rejoiced. Truly it is the
India in which a creation can speak for the connection among the
nature, god and humans. Here lies the importance of the creation as it
can be a final word in the writing about the progressive understanding
on the final authority as per the minds of the believers. In Indian
perspective the literature base out of the discussed creative work can be
helpful to understand the Indian mentality for making the world aware
about the great offering from the nation. It is a kind of nationalism in
which the spirit of India has been offered to the worldwide. In this way
India has established its principle of humanism on every possible
extent. It is the greatness of Tagore that through a creation he has
drawn the attention of the world to be peaceful and humble to own
presence. It is much required to live peacefully and it can make the
beauty of being human henceforth the importance of Gitanjali can be
seen from this angle. In the poems of it the humanity has been told at
the divine extent.

The felt need of translation of the Gitanjali

Kampchen has said that Gitanjali is the book by Tagore which
was translated in English in the year 1912 and then in Germany in 1914
[12]. The two languages are worldwide used even in these days. Hence
the creation has much need to be translated to get the attention of the
global citizens. It is not the best work of Tagore as per the famous poet
and lyricist Gulzar. Hence it can be said that not only the beautiful
writing is the only point to translate it rather there is something more
for which the book has to be translated [13]. There should be some very
prolific need to translate the work. It is not simply to get some
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familiarity in the world literature. Dasgupta has said that Tagore did
translate his own creation but he was not like the other translators. He
did pursue this translation therefore with some reasons and not only for
literary requirement. In this manner, it can be said that in his work
Tagore did reflect his philosophical understanding of harmony between
the supreme and the normal. It can lead to a peaceful living in further
[14, p. 135]. Urmi Sengupta has further said that the Gitanjali in
English has become the Song Offering in which he translated from
Gitimalya, Kalpana, Chaitali, Kheya, Naivedya, Shishu, Achalayatan,
Utsarga and Swaran. It is clearing a fact that the poet did try to give a
message to the world that universality of peace is making its passage to
develop a better world which will be started from India [15, p. 70].

Conclusion

“The speech of my heart will be carried on in murmuring of a
song” Gitanjali (Rabindranath Tagore) India has always believed to be
related with the proper continuance in which human lives can aspire at
their best. It has always given the highest priority upon the
consideration of self — realization in which it can be said that the
ultimate is in the humans. The glory of becoming known to own
presence from the unknown of the soulful existence can be assured. The
Indian philosophy has given the highest authority upon the humans by
calling them as the “Amritsya Putrah”. From this background the Indian
living is highly philosophical and considerate.
The Gitanjali has been created upon this total understanding for making
a proper felicitation about the Indian realization. The creation is not
very individualistic in its approach. Therefore it can be said that the
seed of it is in the Upanishads. The creation is just elaborating the
meaning of the hymns. It was somehow regional in the original form in
Bengali. The version was much related to the culture of the nation by
showing the nature as the underlying force of realizing the divinity.
It was then translated in English. The Western people did accept it with
their gratitude to the poet. Undoubtedly the frame of the creation is not
the Western or it did not show anything which is Occidental. But it was
accepted due to the great understanding in it where the human to human
differences did not get any place. It is much relevant today also when
the speed of the technology has made humans mechanical and
sympathetic enough to each other. The creation is still telling to be
united and humble to the manhood in which the spirituality can best be
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illustrated. It is the offering of India to the whole world in which the
peace can be guaranteed for the human civilization.
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I'.B. CtpenkoBa, Poccus

Oco0OeHHOCTH NEPEBOI0B MPU3BEICHUI
Amnana Ha pyCCKUM SI3bIK

Annomayus. Ilucateny xuHAaM Slmman TPOXWIT aKTUBHYIO JKHU3HB,
Yy4acTBOBaJ B HAalMOHAJIbHO-OCBOOOIUTENLHONH OOpbOE M OBLI TBOPUYECKUM
gyenoBekoM. CBOM JKM3HEHHBIM ONBIT OH SPKO OTPa3ui B Mpo3e, KoTopas
W3BECTHA HE TOJBKO MHAMNCKMM, HO M pPYCCKMM 4HTaTeldsM. Smman
obpamaicst K KynbType W uctopuu /[lpeBHeld MHomm u pHcoBan >KU3Hb
COBpeMeHHOU eMy MHIUM, OTHOBPEMEHHO B 00pa3HON (opme BeIpaxas CBOH
MPE/ICTABICHUS O JOJDKHOM M HeOJDKHOM. HekoTopsle 3 ero mpousBeneHUH
osun mepeBenensl B CCCP — BHawane Ha pycckwii, a 3aTeM M Ha JIpyrHe
A3bIKM HAIlleW CTpaHBI, YK€ C PYCCKOSA3BIYHOTO mepeBoja. B crartee maéres
0030p HEKOTOPHIX Ipon3BeneHNH Slmmana, nepeBeAEHHBIX Ha PYCCKUH S3BIK,
U XapaKTepU3ylTcsl OCOOEHHOCTH JTHX MEpPEBOJIOB, TOYHOCTH Hepenavu
CMBICIIa TIEPEBOAMMOTO MPOM3BENEHHS, €ro KaHPOBO-CTIIIMCTHYECKUX U
XYA0KeCTBEHHBIX 0COOEHHOCTEH.

Kniouegvie cnosa: Slmman, poMaH M pacckas XUHIH, IEPEBOJ, XUHAU
PYCCKUMN A3BIK

Guzel V. Strelkova, Russia

The features of translations of Yashpal’s literary works into
Russian

Abstract. The Hindi writer Yashpal lived an active life, participated in
the national liberation struggle and was a creative person. He vividly reflected
his life experience in prose, which is known not only to Indian, but to Russian
readers also. Yashpal turned to the culture and history of ancient India, and
figuratively describing the life of contemporary India expressed his ideas about
the right and wrong. Some of his literary works were translated in the USSR —
first into Russian, and then into other languages using a Russian-language
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translation. The paper deals with an overview of some of Yashpal's literary
works translated into Russian. The characteristics of these translations'
features, the accuracy of conveying the meaning of the translated text, its
genre-stylistic and artistic features are also given.

Keywords: Yashpal, Hindi novel and story, Hindi to Russian translation

IIucarens xuamn SAmman (1903—-1976), npoXuBIIANA aKTHBHYIO
TPAKIAHCKYI0 U TBOPYECKYIO JKU3Hb, MO-TIIPEXKHEMY IMOIMYJIAPEH Cpean
UHAMWCKUX 4uTarened. PycckuM duTaTensM ToXKe 3HAKOMBI €ro
npousBeneHus, nepeseaéHusie eme B CCCP He TOMpKO Ha PyCCKHA, HO
W Ha JIpyrue s3bIKM Halledl ctpanbl. MHorue u3 paccka3zoB Smmana
BOLIUIM B COOPHUKM Hapsgy C MepeBOJaMH NPOU3BEIACHUN IPYrux
U3BECTHBIX nucaresied XuHAU. [IoMHUMO paccka3oB, Ha PYCCKHUH SI3BIK
OBLJIO TIEepeBe/IeH0 M HEeCKOJBKO POMAaHOB ATOTO mucarens. B craTthe
CTaBUTCS 3a/Jaya pPacCMOTPETh HEKOTOphIE M3 3THUX IEPEeBOJIOB Ha
PYCCKMH S3BIK, OIIPENENUTh CTENeHb UX TOYHOCTH, I10Ka3aTh,
HAaCKOJIBKO OHHM COOTBETCTBYIOT CTHJIIO OpPUTHHAJa U MEPEJAlOT €ro
ocobernoctr. llepeBonbl mpowmsBeneHuil Smmana ObUTH BBHITOJTHEHBI
pasHBIMH TEPEBOTUMKAMH, U KaXKIOTO0 W3 HHUX OB XapaKTepeH
ompenen€HHBI CTWIb, ObIa pa3HWIAa W B YMEHHH OTPa3UTh
OCOOCHHOCTH f3BIKA, a TaKXKe CTWIb opuruHana. llepeBomumkw,
€CTeCTBEHHO, MOTYT OTIHMYaThCsi W OCOOBIM TOAXOAOM K BEIOOpY
PYCCKHX CIIOB, ITEPEIAIOIINX CMBICI IEPEBOANMOTO POU3BEACHNUS, T
)K€ CBOMMH crioco0aMu Iepeayd SMOIIHM, HACTPOSHHs, XapakTepa
nepcoHaxkei. Ho rimaBHoe, Ha Halll B3I, 3TO UX YMEHUE OTPY3UThCS
B TNEPEBOAMMOE TPOU3BEJEHHE, ITOYYBCTBOBAThH €ro0 W3HYTPU H
MEPEeBECTH TaK, YTOOBI OHO BOCIPUHUMAJIOCH YHTATElIeM HE Kak
MEPEBOJI, & CaMO MPOU3BEACHUE B OPUTHHAIIE.

Ha mam B3rmam, riaBHas OCOOEHHOCTb, OOBEAWMHSIONAS JTH
MepeBoJibl Ipou3BeieHni Ammnana, 3aKiIF04aeTcsl IPeXae BCErO B TOM,
YTO OHM OBUIM HE EAMHWYHBIMHU, & OJHUMH W3 MHOTHX NEepEBOJIOB,
KOTOpBIE CO3/JaBalii, CJIOBHO €IMHYI0 MO3auKy, KapTHHY TBOpYECTBA
3TOTO TMPO3auKa, MMCABIIETO POMAaHBI U paccKasbl B cepeanHe XX B. A
3Ta KapTHHA, B CBOIO Ouepeiab, ObUIA YacThIO TOM Tajeper MepeBOJIOB
COBPEMEHHOH JMTEpaTypbl XUHAM, KOTOPYIO CMOIJM IPOYECTb
gutatenmn CCCP maumnas ¢ 1950-x romoB, KOT/Ia OTHOIICHHS MEXKIY
HAIIMMH CTPAaHAMHU CTAIH OCOOCHHO JPY>KECTBEHHBIMHU.

Kak npaBuiio, 3tu n30paHHbIe A7 NepeBOJa Ha PYCCKUU SA3BIK
npousBeneHus Smmana ObUTH TOCBSIIEHBI HE TOJBKO KM3HM WHINM
MepBOi TMOJIOBMHBI W cepenuHbl XX B., Oopp0e WHAWHIEB 3a
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HE3aBUCUMOCTh MJIM TOMY, KaK OHHM JKMBYT M Y€M 3aHMMAIOTCS B
cBoOoHON MHmuM, HO Takxke u uctopuu [peBHert Munuu, onucanuto
TOTO, Kak Jomu kmin B panékue Bpemena. C 1950-x rr. 8 CCCP
MIEPEBOAIIINCH TPEUMYIIIECTBEHHO pacckasbl Smmama, Taxke ObLIH
MIEPEBEICHBI JBa €T0 UCTOPUYCCKUX POMaHa, IM03xe ObUT OITyOIMKOBaH
U MIEPEBOJ OJHOTO M3 €ro Jy4Inx poMaHoB — «JloxHas mpaBaa». OH
MOBECTBOBAJl O JpaMaTHYECKOW M Jlaxke Tparudeckoul >kxu3uu Muauu
cepenunbl XX B. KpaTkas xapakteprcTrka 3TOro niepeBoja OyaeT qaHa
nozxe. OTeuecTBEHHAs HCCIIEIOBATEIbHUIIA WHIUNUCKON TUTEpaTyphl
C.M. DMuHOBA MTOCBSTHIIA aHAIU3Y TBOpUYECTBa Smimana oqHy U3 IIaB
cBoell kHMru «Tpaguuuum ¥ HOBATOPCTBO B COBPEMEHHOM POMaHE
xunan». HaspiBaeTcst oTa rinaBa «Pa3pyiienue — cozunanue» (Smman)
[1, c. 90-113]. (B mepBoii m TpeThell TiaBaX paccMaTPHBACTCS
TBOpuecTBO Arben W Awmpurnana  Harapa.)  Kakoii-mu6o
XapaKTEPUCTUKU MEPEBOJOB MTPOU3BEACHUN Smnana Ha PyCCKUM SI3bIK
UCCIICIOBATEIbHAIIA HE JaéT, HO MPHUBOJUT KpaTKylo Ouorpaduro
nucateiasi M IEPEeYUCISIeT €ro  OCHOBHBIE — NPOU3BENCHUA  —
UCTOpUYECKHE U couuanbHo-nonutuyeckue. C.M. DOmuHOBa HX
OTHOCUT K JIBYM THIaM: JHPUKO-POMAHTUYECKOMY U COIHAIHHO-
MOJUTUYECKOMY. VIMEHHO KO BTOPOMY THUILY, 10 €€ MHEHUIO, OTHOCUTCS
pomaH «JIokHas KIATBa», a €ro »aHpoBas (opMa XapaKTepHU3yeTcs
KaKk poMmaH — smornes. VccnegoBaTenbHAIIa OTMEUAET, YTO HHAMICKAsS
KPUTHKA, KAK ¥ YUTATEIIH, OTHECIIUCH C OOJIBIIIMM HHTEPECOM K 3TOMY
Mpou3BeAeHUI0. POMaH BbI3BaNl KUBOM OTKIMK MHOTUX HHIUMCKHUX
KpUTHKOB, a COBETCKUU Jureparyposen — unHzponor E.II. Yensimes
CPaBHMJI €0 «I10 HIUPOTE TEMbI, 110 B&XKHOCTH U IIyOHWHE MPOOJIeM, O
oxBary *u3HeHHoro marepuania ¢ «Tuxum Jonom» M. IllonoxoBa unu
¢ «XoxaeaneM o mykam» A. Tonctoro» [2, c. 92]. B cBoto ouepenp,
C.M. DmunoBa nomaraet, 4to «MHAMICKOMY NHCATEN0-MapKCHUCTY,
MBITAIONIEMYCS COYETaTh OCHOBBI MHIUUCKOW KYJIbTYPhI C IPUHLUIIAMU
HOBOT'O OOIIECTBEHHOI'O YCTPONCTBA, BAXKHO OIEPETHCS HA XapaKTepHl,
Omu3KMe TPaIUIIMOHHO nHAnACKIM» [1, c. 104].

IToguepkHy, 9TO OTEUECTBEHHBIC HHIOJIOTH 00pAaIaif JOBOILHO
NPUCTAIBHOE  BHUMAHUE Ha  TBOPYECTBO  OSTOTO  MHCATENS.
XapakTepucTuky TBOpuecTBa Slmimama B LEJIOM W OCHOBHBIX
MPOM3BEACHUIN IO3KE Naja W OJHA W3 CTAPEHIMX OTEYECTBEHHBIX
UHJOJIOTOB — JuTeparypoBeaoB, Huna JIMutpueBHa ['aBpromivHa B
cBoelt kaure «lIpemuann u poman xuHau XX Beka». OHa mocBATHIA
OoIBIITy 0 YacTh BTOPOH TUIaBBl CBOCH KHUTH «Pa3BuTHE poMaHa XHHIIN
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B HezaBucuMoit Mummm (1950-2005)» xapakTepHCTHKE TBOpPUYECTBA
UMeHHO Slmmana, oTMedas «IpOLecC MOJUTHU3AIUH B WHAWHCKOU
auteparype» [3, ¢. 56]. Pomansr Smmana «Tosapuin Jama» (Daadaa
Kamred, 1941), «IIpenatems» (Deshdrohee, 1943) u «JIoxkHas mpaBma»
(JooThaa sach, 1958-1960) ona oxapakTepu3oBaja  Kak
«TIOTUTHYECKHE POMAHBD).

OOpatumcst K TepeBOAy Ha PYCCKUM S3BIK TJIABHOTO, HAa HAII
B3TJIs11, pomaHa Ammana — snonen «Jloxuast mpaBaay. OH BKITIOYAET B
cebss n Hebompmoe IlocrmecnoBue, HamMCaHHOE BBIICYTOMSHYTHIM
OynymiM akageMukoM — uHponorom E.I1. UensimeBsiM, KOTOPBIN OBIT
JUYHO 3HaKOM ¢ Slmmmanmom, ObIBan y Hero B TocTsax B Uaann. B atom
IlocnecnoBum Takke HUYETO HE CKAa3aHO O MEpPeBOJaX MPOU3BEICHUM
sToro mnwucarens Ha pycckuil. IlosToMy mpencraBnsercs, 4TO
XapaKTepUCTHKa MMEHHO JTOTO acleKTa — OCOOEHHOCTeH ImepeBoa
mpousBeAeHUN Smmnana Ha pycCKUH S3BIK JO CHUX IOP OCTaércs
aKTyalnbHOW W TpeOyeT BHUMAaHUS, TeM Oojiee UYTO MNPOHU3BEICHHN
Slmmmana, oroOpaHHBIX A7 IEPEeBOJa, U OMYOINKOBAHHBIX B OCHOBHOM
B 1950-1970-e rr., moBompHO MHOTO. IlepeBomumu WX pasHbIE
WHJIOJIOTH, Y KaXI0T0 M3 HUX ObLI CBOM, OCOOCHHBIN CTUJIb MEPEBO/IA,
CcOOCTBEHHBI TMOAXON K TMepeBoqYecKkoMy Tmporeccy. WHorma Hax
MepeBofJaMu  TPYAWICS KOJJICKTHB  HMHIIOIOTOB, TakK, IEPEeBO
HUCTOPUUECKOTO pomaHa «Amwurta» Obul caenad H. B. I'ypoeiM u A.
[TnemkoBeiM, a poMaH «/luBbs», W3AaHHBI HAa XUHAU B 1945 1. U
BBIIIEAIIMN B MEPEBOAE HA PYCCKUMU S3bIK B 1959 1., mepeBoauiIn nath
nepeBogunkoB: P. bapannukoBa, ®. bormanoBa, M. BopobOnéBa —
HecsitoBckas, JI. EmoBkoBa u JI. KysnemoB. OueBumHO, Takoe
KOJIMYECTBO IIEPEBOJYMKOB, TPYAMBIIUXCS HAJ[ TIEPEBOJOM OJHOTO
cpaBHHTENBHO HeOoipmoro — B 200 crpaHWm pomaHa, MOXKHO
OOBSICHUTH TEM, YTO €TI0 MepeBoj ObLI C/IENaH BCKOPE MOCIE TOTO, KakK
BO300OHOBWINCH JAWIIOMaTHdeckne otHomeHus wexay CCCP u
Wnpmeii, mnpomszomén  oOMeH  JeneranmusMd  HAa  BBICOKOM
NPaBUTEILCTBEHHOM YpPOBHE, OBIJIO HEOOXOJUMO YKPEIUIsTh U
MEXKKYJIBTYPHBIC, B TOM YHCIIE, JINTEPATypHbIC OTHOIICHHSI.

[IpumMeuaTensHO, YTO OAMH M3 YYaCTHHUKOB 3TOrO IMEpeBOJa
JI. Ky3HenoB no3ske nepeBEn U nepBbli ToM smonen Ammana «JloxHas
npaBia», Ha3BaHHbIM «PoguHa u  cTpaHa». Brtopoil Tom 3TOro
rpaHAnO3HOTO pomaHa — 3momneu «byxymee crpans» nepeBoguna H.
Toncras. OcraHoBUMCS Ha OCOOEHHOCTSAX IepeBOJa HEKOTOPBIX
(GparMeHTOB WMEHHO 3TOro pomaHa. [lepBbIii TOM Jmomen uMeer
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moa3aromoBok “Vatan aur desh” — «PomuHa M cTpaHa». I 1aBHBIN
CMBICII 3TOH CHHOHMMHH, BBIP&KEHHOH CJIOBaMU XUHIW U YpIy, B
Ha3BaHUM PYCCKOS3BIYHOTO MEpPEeBO/a pPOMaHa IEpefalud TOYHO, HO
pa3nuyre TPOMCXOXKACHHUS STHX CHHOHMMOB B IIEPEBOZE IepenaTh
NpPaKTUYEeCKH HEBO3MOKHO, pa3Be YTO YKa3aTh B CHOCKE, YTO CJIIOBO
vatan 3ammctBOoBaHO W3 (apcu. [7aBHOe, YTO Takoe Ha3BaHUE
CHMBOJIMYHO, B€Ib TJIABHBIE TI'€POM pOMaHAa DPOAWINCH W JKWIA B
Jlaxope, T. €., B ToM yactu MHauu, KoTOpas mociie paszjesia CTpaHbl B
1947 r. nepeuna k [lakucrany, rae roBopsT Ha ypAy, 8 UM MPHIILUIOCH
OTHpaBHUThCA B IHANIO, KOTOPYIO OHU BOCIIPUHUMAIOT KaK CTpaHy, a He
ponuny. B mom3aronoske Broporo Toma «byaymiee crpansn» (Desh kaa
bhavishya) ncrnons3oBaHbI 1Ba Cll0Ba KIMEHHO XHH/HM, IPUYEM BTOPOE
U3 HUX — CaHCKPUTCKOIO IpoucxoxjaeHusd. HaunéM ¢ nepeBona
HeOobIIoro (parMeHTra BTOPOro TomMa pomaHa «JIokHas mpaBmay,
KoTophiii HaspiBaeTcss «bymymiee crtpanby (Desh kaa bhaviShya).
HetictBue storo toma mpoucxomuT B Jhxamanmape. C mepBoil ke
CTPaHUIIBI YUTATETIO INPEICTABISIOT OXHOTO M3 TepoeB — JkaiineBa
[lypu, moKWHYBIIETO POAHOI KPOB M BRIHYKIACHHOTO OexaTh B UHMIO.
Emy — kak OexeHIly — BBIIAIOT MYKH, U3 KOTOPOH MOXKHO HCIIEYb
nenémky it cembu. CBOETo JoMa M CEMbU y HETO IMOKa HET, U eMy
MPUXOMUTCS OOpaTUTBCS K XO3AWHY OJrpkadmied oxabower —
NPOJYKTOBOW JIABKH, YTOOBI TPUTOTOBUTH eny. JleHer, dYToOBI
paciulaTUTBhCS 3a 3Ty YCAyry, y Hero Toxe HeT. [lostomy Ilypu
npeiaraeT B KayecTBe OIUIATHl 4acTh MYKM M dedeBHIbl (aalaa
chaaval), koropsie monyunn kak OexeHen. B pycckoM mepeBoje 3To
BBIPOKEHO TaK: «XO3SWH JIABKA PAacKaThIBal TECTO JUIsl JeTENieK, U
xorza [lypu oOpaTmics K HeMy, OH CIIPOCHII C HEro OJIMH aHHa 3a TO,
4TOOBI HcTeub xJIed U cBapuTh 000b1. [lener y Ilypu He ObuTO, U OH
NPEJIOKHUIT PACIUIATUTBCS YacThI0 CBOMX MPOAYKTOB. JIaBOUHHK, HE
HpeKpalas MeCHTh TeCTo, orysaen [lypu ¢ HOr 10 ronoBbl. AX, y TeOs
Het aeHer? Thbl 4T, GECIIATHO MOMYYHIT TIPOAYKTHI? — CIIPOCHIT OHY [4,
T. 2, ¢. 8]. B gdocmoBHOM TmepeBojie 3TOT (PparMeHT HECKOIBKO
oTIMYaeTcss OT MPHUBEACHHOTO IiepeBojia. [JiaBHOe oTinyne — B
OTCYTCTBHM HEOONBLIMX JeTalel, KOTOphIEe MEPeaaroTcsi B OPUTHHAIE
CIIOBOM XMHIM WM aHIJIMLIM3MOM, a B TIEPEBOAE OTOT CMBICI
yrpaunBaroTcs. Tak, «1aBka» B opuruHaie Haspana dhaabaa — 1o ects,
TO MECTO, TA€ U TOTOBAT €1y, U elIAT, 3TO CBOETO POAA CTOJIOBAs, YACTO
NpUAOPOXKHAs, a HE MPOAYKTOBas JIaBKa B HAIlEM IMOHUMAaHHUU 3TOTO
cioBa. HecimydaiiHo X034MH MECHUT TECTO, U, O0Jiee TOTO, B OPUTHHAJIS
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ykasaH Bec (paav)** Toro komuuectsa Myku (“aaTaa”), uro Obuia B3sTa,
a caMo TECTO Ha XMHIW Ha3hIBaeTCs OIMMcaTeNasHO (Saanaa huaa aaTa —
OyKBaJlbHO, «3aMelIaHHas MyKa»). OnucaHue 3aHATUsS XO35IMHA JIABKU
— «packaTbIBa TecTO AJst Jenémex» [4, T. 2, ¢. 8] B pycCKOSI3bIYHOM
MEepeBofic B IIEJIOM COOTBETCTBYET OpPUTHHANY, XOTS B JOCIOBHOM
MEPEeBOJIE C XMHAM 3TO BBIPAKEHO HECKOJIBKO HHaye: «...JIaBOYHMK,
CKaB B pyKax KyCOK TeCTa, MPOJOJDKAl €ro MsATh, ISl TOTO YTOOBI
npugate emy ¢dopmy senémku — pomuy» [4, T. 2, ¢. 10], T0o ecTh He
packaTblBaJl €ro CKaJKoOW, KaK MPUHATO 3TO Y Hac, a MsUl pyKaMmu.
Bonpoc «Tel yTo, OecmiaTHO MOMY4YWST TPOAYKTHI?» — B TOYHOM
nepesoje ¢ xuuan “Muft raashan laayaa hai?” [4, 1. 2, ¢. 10] o3nauaer
«lIpunéc OecrmatHpii  maék?» EcTecTBEHHO, XyIOXKECTBEHHBII
MepeBO]] HE TOJDKEH OBITh MaKCUMAIBHO MPUOKEH K OPUTHHAITY WIIH
rpemuTh OyKBaIM3MaMH, OJHAKO, Ha HAlll B3I, CIEAYeT CTPEMUTHCS
OoJee TOYHO TiepeAaBaTbh CMBICH, JKeJIaTeIbHO, U CTHIh OpUTHHANA. B
JTAHHOM CJIy4ae aHTJIUIHU3M YMECTEH, TaK KaK B ONpeAeIéHHON CTeTIeHU
nepeaaéT UCTOPUUECKYIO CUTYalUIO, KOraa Oc:KeHIaM IPaBUTEIbCTBO
OKa3pIBAJI0 TOMOIb, TIOCKONBKY CYIIECTBOBAJIO  HAMPSHKEHHOE
MPOTUBOCTOSIHAE MEXIy MYyCyJIbMaHaMH W HHIYCaMH, U OHH ObUIH
BBIHYKACHBI TIOKUAATh POAHON KPOB, YTOOBI O€XaTh Tyna, TAC >KWIN
WX €TMHOBEPIIHI.

B 3aBepreHne XapakTepUCTHKH 3TOTO IEPEeBOJia MPUBEAEM
cpaBHeHHME (parMeHTa 3aKIIOYUTEIBHON CIIEHBl 3TOTO pPOMaHa B
pycckosizbiuHOM miepeBoje H. Tosictoli m TOro, Kak OH BBITJISIAUT B
MaKCHMAJIbHO MPUOIMKEHHOM K OPWUTHHANY HallleM IepeBojie. 37ech
TOBOPUTCSl O TOM, KaK B PEJaKkIMu razersl, B KoTopoil padotan Ilypwu,
OIMH W3 TJIABHBIX T'€POEB 3TOr0 POMaHa, CIYMIAIOT TPAHCISALMIO MO
paano, 4ToOBI CIEeUTh 32 TeM, KaK MPOXOJAT BBIOOpH B MHmuiickuit
Hammonaneusiii  Konrpecc. B pemakmum  coOpasioch  MHOTO
JKypHAJIMCTOB, CTOMT HeoObIyaiHbIil myM u «l[loMoImHMK pemakTopa
Canran MyHu1, cBUpeEIen, CIbIa BCE 3TH pa3roBopbl. — Ara! Bel
paccunTeiBaeTe Ha nopaxeHue Cypa-mpku! — kpudan oH. — JlaBaiite
nepxath mapu! CTaBiio A€CSTh IPOTHUB OAHOTO, YTO OH MoOenut. Bol
OTHamUTe MHE ACCITh PYNMUA. A eciu OH MOOETUT, s IUIady BaM CTO.
Unér? — Ha, ga, mocMOTpuM, - MOPOAOKAl OH CHABICHHBIM OT
BOJIHEHMSI TOJIocOM. — Yepe3 JecATh — NATHAJALATh MHUHYT Mbl BCE

3 D10 Mepa Beca, KoTOpas B pPa3HBIX 4acTAX HWHAMU OTJIMYAETCS II0
KosmaecTBy — oT 600 rpammoB 10 1 kT.
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ysHaem» [4, 1. 2, c. 534]. B MakcuManbHO TNPHOIMKEHHOM K
OpUTHMHANy ImiepeBojae uuTaeM crueaytomee: «lloMoumHUK pegakTopa
ArenrtctBa HOBOCTel CaHran moazagopruBan Mynuma — Tel Hageembes
Ha TO, uro Cyn mxu mpowmrpaer? JlaBait, nemait craBky! S crasimio
JIeCSITh MPOTUB OAHOT0. <...> — MyHHUII TOBOPUI MOKOPHBIM T'OJIOCOM:
[aBaiiTe mocMoTpuM, ceifuac, uepe3 JecsiTh — MATHAALATE MUHYT
CTaHeT W3BECTHO.» - y HEro He OBLJIO CMEJOCTH 3aKIo4aTh MapH.
(samaachar ajensee kaa sahaayak sampadak sangal munish ko chiRhaa
rahaa thaa — tumhe sood ji ke haar jaane kee ummeed hai? Ao shart
lagaa lo! Main ek par das lagaataa hoon. <...> Munish dabe svar men
kahaa jaa rahaa gayaa: aur dekho, abhee das — pandrah miniT men
maaloom ho jayegaa. — Shart lagaane kaa saahas use naheen ho rahaa
thaa” [5, vol. 2, p. 660].

OOpaTnM BHIMaHWE, YTO B TEKCTE OpUTHHAJA OOpaIieHne uaét
Ha “tum”, To ecTb MUCHOIB3YETCs JTNYHOE MECTOMMEHHE BTOPOTO JINIIA,
HO YBaXXUTEJIHHOE, 3aHMMAIOIIEE CpelHee IMOJOXKEeHHEe Mexay ‘“tu”,
KOTOpoe OOBIYHO ajpecyercs AeTsAM WIH JIOASM 0ojiee HHU3KOTO
MOJIOKEHUS, W “aap”, ¢ KOTOPBHIM OOBIYHO OOpAIIarOTCS K JIOMSIM
CTaplllero Bo3pacta Wi 0oJiee BBICOKOTO 3BaHHS, OHO COOTBETCTBYET
HalieMy yBaXuTelbHOMY «Bbr». llpm uTeHMHM opurmHaia YuTaTeNlb
MOHUMAET, YTO CaMOTO TOBOPSIIEro TepcoHaka 30ByT Cadram, a
obparmaeTcss oH K MyHHIITy, KOTOPBI OTBEYAET €My «CIABICHHBIM OT
BOJIHEHHs Tojocom» [4, T. 2, ¢. 660]. Takum 0Opa3oM, Mbl TIOHUMAEM,
YTO B OPUTHHAJIE PeUb UAET O JUANIOTe ABYX IIEPCOHAXKEH, a B IIEPEBO/IE
TOBOPUT OAWH, Ha3BaHHbIi Canran Mynum. [lonoOHbIE TpoMaxu
BIIOJIHE IIOHSTHBHI, 0CO0EHHO ecin YUUTBIBATH Ty €IIC MPAKTUYCCKHU
HAYaJbHYIO0 SIIOXY IEPEBOJIOB C XWHIW Ha PYCCKHUH s3BIK. B mobom
cilydae, [yMaro, ¥ CETO/IHS YMTaTelld MPOU3BEIEHUI ucaTeneil XuHIu
IMPU3HATCJIIbHBI TMIEPEBOAYMKAaM, KOTOpPbLIC JaJIi KM BO3MOXHOCTbH
MO3HAaKOMHTECA yxke B 1950-60-e rr. ¢ nmreparypoil XwHIM, Ha
KOTOPOM TOBOPAT U IMUIITYT MUJUTHOHBI JFOICH.

Hecomuenno, mnpousBeneHus Smmnana, kKak U caM MHCaTeNb,
ObUIM W TIPOJIOJDKAIOT OBITH OYEHB IMOMYJSPHBIMUA CPEIAM HWHIMHCKUX
yuTatenedl — W Onaromaps €ro HeoObMHOM cynan0e®, m Tamanry.
3aMevaTesbHO, YTO PYCCKHUE YUTATENH TOXKE IOJyYHIIM BO3MOXHOCTH

% Smnan ObUT yYaCTHHKOM HALMOHAIBHO-OCBOOOIUTENLHOIO J(BUIKEHHUS,
apecTOBaH, IPUIrOBOPEH K CMEPTHOM Ka3HM, KOTOPYIO 3aMEHWIM Ha
JUINTENILHOE TIOPEMHOE 3aKIIIOYEHHE.
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MIO3HAKOMMTBCS C €r0 MIPOU3BENEHUSMHU, KOTOPbIe ObLIM IIEpEBEICHHI B
CCCP He TOIBKO Ha PYCCKH, HO M APYTHE A3BIKM Hallleld CTpaHbl —
YK€ C PYCCKOS3BIYHOTO IIE€PEBOAA, HAIPUMEp, Y30CKCKUI WM
TaTapckuii. MHOTHE pacckaspl Smmana BOIIIH B COOPHUKH MTEPEBOIOB
Ha pyCCKHUH HapsAay ¢ MPOU3BENECHUSAMH JIPYIMX M3BECTHBIX IHUcaTenel
xuHay, Hanpumep, Ilpemuanna u Arwes. Cpenu mnepeBeAEHHBIX
npousBeneHui fmmana — ¥ Te, YTO MOCBAIIEHBI UCTOPUU U KHU3HU
Hpesueit Muauu, m Te, 9TO paccKa3pIBalOT O OOphOe WHAMMIICB 3a
HE3aBUCHMOCTh WJIM O KU3HU cBOOOAHOM MHamm. OaMH U3 MepBBIX
COOPHHUKOB PaccKa3oB MHIAMKHCKUX MHCATEIeH, B TOM 4YUCIIE U XUH[IHU,
TaK ¥ HasbIBascA - «Pacckassl MHIMNCKUX nucarenei». B Hero Bomumu
W TIepeBOABI MATH paccka3oB Ammana: «llena mo6Bu» B mepeBoae H.B.
I'ypoga, «IIpoknsateiit», nepeBox U. Kopotkosoit u FO.B. JlaBpunenko,
«MyxectBo pabay, neperox JI. Ky3nernosa, «Bo3mesnuey, mepeson P.
u [I. bapaHHMKOBBIX, a Takke «JleMoH Oypu», KOTOpBIH OBLI
nepeBeaéH ABaxabl: B nepeBoae U. Kynpssuesoii u M. PabunoBrnua oH
Op1 omybOnmkoBaH B 1957 1. B cocraBe cOopHmka «Paccka3zbl
WHIUNCKUX nucatenei» u B 1966 r. B nepeoae B. 1. banuna Bowén B
cOopHuK pacckazos Ammana «Mckpel mox nemom». [IpumeuaTensHo,
4YTO B TEepBOM cOopHHKe - «Pacckaszbl MHIWHCKMX mmcatenei» 1956
rojia, B KOTOPbIM ObUI BKIIIOUEH — BMECTE C IEPEBOJAMU €IIe YEThIPEX
pacckazoB Smmana u nepeBos «/lemoHa Oypu», UMEHHO OH 3aBepIlaeT
cOOpHUK, a B cOOpHUKE caMoro Slmimajia OH CTOMT BTOPBIM B CITMCKE
ero 27 paccka3oB, BBIOpPaHHBIX ISl IEPEBOJIA HA PYCCKHUIl A3bIK.

Emie onHa npu4rHa 0CTaHOBUTHCS HAa XapaKTEPUCTHKE MEPEeBOa
UMEHHO «JleMoHa Oypu» 3aKirodaeTcs B TOM, UTO STOT paccka3 ObLT He
TOJIBKO 1Bl MEPEeBEAEH, HO U B OpUTMHAJIE BOLIEN B IOJIE3HBIN U
MOMYJAPHBIA  «Y4ueOHUK si3pika  xuHmw» 3.M. [Jpmmmna, O.T.
Vasrudepora, B.M. I'opronora (3 yacte), uzmanHoro B 1983 r. Ilo
3TOMy y4eOHHKY M ceifuac, HECMOTpSl Ha apXaudHOCTb HEKOTOPBIX
BKJIIOYEHHBIX B HETO MOJIMTHUKO-MCTOPUYECKUX TEKCTOB, MPOAOIIKAIOT
3aHMMAaThCsi MHOTHE cCTyneHThl. Cam  paccka3 CpaBHHUTEIHHO
HeOONBIIONW — BCEro JBE C TIOJOBHHOW cTpaHHIBL. JleficTBHe ero
MpPOUCXOANT B 'mmanasx, B aepeBynike JlKxamMaMmy4dH, OMHMCHIBACTCS
BeUep, KOr/a paspasuiack Oyps, a MECTHBIH JKpell IbITaeTcs Mo00poTh
JleMoHa OypH U TIPOTHATH €0, YTO XKpewy U ynaércs. bmaromaps csoeit
nobene OH BOCCTAHABIMBAECT CBOM AaBTOPUTET, IOKOJICOJICHHBIN
HEIaBHUM IOpaKEHHEM Iepell MNpeAbLIyLIINM «IeMoHOM Oypu». Ha
Ham B3, mepeBon B.M. banmna Gojee ToueH — B CpaBHEHHH C
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nepeBogoM WM. Kyapssresoit u M. PabuHoBrda. MoxeT OBITh, OJTHA U3
MPUYUH 3aKJIIOYaeTCsl B TOM, YTO 3a MpPOILIEAIINE MEXIYy IBYMs
myOnMuMKanusiMe TiepeBofa «JleMoHa Oypi» AEeBITHIO TOIaMU HAKOTIHJICS
OonpIuii MepeBOAYCCKHi OTBIT, B caM B.M. banna MHOTO ITepeBoawI,
B YAaCTHOCTH, Npous3BeacHHsd IlpemuaHna, HOBEJUIMCTHUKE KOTOPOTO
nocBsTun KHUry «lIpemuanny — HoBemnucT». B kauecTBe mpumepa
mpuBeEM MaKCUMAIbHO MPUOIMKEHHBIH K TEKCTY OpPUTHHANA HaIl
MePeBO] HECKOIBKUX ()ParMeHTOB U CPAaBHUM 3TOT MOYTH JAOCITOBHBIH
nepeBoJ, ¢ JByMsl ONMyOJIMKOBaHHBIMH. HaunmHaercss pacckaz ¢
HEOOJBIIOTO BCTYIUIEHUS: «3a TOW TpaHWIIEeH, Jajbllleé KOTOPOH cHiia
YeloBeKa HE MOXKET MPOHUKHYTH (JOCIOBHO <«IOCTHYBY), OTTyOa
HauMHaeTcs napctso bxarsana — BeepbliHero u 6oros. ['mManaiickium
ropamM MOTOMY TaK I'TyOOKO TOKJIOHSIIOTCS U HACTOJIBKO MOYUTAIOT, YTO
OHHU HEIOCTYMHBI. ['MManaun — oburens Goro» [6, u. 3, c. 176]. B
nepeBoge Kynpsieiieroii u PaOuHOBMYA 3TO Hayalo BBINISIUT
cienyrmimuM oOpa3oM: «3a TOW 4YepTod, Kyna elle He B CHilax
MIPOHUKHYTh YEJIOBEUECKUH  pasyM, HayMHAETCs LapCTBO
HEMOCTHKAMOTO — TapcTBO OoroB. IloTOMy-TO W moYHTaloTCA TaK
I'umanaiickie TOpbl, YTO B TAyOMHY HMX HET JOCTyNa 4YeloBeky. B
I'mvanasx oOutator Ooru! Tam, 3a HEMPOXOAWMBIMH KpydamH, 3a
TIIYXUMH YIIETbSIMHU, — MHpP uyaec» [6, c. 428]. Takum o6pa3om, 3TOT
MEepEeBOJl HECKOJbKO paclIUpeH — BMECTO TpPEX MPeIJI0KEHUN
OpUTHHaJa 37eCh YeThIpe, B YaCTHOCTH, M NMOTOMY, YTO MOSBISIOTCS
Kpy4H, TIIyXHUE YIIEIbS U MUpP 4YydeC, OTCYTCTBYIOUIUE B OPUTHHAIIE.
IlepeBog B.W. banuna nakoHnyHee: «3a TeM MpeNeioM, Ialiblle
KOTOpPOTO HE TMPOCTHUPAETCs BIIACTh YeNOBEKa, HAUYMHAETCS I[apCTBO
BCEBBIIIHETO M JApYyrux OoroB. He moromy ;M Takoil BOCTOPIKEHHBIH
TpermeT W YyBCTBO OJaroroBeHUs BBI3BIBAIOT B Hac [ 'wmanawm, 4TO
MOAHSTHCS HAa HUX HE mpocto?» [/, ¢. 11]. B manHOM citydae Mbl BUTUM
JIBa MPEAJIOKEHUs] B IMEPEBOJE BMECTO TPEX OpUTrMHAaiIa, HO 3TO
MPAaKTHYECKH HEe UCKakaeT ero cMeicia. M HeOomblas 3aMeHa: clioBa
«HE JIOCTH)KUMBI JIETKO» (Sugam naheen) mepenaroTcsi OTPULATEIBHBIM
HapeyheM «HETPOCTOY.

Tak win mHaye, B 00OMX CiIydasx MEpPEeBOA HE NOCIOBHBIH, a
KOKIbI M3 TMEpEeBOJUYUKOB BKJIAABIBAET B HErO0 HOBBIE OTTCHKHU
cMmbIciioB. [lo-pasHOMY 3TH TepeBOMYMKHU MEPEBOIAT M CLIEHY Hadaia
Oypu: «Bapyr pe3ko pBaHyn BeTep, XJbIHYJ JIMBEHb, HaJ JepeBHEH
npoHéccs IWKBal — 1 pa3paswiack Oypsa!» [6, c. 429]. B nepesoze B.U.
banuna: «Bapyr HajeTen pe3kuil HNOphIB XOJIOJHOTO BETpa, 3a HUM
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JPYroi, TPEeTUil, U BOT YK€ BETEP Kperm4aeT, CBUCTHUT, OXOIHUT JIO
yparanHo# cuibsly [7, ¢. 12]. B 10cinoBHOM mepeBojie ITOT (pparMeHT
BRINJISIIUT Tak: «Hamerenm mophlB XonomHoro W peskoro Berpa. OH
npunsi1 popmy Oypu/ yparana (aandhee). Ou cran Buxpem (andhaR), a
notoM yparanom (toofaan)!» [8, c. 177]. Ha Hamr B3rsaa, Kaxaplid u3
NEPEBOTYMKOB CTPEMHTCSI BUUTATHCS, TIOTPY3UTHCSI B TEKCT, KOTOPBIN
NPEJICTONT TEPEBECTH, M TepenaéT CMBICT HAIMMCAHHOTO HA XHWHIW
TEKCTa, CTPEMsICh HAWTH HE TOJNBKO Hauboliee TOYHOE 3HAUCHHE CJIOB,
HO TIPEXJE BCEro BBIPA3UTh CBOE NMOHMMAaHHE M OLIYIICHHUE CMBICIA,
CTHJISI, pUTMA TIEPEBOIUMOT0 opuruHaia. O4eBUIHO, B 3TOM H COCTOSIT
O0COOEHHOCTH MHOTHX TIEPEBOJIOB MPOW3BE/IeHUH Smimana Ha pycCKUid
SI3BIK.
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S. Sridevi, India

Transporting culture and philosophy: Bhagavad Gita, Emerson
and Kannadasan

Abstract. This paper aims at studying the famous Tamil poet
Kannadasan’s song “Maranathai Enni Kalangidum Vijaya” as a repository of
mainstream Indian culture and how it can be translated into English studying
the cultural shifts during the process. Kannadasan’s poem itself is a
transcreation of the Sanskrit Upanishad “The Bhagavad Gita” which he might
have read in Tamil translations. The same Advaita philosophy is described by
Emerson in his famous poem “Brahma”. The paper compares Kannadasan’s
poem with Emerson’s “Brahma”. It studies the invariant core of the Indian
philosophy that has come through both the poems intact. Popovic¢ calls the
‘invariant core’ of the original poem as having stable, basic and constant
semantic elements in it which are not affected by semantic condensation or
transformation. The paper brings out the invariant core of the Bhagavad Gita
as brought to Tamil and English by Kannadasan and Emerson.

Keywords: invariant core, culture, Indian philosophy, Kannadasan,
Emerson, Bhagava Gita, good and evil

C. llpunesu, Unous

Kynerypaas u ¢unocodckas tpancmuccs: bxarasan ['ura,
OmepcoH u Kannagacan

Annomayusi. OBEKTOM HCCIENOBaHMUSA SBISIIOTCA IECHH H3BECTHOTO
TamMuIbcKkoro modta KanHamacana «Maranafai Annie Kalangidum Vijayay,
BKJIIOUCHHBIE B (DOHJ OCHOBHOW WHIMHCKOW KyJIBTYpPBI, MX IEpEBOJBI Ha
AHIVIMICKUI S3BIK, a Takxke mepeBoqueckue ciasuru. Cama mo cebe mosma
Kannanacana sBisieTcs TBOPYECKOM ajanTanueil MepeBOAOB € CaHCKpHUTa
VYnauuman u «bxaraBagruTel», KOTOPYIO OH, BO3MOXKHO, YUTald B TAMHUIIBCKHX
nepeBojax. Ta ke ¢umocopus anBaifiTel omucaHa ODMEPCOHOM B €ro
3HaMeHUTON mnosMme «bpaxma». Hamu npoBOIWTCS CpaBHUTEIbHBIM aHaIU3
ctuxoTBopeHusi KanHamacana c¢ moamol OwmepcoHa «bpaxmay. Y upensercs
BHUMAaHHE «WHBapUAHTHOMY SAPY» WHAMKHCKOM ¢miocodun, KoTOporo
[TommoBuu ompenenseT, Kak HAINYHE CTAOMIIBHBIX, OCHOBHBIX M HOCTOSHHBIX
CEMAHTHYECKUX JIEMEHTOB B IMO3THYECKOM TEKCTE OPUTHHAJIA, HA KOTOPHIE HE
BIMSIET CEMaHTH4YeCKas KOHJCHCAIlMsl WM TpaHchopmamusa. B craree
pacKphIBaeTCsl «MHBAPUAHTHOE SAIpO» WIMHM CTyTh ¢miocodun bxarasan
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T'utel, mepeBeieHHON Ha TaMUJIBCKUN M aHTTUHCKUHN s3bIkM KaHHagacaHoM u
DOMEpCOHOM.

Knouesvie cnosa: WHBapUaHTHOE SIPO, KyJNbTypa, HWHAMMCKAs
¢dunocodus, kaHHaaacaH, IMepcoH, bxaraBa-rura, 100po u 3710

The Tamil poet Kannadasan (1927-1981) has been the
acknowledged poet laureate of Tamil Nadu who ruled the world of
Tamil poetry during the Twentieth century. His original name is
Muthaiah. Kannadasan was the pseudonym which means disciple of the
god, Kannan. He wrote lyrics for films and also was a political activist
and mainstream writer. Tamil Nadu celebrates him as a popular poet
and philosopher who brought the classics to the populace in simple
lyrics. This paper analyses how Kannadasan has transported the essence
of Bhagavad Gita, originally written in Sanskrit into the Tamil poem
“Maranthai enni kalangidum Vijaya”. The paper also analyses how the
American philosopher poet Emerson also has delved into a similar
work in his poem “Brahma.”It is an established fact in Translation
Studies that if a dozen translators tackle the same poem, they will
produce a dozen different versions. And yet somewhere in those dozen
versions there will be what Popovi¢ calls the ‘invariant core’ of the
original poem. This invariant core, he claims, is represented by stable,
basic and constant semantic elements in the text, whose existence can
be proved by experimental semantic condensation. Transformations, or
variants, are those changes which do not modify the core of meaning
but influence the expressive form. In short, the invariant can be defined
as that which exists in common between all existing translations of a
single work. So the invariant is part of a dynamic relationship and
should not be confused with speculative arguments about the ‘nature’,
the “spirit’ or ‘soul’ of the text; the ‘indefinable quality’ that translators
are rarely supposed to be able to capture [1, p. 35].

The song “Maranathai enni kalangidum Vijaya” is supposed to
be sung by God (Kannan or Vishnu) in which He advises Vijayan
(Arjuna) to go ahead and fight with his relatives and teachers,
explaining that everything is determined and directed by a higher power
and humans cannot control their lives. Also every individual has to
perform his duty as per the dharma of the period in which he is living.
(Arjuna is a Sanskrit word and the Tamil language calls him Arjunan,
giving an inflection that brings out a gender indication of a male.) The
song is transliterated as follows:

Maranathai enni kalangidum Vijaya
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Maranathin thanmai solvaen
Maanidar aanma maranam eithaathu
Marupadi piranthirukkum
Maeniyai kolvaay
Veerathil athuvum ontru
Nee vittu vittaalum avarkalin maeni
Venthu than theerum oornaal
Ennai arinthaay ella uyirum
Enathentrum arinthu kondaay
Kannan manathu kal manathentroo
Kaandeepam naluva vittay
Mannarum naanae makkalum naanae
Maram sedi kodiyum naanae
Sonnavan Kannan solbavan Kannan
Thuninthu nil dharmam vaala
Punniyam eithuventru ulagam sonnaal
Antha punniyam kannanukae
Pootruvaar pootralum thootruvaar thootralum
Poogattum kannanukae
Kannanae kaattinaan kannanae saatrinaan
Kannanae kolai seigintraan
Kaandeepam eluga nin kai vanmai eluga
Eikkalamellaam sivakka vaalga [2].

The song/poem can be translated like this:

Oh! Vijaya! You are worried about death
I will explain the nature of death
The souls of humans do not die
They would be created again
When you are killing, you are killing only the body
Not the soul.
Kill the body, a kind of valour
Even if you don’t kill, the bodies will die.

You have known me
You know all lives are me
You thought God is stone-hearted
And dropped your bow and arrow
I am the king
| am the people
I am the tree, plant and creepers
God spoke
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God speaks
Be brave
Let dharma thrive.

If the world says something is good
The goodnessis |
The curses of the people
The abuses of people
All reach God.
God shows the way
God speaks the truth.
God Kills too.
Take your bow and arrow.
Let your efficiency show
Let this battlefield become red.

The core meaning of the Sanskrit Upanishad “Bhagavad Gita”
from the Mahabharata has been brought effectively by the Tamil poet.
When the Tamil poem is translated into English, the religious
nomenclatures have been neutralized. “Sonnavan Kannan solbavan
Kannan” refers to the God Vishnu. “Kannan” is one of the thousand
names attributed to Vishnu. The above mentioned line is translated into
two lines in English: “God spoke/ God speaks.” “Kannan said,
Kannan says,” would be closer to the Tamil line. But, in spite of
changing the noun from “Kannan” to “God,” the meaning of the Tamil
poem is not lost. Similarly the lines “God shows the way / God speaks
the truth / God kills too” also bring out the meaning in the English
translation quite well, though the Tamil poem uses the name of a
particular deity “Kannan” or Vishnu. The meaning of the sentences —
the universal power perceived as god by human mind or constructed by
human mind is in charge of the world and its activities — the semantic
elements having been condensed in a poem, are still able to convey the
intended meaning.

The lines ‘“Pootruvaar pootralum thootruvaar thootralum /
Poogattum kannanukae / Kannanae kaattinaan kannanae saatrinaan /
Kannanae kolai seigintraan” mean “If the world says something is good
/ The goodness is | / The curses of the people / The abuses of people /
All reach God.” Human perceptions of good and evil do not apply to
the universal system, the Bhagavad Gita postulates. Both types of
actions are needed to create life and structure its movements. One
cannot be caught in concepts of good and evil, instead, has to
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understand that it is the way human thought and universal thought are
constructed. An action can bring in two responses: curses and blessings.
Both these responses belong to the universal functioning and its
characteristics. The use of God instead of “Kannan” has not affected
the core meaning in any way, except that people who believe in the
particular religion that perceives “Kannan” as god would associate
more emotional responses to the word and its significance.

The song emulates the power of doing one’s duty; however it is
viewed by others. It explains the Bhagavad Gita in a simple manner,
once again explaining that “good and evil” is decided by the omniscient
power of God. The American poet Emerson’s poem ‘Brahma’ is also
explicating the Indian concept of oneness of all.

Swami Paramananda in his Emerson and Vedanta (1919)
explores the impact of the Upanishads on Emerson. Emerson’s
affiliation with the Oriental and the Asian is explored by Frederic Ives
Carpenter in Emerson and Asia (1930), while Arthur Christy analyses
the impact of oriental philosophy in American Transcendentalism in
The Orient in American Transcendentalism (1932). Following in the
toes of Christy, Leyla Goren examines the traces of Brahmanistic
philosophy in Emerson in Elements of Brahmanism in the
Transcendentalism of Emerson (1959). Dale Riepe’s research, The
Philosophy of India and Its Impact on American Thought (1970),
illustrates the role of Indian thought in shaping American philosophical
thoughts. (Sengupta 7)

The poem “Brahma” by Emerson (1803-1882) follows:

If the red slayer think he slays,

Or if the slain think he is slain,

They know not we I the subtle ways
| keep, and pass, and turn again.

Far or forgot to me is near;

Shadow and sunlight are the same;
The vanished gods to me appear;
And one to me are shame and fame.

They reckon ill who leave me out;
When me they fly, | am the wings;
I am the doubter and the doubt,

I am the hymn the Brahmin sings.
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The strong gods pine for my abode,

And pine in vain the sacred Seven;

But thou, meek lover of the good!

Find me, and turn thy back on heaven [3].

Emerson’s “Brahma” is the voice of Vishnu in Bhagavad Gita,
and the change in nomenclature has not affected the core meaning of
the Indian Upanishad in the English poem. He uses the noun “Brahma”
instead of “Vishnu” and still the original message of Bhagavad Gita iS
not lost. He who thinks it (the soul) to be the slayer and he who thinks it
to be the slain, both of them know nothing; for it neither slays nor is
slain. It is never born, nor doth it ever die; nor, having existed, will it
exist no more. Unborn, unchangeable, eternal, and ancient, it is not
slain upon the body being perished. That man who knoweth it to be
indestructible, unchangeable, without decay, how and whom can he
slay or cause to be slain? It is said to be imperceivable, inconceivable
and unchangeable. Therefore, knowing it to be such, it behoveth thee
not to mourn (for it)... For, of one that is born, death is certain; and of
one that is dead, birth is certain. Therefore it behoveth thee not to
mourn in a matter that is unavoidable [4].

Emerson’s lines “If the red slayer think he slays, / Or if the slain
think he is slain, / They know not well the subtle ways / | keep, and
pass, and turn again” reflect the Bhagavad Gita, though he has titled the
poem as “Brahma” in the sense of universal god who creates life. In
Indian religion Brahma is the god of creation, and Emerson has brought
in His name to denote the universality of creation that does not
distinguish between good and evil. “Far or forgot to me is near; /
Shadow and sunlight are the same; / the vanished gods to me appear; /
And one to me are shame and fame,” says the poem arguing that the
universe does not have distinctions between shadow and sunlight as
both are part of its design. The essence of Bhagavad Gita argues that
one has to perform one’s duties without attaching oneself to the
emotions that are born during an action. In contemporary sense, it
would refer to a professional manner of functioning, but also such an
approach to life can liberate one from the implications of actions and
keep the mind free from an overpowering of emotions.

Emerson gives a twist in the end, bringing a moral of leading a
simple life and hence, deviates from the Indian approach of justifying
the tough duties of a person depending upon his social responsibilities.
He too uses the colour of red to refer to the responsibilities of a
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practical man. The slayer and the slain are one and the same, says
Emerson. Similarly, shadow and sunlight are the same. The world and
the Brahman (Brahma) are the same. American mind perceives Indian
Advaita philosophy in this manner, and finally draws a moral from it
asking people to lead a simple and good life, as it has been shaped by
another religious ideology that clearly distinguishes good as different
from evil.

Kannadasan’s poem doesn’t have the space to bring in morality
as it has to be fitted in a structure of the Mahabharatha story. It limits
itself to the concept of Bhagavad Gita in an Advaita framework which
might have been added later to the epic.

Arjuna’s decisions are not only in his hands; his situation has
gradually evolved and now after fourteen years of living in forests as a
punishment after the game of dice, he can’t go back and live in a
different manner forgiving his enemies. He has to fight and get back his
kingdom and rule along with his five brothers, and the Kurushetra war
involving 56 nations from the continent of Asia cannot be called off at
such a critical moment. His present action is determined by multiple
factors and the battle has to be fought not worrying about the
complexities.

Krishna (“Krishnan” in Tamil language. Kannadasan uses
another word “Kannan.” There are 1000 equivalent names for the god
Vishnu) gently reminds him that he has no other free choice, but to face
the war and fight to kill his family members. This brings the epic scene
in an outline of hard determinism. Arjuna has no freewill, but obeys the
necessities of time. The discussion is between choice and destiny.

Kannadasan’s God is the voice of Advaita looking at a
battleground as a normal aspect of life, viewing life and death as one. In
the previous poem the God acquires a human character symbolizing
kindness and asks to be forgiven where as in this poem, the God
becomes the voice of an abstract concept. Kannadasan brings in two
concepts of Gods in these two poems: one is human and the other is
abstract. The people’s version of God is humane and kind and
understands the plight of Karna. The philosopher’s version of God
rationalizes death and life and explains it to Arjuna.

Kannadasan’s Arjunan is also a representative of mankind, but a
man who understands philosophical truths, as the Tamil movie’s
framework expects. Emerson does not have a story content to fit this
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idea of universality and makes use of the framework of “Brahma” to
substantiate his ideas.

The original Mahabharatha has accommodated Bhagavad Gita in
its mainstream storytelling. It describes Arjun’s fear and moral
confusion in detail: Arjuna said, heholding these kinsmen, ‘O Krishna,
assembled together and eager for the fight, my limbs, become languid,
and my mouth becomes dry. My body trembles, and my hair stands on
end. Gandiva slips from my hand, and my skin burns. I am unable to
stand (any longer); my mind seems to wander... | do not desire victory,
O Krishna, not sovereignty, nor pleasures... I wish not to slay these
though they slay me, O slayer of Madhu, even for the sake of the
sovereignty of the three worlds, what then for the sake of (this) earth?
What gratification can be ours, O Janardana, by slaying the
Dhartarashtras? Even if they be regarded as foes, sin will overtake us if
we slay them. Therefore, it behoveth us not to slay the sons of
Dhritarashtra who are our own kinsmen. How, O Madhava can we be
happy by killing our own kinsmen? [5].

The slayer and slain are part of the universal design, and the
emotional response of Arjuna (Arjunan in Tamil language) is only a
temporary feeling transient in nature. Kannadasan puts it simply in one
line as “Maranathai ennai kalangidum Vijaya,” meaning “Oh! Vijaya!
You are worried about death,” that is, the momentary fear that
dominates the heart of Arjunan (Vijaya) has to be eradicated and the
voice of Kannan or Vishnu or God says “Maranathin thanmai
solvaen.” The god says so explaining the nature of death and delves
into a discussion of the immortality of soul and living beyond good and
evil in a Nietzschean sense as a superman who has conquered his own
fears.

"The Holy One said: ... Those ... that are (really) wise, grieve
neither for the dead nor for the living. It is not that, | or you or those
rulers of men never were, or that all of us shall not hereafter be. Of an
Embodied being, as childhood, youth, and, decrepitude are in this body,
so (also) is the acquisition of another body. The man, who is wise, is
never deluded in this. The contacts of the senses with their (respective)
objects producing (sensations of) heat and cold, pleasure and pain, are
not permanent, having (as they do) a beginning and an end. (The
Mahabharata, Book 6: Bhagavat-Gita Parva: Section XXV Chapter I.
page 55)
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The sensory experiences of the body create thoughts that have
boundaries limiting one’s understanding of the operation and
functioning of the universe. One has to train his mind to understand the
limited nature of sensory experiences and learn to live beyond the
immediate presence and merge with the universe as its integral part.

There is no (objective) existence of anything that is distinct from
the soul; nor non-existence of anything possessing the virtues of the
soul. This conclusion in respect of both these hath been arrived at by
those that know the truths (of things). Know that [the soul] to be
immortal by which all this [universe] is pervaded. No one can compass
the destruction of that which is imperishable. It hath been said that
those bodies of the Embodied (soul) which is eternal, indestructible and
infinite, have an end [4].

The universe is pervaded with the soul and it is eternal and death
refers only to the changeover from a physical existence to a spiritual
existence. Man has to arise from his imprisonment of thoughts that are
products of his sensory experiences and rise above his concepts of good
and evil and liberate himself from his actions and enjoy bliss.

Therefore, arise, O son of Kunti, resolved for battle. Regarding
pleasure and pain, gain and loss, victory and defeat, as equal, do battle
for battle's sake and sin will not be thine. This knowledge that hath
been communicated to thee is (taught) in the Sankhya (system) [6].

Emerson and Kannadasan have attempted to sum up the essence
of the philosophy contained in the Bhagavad Gita which has become a
part of Vyasa’s Mahabharatha [7]. The interesting thing about the
movie and the two songs is that Tamil Nadu has amalgamated to
Mainstream and the marginalized perspectives together in one frame
balancing the two sides of the story.
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Vikram Chaudhary, India

Translation of testimonial literature ‘Chernobyllskaya molitva:
khronika budushevo’ by Svetlana Alexievich from Russian to Hindi

Abstract. The translation has been proved an important and significant
way to understand about different people and their culture. It is a bridge
connecting two different nations, their people and their culture. A translated
work must generate the same conception, impression and images what reader
gets while reading a text in his/her native language. It is significant in filling
gaps between different cultures and helps people to understand about the
different societies. Testimonial literature is one of the types of documentary
prose. Documentary Prose is the genre of literature in which the text or
document represents reality without any fantasy. In the present research paper,
specific or intricate cases will be selected from the translated portion of novel
“Chernobyl Prayer: A Chronicle of the Future” by Svetlana Alexievich. This
paper will deal with an overview and specificities of the genre ‘Testimonial
literature’ in relation with the translation. The paper is divided into two parts.
In first part, the nature, development, and popularity of the genre will be dealt
with. In the second part, the translated portion of novel will be analyzed from
the perspective of the testimonial literature’s distinctive features and its
translation from Russian into Hindi.

Keywords: testimonial literature, Chernobyl Prayer, translation
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Buxkpam Yaynxapu, Auous

[TepeBoa kuurm CBeTnansl AnexcrneBud «YepHOOBITBCKAS
MOJIUTBA: XPOHHUKA OYAYIIIEro» ¢ PyCCKOro Ha XHHIH

AnHomayus. [TepeBon SIBJISICTCS CBOCOOpa3HBIM MOCTOM,
OOBCITUHSIOIUM JBE Ppa3IHuYHBIC HAIMKM, HApOABl U KyIbTyphl. IlepeBon
MPOU3BEACHHS JOJDKCH BBI3BIBATH Yy UHUTATENs] TaKOe JK€ IPEJCTaBIICHHE,
BIEYATICHUE M O0pasbl, KOTOPbIE MPUCTYCTBYIOT B SI3bIKE OpHUIHHANA.
BocrnoMuHanue OYEBUALICB, MIOKYMEHTBI SIBISIFOTCS OJHUM W3 BHJIOB
JOKyMEHTaNbHON Tpo3bl. CTaThsi aHANM3UPYET I[EPEeBOJ 4YacTedl poMaHa
Ceernanbl AjnekcueBUY «UepHOOBUIbCKAS MOJUTBA: XPOHWKA OYIyIIETo»
JKaHpa «CBUJCTEIBCKON JUTEpaTypb». VCCiiemoBaHHE COCTOUT H3 JBYX
JacTeil, mepBas 4acTh KOTOPOrO pacCMaTpPBUACT MEPHOABI Pa3BUTHS JKaHpa
«CBHJCTEIIbCKAS JINTEPATYPhI». BTOpas yacTh MPEACTaBIsCT aHAIM3 MIEPEBOIa
9YacTH pOMaHa C TOYKH 3PCHHUS OTIIMYMTEIBHBIX OCOOCHHOCTEH ee mepeBoja ¢
PYCCKOTO Ha XUH]IH.

Kniouesvie cnosa: cBuperenbckas urepatypa, UepHOOBUIbCKas
MOJIUTBA, TIEPEBOT

Introduction

The English word ‘translation’ comes from the Latin term
translatio, which means “to bring or carry across.”The history of
translation is a long-debated topic as it is impossible to know the first
act of translation. There is an opinion that the Hebrew Bible’s
translation into Greek is the first major translation in the 3rd century
BCE in the western world. This translated work is called “Septuagint,”
which refers to seventy scholars who translated the Hebrew Bible into
Greek. Earlier, the primary role of translation was to spread religious
beliefs and spiritual theories across countries [1].

Translation helps people to know about other people coming
from diverse linguistic and cultural background and to bring them
closer to each other. Translation also helps in spreading literary works
to the readers of the various linguistic communities. In such a way,
translation spreads the work and the new ideas, new philosophies, and
new thoughts. The translation is converting a text or speech from one
language into another in such a style that the basic content and meaning
of the source text or speech remains the same in the target text. It is a
process, in which the translated text remains original, i.e., it should not
appear as a translation.
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Indian society has always been a linguistically diversified and
of distinguished literary traditions. In such a society, translation has
played a pivotal role in sustaining the literary and linguistic diversity.
In a multilingual society like India, everyone is at least bilingual. It
would be correct to say that in India, translation is more practiced than
theorized. Translation in Hindi is called “Anuvaad” “(37aT=)” which
literally means ‘to speak after’. Now moving on to the historical ties of
Indian languages with Russian. Russian and Sanskrit belong to the
Indo-European family of languages and share a deeper connection.
Author W.R. Rishi writes in his book ‘India & Russia: Linguistic &
Cultural Affinity’ “The facts...lead us to conclude that during some
period of history the speakers of Sanskrit and Russian lived close
together [2]. Professor Smirnov, reputed Sanskritologist of Soviet
Union has translated Mahabharata into Russian.

Literary translation is the translation of creative prose or poetry
into the target language. In literary translation, it is necessary to convey
the meaning of the text and translate the author's unique style, sense of
the linguistic richness, aesthetics of the text, and atmosphere in the text.
In literary translation, there are two types of texts such as prose and
poetry. In prose writings, various kinds of genres specify the translation
techniques' task and nature. One of them is the genre ‘testimonial
literature’, which is part of documentary prose.

Understanding testimonial literature

Testimonial literature is one of the types of documentary prose.
Documentary Prose is the genre of literature in which the text or
document represents reality without any fantasy. It is based on the life
stories of people, documentary evidence, or testimony of the people. It
is believed that documentary prose arose in the Soviet Union in the
1920s. Needless to say, sub-genres of documentary prose, for example,
memoirs, notes, diaries, biographies, autobiographies, travelogue, etc.,
existed much before that.

Hence, documentary prose can be defined as “prose that talks
about real events, people, and places and contains real actions of
persons with aesthetic coloring. But the level of aesthetics, ethics, and
documentation depends on the author and the type of non-fiction he/she
chooses” [3, 2015].
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The word ‘festimony’ means an account of the first-hand
experience. Testimonial literature is “an authentic narrative, told by a
witness who is moved to narrate by the urgency of a situation (e.g., war,
oppression, revolution, etc.). Emphasizing popular oral discourse, the
witness portrays his or her own experience as representing a collective
memory and identity. Truth is summoned in the cause of denouncing a
present situation of exploitation and oppression
or exorcising and setting aright official history” [4, 2011].

The term ‘Testimonial literature’ can be translated in Russian as
‘muteparypa nUYHBIX cBuaeTenscTB’ and in Hindi as ‘HT&T T

e (Translation by the author). One of the first and most famous
works of testimonial literature is “l, Rigoberta Menchu.” This work is
the testimony of a woman in Guatemala, “Rigoberta Menchu,” Who
tells about the hardships and tragic experiences of Indian people in
military oppression and their struggle for justice.

Testimonial literature has documentary aspects, and it also brings
forth personal histories that make the reader examine the oppressed
people in the society and their history. Testimonial literature also
addresses the present situation and is open to future solutions that can
be revolutionary. Testimonial literature is based on the individual's
facts and life experiences, and it does not have any place for fiction,
i.e., it is non-fiction. One of the main features of testimonial literature is
the presence of polyphony in work. It has diverse voices and point of
views in a single work simultaneously.

Testimonial literature and its translation

Translation of the testimonial literature has a unique place, and it
differs in many ways from the literary translation. Testimonial literature
is an academic and journalistic work, and it may also be abundantly
making use of the conversational style to convey the story of the
people. In such a translation, the translator must try to maintain the
pragmatic impact in translation. The translated text must have the same
effect on the reader as the original text. The translated work should not
lose the pragmatic impact of the original.

In translation, the pragmatic aspect plays an important role. The
translator must maintain the original text's pragmatic potential in his
translated work while remaining neutral. The translator perceives the
information while reading the original text and develops a specific
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personal relationship with the text, which is called a pragmatic
relationship that can be intellectual or emotional. This ability of the text
to produce a pragmatic attitude on the recipient of the information is
called the text's pragmatic potential. The content and the form of the
text determine the pragmatic potential of the text. The translator must
not let his attitude, which he develops while reading, affect the
translated text's accuracy. As the readers of the translated text belong to
different linguistic community and has different history, culture and life
experiences, it is necessary to make certain changes in the translated
texts to maintain the pragmatic potential of the original text.

One of the most famous work of Testimonial literature is
“Chernobyl Prayer: A Chronicle of the Future” which is written by
Svetlana Alexievich. Svetlana Alexandrovna Alexievich was born on
31 May 1948 in the west Ukrainian town of Stanislav. She grew up in
Belarus. She is an investigative journalist and essayist. She writes in
Russian. Her work “Chernobyl Prayer: A Chronicle of the Future” Was
published in 1997, and it was revised and published in 2013. This work
is about the testimonies of the survivors and their relatives after the
Chernobyl Nuclear Disaster. She was awarded Nobel Prize in Literature
in 2015 “for her polyphonic writings, a monument to suffering and
courage in our time”. The television channel HBO and SKY UK
produced a T.V. series “Chernobyl” in 2019 based on the same work of
Svetlana Alexievich.

The book “Chernobyl Prayer: A Chronicle of the Future” has the
voices of the survivors who remain scarred for life by the tragedy.
According to S. Alexievich, she visited “the Zone” and interviewed
more than 500 survivors [5].

The book starts with the monologue of the wife of the firefighter
who died due to radiation. She was pregnant at the time of the accident,
and the baby also lived for few hours. The book has accounts of
soldiers who had been assigned tasks like shooting pets, burying food,
catching looters, worked as brick-laying crew, etc. The book has
monologues of children, telling about their pain and sufferings. It
shows the pain a child had been going throw that she asked her mother
to kill her better as she cannot bear such pain. This work shows raw
emotions, facts, and human sufferings. This work includes other such
human voices, which makes it different from other books on the
subject.
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The translation of testimonies would be a challenge as the
translator must maintain the balance in maintaining the genre i.e.,
testimony, literariness, sense, and pragmatic aspect of the source text.
The writer writes the first-hand experience of the narrator. If the author
was to write his/her experience, then the author would have written
complete sentences or expressions. Whereas while sharing the memory
with the author, the sufferer brings out the words from memory while
emotionally feeling the same tragedy once again. That is why, often,
the sentences or word combinations given in the source text are not
complete. Such expressions may be understood in the source language,
but if the translator translates such specific constructions without
explanation/completion, then the reader of the target language may not
make out the meaning in translated text. Therefore, while translating,
the translator has to give complete sense to the sentences or
expressions. There are various such specifications of testimonial
literature that are required to be studied.

In our preliminary study, | have translated some pages of the
book “Chernobyl Prayer: A Chronicle of the Future” by Svetlana
Alexievich from Russian into Hindi. Based on the translation, | have
given two versions. The translation V1 is a word-to-word translation
which is mentioned to give an idea about the words written in the
source text, whereas V2 is the translation that provides the complete
sense:

Source Text: «Camoro B3peiBa s1 He Bujena. Tombka tiams. Bce,
CJIOBHO CBeTWJIOCh... Bce Hebo... Bricokoe mmamsa. Komots. XKap
cTpamHbeIi [1].

Translation version 1: I@'ﬂﬁ?ﬁﬁ?ﬁ'&@// R v/ ga g5 6T
T IT HTHTT BTG, S ATIT ... HTHY TH |

Translation version 2: /€%l %I @ gid g7 47 7&1 a@7, a@1 al faw%
TIFT TIT FTT TIF TG H1 AT TFdT 471

The sentence mentioned above as source is the part of the
testimony given by Ludmila Ignatenko, wife of deceased firefighter
Vasiliy Ignatenko in the first chapter. As mentioned, the Translation
V1 is a word-to-word translation given in this proposal to provide the
idea about the source text. Translation VV2: This is the proposed version

213




of the translation. In this version, we have tried to balance the
pragmatic aspect and save the specificities of testimonial literature. The

expression such as ‘577 @7 has been added. The addition of ‘&7 7
and* 37T #7'to the sentence f@% 72 has been done to give the
complete sense of the original text. Similarly, with the word ‘&« ‘&7,
g ... 92T & [AFad] g5 ... T97 1< a7 Tgqd F1 T a1 47 have

been molded to provide the words, word combinations as per Hindi
sentence structure. The sentence structure has been reformulated to
provide the narration's sense as it is in the source text.

«Kap cmpawmbviiiy — ¥FFTTHN As per the translation, the meaning is
not matching with the context. The expression ‘ ¥7#%< THT as per the
testimony, should be translated as #¥#¢ @9 as it’s a psychological
feeling the narrator shows her anxiety and suffering, which is projected
in this sentence.

Various additions and transformations were made to provide
the pragmatic aspect to the narrator's testimony in the target language.
But a balance of transformation and pragmatic aspect has to be
maintained while keeping in view the specificities of the genre
‘testimonial literature’.

Another example of translation from the text is:
Source text: “Bemapycsh... st mupa Mer terra incognito memssecTHas,
HeusBeaHHas 3emist” [5].

Word to word translation: F77& ... UF 7741, TIRIFT T9—TT5<T
F1797 & [T 57 TIT 77T 51

Translation: Fe7%er ... FqT & (7 97 5/4% § @IZ 5% 0% §l497— UF
ST, FATTAT T &1

In this sentence, the term terrain cognito is translated as ‘@7% 5% 0%

ZI79T whereas it means ‘ &5777 @97, In order to maintain the pragmatic
aspect of the original text, the suitable equivalent is used in place of
literal translation, which may convey the sense of the original text.
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Conclusion

Translation of the testimonial literature has its specific
challenges. In many ways, translation also determines the nature of
cross-cultural communication. The genre “testimonial literature” as the
genre of non-fiction is becoming popular in the 21% century; therefore,
it will be fruitful to study this genre and its specificities while
translating it into other languages.
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Cexyus 5/ Section 5
[IepeBon U repMEHEBTUKA
Translation and hermeneutics

Amxoii Kymap Kapuatu, Huous

TepsoTcst 1 SA3BIKOBBIC HIOAHCHI TTPU KOCBEHHOM IEPEBOJIC HA
PYCCKHIA A3BIK?

Annomayus. B cTaTbe aHANU3UPYIOTCA S3BIKOBBIE HIOAHCBHI, KOTOPBIE
MOTYT OBITH TIOTEPSHBI NP KOCBEHHOM IIEPEBOAE U3 KaKOro-mudbo u3
UHIOAPUMCKUX WIM JPAaBUJIUNCKHUX SA3BIKOB HA PYCCKUHl S3BIK 4epe3
AHTJIMACKAN KaK A3bIKa MOCPEAHUK. MBI paccMaTpuBaeM OCOOCHHOCTH
MEPEBOJOB TUYHBIX MECTOMMEHUN «ThI», «BbI». TpagunuonHo B MHauu xeHa
oOpaiaercsi K My)Ky Ha «BbI», a MYX K jKeHe oOparmaercst Ha «Tbl». Jletn
o0palnaroTcsi K MaTepH Ha «ThI», a C OTLIOM Ha «BbI», a IPH YIIOMHUHAHUU 00
OTLIE OHM HCHOJB3YIOT MECTOMMEHUE «OHU», BMECTO «oH». Jluo,
3aHUMAlOIee BBICOKYIO [OJDKHOCTE B odmuce, oOpamaercs K CBOHM
COTpYJHHKAaM Ha «ThI», a COTPYIHHKH K CBOeMy Ooccy, Kak HpaBHIIO,
obpamatoTs Ha «BbI». Crucrema oOpamieHuii B PyCCKOM SI3bIKE€ OTJIMYACTCS OT
IPaBUMHCKIA W WHAOAPUICKHX S3BIKOB. OCOOCHHO 3TO OIMyHmIaeTcs MpU
NEPEBOJIE HA JTH SI3BIKE Yepe3 S3bIK MOCPEIHHUK, HApUMEp, aHTMHCKUI Win
OeHranbckuii. B craTthbe OMMCHIBAIOTCS ITIEPEBOJUECKHE ITOTEPU Ha IpHMeEpe
MEPEeBOJIOB C ArJIMHCKOTO SI3bIKa Ha A3BIK TENYTY, OJHOTO U3 APaBHIMICKIX
SI3BIKOB M PEIIAIOTCS ITYTH MIPEOJOJICHHUS TaKUX MPEMATCTBUIA.

Kniouesvie cnosa: cuctema oOpalieHHH, TeIyry, OCHraJbCKUil S3BIK,
TEPMHUHBI POJICTBA, IIEPEBOAUECKHE OTEPU

Cornacuo Koucrtutyuuu Waauu, B WHauu wumerorcs 22
rOCyJIapCTBCHHBIX sI3bIKA INTATOB W JiBa OQHUIMAIBHBIX S3bIKA —
AHTJIMACKUI U XWHIN, Ha KOTOPBIX MHUIIETCS U U3AaeTCs TuTeparypa. B
MOCJIETHEE BpEeMsl JIUTEpaTypa C Pa3HbIX MHAUMCKUX S3BIKOB aKTHBHO
MEPEBOAUTCS Ha PYCCKHMM s3bIK. [IOCKOJIBKY HE BCE MEPEBOAYUKHU-
PYCHUCTBI 3HAIOT 3TU UHJAMMCKUE SI3bIKM, OHM MCIOJIb3YIOT aHTJIUUCKUNA
SI3BIK, KaK SI3BIK-TIOCPETHUKIIS TTEPEBOIa HEOOXOAMMON JTHTEPATyPHI.
B cBsa3u ¢ 3TuM, pe3ynbTrare KOCBEHHOI'O MEpPeBOAa MOTYT BO3HUKATh
MEPEBOUECKUE MPOOJIEMBI, CBSI3aHHBIC C KYJbTYPHBIMH, SA3bIKOBBIMU H
BHESI3LIKOBBIMM HIOQHCAMHM SI3bIKAa HMCTOYHHMKA. B MaHHOW CTaThbe MBI
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paccMaTpuBaeM MEepPeBOYECKHE TIOTEPH HA MPUMEPE S3BIKOB TEIYTY U
OCHraJbCKOrO MW TpeajiaraeM Mepbl, KOTOpble MOTYT IOMOYb
TIEPEeBOAYNKAM UX MTPEOI0IICBATE.

B s3p1Kax qpaBUAMMCKON ceMbU M MHAOAPUHCKOM I'pyIIbl, Ha
KOTOPBIX TOBOPAT OOJILIIMHCTBO MHAMWLIEB, TEPMUHBI POJICTBA UMEIOT
Oompmioe 3HayYeHHWe. B ApaBUOMICKHX s3bIKAX STH OTHOILICHHMS
BBIPAXAIOT KYJIBTYpHBIE HIOAHCHI CEMEHHOW >KM3HH HATpUApXabHOTO
obmectBa. Hampumep, «Opat» mepeBOIUTCS Ha TEIYTY OABYMS CIIOBAMH
«wammuduy (mnammuii Opat) wiu «anna» (crapmwmii Opart). Toxe
camoe MPOUCXOIHUT co ciaoBoM cectpa — «celleluy (Mmammas cectpa)
i «akkay (crapmias cecrpa). [1o Tpaauiiyu MMM YWICHAM CEMbU
ClelyeT YyBaXkaThb CTapIIMX. OJTO BECbMa CTPOTUM  00pa3oM
cobmopaercs cpean OpatheB. [lo mpaBunam muaameMy Opaty ciemyer
oOpamaTtecsi K crapmieMy OpaTy Ha «6bl». B cilydae KOCBEHHOTO
nepeBoJia C aHINIMHCKOTO Ha TEIyry MEepeBOAYMK MOXKET HE MOHSThH O
KakoM Oparte peub UAET, TaK KaK B aHTIHICKOM SI3bIKE YIOTPEOISIOTCS
ciaoBa obmiero 3HayeHus, kak «brother» u «sistery» oOblyHO 6€3
COOTHECEHHS K MMOHITHAM — CTapIIAN WM MIIAIIIANA OpaT. AHIIIAHACKOE
«uncley ¥MeeT HECKOJIIbKO SKBHBAJICHTOB B S3BIKE TEIYTY, HAIpHUMeEp,
«chinnAnna» (mmaammii 6par oria), «pexxanAnna» (crapiuii Gpat
otma), «MAMa» wmm «MAmMayya» (6pat marepu, oTer >xkeHsl). [Ipu
MepeBoJie C TENYyry Yepe3 aHIVIMHCKYI0 BEPCHI0O Ha PYCCKHUH S3BIK
BO3MOJKHA MOTEPs] HEKOTOPBIX YTOUHEHHH KYJIBTYPHBIX OCOOCHHOCTEMH
WHOCTPAHHOTO fA3bIKa. Hampumep,

«anni sahAyAlu ceyyagaligina annayya alA ayipOyEdu. annayya mixa
A samayamlO cAlAkOpam vaccinxi aruNak» i — «Tot crapmmii opar,
KOTOPBIX JOJKEH OBUT CHeNaTh BCE, TO YTO HAJ0, CTAN TakuM. ApyHa
OYEHB PaCCEPUIICS Ha CBOETO CTapIlero 6paTa B JaHHBI MOMEHTY;
«ixi xongala rAjyamrA wammudU!» — «3to crpaHa mpaBHUTCS
BOpaMmn»;

«ani adavulu pattipOyEdu» — «Cka3aB 3T0 OH moexai B jecsd» [1, p.
302].

PaccMoTpuM niepeBoji JaHHBIX MPETIOKEHUN Ha aHTJIMUCKUM S3bIK:
«Annaiah, who could help you in every way, has turned out to be like
that. Aruna gets very angry with his brother at this point of time.

“This is a kingdom of thieves, tammudu!” Saying this, he has gone
away to the forests» [2]. B nanHoM BbImIe oTpbIBKE ciioBa «Annaiah u
tammudu» He mepeBeaeHBl, a TepeldaHbl TpaHCKpunuuend. B
pe3yJibTaTe TaKoro IMepeBojia aHTJIMUCKUNA MEePeBOJ MOTYT IMOHMMAaTh
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TOJBKO T€ JIIOAM, KOTOpbIE 3HAIOT s3BIK Tenmyry. Kpome asToro, eciu
MEePeBOJi HAa PYCCKH SI3BIK JIENACTCS C aHTJUICKON BEpcUH, a HE C
S3bIKa TENYTY, TO MOTYT BO3HHMKHYTh HEKOTOpPBHIC CMBICIOBBIC
pazmmums. Ilyrém mpuema «m1o0aBlIeHHS» MOXKHO H30€XKaTh TaKHX
HecoBnaseHuid. Hampumep, BMecTo «Annaiah MoxHO ymnoTpeOisTh
elder brother u Bmecto tammudu moxxHO yHOTpeOasSTH Younger
brother».

Bce metu TpagMmmoHHO 00pamIaloTcs K CBOEMY OTITy Ha «8bl», a
K MaTepu Ha «mbly. AHIIMHACKOE CIOBO «YOU» mepema&rcs ABYMs
CJIOBaMH B TENyTy «NUVVU (TBI) MIrU (BbI)», Takke, Kak U B PYCCKOM
s3pike. Kareropus pona mMeer Oornblioe 3Ha4€HHE B IPABHIMHCKHX,
WHIOAPUICKAX U B PYCCKOM SI3BIKAX, B OTJIUYHE OT AHIJIMKACKOTO
S3bIKa, HAa KOTOPOM TIpaMMaTH4ecKoe BBIpAKEHHE pojJa Ha YpOBHE
HPEUIOKEHHS TepsieTCs. DTO OrpaHHYMBACTCs ¢ MecTouMeHusaMH «he,
she u ity.

UuraTemo TPyAHO OIPENEIUTh POJ IHUCATENS AHIIMHACKOIO
TEKCTa, HANMCAHHOTO B MEPBOM JHIE. ToXe camble 3aTpyTHEHUS
BO3HHUKAIOT Yy YMTATENs TEKCTa TENyTry, Tak Kak mepsoe ymio «!NEnu
(s1)», xak u aHrnuickoe «l» He BbIpaxkaeT mosoBoro oriauyus. OHaKO
BCE TJIAroJIbl TIPOIIENIIEr0O BPEMEHH B PYCCKOM SI3BIKE BBIPAKAIOT
pomoBble  omimums.  [losToMy, TepeBOOUMK  JIOJDKEH  MUMETh
NpeXIEBPEMEHHOE 3HAHHE O CO3JaTelie TaKMX TEKCTOB, 2 TO MOTYT
BO3HHKHYTH HECOOTBETCTBUS IIpH TiepeBojie. [loMUMO 3TOT0, KacTtoBas
CHCTEMa M MepapXHs MEXIy COTPYAHHKAMHU Pa3HBIX PAHTOB MOBJIHUSIET
Ha Pa3roBOp MEXAY TaKUMH JItobMH. OOBIYHO OBIBAET TaK, YTO JIIOAN
BBICIICH KAacThl M BBICIIEIO PaHTa TOBOPST C JIFOJbMH HHU3KOTO paHra
WIM HHU3KOM KacTel Ha mbl. DOJNBIIMHCTBO  JIUTEPATYPHBIX
npousBeieHHd VHIUKM OTpakaroT Takue KyJIbTypHBIE CBOEOOpa3usl.
Hns Toro, 4toObl TOJYYUTH COOTBETCTBHE MEPEBOJUUKY CIEIYyeT
o0OpaTUTh BHHUMAaHHWE HA STH acCIEKTHI, €CJIM OH/OHA HE 3HAeT S3BIK
UCTOYHMKA. Takue pa3nuyHble oOpalleHus: APYT ¢ APYroM OOBIYHBI U
MEXIy MyXeM M jkeHoi. OOBIYHO B CEMBSAX CpEeIHEero Kiacca H
BBICIIMX KaCT MY OOpamiaercsi C )KEHOW Ha «mbl», a KEHA Ha «8bly.
Takoe e NPOMCXOAWUT Jake MEXKIY BIIOOJNICHHBIMH JIpYyr Ha Jpyra
MY)XYMHAMH W JKCHIIMHAMH, NPUHAJISKAIIMM pa3sHbIM paHraM MM
KacTaM:

«occi snAnam cEsi battalu mArcukOndi” anxi venkatalakshmiy;
«nannu intlOki rAniswE EpanainA cEsi ninnu (Te6s) pORiswAnu. A
hAmi nuvvu () nammiwEnE nannu intlOki rAniyyi” ani awanu
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baitaki analExu» — «BxoauTe, mpuMuTe IyII U NepeoaeBaiiTechy, —
ckazana (cBoeMy Myxy) Benkaranakimu. (My»x roBoput xeHe: «Eciu
Thl MYCTUIIL MEHS B J0M, s Oyay 3apaboTaTh Kak-HUOYIb, YTOOBI
KopMuTh Teds. IlycTH MeHS B IOM TOJIBKO €CIM Thl BepHIIb B MOU
CIIOBa», — OH JAyMaJl TaK, HO He cKazai Ha ciyx» [1, p. 303].

B teneps paccMoTpuM, Kak 3TO MEPEBENECHO HA aHTTMUCKUN SA3bIK:
«Come, have a bath and change your clothes,” said Venkatalakshmiy.
«If you let me come into the house, I’'ll do some work and look after
you. Only if you believe my word, let me into the house.” He did not
say this aloud» [2].

AHIIMICKAA TEepeBOJ] BBINOJIHEH NPABWIBHO, HO IOCKOJIBKY
rpaMMaTHuUecKas CTPYKTypa aHIJIMHCKOro fA3bIKa HE pa3iuyaeT
PasHUILYy MEXIY «8bl U /Mbl», YATATENb aHTJIUICKONH BEPCUU HE MOXKET
MOHATh KYyJIBTYPHBIE OCOOCHHOCTHM COOTHOLICHMH MEXIYy MYXEM H
JKEHOW cpenu HocuTened sA3blka Tenyry. OfHaKo Ha PYCCKOM SI3bIKe
TaKoe BITOJIHE BO3MOXKHO. [lelo B TOM, YTO B PYCCKOM SI3BIKE TOXKeE
CYLIECTBYIOT TEPMHUHBI POACTBA, KOTOPBIE BBIPAXKAIOT PasHOOOpPa3HbIE
pOACTBEHHbIE COOTHOIIEHHs. Ilo HEKOTOpBIM HCCIEN0BATENBCKUM
JaHHBIM 3TH TCPMHUHBI CTaJld MCHBIIC YHOTpC6J'I$1TI>C$I I10CJIC
Oxtsa6pbckoii peBomonmu 1917 1. VM3BecTHBI ClEAyIOIINE TEPMHHBI
POICTBa B PYCCKOM SI3BIKE: JKEHHMX, HEBECTa, s, TeTs, OTell, MarTh,
CBIH, JI0Yb, OpaT, cecTpa, CBEKPOBb, TECTh, CHOXA, 35Th, OTYUM, Madyexa,
30JI0BKa U T.II.

PaccmoTpuM crenyromuye aHTIUICKHE SKBHBAJICHTHI HEKOTOPBIX W3
3THUX CJIOB:

Caékop — orely Father-in-law mAmayya
MyX)a

CBekpoBb — MatTh Mother-in-law awwayya
MyXa

Tecthb — oreny xennl | Father-in-law mAmayya
Téma — matb skensl | Mother-in-law awwayya

OTmeTHM, 9YTO B PYCCKOM S3bIKE TEPMHHBI POJCTBA
OTpeNesIAoTCsl 0ojiee YETKO, B OTJIMYME OT TEPMHHOB S3bIKA TENYTY,
I7Ie O/IHO M TOXeE CJIOBO «MAMayya» UCIONb3yeTcsl, KaK U U CBEKpa,
TaK U TECTs, U CJIOBO «aWwayyay AJisi 0003HaYEHHUsI CBEKPOBU U TEILU.
Kpome mnpuBeneHHBIX TEPMHUHOB, AHAIM3UPYIOTCI M TaKWe CIIOBA,
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KOTOpBIE BBIPAXKAIOT HEKOTOPBIE OCOOCHHBIE POJICTBEHHBIC OTHOIICHUS,
NPUCYIIHE B UHIO0APUHACKHUX U IPABUIUICKUX SI3bIKAX, HAIIPUMED,
JeBeph — Opar MyXa — marixi (MHTEPECHO, YTO B SA3BIKE XHHIU
yIOTpeOsieTCs: OYSHb MOX0XKee Ha 3TO CIOBO, KOTOPOE MMEET TOXKE
3HauyeHue xEvar.)
30JI0BKa — cecTpa Myxa — Adapaducu
HIypuH — Opat xeHsl — bDAvamarixi
Iypwd (ycmap.) — CbIH ITypuHa
cBostueHHIIA (ycmap. CBOSIUMHA) — CECTpa KeHbl — maraxalu

B pycckoMm si3blke MMEIOTCSI TaKUe CII0Ba, KOTOPhIe CUUTAIOTCS
yCTapeBIINMH, HATIPUMED,
«Crpsiit (cmpuit, cmpoit, cmpuotiiya) — (yemap.) naas no oty (Opar
0TIIa);
Vii (eyir) — (yemap.) nsins o marepu (6pat MaTepu);
Crpbis (cmpust, cmpwins, cmpoiina) — (yemap.) TéTka mo oty (cectpa
0TIIa)
Byiina — (ycmap.) TéTka o marepu (cectpa MaTepH)
bparannna (OparanHa, OpataHa, chiHOBHIA) — (ycTap.) I0dYb Opara,
TUIEMSTHHHULIA 110 OpaTy;
CectpunHa (cectpuuHa) — (ycTap.) IOYb CECTpHI, IUIEMSHHHUIA IO
cecTpe».
[Ipy comocTaBUTEIILHOM aHAM3¢ TEPMHUHOB POJICTBA, BO3HUKAIOT
CXOJICTBA M PA3IMYMs MEXKIY TEIyTy U PYCCKHM S3bIKaMH, KOTOpPbIC
MOTYT  [OMOYb  MEPEBOJYMKAM  HAXOJHWTh  COOTBETCTBCHHBIC
9KBUBAJCHTBI. bojee TiyOOKOe HCCIEIOBaHHE TaKHUX TEPMHHOB
HOMOXKET YJIYYIIHTh KAuecTBO MEPEBOJA, MOCKOJBbKY JICKCHUYECKH U
rpaMMaTH4YecKl CTPYKTypa PYCCKOTO $3bIKa COOTBETCTBYET CO
CTPYKTYpOH HHIOApPUMCKUX W  JpaBUAMICKUX  s3bIKOB. Huxke
AQHAIM3UPYIOTCSl HEKOTOPHIC WCKAKEHUS, BO3HHKIIME B pe3yJbTaTe
KOCBEHHOTO TMEPEBOJia Ha PYCCKHUH s3bIK ¢ OSHraJIbCKOTO fA3bIKa uepes
aHIJIMHACKUIT  mepeBoA. Mbl  TpeACTaBiIsseM TEpPeBOA  CyOTHTPOB
JKpaHu3alu poMana Pabunapanara Taropa «KaOynuanay:

IlepeBon [TepeBon 3ameuanus
¢ OEHTaIbCKOTO C aHTIIMICKOTO
sI3bIKA Ha PYCCKHI
Ha aHTJIMHCKUI
"Amina, my "AmuHa, getka!l AmuHa — uMsa
child! Kak TbI 371€Ch TJIAaBHOW TepOMHU
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How come you've | oka3zamach ogHa?" pomaHa

come here

alone?"

"My darling JleTka, THI BEIb TOBOPSIIHI
child, you have TOJIBKO YTO obparraercs K
just MONPABUJIACH IIOCIIE | MaJOJIETHEN

recovered from an
illness"

0OoJ1e3HN

JIEBOYKE THAJIOT
CTPOUTCS Ha
«moly

The Apothecary | Bpau ckazan tebe He | OtcyTcTBUC

has told you UTpaTh Ha COJIHIIE JTAHHOTO CJIOBA B
not to play in the CITOBapSIX

sun

Where have you | I'ze BbI Obutn? I[MpomyiieHa
been? omrnbka

| went to Baba.
—Your father is
spoiling you

Sl xonuina x baoe.
-TBoii orer TeOs
dairyer

[To-0eHranbcku
Bbaba o3naugaunt
«OTel, Tama.

You promised to
pay back in 15
days.

Tl obeman BepHyThH
yepes 2 Heelu.

Oo6parieHue
MEXIy OpaThsiMu
B SI3BIKE TEYTY
HepIaeTCs TOIBKO
qyepe3 «BbD»

"Look, | don't "3Haelb, 1 He 31ech

lend money OJTAJDKHMBAIO JICHBIH. | BCTpeUYaeTcs

I'm a trader. But A roprogeu. Ho s oOpaineHue Ha

I'll help you" nomory tebe" «TBI», XOTS B
TENYTy U
OEHTaITbCKOM
SI3bIKAaX HE
MIPUHSTO
oOpaiathcs K
HE3HAKOMBIM Ha
«TBIY.

You will help Tsl MOMOXEIb WnnnaHky He

me...? MHE...? oOpainarorcs K

HC3HAKOMBIM
MY)XXYUWHaM Ha
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«TBI»

40 Rupees.
It'll be very kind
of you

40 Pynuii.

OT10 OyIeT OYCHb
MHJIO C TBOEH
CTOPOHBI

3mech Ha Hall
B3I
HEOOXOIUM
TepeBoT —
«IOJDKHO OBITH C
«BaIIem»
CTOPOHBI, BMECTO
CJIOBa C «TBOEH)

CTOPOHBI
I'll pay you as S 3amauy tebe, kKak | 31ech Ha Hall
soon as TOJIBKO HAly B3I

| find a job. paboTy. MECTOMMEHHE

«mebey NOIHKHO
OBITh 3aMEHEHO
Ha «8aM»

Takum o00pazoMm, MOAOOHOTO pona MEPEeBOMUYECKHE MOTEPH
BO3HMKAIOT, KOTJa MEPEeBOAYMK PabOTaeT HE C OPUTMHAJIOM TEKCTa, a
yepe3 S3bIK-MO0CPETHHUK WM C BTOPUYHOTO TEeKCTa nepeBoaa. Kakue ke
Mepbl HE00XOIMMO NPUHSTH IEPEBOJUNKAM B TaKuX yciaoBusax? Pabota
nepeBoJa OTHOCHTCSI K HEOpPraHM30BaHHOMY cekTopy. Kaxmoe
areHTCTBO WJIM areHT nepenaér paboTy mo 3HakoMcTBy. B Mnamn 24
S3bIKa, HA KOTOPBIX HMEETCs XYJOXKECTBEHHAash JHUTeparypa, a
NEPEeBOJYMKOB, 3HAIOIIMX PYCCKUHM S3bIK OYEHb Majio. B ocHOBHOM
NEepeBOJl C UWHAWHCKUX S3BIKOB HAa PYCCKMHA MPOMCXOAMT YEpe3
AHTJIMKCKUI SI3BIK, OCOOCHHO B 00JacTH TIepeBOAa JMTEPaTyPHBIX
npousBeneHuid. [y Toro, 4yroObl M30exarbh OONBIIMX HCKAXECHUH B
TEKCTax MepeBoa, NePeBOAYMKAM CIIEAYET 110 BO3MOXKHOCTU padoTaTh
C aBTOpaMH-TIOATAMH WIIM Ipo3aukamMu. Eciau Takas BO3MOXHOCTH
OTCYTCTBYET, TOTJa HeoOXomumMo paboTaTh ¢ MEepPeBOAYMKAMHU
AHIJIMKACKOTO $I3bIKa WJIM C HOCHUTEISIMH HMHOCTPAHHOTO si3bIKa. B
npeBHeld MHIUM TiepeBOAYMKAM OTHOCHIIUCH C OOJIBIINM YBa)KEHHEM.
Oco0eHHO K TeM IMepeBOMYMKAM TaKuX SII0COB, Kak MaxaOxapara,
Pamasina. Heine LleHTpanbHOe NpaBUTEIBCTBO OTKPHIBAET OOJIBILIHUE
BO3MOXKHOCTH TIEPEBOAYMKAM MyTEM (UHAHCHPOBAHHS IPOCKTOB
pasHbIX ypOBHEH, st TOro, 4roObl TMO3HAKOMHTH BECh MHpP C
MHIMICKON JITepaTypsl, B TOM 4ncie u Poccuto.
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Birinchi Kumar Das, India

Issues of translation from Russian into Assamese: perspectives of
cultural exchange

Abstract. The translation from Russian into Assamese has a century-old
history that started with some fragmentary pieces of Russian texts being
translated into Assamese by eminent scholar Krishna Kanta Handiqui. The
path pioneered by Handiqui was trodden by many Assamese translators who
got fascinated by the creations of Russian authors for their commitment to
social reality besides a sympathetic attitude towards the poor and
downtrodden. One major problem with the Assamese translators of Russian
literature was that apart from Krishna Kanta Handiqui and a few other
translators after him, most of the Assamese translators who translated Russian
texts didn’t have the knowledge of Russian and had to translate from not the
original texts but their English versions, as a result of which a wide gap was
created between the original texts and the Assamese translations. Moreover,
many Assamese translators of Russian novels avoided translating the whole
texts, and gave only the brief summaries of them, which failed to represent the
depth and dimensions of the original novels. Still, the Assamese translators
could well understand the cultural nearness of the common people of Russia
and Assam, and therefore, their translations could widen the scope for cultural
negotiations breaking the frontiers.

Keywords: translation; culture; negotiation; frontier; perspective;
domestication, intercultural space
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bupuran Kymap [ac, Mrous

[TpoGuiemsI epeBoa ¢ pyccKOro sI3bIKa HAa ACCAMCKHI: TTEPCIEKTUBBI
KyJbTypHOTO OOMEHa

Annomayus. IlepeBoj ¢ pYCCKOro fA3bIKa HAa acCaMCKHH HMeeT
MHOT'OBEKOBYIO UCTOPHIO, KOTOpasi Hayajlach C IEPEBOJOB HAa aCCAMCKHH A3BIK
HEKOTOPBIX OTPBIBKOB M3 PYCCKHX TEKCTOB. IIepeBOIYMKOM TaKHMX TEKCTOB
opim Kpumua Kanra XaHawkw, W3BECTHBIM accaMCKUH ydeHBIH. I[lyTs,
NpoJIOKeHHBI ~ XaHAWKW, OBUI  TPOWOSH  MHOTUMH  aCcCaMCKHMU
MEepPEBOAYNKAMHE, KOTOPbIE OBUIM OYapOBaHBI TBOPUYECTBOM PYCCKHX aBTOPOB
32 HMX IPUBEPKEHHOCTH COLPEATU3MY, a TaKXKE COUYBCTBHE K OCIHBIM U
yrHeteHHbIM. OJIHa M3 OCHOBHBIX IIPOOJIEM IEPEBOAA PYCCKOM JHMTEpaTyphl
3aKIo¥asack B TOM, 4YTO, OOJBIIMHCTBO acCaMCKUX II€PEBOMYUKOB,
MEpeBOIUBIINE PYCCKHE POMAaHBI, 32 OTCYTCBUEM 3HAHUS PYCCKOTO S3BIKA
MEepeBOJMIN TEKCTHl uepe3 aHIMMHACKHE Bepcuu. B  pesympTate 3TOrO
oOpa3oBajcss OOJBLION Pa3pblB MEXAY TEKCTOM OPHIMHAJIa U IEepPEeBOAAMH.
Tem wHe MCHCEC, acCCaMCKUC€ TICPEBOAYUKU MOIJIM XOpOIIO TIMOHUMATh
KyJIbTYpHYIO OJIM30CTB IIPOCTHIX Jifozeit Poccuu 1 Accama, 1, cieoBaTessHo,
MX TEpPEeBOABl MOMIM PACIIMPUTh pPaMKH KyJIbTYpHBIX IIEPETOBOPOB,
IpeozoseBast TPaHULIbL.

Kniouegvie cnosa: TmiepeBOd; KyJbTypa; IIEPErOBOPHI; T'PaHUIA;
MEPCIIEKTHBA; IPUPYICHUE, MEXKKYJIBTYPHOE IIPOCTPAHCTBO

Introduction

Translations of Russian literature into Assamese, which range
over almost a century, have had an overwhelming presence in the
history of Assamese literature. In the very early part of the twentieth
century, an interest in Russia, its literature and language could be seen
growing among the Assamese intelligentsia for various reasons, which
picked up its pace in the aftermath of the October Revolution in 1917
that cultivated in the minds of the Assamese intelligentsia a kind of
curiosity about the newly emerged Soviet State resulted from the
socialist revolution. The Assamese authors started writing about Russia
as well as its literature in the Assamese periodicals of that time, and
some of them took to translating famous works of Russian literature
into Assamese. The great authors of Russian literature so appealed to
the minds of the Assamese authors that they regarded it to be their duty
to introduce the Assamese readers to the great literary works in Russian
through translation and this trend they started is continuing till today.
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In the present paper, we aim at examining various issues
pertaining to the Assamese translation of Russian literary works,
particularly the challenges that the translators have faced and
overcome. Another point that we would like to examine is what
principles and perspectives have guided the Assamese translators while
translating the Russian texts into Assamese. We will also like to
examine if the translation of Russian literature into Assamese leaves
any scope for cultural negotiations.

Historical background

As already mentioned, translation of Russian literary texts into
Assamese dates back to the nineteen twenties, nevertheless the first
translation works were only fragmentary, not covering any complete
text. The first ever Assamese translations of Russian literary works, of
course in fragments, were found in some Assamese articles written by
eminent scholar Krishna Kanta Handiqui. In 1920, when he was just a
student in Oxford University, Krishna Kanta Handiqui wrote an
Assamese article titled ‘Anubador Katha’ (discussions on translation) in
the Assamese magazine ‘Chetana’, where he elaborately discussed, in
the context of translation, various aspects of Russian literature. Then, in
1926, he wrote in another Assamese magazine ‘Banhi’ another article
titled ‘Europiya Bhasha Aru Sahitya’ (European languages and
literature), which included his translation of a stanza from one poem
written by Pushkin, besides a few Vyesnankis or spring songs of Russia
translated into Assamese by him. In the same year Handiqui wrote
another article ‘Russ Abhinay’ (Russian acting), where he dealt with
Chekhov’s play ‘Vishnyovyi Sad’; in this article Handiqui also
included his Assamese translation of a few dialogues from this play as
well as a stanza from a Russian poem at the end. Then, Krishna Kanta
Handiqui also translated into Assamese some paragraphs from the
writings of famous Russian authors Turgenev, Tolstoy, Pushkin and
Aksakof, which got published in the form of a single write-up under the
title ‘Gadyachitra’ (pictures in prose) in 1929. Some lines from a poem
of Belmont, translated into Assamese by Handiqui, also got a place in
his notes added to his translation of a writing of Socrates on the nature
of poets.

Though the translations of Russian literary works into Assamese
done by Krishna Kanta Handiqui as mentioned above were only
fragmentary, they had a significant role to inspire the other Assamese
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authors to translate Russian literature into Assamese. They opened up,
though in a limited way, a negotiation between the two cultures in
question. This negotiating efforts of Handiqui didn’t have to wait long
for follow-up, as in 1929, treading the path having already been trodden
by Handiqui, noted Assamese poet Jatindranath Duwarah wrote in the
Assamese magazine ‘Banhi’ a series of poems in prose under the title
‘Katha Kabita’ (prose poems), which, being an Assamese adaptation of
Ivan Turgenev’s collection of prose poems titled ‘Senilia’, can be
rightly termed as the first fully fledged Assamese translation of Russian
literature. ‘Katha Kabita’ got published in the form of a book in 1931,
to prompt more Assamese authors to seek inspiration from Russian
literature and thus, leave an indelible mark in the history of Assamese
literature by dint of its sheer poetic beauty as well as historical
significance.

The decade of nineteen thirties witnessed laying of strong
foundation of the trend of translating Russian literary works into
Assamese with two very powerful Russian authors getting translated.
Maxim Gorky’s epoch-making novel ‘Mother’ was translated into
Assamese by Dayananda Barua and published in the Assamese
magazine ‘Awahan’ serially, starting in 1938 [1]. Then in the next year
Surendra Mohan Das released his book ‘Tolstoyor Sadhu’ (tales of
Tolstoy), which was a compilation of some famous stories of Tolstoy
which Das had translated into Assamese [2]. These acts of introducing
the two influential Russian authors to the Assamese readers through
translation can be termed as a milestone in the history of Assamese
translation literature, the impact of which could be seen in the entirety
of Assamese literature.

Some contemporary Assamese magazines such as ‘Banhi’,
‘Awahan’, ‘Ramdhenu’ etc. played a pivotal role in the growth of
translation of Russian literature into Assamese. These periodicals
encouraged the Assamese translators to translate the great literary
works in Russian into Assamese and provided a solid platform for them
to come to light.

The Assamese translations of Tolstoy’s stories and Gorky’s
‘Mother’, that founded a strong footing for Assamese translation of
Russian literature, were followed by many more of this kind in
Assamese in the decades to follow, with some more Russian authors,
who had created their own cults in Russian literature, getting translated
into Assamese. Apart from Tolstoy and Gorky, some other Russian
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authors to reckon with, who made their mighty presence felt in
Assamese literature by means of translation, were Dostoevsky, Mikhail
Sholokhov, Alexander Pushkin, Vladimir Mayakovsky, Nikolai
Ostrovsky, Boris Pasternak, Nikolai Gogol, Anton Chekhov etc. In the
nineteen sixties, the Soviet Consulate in Kolkata started publishing an
Assamese version of the magazine ‘Soviet Land’, and this contributed a
great deal towards translation of Russian literature into Assamese as
well as popularization of Russian literature among the common
Assamese people. The works of the above-,mentioned and other
Russian authors translated into Assamese in various decades of the
twentieth century and the first two decades of the twenty first century
have opened up ample scope for the study of Russian literature in
Assamese.

The issues and challenges

A keen look into the Assamese translations of the Russian
literary texts that have emerged from the very beginning till date will
introduce us to certain issues that come up to attract our critical eyes.
The first thing that deserves our attention is the matter of perspectives
of the translators who have translated Russian literary works into
Assamese. To understand the issue of perspectives, we have to examine
the presence (as well as the absence for that matter) of the ideology
behind the translations of Russian literature done by the Assamese
translators. Most of the Russian authors whose works have been
translated into Assamese are well known for depicting the social reality
with a keen sense of humanism and strong sympathy with the common
and downtrodden people. All these authors, from Tolstoy to Pasternak,
whether they belonged to the socialist fold or not, were aware of the
roles they could play in fighting the social evils and rebuilding the
society for the benefit of the common people. It was these things that
attracted the Assamese intelligentsia towards Russian literature, and
inspired the Assamese translators to translate them into Assamese so
that the Assamese common readers could find an inspiration from them.
It is on the basis of this that we can analyze the basic issues, which
cropped up before the Assamese translators while translating the
Russian literary works into Assamese.

In this context, it’s important to note that most of the Assamese
translations of Russian literary works have been done not from the
original Russian texts but from their English translations, as a result of
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which most of the Assamese translations were ‘translations of
translations’ only. Krishna Kanta Handiqui, being a polyglot, knew
Russian quite well and therefore, whatever he translated, he did it from
the original Russian texts. It is worth mentioning in this connection that
he even translated from the original Greek a piece of writing of
Socrates, as Handiqui was quite proficient in that language too. After
Krishna Kanta Handiqui, there didn’t emerge any Assamese translator
before Kanak Mahanta to translate from original Russian. Mahanta, of
course, translated Chekhov’s ‘Vishnyovyi Sad’ from original Russian
in 1959, which was followed by his translation of some stories of
Chekhov, Kuprin, Pushkin and Pautovsky that were compiled in a book
‘Czaror Deshor Galpa’ (Stories of the land of the Czar), and published
in 1961. Mahanta was, of course, followed by only a few Assamese
translators with the knowledge of Russian. It was because most of the
Assamese translators didn’t know Russian that they had to depend
solely on the English translations of the Russian texts to translate them
into Assamese.

As most of the Assamese translations of Russian literary works
didn’t come directly from the original Russian texts, naturally a
significant gap was created between the original work and its Assamese
translation. A gap is not quite unnatural between an original text and its
translated version, but in case of most of the Assamese translations of
the Russian literary works the gap was wider than normal because even
the English translations of the Russian texts had sometimes failed to
grasp the linguistic uniqueness of the Russian language as well as the
socio-cultural elements that the original texts bore quite properly.
Sometimes it is even seen that in different versions of the English
translation of various Russian texts, the translators differed from each
other in their interpretation of the texts or parts of them. Therefore, it
often became difficult for the Assamese translators to remain true to the
original Russian texts in spite of their sincere efforts. In this respect, we
can cite the example of Nikolai Gogol’s play ‘Revizor’ (‘The
Government Inspector’ in its English translation), which was translated
into Assamese by Dulal Roy from its English translation. No doubt, it
was a successful adaptation of the play for the Assamese stage, but as
certain typically Russian elements in the original Gogol play had been
missing in its English translation, those elements couldn’t be
incorporated in Roy’s version, and hence, a significant cultural distance
was created between the original text and the Assamese version. Here,
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the translator preferred to adhere to the method of ‘domestication’ of
culture in the process of his translation.

Another notable thing that is observed in case particularly of
the Assamese translations of the Russian novels is that most of such
translations were only abridged versions of the original texts, as a result
of which the translated versions often failed to catch the depth of the
subject and the broadness of the canvass that the original texts had
borne. For example, the four-volume novel of Mikhail Sholokhov,
‘Tikhi Don’ (translated into English as ‘And Quiet Flows the Don’) was
translated into Assamese by Ratna Ojah, from its English translation, in
a brief single-volume version as ‘Aru Boy Don’[3]. Obviously it was
not possible for Ojah to recreate the dynamism and epic grandeur of the
original novel in such a brief translation of his, and he could only give a
very simple summary of the story. This happened in case of most other
novels that got translated from Russian into English, including
Tolstoy’s ‘Voyna i mir’ (‘War and Peace’) and Dostoevsky’s
‘Prestupleniye i nakazaniye’ (‘Crime and Punishment’), as a result of
which the translators had to compromise with the epic dimension of the
original novels.

Cultural significance

In spite of the issues that cropped up in Assamese translation of
Russian texts as mentioned above, we can’t just rule out the
significance of these translation works done by the Assamese
translators. Rather, these translations could create a strong intercultural
communication between two cultures that are far away from each other
both socially and geographically.

A serious scrutiny of the Assamese translations of the Russian
texts on the basis of the above observations says that the Assamese
translators avoided the linguistic perspectives in matters of translations;
for them it was not important to translate the texts word by word.
Instead of focusing solely on translating one language to another, they
rather adopted the cultural and ideological perspectives. Their main
emphasis was to remain faithful to the content as well as the basic
ideology inherent in the content, besides holding true to the cultural
aspects at the same time. They basically felt that their job was not
simply to transform a text written in one language to another text in a
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different language; it was also important to connect one culture to
another culture through this process of transformation.

It was Krishna Kanta Handiqui again, who tried to establish,
though thinly, an intercultural space between the Russian and the
Assamese cultures. In his article ‘Europor Bhasha Aru Sahitya’, he
made a comparison between the Khorovod dance of Russia and the
Bihu dance of Assam — two folk dance forms in the two different
regions. He also pointed out similarities between some Assamese folk
songs with some Russian rural songs. While translating the Vyesnankis,
he gave them a local colour, adding the perspective of domestication in
his translation. With all these he could establish how close the rural life
in Russia to that in Assam in spite of their geographical and socio-
historical distances.

The intercultural space between the common rural folks in
Russia and Assam that Krishna Kanta Handiqui evinced found a more
solid expression in some translation works that followed. The
Assamese translators who were attracted towards Russian literature,
apart from other sections of the Assamese intelligentsia, were curious
about the depiction of the social reality of the common Russian people
in Russian literature of the nineteenth and the twentieth century, and
they felt at one with those people because they found that the basic
aspects of the lives of the ordinary people in both Russia and Assam
were not far from each other. This can be well understood from what
Dr. Surya Kumar Bhuyan, an eminent Assamese scholar, had to say
about the literary works of Tolstoy in the preface that he wrote for
Surendra Mohan Das’s ‘Tolstoyor Sadhu’. Dr. Bhuyan opined that the
stories of Tolstoy would remind us of our own poor, oppressed people.
He believed that the depiction of sufferings and poverty in Tolstoy’s
stories would draw the attention of people towards the poor folks in
Assam. He almost appealed to the Assamese story writers to get
inspired by Tolstoy’s stories to depict various conditions and problems
of the Assamese peasants and poor people in their stories too [2].

Fascinated by Tolstoy’s humanistic approach, Dr. Bhuyan
could well observe the bond between the Russian peasants and the
Assamese peasants so far as the socio-cultural backdrop in their living
is concerned. This attitude found a reflection in Surendra Mohan Das’s
translation itself, in which he almost tried to domesticate Tolstoy.

The later Assamese translators also followed suit, because for
them also the linguistic perspective of translation was not important;
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while translating Tolstoy, Gorky, Gogol or Chekhov (or any other
Russian author for that matter), their main concern remained how they
could connect with the Assamese mind the basic ideological and
philosophical approaches these writers adopted. From what Ratha Ojah
wrote in the preface of his ‘Aru Boy Don’, an abridged translation of
Sholokhov’s ‘Tikhi Don’, we can assume that he was greatly attracted
towards Sholokhov’s humanistic and pro-poor approach, and therefore,
what he wanted to give the Assamese readers was not the Sholokhov
novel in its completeness, but the inherent ideology in the novel, which
would be socio-culturally significant to the Assamese readers.

Conclusion

From the above observations, we may now come to the
conclusion that the Assamese translations of the great works of Russian
literature have opened an ample scope for a far reaching cultural
exchange between two peoples. If culture is understood as the way of
life that the common people undertake, then the Assamese translations
of the Russian texts are pure reflections of the fact that it is the culture
that binds the poor common people in Russia with those in Assam. The
translations from Russian to Assamese, in this way, have opened up a
process of negotiating cultures and transcending frontiers.
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TpaucdopMaIiust XyI0KeCTBEHHEIX 00pa30B CpeICTBAMU
kuHeMaTorpada

Annomayus. CtaThsi TIOCBSIIEHA TpaHC(HOPMAINU XYHOKECTBEHHBIX
obpazoB moBectm @.M. J[locroeBckoro «bempie HOUm» (1848 T1.) s3bIKOM
SKpaHHBIX 00Pa30B M aJalTalli¥ CIOKETHO-KOMIIO3HIIMOHHYIO CTPYKTYpPY HpH
OKpaHU3aIUu. Mu1 ImoaJHUMAcM JIBa BOIIPOCa: KakK XyIIO)KeCTBeHHHﬁ TCKCT
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TpaHCHOPMUPYETCSI B COOTBETCTBHH CO CITENU(UKON IKPAHHOTO BOCTIPUATHUS U
COXpaHSICT JIU XYI0KECTBCHHBIH TEKCT TOT K€ CTaTyC MOCJe TOro, KaK OH OBLI
cuaT Ha mieHky? IlpousBenenue «besnble HOUM», HAMCAHHOE ABTOPOM B
JKaQHPE CEHTHMCHTAJIM3MA, B HMHIMICKOM KHHEMaTorpade H3MEHSET CBOIO
CTPYKTYPY, CTAHOBSICh MIO3UKJIOM M MEJIOJIPaMOH.

Knioueswie cnosa: xuunu, ®.M.JlocTOCBCKHIA, XYI0KECTBSHHBIH 00pa3,
KrHeMmarorpad, azanTanus 3KpaHHBIX 00pa30B

Indira A. Gazieva, Russia

Transformation of artistic images by the screen version

Abstracts. The paper deals with the transformation of artistic images of
Fyodor Dostoevsky's story "White Nights” (1848) in the screen version. We
also analyze the adaptation of the plot-compositional structure in the Hindi
films. Two questions can be raised: how the literary text is being transformed
in accordance with the specifics of screen perception and does a literary text
retain the same status once it was become filmed? This story written in the
genre of sentimentalism changes its structure in Indian cinema, becoming a
musical melodrama.

Keywords: Hindi, F.M. Dostoevsky, artistic image, cinematography,
adaptation of screen images

Beeoenue

Kak wu3BecTHO, XyHoxecTBeHHble 00pa3sl moBectd D.M.
Hocroesckoro «benbie Houn» (1848) OblIM TpaHcHOPMUPOBAHKI B €T0O
HECKOJIBKMX JKpaHM3alliii Ha XWHIM, TAMWIBCKOM U MajasiiaM:
00pa3bl-XxapakTepbl TJIABHBIX TEPOEB COXPAHSIOTCS, HO BBOJATCS W
HOBBIE TNEPCOHAKH, U3MEHAIOTCS U 00pa3bl-neTanu nosecTH. OOHAaKo,
JKPaHU3UPYS XYyIOKECTBEHHOE MpPOM3BEICHHE, PEXHUCCEPhl, Kak
MPaBUIIO, CTAPAIOTCS TIepeiaTh CoIepKaHie W AMOIUIO JIUTEPATYPHOTO
NPOU3BENEHHS U MOTHITHIE aBTOPOM HPABCTBEHHBIE MJIM COLIMAJbHBIC
npobiemsl. Cornmacumcsi ¢ MHenneM H.A. JlyHpkoBOii 0 TOM, 4TO
«OcHOBHOE 3Ha4YEHHE JTFOOO0TO TEKCTa MACCOBOH KOMMYHHKAIUH (B TOM
YUCIe W KWUHOTEKCTa) — CHAeNlaTh OOMIEAOCTYIHBIM KITFOUYEBBIC
coJepyKaTesibHble MOMEHTBI MPOUCXOISIINX COOBITHI, BKIIIOYAst U Te,
YTO JIe)KaT B OCHOBE JIUTEPATYpHBIX MPOU3BEACHHUNA. ODKpaHU3aIMs
TpeOyeT CO3JlaHHus BTOPUYHOTO TEKCTa — CIIEHApUSs, JJISI BOILIONICHUS
KOTOPOT0 HEOOXOAMMO 3HaHHE OpUTHHAA U KOHTeKcTay [1, ¢. 311].
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B nmanHOl cTaThe MBI CTaBUM LIE€JIbIO IIPOAHAIU3UPOBATH
TpaHChOpPMALIMIO  XYIOKECTBEHHBIX  00pa3oB  mosectn  O.M.
HocroeBckoro «benbie HOUM» S3BIKOM SKPAaHHBIX 00pPa30B U CIOKETHO-
KOMIIO3UIIMOHHYIO ~ CTPYKTYpy  OpHIHMHAama TEeKCTa TIIpH  €ro
9KpaHu3zauu. B cBM3m ¢ 3TUM  QopMHUpyIOTCA 3aJaud:  Kak
XYHAO0KECTBEHHBIH TEKCT TPaHCPOPMUPYETCS B COOTBETCTBHU CO
cnemdukod  HKpPAaHHOTO  BOCHPUATHS M COXpaHSAeT  JH
XY/IO’)KECTBEHHBIH TEKCT TOT )K€ CTAaTyC IOCIe TOTO, KaK OH OBLI CHAT
Ha TUICHKY?

Cornmacio  UrnatoBy «bmm3octh KHHUTH W (QuibMa
orpeaeNseTcs He MIMEHaMH TepOeB M MECTOM IEHCTBUS. DKpaHU3aLUH
HEPEAKO  COMPOBOXAAIOTCS ~ M3MEHEHHEM  HCTOPUYECKOTO0 |
HAIIMOHAJBHOTO  KOJIOPHUTA JIUTEPATypHOrO MepBOMCTOYHHMKA. K
npumepy, B ¢uibme Jlykman Buckontn «bembie HOum» (1957),
SKpaHu3anuu ogHouMeHHoON mnoecTH D.M. JlocToeBckoro, coOBITHS
pa3BopaunBalOTcs Ha yhnuuax JluBopHo cepeamnbl XX B. B 1o xe
BpeMsl OyKBaJIbHOE IIEPEHECCHHE CIIOB pPOMaHa Ha JSKpaH MOXKET
MIPUBECTH K COBEPIIEHHO HEOKUaHHBIM pe3yabTaTaM |2, c. 58].

Mpsl ucnonb3yeMm KiaccH(DUKAIMIO XyJOXKECTBEHHBIX 00pa3oB
corimacHo knaccudukarmm A.Ml HukomaeBa, pacmpenensromeil 5TH
o0pa3pl Ha OCHOBaHWUHM CTENEHM CJIOKHOCTH 3Haka. Hwukoiaes
OTMEYaeT, YTO «XYJOXKECTBEHHBI 00pa3 4acTo TPAKTYIOT KaK OCOOBIi
3HaK, TOT/Ia MOJKHO TOBOPUTH O TOM, YTO OJHH 0Opa3bl HEIOCPEICTBEHHO
COBIIAIAIOT CO CJIOBECHBIMH 3HAKAMH WJIM UX MPOCTEHIIIMMU COUECTaHHSIMH,
JIpyrue MOCTPOSHBI M3 MHOXKECTBA «QJIEMEHTAPHBIX)» 3HAKOB (B JUTEPAType
—u3 cnoB). [Toaromy knaccudukarus OyaeT BBIIISACTh TAKUM 00pa3oM:

1) onemeHTapHbBIi  ypOBeHb  (ClIOBeCHass — OOpa3HOCTB):  37€Ch
paccMaTpuBalOTCs pa3fMYHbIE BUJIIBl HApalleHHs 3HAYCHUS 3HAYCHHH,
CTHJINCTHYECKHE (PHUTYPBI, TPOTIBL;

2) obpa3sbl-feTanu, CTPOSIINECS U3  CIIOBECHBIX 00pa3oB. K mpumepy —
«IUTIOIIKMHCKAsT Ky4a Kak oOpas-zieTanb Xapaktepusyer [Lmromkuna
OTYETJIMBEE, YeM OT/EINIbHBIE CJIOBECHBIE 00Pa3bl»;

3) neli3ax, HaTFOPMOPT, HHTEPbEP;

4) 00pa3 4enoBeKa, T. €. MEePCOHAX WIIH JINTePATyPHbIN Tepoii;

5) ypoBenb ob6pasnbix runepcucreM. K npumepy — o6paszel MoCkBH B
XyAoxecTBeHHOM Mupe lLlBeraeBoii, oOpa3 Poccum B TBOpuecTBe
broka, ITetepoypr Joctoesckoro u ap. [3].

Ocnosnas wacmo
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IToBects JlocTOEBCKOTO OBLTA DKpaHW3MPOBAHA WHIAMHUCKUM
KuHemarorpadoM mATh pas. [Ipocnennm XpoOHONOTHYECKH, Kak ObuIN
aJanTHPOBaHbl TEPOM JIUTEPATypPHOTO TPOW3BEICHHUS CPEICTBAMHU
kuHO. B 1960 1. pexxuccep Manmoxan Jlecan CHsIJI Ha OCHOBE TTOBECTH
yepHO-Oenplii (MIbM Ha sA3bIKe XWHAW moa HassanueM «Chhaliay
(«Obmany). ®uIbM MO XKaHPY MPEICTABISUT cO00H MHAMNHCKYIO IpaMy.
CroxeT QmibMa XOTh M OCHOBaH Ha MOBECTH Jl0CTOEBCKOTO, HO OBLI
COCpeoTOYeH Ha mpobjieMe TpomaBIIUX 0Oe3 BECTH JoAeH, O
pa3ly4yeHHBIX KEH, MyXel U AeTell mocne pasnena bpuranckoi Muauun
Ha J1Ba rocynapctea — pecryonuky Uuamst n Mcnamckyro Pecrrybmuky
ITakucran (1947 r.). llpu pasmene TpaHWIBI MHOTHEC WHIWWCKUE H
MYCYJIbMaHCKHE CEMbU OKa3aJUCh 3alepThIMH 0 Pa3Hyl0 CTOPOHY
rpanun,. I'epodi mom wumeHem Uxamus pa300MHUK BOCCOCIUHSCT
WHIYCCKYIO CEMBIO, OKQ3aBIIYIOCS 110 Pa3HbIE CTOPOHBI TPAHUI] — JKEHa
c pebenkoMm octamuck B Ilakuctane, a Myx okazaincsi B Humum.
Paz0oitHuk Yxalius BOCCOCOUHSET CEMbIO, HO OTell peOCHKa
OTKa3bIBAJICS €ro IMPH3HABaTh, IMMOCKOIBKY €ro IMOJPOCIIHHA 32 BpPeMs
HaXOXJIeHUs Ha TeppuTopnu llakucraHa CbIH WACHTUDUITPOBAT CeOS
Kak MycylibMaHHH. Ero MaTh criaciia CBOIO H3Hb U CBOETO PeOCHKA OT
penuruo3Horo  QaHath3Ma, W3MEHHB HHIYHCTCKAE WMEHa Ha
MycynbMaHckne. KoHIOBKa (niibMa 3HAMEHYET CUACTIIMBBIN KOHEI U
MPOMCXOANT  HAaKaHyHE  WHAYUCTCKOoro  mpasgHuka  [lyccepa,
MIOCBSIIIIEHHOT'O TOPXKECTBY J00pa Haj 31oM. KaHBa moBecTBOBaHUS B
¢uIbMe OCHOBaHA Ha OCBEUICHWH PEIMTHO3HBIX YYyBCTBaX IIOJEH,
BHE3aTHO OKAa3aBIIMXCSl Tepe]] UCTOPUYECKUM (PAKTOM: IKECTOKHE
CTOJIKHOBEHHSI MEXAYy HHIYyCaMH M MyCyYJIbMaHaM{ Ha PEJIUTHO3HOMN
MOoYBe, OTPOMHBIE TIOTOKM OekeHneB. Ha pycckoMm s3bike (HIIBM
BEHIIIIE B MPOKAT TMOJ[ Ha3zBaHMEM «MOIIEHHUK» W OBLI TpPEICTaBICH
KaK MIO3UKJI ¥ MeJIojpama.

B 2003 r. unauniickuii pexxuccep TaMUIbCKOTO IPOUCXOKICHUS
C.II. [xanaHaTxaH CHSUI POMAaHTUYECKUH (GHIBM Ha TaMHIBCKOM
si3pike 1o HazBanueM «lyarkai» («IIpupomar) Crenapuii Obl CO31aH
Ha OCHOBE IepeBoja MOBeCTH [|0CTOEBCKOTO ¢ aHTIMICKOTO S3bIKa Ha
TaMHJIbCKUH. DuiIbM NOBECTBYET O POMAaHTHUYECKOH MCTOpHH JIIOOBH,
KOTOpasi NPOUCXOIUT Ha (poHE 3aTepsSHHOTO KOpadisi B IMOPTOBOM
ropojie PamemBapaM Ha 1ore WHIAUMKWCKOro Iitara TamMwiHaxy u
BpallaeTcsi BOKPYI IEBYIIKH W ABYX MYXKYMH, KOTOpBIE €€ JIIOOST.
I'maBHbIN repoil ¢pmibMa Mopsk Mapyaxy. OH mumaBaeT Ha pa3HBIX
KOpaOJIsIX U CIIyCTSI HECKOJBKO JIET pemaeT BepHyThcs Aomoil. Korma
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ero Kopalyib JOCTHUTAaeT HEeOONBIIOTO TMopra PamemBapaM, KoMaHIa
pemaeT ocTaHOBUThCS Ha 90 mHEH 1y peMOHTa M OTAbIxa. Mapyaxy
BCTpe4aeT AEBYIIKY no uMeHu Hencu, npomasmuiy ¢(pykTros W,
BIIOOMBIINCh B HEE, PEIIaeT HaBCEra OCTaTbCs B ITOM TOPOAKE.
Opnako Hencu Bce eme moOuUT MyKyHAaHa, KamuTaHa OIHOTO
KOpabs, KOTOPBIH OBl MPHUIIBAPTOBAH B TOM FOPOJKE TPH roja Hazas.
Mexay MOJOABIMM BO3HHKJIO B3aMMHOE 4YYyBCTBO, HO MyKyHIaH
JOJDKeH ObLT OTIUIBITH B Apyryro crpaHy. llponuto yxe Tpu roga u
Hbauen Bce emie He TepseT HaneXIbl YBUAETH CBOETO BO3MIOOIEHHOTO.
Mopsik Mapyny OTKpBLI I€BYLIKE CBOHM 1yBCTBAa, HO Ta OOBSIBUJIA EMY O
TOM, 4TO BUIWT B HEM ToJbKO Apyra. Ilepen PoxnectBoM, xopabib
Mapynxy coOupaetcsi OTIUTBITE B AQPUKY, U FOHOIIA JIENIaeT ACBYIIKE
npeanoxenue. [locne gonrux pazaymuit Hencu cornamaercs chirpatb
cBagpOy B Houb Ha CouenpHuk. Ho ee BosmoOmeHHBIE MyKyHOaH
BO3BpallaeTcst K Heil. Mapyny nokugaer MHOW0 Ha cBoeM Kopalie,
WIlla HOBBIX IyTeulecTBUH W oOelias HUKOTAAa HE BO3BpallaTbcs Ha
POIHYIO 3eMJIIO.

B 2006 r. wunpwmiickuii pexwuccep IluBam Haump cHsn
pOMaHTHYEeCKUH (QUIBM Ha s3bIKE XWHAW TOJ HazBaHWeM «Ahista
Ahistay («lllar 3a mrarom»). JlefictBue ¢unpma mpoucxoaut B Jemnw,
r7€ TIaBHBIA Tepoil (mIbMa MOJIOJON YENOBeK MO0 MMEHH AHKYII
3apabaTeiBaeT cebe Ha JKM3Hb TE€M, YTO BBICTYNAeT CBHJIETENIEM IIpH
perucrpauuu OpakoB B 3arce. B ouH IeHb OH BCTpedaeT BO3Je 3arca
JEBYIIKY 110 UMeHH Merxa. OH 3HAKOMHUTCS C HEW W Y3HAeT, 4TO OHa
cOexaa U3 PoJHOro Topoja paau BO3MOOJICHHOTO0. B TOT JieHb y Hee
JIOJDKHA OblLIa COCTOSITBCSL C HUM CBaJIb0a, OJTHAKO KEHUX HE TOSBHUIICS.
AHKyII TTOMOTaeT JEBYIIKE YCTPOWTCS Ha paboTy B MecTHBIH oM
npecTapensix. Mexay MOJIOIBIMU JIFOABMU CKJIQABIBAIOTCS OTHOIICHHUSI.
Uepe3 kakoe-TO BpeMs >KEHHX JEBYIIKH BCE-TaKM HAaXOJWUT €€ |
pacckasbIBaeT €l 0 TOM, YTO B JIeHb IUTaHUPYeMO# cBaab0bl B [lenu, o
CTaJl )KEPTBOM IJIaHa TEPPOPUCTOB 110 B3PBIBY M0€37a, HO €My yJalloCh
cOexaTh OT HUX. Merxa IMOHMMAET, YTO JEHCTBHS BO3IIOOJIEHHOIO HE
OBUTH TIpEeTHAMEPEHHBIMUA M COOOIaeT AHKYIIY, 9TO BCE €IIe JIFOOUT
JKeHHMXa. AHKYII HaKOHEIl IIOHUMAET, YTO OH OBLT I AEBYILIKH IPOCTO
JPYroM U CTAaHOBHUTCS CBHIETENIEM Opaka BIIOOJICHHBIX.

B 2007 r. Maanm m3BecTHBIN wHAMICKUNA pesxuccép Canmkai
JInna bxancamn CHSI (UITBM-MIO3HKII «Saawariya»
(«Bo3zmobnenHas»). @OuiabM MOBTOpSET HHTEpHperauuio ¢uibmMa
Jlykunan Buckontu «benbie Houm» 1957 1. Amanranuio mpereprieBaet
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3aroJIOBOK (uiIbMa: Ha XUHAW (DriIbM Has3bIBajJCid B IEPEBOJE Kak
«Boznrobnennas», a B pycckoM nepeBoje Ha kaHane Uugust TB dunbem
BeIleNT Mon HasBanueM «Cepaue asrenay. Mcrtoputo mro0BH
CYACTJIUBOIO HapHs 1o uMeHu Pamx u aeBymkn CakuHbI paccKa3bIBaeT
npoctuTyTKa ['ynabmku, KoTopas 4acTo MOCEIIAeT caMblii POCKOLIHBIN
kiy0 ropoga — RK Bar. Berpeua BiroOneHHBIX MPOUCXOIUT Ha (HOHE
Npa3gHOBAaHUS  MYCYJIbMaHCKOro  mpasgHuka Mn  (mpa3gHuk
npekpaiieHus Mecsna nocra Pamanana). Pampk, nesen B HOUHOM Kity0Oe
BHE3aITHO BCTPEYaeT Ha MOCTY JEBYUIKY, U BHE3allHasl BCTpeda C Hel
3aKI7a B HEM IUIaMsi CTpacTH. B mociemyromye 4eTelpe HOYM HX
MMIIPOBU3HPOBAHHBIM POMaH pa3BopauyuBaeTcsi Ha (OHE CHHE-SIPKOTO
(hoHa HEOONBIIOTO KBapTaia, HAIOMHUHAOIIECTO MaJICHbKYIO BeHeruio ¢
KaHaJIaMH ¥ JIOAKaMH, MOCTaMu U (oHapsmu. B moxumBeie HOUW,
MOJIOZbIE JIFOAM BCTpPEYaIUCh, MHOIO pasroBapusBain. B d¢uiabme
HECKOJBKO pa3 3ByuHT mecHs «CaaBapus» («Barobnennsiii»). M Bce
9TO CIY’)KUT KOHTPACTOM, KOTJ[a MOJIOJION YelNOBeK 0OHAPYKHUBAET, YTO
moTepsu1 ceds B cede camoM... CakiHa TaBHO JIOOUT U JIFOOMMa IPYTHUM
MYXYHHOH 1O uMeHH VMaH, SBIAIOLIMXCS CIEL areHTOM II0X
NPUKPBITHEM.

B 2015 r. unpuiickuil pexuccep Pazm Myxammen w3 mrara
Kepanbr cHsm QumbM Ha s3bIKe ManasiiaM o HasBaHmeM «Velutha
Rathrikal» (benbie Houm). CroxkeT QuIIbMa COCTaBISET KOPOTKas, HO
HanpsyKeHHasl BCTpeya JABYX MOJIOJBIX JIIOJEH B TeUEHHE ISTH HOYeH
Ha (oHe TrycThIXx JecoB Artranmagu B 1urtare Kepama wu  ero
OKpecTHOCTeH. B HOUb y MOCTa BCTpeUaroTCs IBOE: MOJIOJIasl HKEHITMHA
Uemn u3 mIIeMEHW aJuMBacu W XyAOXKHUK Many. B mnocnenyromue
HOYM OHM BEIYT CTPAaCTHBIE Pa3rOBOPBl O CBOCH JKM3HH, JIIOOBH U
Hazexaax. Yemn Oblia 3aMykeM U BOCHHUTHIBajA 104b. OZHAKO MYX
OKazajicsi THPAHOM U, IOCTE pa3Boja, OHA TOCTYHaeT B KOJUIEIK,
BIIOOJISIETCS. B APYTYIO JEBYLIKY, KOTOpas mo3xe Opocaer ee. Yemnu
OHa OTYASHHO KJIET BO3BPAILECHHS CBOEH JIIOOMMOW IEBYIIKH, KOTAA
Many BcTpewaeT ee Ha MOCTy. bompmas 9acte puiabmMa COCTOWT W3
HOYHBIX CIIEH M JIONTHUX Pa3TOBOPOB MEXIYy HUMH, MPUYEM MHOTHE
KJIFOUEBBIE JHMAJIOTH B3STHl M3 HCXOJMHOro TekcTa. Korma XymosKHHK
npu3HaeTcs B J100BH, Yeinm ocTaBisieT ero, MpeanovyuTas KeHIIUHY
MYXYHHE.
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3axnouenue

Bo BBeseHun HaMu Oblila IOCTABJICHA LIENb — IPOAHATU3UPOBATH
TpaHchopMaITHIo XYI0XKECTBEHHBIX o00pa3oB TTOBECTH
®.M.JlocTtoeBckoro «bembie HOum» (1848 T.) S3BIKOM DKpaHHBIX
00pa3oB U CIOKETHO-KOMITO3ULIMOHHYIO CTPYKTYPY OpUTHHAJIA TEKCTa
Opyd ero SKpaHu3alH W 33Ja4d — KaK XYyJOKECTBEHHBIH TEKCT
TpaHcoOpMHpYeTCSi B COOTBETCTBHH CO CIEHU(UKON OSKPaHHOTO
BOCTIPUSITHSL M COXPAHSIET JIN XYAO0XKECTBEHHBI TEKCT TOT K€ CTaTyc
nocjie TOro, Kak OH ObUT CHAT Ha IuieHky? [na pacmpeneneHus
XyIOKECTBEHHBIX 00pa30B Ha OCHOBAaHUM CTENEHH CIOXXHOCTH 3HAKa
Obuita wucrmonb3oBaHa — kinaccudpukanmo AWM.  HwuxomaeBa  mus
COIIOCTAaBUTEIBHOTO aHaKM3a MATH DKpaHW3AlMKd Ha XWHAW TOBECTH
® .M. JlocToeBckoro «benbie HOUM».

1. Dnemenmapnviii yposenv (crosechas oOpazHOCmb): 31eCh
paccMaTpuBalOTCs pa3MYHbIC BUIBl HApalleHHs 3HAYCHUS 3HAYCHHH,
CTUITUCTHYECKHE (DPUTYPBI, TPOIIBI:

1960 r. ¢umem — «Chhalia» («O6man») Ha S3bIKE XHHIM
pexuccepa Maamoxan [lecan. Ha pycckoM si3pike (UIIBM BBIIIEN B
MPOKAT TOJ Ha3BaHWeM «MolleHHUK». DUIBM TpeACTaBIIICT COOO0M
paMmy.

2003 r. ¢umeMm «lyarkai» («IIpupoma») Ha TaMHUIIBCKOM SI3BIKE
pexuccepa C.II. Jxanmanarxan. OuinbM sBIIETCI POMAHTHUECKOU
MeJIopamMoil.

2006 r. ¢unpM Ha s3bIKE XMHIW MO HazBaHWeM «Ahista
Ahistay («lLar 3a marom») pexuccepa [lluam Haup cHsim Ha ocHOBE
CIICHapHs JAPYroro MHIUICKOTO M3BECTHOTO pexxuccepa MmTtraza Ann
POMaHTHUYECKHHA (HDUITHM.

2007 r. ¢uneM Ha xvHAM «Saawariya» («BozmroOneHHas)
pexuccepa Canmxail Jluma bxancanun. @PunbM — MIO3HKI U
pOMaHTHYecKasi MeJoapama.

2015 1. ¢uneM Ha s3pike Manastiam «Velutha Rathrikaly
pexxuccepa Pazu Myxammen.

2. Obpasvi-Oemanu, cmposuwuecst U3 Cl08eCHbXx 00paA308.

1960 r. ¢pmwiem «Chhalia» («OOman»): repouHs MO HMEHH
anTH, pagu criaceHus KU3HU CbIHA MEHSET ero MHAYHUCTCKOEe UM Ha
MycyapMaHCKoe — AHBap. Boccoenunenue [llantu ¢ myxxem B [enn u
Pexmana c¢ cectpoit B Jlenu u Bo3BpauieHue B [lakucran
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2003 r. ¢mmem «lyarkai» («IIpmpoma»): TOPTOBBEIA TOPOI, B
KoTopoM HeHcu uTO mpomaeT (pyKTHI W MPOAYKTHl MOpSIKaM Ha
KOpaOJIIX, IPUOBIBIIHX B TIOPT.

2006 r. pmmeMm «Ahista Ahistay («Illar 3a marom»): [eticTBue
¢unema npoucxomur B Jlemw, gekopammu goma-0opaens. Co
BpeMeHeM JieBylika Merxa HaunHaeT IOHUMATh, YTO 3PS OIPOMETYUBO
Opocuia CBOIO CEMBIO pagd dYeJoBeKa, KOTOPBIA ee Opocmin u,
OCOo3HaBasg ceOsi KaK JIMYHOCTh OOpa30BaHHYIO, CTBIAWTCS TOTO, YTO
paHee OHa MO3BOJMJIA Cce0s BTSAHYTh B IYYMHY 5MOLMH W JIOOBH.
AHKyImI cumTaer, 4ro Onaromapst HeH, ero JXHW3Hb H3MEHWIACh K
Ty4IIeMy W paayd Hee XO4deT NOOWTHCS B )KH3HH ycrexa. B oquH neHp
nosipsieTcs npuexasmuil B [lenu JIxupazk ¥ HAUMHAET MOUCKU CBOEH
BO3/TIO0JIEHHONW. AHKYII TBITAeTCsl 3aCTaBUTh JIXupagka BEpHYTHCS
obpatHo B Haitauran, HO ©Oe3ycnemHo. OH Jake IOKa3bIBAET
Jxupamky MonaenbHOe CBHICTEIBCTBO O CMepTH Merxu, HO TOT
OTKa3bIBaeTCs B 3TO BEpUTh. B KOHIIE KOHIOB, AHKYII CTaHOBHUTCS
ceuzereneM Opaka Jlupamka u Merxu, HO TPOCHT €r0 pPEeryJspHBIC
TOHOPApHI, pa3pbiBas BCE CBSI3U C HAMHU.

2007 1. dumeM «Saawariya» («BosmoOnenHas»): ['naBHBIE
Tepou  MPHUHAUIEKAT  Pa3UYHBIM  KacTaM W PEIUTHO3HBIM
BepoucnosenanusM — Pampk — uanyc, CaknHa U ee 0abyImika, a TakKe
ee Bo3mroONMeHHBIH VMaH — mycynbMmane. JlelicTBHE MPOMCXOAWUT B
paiioHe pa3BIICUCHMIA, /i€ PACIONIOKEHBI JIoMa TEPIUMOCTH M Oapsbl.
Pexxuccep memaer ymop Ha pPENUTHO3HOW TPHHAMICKHOCTH TEPOEB
¢unbpma: Cakvna u MMan — MycysibMaHe: 00a HOCAT MYCYJIBMaHCKHE
oaexnabl. Ha rpynu y Jlunman, Xo3siiku 10Ma, BUCUT Kpect, Pamxk —
00asATeNbHBIN MOJIOJION YEeNIOBEK, CTHIIEHO OJIEBAETCS: MOJHEBIE OPIOKH,
KeIKa, MOJIHbIe OOTUHKH, KpyTas THTapa.

2015 r. ¢umeM Ha si3pike Manasuiam «Velutha Rathrikal»
MTOBECTBYET O JIFOJICKMX OTHOIICHHUAX U O0SA3aTENbCTB U, KPOME TOTO,
3acTaBIsieT TMEPEOCMBICIHTh OWCeKCyallbHbIe OTHOIIEHUS. bosbas
4acTh (UIbMa COCTOUT U3 HOYHBIX CIICH M JOJITHX Pa3rOBOPOB MEXIY
HUMH, TIPUYEM MHOTHE KIFOYEBBIC JHAJIOTH B3AThI W3 AHTJIHHICKOTO
TEKCTa — [epeBoJa.

3. Heiizaoic, namwopmopm, unmepvep

1960 r. ¢mmem — «Chhaliay («O6man»): rtopox Jlaxop,
pa3zeneHHbli MocepeuHe Ha JBa rocyaapctBa — Mumusa u Ilakuctan.
KonnoBka ¢uiabma 3HaMEHYeT CUACTIMBBIA KOHEL M TMPOUCXOIUT
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HakaHyHe MHIYUCTCKOrO IpasaHuka Jlyccepa, IOCBSIIEHHOTO
TOp>KECTBY 100pa HaJ 37I0M.

2003 r. ¢wmem «lyarkai» («IIpupoma»): mefictBue Ha ¢one
3aTepAHHOr0 Kopalns B mOpTOBOM ropoae PamemBapam Ha ore
uHIMCKOro mTata TammiHagy, KOrja KOMaHAa MOPSKOB pellacT
ocraHOBUTbca Ha 90 nHeld nmist pemMoHTa M OTAbIXa. JleiicTBue
NPOMCXOAWT HaKaHyHE XpHUCTHAHCKoro PoxiaectBa M B HOYb Ha
CouenbHIK.

2006 r. dumbM «Ahista Ahista» («lar 3a marom»): JlefictBue
¢dbunsMma mpoucxomut B [enw, ropoga Haitauram B Xumauan Ipamer.
Cpagpba Mosozmpix repoeB Mekxu u JIxupamka NDpoucxomuTr B
Bpaunom Gropo ropona [enu. Ykazanuii Ha KakOH-THOO PEITMTHO3HBIN
Npa3THHUK — HET.

2007 1. ¢uneM «Saawariya» («BosmrobneHHas»): eiictBue
NPOMCXOAWT B paiioHe pa3BlICYCHUH, TIE paCIOJIOKEHBI J0Ma
TepriumocT W Oapbl. [lei3akHblii QoH — CcHHe-yepHBIA (QOH,
JOXIJIMBbIE HOYM, CHEXHBIE METENH, UCKYCCTBEHHBIC ICKOPALMH B
BUJE MOCTOB uepe3 HeOOJbpIIME BOOHBIE KaHAJbl, MPHUCYTCTBYIOT
COYeTaHUs] MHAMHCKUX XPaMOBBIX CTaTyi, BEHEIMAHCKUX TOHION H
TOHAOJNBEPOB, 3a3bIBHBIX (PAHIY3CKUX HOYHBIX OTHEH, ropoOaThIX
MOCTHKOB 4€pe3 KaHalbl, y3KUX YJI04eK, MaJICHbKIX Kade ¢ BBIBECKaMU
MO-aHTJIMACKH, BOJOEMOB, IJ/Ie IJIABAIOT KYBIIMHKH M JIOTOCHI; TaKXKe
repor IPOTYJIMBAIOTCS 10 (OHTAHHOW IMJIOMIAAH, KyJla YKPHIBI JIOOBH
BBIXOJST BCE Pa3oM IETh W TaHIEBaTh. HUrae HeT Takoro MCCHHS-
YepHOTro O€3IyHHOro 0Oe33Be3mHOro Heba ©  BO3ayxa, OyATO
MpUChITaHHOTO ToNy0o# myapoii. Kak y JlocToeBckoro, moroga B
¢wibMe TakKe IEepeMEeHYMBA: JOXKIJIUBAas WIA BHE3AalHO HAET
HeOonpIIoi Jerkuii cHer. duibpM mpeAcTaBIeH B JBYX JKaHpax:
MIO3UKJIA U MeJIOJpaMBbl.

2015 r. ¢uneMm Ha s3pike ManasuiaM «Velutha Rathrikaly:
CIOKET (MIIbMa COCTaBISIET KOPOTKasA, HO HANPsDKEHHAasl BCTpeYa JABYX
MOJIOJIBIX JIFOJIE B TEUEHWE MATH HOUYell Ha QoOHE TYCTBIX JIECOB
ATTammamd W ero OKpeCcTHOCTEH. B ee XM3HU MPOUCXOMUT dUepena
TparuyecKux COOBITHI: CMEPTh POIUTENCH, pa3Boj ee cecTpbl. Mexmy
TEM OHa 3aMy>KeM 3a MYXXYHWHOH, KOTOPBIH MEPHOIUYECKH JKECTOK C
HEH ¥ OT KOTOPOTO y Hee eCTh JI0Ub, TOTOM pPa3BoJl ¢ MykeM. Yueba B
KOJIJIeJKE TIPUHECIIA el 4yBCTBO JIFOOBH CO CBOEH COKYPCHHUILIEH.

4. Jlumepamypuwiii 2epoti

239



1960 r. ¢pmwiem — «Chhalia» («O6man»): TnaBHEBIH repoiiepoit
noj uMeHeM Uxanus pas3boiinuk, llantu — rnaBHas repouns, AHBap,
ee cbriH, Math lantn, myx Kesam, A6ayn Pexman — repoid, B mome
koToporo IllanTu BbIHYXJeHa ObLIa MPATATHCA BO BPEMsI PEIUTHO3HBIX
CTOJIKHOBEHHMH, cecTpa AOxyn Paxmana, mpoxkuBatomas B Jlenu.

2003 1. ¢umem «lyarkai» («IIpupoga»): MexaHHK MOPSAK
Mapynxy, Tamuil, OCHPOTEBIIHIA CyJOBOH MEXaHUK U MOPSK, paboTaeT
Ha MEXIYHapOIHBIX TPY30BbIX CyAax; AeBylika HeHcu, mponaBmuna
¢pykToB; MyKyHIAH, KallUTaH OJHOTO KOpalOis, KOTOpBIH ObLI
NPUIIBAPTOBaH B ropolke PamemBapam Tpu rozxa Hasal; CBSIIECHHUK,
00pa3 Munocepaus, IpOBOJHUK Mapyaxy

2006 r. ¢uem «Ahista Ahista» («Illar 3a marom»): rIaBHBIN
Ankym PamzaeB 3apabarbiBaeT cebe Ha >KM3Hb TE€M, YTO BBICTYyINaeT
CBUJETENIEM TpH perucrpauuu OpakoB B 3arce, neBymka Merxa
npuexanaB Jlenu u3 BbicokoropHoro ropoxaa Haiinuran, Jxupamx
AHcapusi — BoO3mMOONeHHBIW Merxu, Ipyr AHKymia, AMMU TOApyra
AHKyma, oten] AHKyIla, WUHTEPBBIOEpP, coceld AHKyIIa, Biaaeaula
Oopraens, BIafenua NpecTapesioro AomMa, NoJIuLeicKue.

2007 1. ¢uieMm «Saawariya» («Bo3zmoOnenHas»): [naBHbBIN
repoit Pamk — akTep KpacHWBBIN IOHOIIA, TIEBEI] M3 TOPOJACKOTO Kiyoa,
oOmajgaer 3aMedaTeNbHBIM TOJIOCOM, AKTEPCKUM TaJaHTOM M YMEET
JIETKO 3aBOJUTH JIpy3eil, neBymka CakuHa, ee BO3IIOOICHHBIN — IIIITHOH
Nman

2015 r. ¢uneMm Ha s3eike ManmasiiaMm «Velutha Rathrikal»:
JeBylIIKa W3 IJIEeMEHH AJIMBacH, HTHUYECKUX IUIEMEH, KOTOpEIC
CUHTAIOTCS a0OPHUICHHBIMU JKHTEISIMU WMHIUM M Haxojsiiuecs BHE
KAaCTOBOW CHCTeMbl M XYJOKHMK MaHy; Bo3moOneHHas Yemnu —
CTYZAEHTKa KoJUIemxa, Myx Yemnu, 1o4b 1 MaTh Yemu.

5. Vposens obpasnvix eunepcucmem

1960 r. pumem — «Chhalia» («O6man») — mokazana mpobieMa
npornaBmIMX Oe3 BECTH JIIOJEH, pasziydeHHBIE CEMBH IIOCTE pasjena
Bpuranckoit MHaum Ha nBa rocynmapctBa — pecmyOonuky Muaus u
Hcnamckyro  PecniyOnmuky — Ilakucran (1947  1.),  KecToKue
CTOJIKHOBEHHSI MEXIy HWHIYCaMH W MYCYJIbMaHaMH Ha PEUTHO3HOM
MOYBE, OTPOMHBIE TIOTOKH OEKEHLIEB.

2003 1. ¢unem «lyarkai» («IIpupona»): mopt PamemBapam
SBIISIETCS CAKPaJbHBIM TOPOJIOM, HECMOTPSi Ha TO, YTO OH IIOPT.
HasBanne roposa mOpOMCXOAWUT W3 CAHCKPUTA U TIEPEBOAMUTCS Kak
«Oburens 6ora Pamb».
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2006 r. ¢uipMm «Ahista Ahista» («lllar 3a marom»): Grpo
perucrpanuu OpakoB Jlenw, MecTHBIH JOM TpecTapenbix. Moo
yenoBeK AHKyII Oeper B OaHKe cCyay Uil ycTpoiictBa Merxu Ha
paboTy B mpecTapenblii JOM U JCHET Ha €€ MPOKMBAHUE U eMY Teleph
NPUXOAUTCS ee BblUIaunBaTh. OH ycCTpawBaeTcsl B TOT cCaMblid OaHK
MpeJCTaBUTENIEM W [OMOraeT JIIOJAAM  OTKpbIBaTh cyeTa 3a
ONpeIeICHHBIN POIICHT.

2007 r. ¢unbMm «Saawariyay («Bozmo0neHHas»): KyJIbMHHALINS
¢uIEMa MPOUCXOJUT B MYCYJIbMaHCKHUI MPa3IHUK TPEKpalIeHus mocTa
— Vo 1 Mu3aHcueHbl Meuety, urenneM Kopana.

2015 r. ¢uneMm Ha s3eike MamasmaM «Velutha Rathrikal»: B
HOYb Yy MOCTa Ha q)OHC MnoTpsaCaromux JICCHbBIX MAaCCHUBOB LITaTa
Kepanbl BcTpewaroTcst ABOe: JeBYILIKa aguBacu MO WMEHU Yemnu u3
palioHa kyHrned Arranmagu u MaHy, XyJoXKHHK. B mocienyromue
HOYU OHU BEAYT CTPACTHBIC PA3rOBOPLI O cBOEH KHU3HU, J'IIO6BI/I u
HaJEeKAaX.

2015 r. ¢uneM Ha s3pike MamasiiaM «Velutha Rathrikaly:
TJIaBHAS TEPOMHS KIIET CBOIO BOITIOOJIEHHYIO M3 KOIUIeIXa, KOTopas
noyke OpocaeT ee, olelias BEpHYThCS U KUTh ¢ Hed. M BOT oHa
OTYasHHO JKJIET BO3BPAIIEHUS CBOEH JIFOOMMOM JEBYIIKH, Korna MaHy
BCTpEUaET ee Ha MOCTY. BBIpHCOBBIBaeTCS YeTKas KapTHHA IJIEMEHHOM
JKU3HH, CPENCTB K CYIIECTBOBAHMIO M KYJbTYpPbl MHJIUNHCKUX IUIEMEH.
O6a mepcoHaXka MPOWCXOMAT M3 Pa3HOM Cpenbl: OHAa U3 OTIAICHHOU
TUIEMEHHOW JIepeBHU, pa3fupacMoil HUIIETOW M HECHpPaBeINBOCTHIO,
Ooprorielicsa 3a BBDKUBaHHUE, & OH — TOPOJICKOM YENOBEK U XYJOXKHUK.
Korna xynoHHMK mpu3HaeTcs el B JroOBH, Uemn ocTaBiseT ero,
MIPeoYnTasl )KeHIINHY MYXXYHHE paju cBOed moapyru. B xoHeuHOM
utore MaHy roBopur Yemm, 4TO OH HM3MEHWICS: MX KpaTrKue, HO
WHTCHCHUBHBIC OTHOIICHUS ObLIM 00J1aropak MBarOIIUMH.

B nenom croxer moBectr J{0CTOEBCKOTO COXpaHSETCS BO BCEX
SKpaHM3AlMA WHIUHUCKUX (GUIBMOB. Pexuccepsl HHTEPIPETHPYIOT
XYIIO)KECTBEHHBIM TEKCT, alalTUPysl €ro K COLMAIBHON Cpelie CBOEro
peruoHa, ¥  TMOJHUMAIOT BONPOCHl  COIMAIBHON  ajanTauuu
MYJBTUKIBTYPHOI'O Pa3HO00pa3usi HHAWHCKOTO HaceleHHsl, TpoOiIeMbl
HEPABEHCTBA, KACTOBBIX U PEIUTMO3HBIX pazauuuil. CTHUIMCTUYECKUN
aHaJIN3 TEKCTa XYIOOXKCCTBCHHOI'0 IIPOU3BCACHHUA W KHHOTCKCTaA
BEISBIISIET KaK OOIIWE, TaK W PAa3IMYHbIE UX YEPTHI, MOCKOJIbKY OHH
MpUHAAJIEKAT K Pa3IMYHBIM IPOU3BEACHUSIM HCKYCCTBA M >KaHpPaM.
Cornacumcss ¢ MHeHHeM MraaroBa o ToM, uro «HesaBucumo ot
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)KaHpOB TIPOM3BEICHUS TpaHCHOPMAIMM HMMEIOT OJHY TPHUPO.LY,
00YCJIOBICHHYIO THIIOJIOTHEH MEPBUYHOTO M BTOPHUYHOTO TEKCTOB. B
caMOM OOIIeM BHIE TEKCTOBbIE TpaHC(HOPMAIMKM HA BCEX YPOBHSIX
aHaJM3a MOTYT KJIacCH(DUIMPOBATHCS IO MATH TPYINaM: COXpPaHEHHUE,
omyIlieHHe, J00aBieHHWE, 3aMeHa W MepecTaHoBKa» [2, c. 62].
AHaMU3UPYst BCE MATH KPaHU3aNKi, MBI OTMEYaeM, YTO MPOU3BEACHHUE
JIOCTOEBCKOTO, HAIMMCAHHOE ABTOPOM B JKaHPE CCHTUMEHTAIM3Ma |
HATypaJn3Ma, B HEKOTOPBIX HHAUNHCKUX (PHUIbMAX U3MEHSET CTPYKTYPY
JKaHpa, CTAHOBSICH MIO3UKIIOM M MEJIOPAMOH.
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K.A. Jlecuk, Poccus
KynpTyponoruueckuii acnekT nepeoja pacckazoB Kynsapa Hapasna

Annomayus. B naHHOM cTaThe paccMaTpuBaeTcs crelnuduka nepesoaa
MpO3bl COBPEMEHHOTO WHIMKCKOro mnucarens u nosra Kyneapa Hapasna B
paMKax KyJIbTYpPOJOTHYECKOTO acrekra. [lepeBoisl nHUTEpaTyphl XWHAM Ha
PYCCKHH SI3BIK OCTAIOTCS Ba)KHBIM BKJIAZIOM HE TOJNBKO [UII OT€YECTBEHHOM
WHJIOJIOTHH, HO U JJIS1 3HAKOMCTBA PyCCKOTOBOPSIIUX YUTATENCH ¢ HACIICAHEM
WHAUACKOW JuTepatypsl B HenoM.IIpu paboTe ¢ TEKCTOM MOUIMHHHUKA OBLIa
MpOBEICHA TOTMBITKA COXPAHWTh WHIWMCKAE HAIMOHAJNBHBIC  YEpPTHI,
cTHpatolyecs Bo BpeMs nepesoja. OHaKo, OUEBHIHO, YTO PEIICHUE BOIpOca
00 ajanTalyy TEKCTa PaccKa3oB ATOTO0 MHAMHCKOTO mucaress OyAeT 3aBUCETh
OT NOCTABJICHHBIX LieJIei IIepeBo/ia, a TaK)Ke OT BHUMATEIILHOTO OTHOILICHHUS K
MHJIMHCKOW KyJIbType U €€ HallMOHAJIBbHOU crieliuuKe.

Kmiouesvie crosa: Kyusap HapasH, uHIUHCKHIA pacckas, crenudpuka
nepeBo/ia

Kseniya A. Lesik, Russia
The cultural aspect of Kunwar Narain‘s translation stories

Abstract. This article comprises of the cultural aspects in the
translation of prose, written by the renowned Indian writer Kunwar
Narain.The very translation of his works written in Hindi language into
Russian language is an important contribution to Indology and at the
same time introduces the heritage of Indian literature to Russian
speakingreaders.While working on the original text, an effort was made
not to lose the Indian National values, which are often lost during the
translation.However, it is very obvious that the adaptation of the stories
of Kunwar Narain into Russian will depend on the goal of translation as
well as on the attentive attitude towards Indian culture and its values.
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Beeoenue

[IpoGiemMaTuka afanTanuu XyAOKECTBEHHBIX ITPOU3BEICHUIMA
MHUPOBOHM JTUTEpaTyphl Ha Pa3HBIE S3BIKM BCETAa SBISUIACH 3HAYMMOM
TeMOW y TeopeTukoB miepeBoma. Cpenn OOJBIIOTO KOJMYECTBA
BO3HUKAIONUX TMPH MEPEBOJIc MPOOJIEM HEMAJIOBAKHBIM 3HAYUTCS
BOMPOC BEPHOCTH NOUITMHHUKY. [lepBocTenenHas 3amada npu pabote ¢
TEKCTOM — HM30eXaTh MCKaXEHWH OpUTHHANA B JIGKCHYECKOM, U METa
CMBICTIOBOM TuTaHaxX. IIpm 3TOM TlepeBOAYMKY HEOOXOAUMO He
00e3MYNTh WHAWBUIYaJIbHOCTh aBTOpPa, a TakKe COXPaHUThH
CTHpAIOIINecs] BO BpeMsl IIepeBOja HAIIMOHAIBHBIE YePTHI TIePEBOTHOM
muTepaTypsl. B maHHOW cTathe TOAPOOHO  paccMaTpUBAIOTCS
0COOCHHOCTH TepeBoAa TMPO3bl WHAWHCKOTO T[03Ta, MpO3auKa,
sccercra, kuHOkputhka KynBapa Hapasma (1927-2017). IlepeBombt
JTUTEPaTyphl XHHIU Ha PYCCKUH S3BIK OCTAIOTCS BAXKHBIM BKIIQJIOM He
TONBKO JUJII OTCYECTBEHHOW WHJIOJIOTHH, HO U JUIA 3HAKOMCTBa
PYCCKOTOBOPSILIIMX YUTATENIEN C HACIEAUEM MHIWKWCKOMN JUTEPATYPHI B
EJIOM.

Jis Hagama HEOOXOTUMO OOpaTUTHCS K MCTOPHUU TMEPEBOIOB
tBOopuecTBa KynBapa Hapasna. OH sBIseTcs OIHUM M3 SpUaNIINX
npencraButeneit Hoegoii nossuu xuagn (Naikavitd), MTHTEIUIEKTYalIOM
CBOETO BpEMEHH. 3a CBOI0 IUIOJIOTBOPHYIO, JUIMBIIyIOCS Oojee
MIECTUICCSITH JIET TBOPYECKYIO JKW3HB, OH CMOT OTpPa3UTh B CBOMX
MIPOU3BEICHUSNX «IYBCTBUTEIBHOCTh K MPOUCXOMSIIEMY U CBOIO
SPYAUPOBAHHOCTD, CBSI3aHHYIO HE TOJBKO C WHAMWCKON KYJIbTYpOil, HO
U ¢ KyJdbTypol apyrux crpad» [1]. OH Hamucan ceMb COOPHHKOB
CTHUXOTBOPEHHH M JiBa COOpPHHMKa pacckazoB. Ero cTuxoTBopeHUs
MepeBe/leHbl Ha MHOTHE €BPONEWCKHe S3BIKH, Cpedr KOTOPBIX
AHTIIMUCKUH, UTATBIHCKAM, 3CTOHCKHM, TTOJIbCKUH. B 2004 1. mHmoIor
JIrocu Po3eHITaiiH BeITyCKaeT aHTOJIOTHIO niepeBooB “New poetry in
Hindi. Nai Kavita. Anantology” («Hosas mossus xuumm») [2], B
KOTOPOW TPEICTAaBIEHBl MEPEBOABl CTHXOTBOPEHHWH CEMH IIOSTOB W3
HECKONMBKHX «CeMepHI] CTPYH», B TOM YHCIIE U HEKOTOPHIE JIHPUIECKUE
npousBeaeHusa KynBapa Hapasina. Takke CTUXOTBOPEHUS] UHAUMNHCKOTO
mo3Ta ObUTH TNEpeBe/leHbl Ha WHIWHCKUE SI3bIKH: KaHHAJa, MaHpKaow,
OJIMST, aCCAMCKHIA.

Ocnosnas wacmo
Baxnoil Bexoil mnepeBonoB TBOpuecTBa KyHnBapa Hapasna
craHoBuTcs Bbimenmas B 2008 1. myOnukanmWs — aHTOJOTHH
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ctuxotBopennii  “Noother world” («Her gapyroro wwmpa») [3],
MEPEBOAUYNKOM KOTOpPOW BBICTYNMWI CBIH nmosTta Amnypsa Hapasn. B
Halle BpeMs OH OCTaércs OAHUM H3 TeX, KIO CHOCOOCTBYeET
MIPOABM)KEHUIO TBOPYECTBA CBOETO OTIA, KaKABIA I'0Jl OPraHU30BBIBAS
pasnuuHble KOH(EepeHIMH, TMOCBAIIEHHBIE BOMpOcaM MepeBoaa
npou3BeaeHN nuauiickoro nosta. Cam Anypsa HapasiH oTmedaer, 4yto
nepeBos cruxoTBopeHuid KynBapa HapasiHa 3aHs1 y HEro BOceMb JIeT
KPOTIIOTINBOM paboTHl. [Ipr 3TOM OH HE ClIeIoBa TCOPUH TIEPeBOIa KaK
TaKOBOW M OITUPAJICS TOJILKO Ha CBOIO MHTyHLHIO [4, c. XV].

Ha pycckwuit s3pik ctuxu KynBapa Hapasina Obutn mepeBeneHsI
oteuecTBeHHBIME wuHIomoramu 1.B. CrpenkoBoit u A.I'. T'ypus u
omybnukoBaHel mox  HasBamumeMm «I[BeTel gmepeBa HuM»  [5].
IlepeBoaunKH Ha pyCcCKHA A3BIK OTMEYAIOT, YTO MEPEBO MOI3UU ITOTO
WHAMKACKOTO II03Ta CpPaBHUM C «UTPOW HA CKPHUIKE O KapTHHAX
PemOpannara... U mepegath MOJHOCTBIO 3aJ0)KEHHOE IMMOITOM MOXKHO
JuInb actuaHo» [3, c¢. 156]. HecmoTps Ha 0OJBIIOE KOJIUYECTBO
MEPEBOIOB CTUXOTBOPEHUH, YacTh npousBencHuid Kynsapa Hapasna, B
YaCTHOCTH IPO3bI, A0 CHX IOp HE MepeBeleHa.B Hacrosmee Bpems
pacckasbl 3TOro MUcaTeNs ePeBEACHBI TOJBKO HA aHTJITMHCKUHN A3bIK. B
2020 romy BHINIEN TEpBHIA TepeBox ero KHurH «bmu3 oOpazoBy
(“Akaronke aspas”) monx maszsammem “The Play of Dolls: Stories”,
BBIIIOJIHEHHBI aMEpUKaHCKUM uHaojorom JxoHom Barepom. B
NPEJUCIOBUM K COOPHHMKY OH JIOBOJIBHO MHOT'O BHUMAaHUS Y/AEISET
npoueccy pabotsl Hag Tekctamu KyHBapa Hapasina, Beigensisi rinaBHOe
MPENSATCTBUE MPU NEPEBOJE — MHOIOCIOHHOCTH CMbICIa cioB. U
Anypsa HapasH, u Jl)xon Barep BbIABUraroT ornpenenEéHHbIi MPUHLIUIT
aJanTaluy TEKCTOB NMPOU3BEIEHUI 3TOr0 MHIUICKOTO MHCATEINS, B3SB
3a OCHOBY TEOPETHUYECKHE BO33PEHMS OJHOTO M3 CAMBIX BIUSATEIBHBIX
¢unocogoB KynbTypel XX B. TIO0 TEOPHH IEPEBOIOB, HEMEIIKOTO
¢uocoda, TeopeTrka KylbTyphl, ICTETHKA, JIUTEPATypHOIO KPUTHKA,
sccercta M mepeBomunka Bambrepa bembsmuu [6, ¢. XV]. B
npenucinoBuu K nepeBony «llapmwkckux kaptuH» bommepa on
YTBEpXKAal, YTO «IEpPEeBOJl HE 3acCIOHSIeT COOOW OpHWrHHAl, He
3aKpBIBAET €My CBET, a HA00OpOT, MO3BOJISIET YHCTOMY SI3bIKY, KaK ObI
YCUJICHHOMY €T'0 OIOCPEJOBaHHEM, COOOIIaTh OPUTMHATY CBOE CHSHHUE
Bce Oosiee TOJNHO. DTO JIOCTUTAETCS TMPEXKAE Bcero oOnaromaps
JIOCIIOBHOCTH B I€pejaue CHHTAKCHCa: OHA JOKa3bIBAET, YTO MMEHHO
CJIOBO, & HE NpPEUIOKEHHE €CTh NEPBUYHBIA 3JEMEHT MEpEeBOIUYMKA.
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W60 ecnm mpemiokeHne — CTeHa Nepel S3BIKOM OpHTHHANa, TO
JIOCTIOBHOCTH — apkaja» [7].

IlepeBoguuku, crnenyss JOAHHOMY YTBEPXKACHHUIO, HaxOIAT
MOATBEPKJEHUE CBOCH TEOPETHUYECKOM KOHIEMIMU B  CaMOM
TBOpuecTBe KynBapa Hapasna. MHnuiickuii mosT BO MHOTHX CBOHX
MHTEPBBIO OTMedal, 4To (paHIy3ckuil cumMBoim3M — ctuxu Credana
Mamnapme u Illapns bomyiepa — okaszan 3HauMTENbHOE BIMSHUE Ha
CTAHOBJICHHE IO3THKU €ro TBOPYECTBA U MHUPOBO33pEHHUS. bynyuu B
nepByro ouepens nostoMm, Kynsap HapasH BbICTpanBaeT cBOIO Ipo3y
kak cruxu. Cmabudeckoe MOCTPOSHUE NPENIOKEHUI, WHBEPCHS,
NpUEMBL 3BYKOBOM BBIPA3UTEIBHOCTH — CHCTEMa TEKCTa pacckasa
HAlOMHUHAeT TO033UI0 ¢ €& nupuuHocThio. COXpaHUTh OOpaTHBIN
MOPSAZOK CJIOB, UX MHOTO3HAYHOCTh M aJIETOPUM Ha HHIUNCKYIO
MHU(OIIOTHIO, 3M0C W JIPpYTHe XYHAOXKXECTBEHHbIE IPOU3BEICHIS
COBpPEMEHHOH JINTepaTypbl XUHAN MPAaKTHUECKH HEBO3MOXKHO. BriOop 1
pacnosokeHue CJI0B HACTOJIIBKO TOYHBI M TOHKH B CKPBITBIX HaMEKax U
KYJIbTYPHBIX HHTOHALMSX, YTO COJIEP)KAHHE IOCTENEHHO YacTo
Pa3BUBAETCS HE CTOJIBKO HA YPOBHE MPEJIOKEHUMN, CKOIBKO HA YPOBHE
CJOB. SIpkUM mIpHMEpOM MOXKET IOCHIYKHTh paccka3 «Jlpaka nByx
myxurt» (“Do admiyonki larar”), B KOTOpOM TIJIaBHBIMH T'€pPOSMH
CTaHOBSTCS KUBOTHBIE: IIAKal, JIEB, cOBa, 0cén. OHU, B CBOIO OYEPEIb,
ApKueoOpasbl, B3ATHIE HEMOCpPeICTBEHHO W3  «[laHUaTaHTpEI».
HecmoTpst Ha TO, 4YTO CIOKET pPa3BOPAYMBAETCS BO BHEBPEMEHHOM
MPOCTPAHCTBE, IJSl WUHAMKWCKOTO YUTATeNs BIIOJHE OYEBHUIHA CBA3b
obpazacoB ¢  TpeTbe  KHUTOH  TMaMIATHHKA  CAHCKPUTCKOU
MMOBECTBOBATEIBHOM TIpo3bl «(O BOpOHaX M COBax», B KOTOPOH
TOBOPUTCS O MOPAXKEHUU COB B CPAKEHUU C BOPOHAMHU.

[Ipo3a KynBapa HapasHa MONHOCTBIO COCTOMT U3 MPEAEIIBHO
HACBIIIEHHOTO CMBICIIOM CJIOBA, TO €CTh CYIT€CTUBHOTO CJIOBA, O
KoTopoM ToBOopmi Maimapme. OHO OXHBISIET 00pa3bl W CHOXKETHI,
MOTHBBI W (DOPMYIBI, KOTOPBIE 3aCTaBJISIOT WHTEHCHUBHO padOTaTh
BOOOpaXEHHE WHAMICKOTO 4YWTATeNs, BBI3BIBAI Yy HETO SpPKHE
SMOIMOHABHBIE TIEPEKMUBAHUS, PACKPBIBasg HOBOE MHPOMOHHMAaHHUE
Wi OOHOBIISISL CTapylo O0pa3Hyl0 CHCTEMY. DTOMY IMOHHUMAIO SI3bIKa
npo3sl KynBapa HapasHa coBmecTHO C K.(.H., JOLEHTOM Kadeapsl
naaniickoit  punmonmormn UCAA MIY I'.B. CrpenkoBoii Mbl U
NBITAIMCH CJIEIOBAaTh NPU paboTe Haj MEePEeBOAOM Ha PYCCKHM S3BIK
BTOpPOro COOpHHKa €ro paccka3zoB «Xop OECIOKOWHBIX JIMCTHEBY
(“Becaipatto ka koras™) [8]. B oTy KHuTY, W3JaQHHYIO NOCMEPTHO B
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2018 1., BOIUIM YEpPHOBBIC BAPHWAHTHI paHEe HE OIMYOIMKOBAHHBIX
paccka3oB MHIUICKOTO MUcaTessl.

ITepByto mpobiemy ameropuii ¥ MHOTOCIOWHOCTH CIIOBA MOYKHO
PELIUTh C MOMOIIBID CHOCOK, B KOTOPBIX KPAaTKO M31araeTcsi CKPhITBIA
CMBICTT OTAENIBHOTO CJI0BA UM clloBocoueTanus. [loacTpodHble cChUIKH
MOMOTAIOT TpeAeTIbHO YETKO CJIeJoBaTh B3Iy Ha TNpoOIeMy
XyIOKECTBEHHOTO TiepeBona, o KotopoMm roBopwin C.S. Mapmak,
CUUTABUINM, YTO «IEPEBOJ — 3TO BBICOKOE M TPYIHOE HCKYCCTBO,
00beIUHEHHOE NBYMS NapaJOKCATbHBIMU MOJOKCHUSMH: TEPBOEC —
MIEPEBOJT HEBO3MOXKEH; BTOPOE — KaXK/bIM pa3 3TO UCKIOUYeHue. <...>
IIpountaB nepeBon u3 I'eitne, u3z Ilunnepa, I'opauus wnu Pacyna
I'am3aToBa, YMTaTENh AOJDKEH OBITH YBEPEH, YTO OH U B CAMOM Jieje
npouen cruxu I'eiine, [unnepa, 'opanus u Pacyna I'am3atosa, 4To
MO3T-MIEPEBOAYUK JIOHEC JO HEro IMOJUIMHHBIE MBICIM U YYyBCTBA
MO3TOB, HE YTEPSB HUUETO INIaBHOTO, OCHOBHOT'O, CyliecTBeHHOro. [Ipu
9TOM CTEIE€Hb BOJIBHOCTH U TOYHOCTH TIEPEBOAA MOXKET OBITH pa3iudHa
— €CThb LENbId CHEKTp TOTO U Jpyroro. BajkHee Bcero nepenarb
MONJIMHHBI ~ OOJMMK  TepeBOJMMOro  TOdTa, €ro  BpeMs W
HAlMOHAJIbHOCTh, €r0 BOJIIO, JYIIY, XapakTep, TemrepameHT» [9, c.
371-375]. B oatomM ciydae TIOACTPOYHBIE CCBUTKH ITOMOTArOT
OJIHOBPEMEHHO C INPOYTEHHEM CTUXOTBOPEHHUSI WM paccKa3a YBUIETh
BECh CIEKTp YYBCTB M accolMalui, 3aJ0KEHHBbI aBTOPOM
MIPOU3BEICHHS.

Crenyromas npobsiema npu nepesoze nposbl Kynsapa Hapasina,
C Halled TOYKH 3peHusi, ocTaércs Hepaszpemmmon.Ilpu nepeom ke
3HaKOMCTBE C €ro paccka3aMd BHUMAaHHE IPHUBIEKAET OpraHU3aIHsd
SI3bIKA, TJIABHBIM MPUEM XY OKECTBEHHON BBIPAa3UTEIIbHOCTH, KOTOPBIN
CTAHOBUTCSl U XapaKTEPUCTUKOW BPEMEHHU, U MPOUCXOKICHUEM TEpPOsL.
Takoe OTIMYUTENILHOE HCIOJb30BaHUE S3bIKA B OOIIEM XapaKTepHO
g uHauiickoit  yureparypsl.  B.C.  BopoOnés-IecsToBckuii B
MPEAUCIOBUU K « TMHSHON MOBO3KE» FOBOPUT, YTO €UIE B APEBHOCTU
MUcaTeNn yIeNsuin 0O0JbIIoe BHUMaHUE TOMY, Ha KaKOM SsI3bIKe OyJer
paszroBapuBaTh TOT WM UHOW mnepcoHax. B napame Ilynpaku
pa3ianuHbIe IEPCOHAXKU TOBOPAT Ha Pa3HBIX A3bIKax: JIMIA 3HATHOTO U
0J1arOopoTHOTO MPOUCXOXKICHHS, a TaKKke 00pa3oBaHHbBIE OOIAIOTCS Ha
CAHCKpPHUTE, HA Pa3IMYHBIX MPAKPUTaX — ocTalbHbIe nmepconaxu [10, c.
17-18].

KynBap HapasH cnenyer B cBOEM TBOpYECTBE 3TOMY CTpPOTrO
MPOAYMaHHOMY JIEKCMYECKOMY IulaHy. MHauiickuil mucaTens MUIIET
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CBOM paccKasbl, UCIOJNb3Ysl TPU SI3bIKA: XUHIU, YpAy U CaHCKPHT.
Kaxaplii s3bIK M €ro JEeKCHMYeCKHMH IUIacT — YETKO BBIBEPEHHBIE
MapKepbl, KOTOPBIE HETIOCPEICTBEHHO 3aBUCAT OT CIOXKETa pacckasza U
oOpa3a repos. U 3mech ciemyer OTMETHUTh, YTO IPU IEPEBOAE BCIO
MOJIHOTY XYJO0’KECTBEHHO MHpa, KOTOPBIM OTpa)aercs MOCPerCTBOM
pasHBIX S3BIKOB, HM300paKe€HHE KYyJIbTYPHOTO M  PEITUTHO3HOTO
MHOroo0pasusi HHAMNHCKOrO CyOKOHTMHEHTa, a TAaKKe 3aJaHHBbINA
A3BIKOBOM pPErHcTp — Mepenarbh JIEKCHYECKHM TOYHO IPAKTUUECKU
HEBO3MOkHO. Henenecoobpas3Ho clie1oBaTh NepeBOIECKOMY MOIXOAY,
B KOTOPOM S3BIK-PELIMIMEHT OyIeT NpUOMIKEH K pealnsiM Beka
nepeBoguMoro texcra. K takomy moaxomy, Hampumep, oOpaTuiach
Onpra Pazgenxas, NmepeBOAYMK M PENAKTOP MEXKIUCIUILTHHAPHOTO
akagemuueckoro xypHana OSTEUROPA. TlepeBoass Ha HeMEKHH
s3Ik pomaH-xkuthe E.Bomonaskuna «JlaBp», OHa <« Bcex
“cTapuHHBIX” ()parMeHTOB pycckoro “JlaBpa” mogoOpalia SKBUBaJICHTHI
U3 HEMELKHUX TeKcToB 3moxu Jlrorepa (oT mucem Jliotepa u cTUXOB
I'anca Cakca, oT nepeBogoB — Toro xe Jltorepa — Ilcantupu u IlecHu
MECHEU 10 “TpaBesioroB” HNAJIOMHUKOB, XOAUBIIUX BO CBATYIO 3€MIIIO,
Y M3BECTHBIX JIO CHX MOpP LIEPKOBHBIX necHei» [11, ¢. 123].

IIpu mepeBoae paccka3zoB KynBapa HapasHa Ha pyccKuil sI3bIK
MPUXOAUTCS YUUTBIBATh TO, YTO SI3BIKOBOE PA3JINuUe, XapaKTEPHOE IS
MpsIMOM PEeYM HEKOTOPBIX Te€pOeB, T'OBOPSIIMX Ha ypAy, Hepeaarb
HEBO3MOXKHO. 3/IeCh BCTYNaeT B pa0OTy KyJIbTYpPOJIOTHYECKHH acTeKT
nepeBojia, Kak oxHa u3 (HopM B3auMojeicTBus KyiIbTyp. Kak momaran
COBETCKHH M pOCCUMCKUN YUEHBIM-TICUXOIMHTBHUCT U JuTepaTop HOpuit
AnekcannpoBnd COpPOKHMH: «XYI0XKECTBEHHbIE TEpEBOABI 00IaNaoT
MUHHUMAJIBHON ‘“9K30TMYHOCTHIO” 32 CUET HAaXOXKJICHUS! YKBUBAJICHTOB
MCXOJTHOMY TEKCTY U OLIEHMBAIOTCS B CUIIy 3TOr0 KaK HMpUHAIEKALINe
MIpeKIe BCEro TOM KyJIbType W TOMY S3bIKY, HA KOTOPOM CYIIECTBYET
nepeBom» [12, c. 137]. llpu sTOM «yTBEepKIEHHE O TIEPEBOJE KakK
B3aUMOJCHCTBUM JBYX KYJIbTYp [UIi PELUUIHEHTa OKa3bIBACTCS
¢duxTuBHBIMY [12, ¢. 135].

J/IxoH Batep He MILET B aHIJIMHCKOM SA3BIKE SKBUBAJIICHTHI U
ocraBisieT 0Oe3 mepeBoAa MHOTHME TepMHUHBI M cioBa. K mpumepy,
paccka3 «Moronbckuid cyntaHat u BojoHoc» (“Mugal saltanat aur
bhistz”) oun mepesomur “The Mughal Sultanate and the Bhishti”.
AMEpUKaHCKHH HMHIOJIOT OCTaBJIsIET 0€3 CHOCOK M NepeBojia apMEHCKHUe
U npuBOpHbIe uuHEL tabedar, hizra, masakhar. Uanomy “kaf aur nin
mil napde”oH niepeBOAUT M0Ca0BHO: “A million thanks to God, who —
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even before Kaf and Nun could meet —created the World...” [4, c. 116].
C ero TOYKM 3peHHs], HHOT/Ia BaKHEE JIeTaTh MOJCTPOYHBIE TIEPEBOIBI,
C IIOMOUIBIOKOTOPBIX IPOCIEXUBACTCA CIOCO0  CYIIECTBOBaHMSA
KYJIbTYpPHO-A3BIKOBBIX ~ CTpyKTyp. IIpu »stom [xon Bartep B
NPEAUCIOBUU OTMEYAET, YTO OH HAJIEeTCsl, UTO «B OyAyIIeM NepeBOIOB
pacckazoB KynBapa Hapasna Oymer Oousbmie. Kaxpas pasnuunas
ajanTanys TOro WJIM MHOTO NMPOU3BEACHUS CMOXKET IJIyO)Ke PacKpbITh
BECh MPO3aWUYECKUN U JIUPUUECCKUNA MHUP, CO3JITaHHBIA 3TUM HUHAUHCKUM
mosToM u mucarenem» [4, c. XXVIII]. Tem e meHee, qunreuct B.I.
I'ak cmpaBeanMBO OTMEYaeT, 4YTO «AJIA JOCTHIKEHHUS aJleKBaTHOIO
nepeBoja NPUXOOUTCS pEUIaTh HE TOJABKO 3aJady: 4YTO M Kak
“nepeob03HAYNTE”, HO W 3a7ady — YTO JOOAaBHTH WM, HAIMPOTHB,
OIyCTUTH Iipu TiepeBoje» [13, c. 513].

B Hameit pabGore Ham MEepeBOIOM HE CTOSIIO 3a/ladyd
NPENOJHECTH TEKCTOBYIO CTPYKTYPY NPOU3BEACHUS IOCIOBHO. MBI
OpUEHTHPOBAIIMCh HA TO, 4YTO Ieped IMEepPeBOJYUKOM CTOUT LEIb
«YPaBHOBECUTb AJUIETOPUUYECKUM U CATUPUYECKUN 3aMbICENl, a TaKKe
COXPAHHUTH SI3BIKOBYIO U TOHAJBHYIO ayTEHTUYHOCTBY [6].

Ilpn ananm3e TekcTa HEOOXOAMMO YYHTHIBATH BBHIOOD SI3BIKOBOU
napajurMbl B KOHKPETHOM pacckaze. O0 3TOM ToBOpHI B CBOE BpeMs
[IpeMyann, KJIaCCHUK WHAWMCKON pEalMCTUYECKOHM MpO3bl U MEPBBIA
nycaresib, OOpaTHBLIMICSA K JKaHPY pacckasa B JIUTEpaType XUHIU.
CoznaBasi CBOE TBOPUECTBO Ha JBYX S3bIKaX, XUHIW W YypAY, OH
OTKpBIBaJI Tiepesi cOOON HeucuepraeMble BO3MOXXHOCTH H300pasKeHHS
IBYX HEMOXOXXUX MHPOB — HHAYCOB M HMHIUMCKHX MYCYJIbMaH.
OcHoBoii 3amaveid y [lpemuanma SBISIOCH  «cONM3UTH  00€
TUTepaTypHble GOPMBI XHHAYCTaHU — XWHAW U YPAY, YTOOBI ClIeNaTh
JUTEpaTypy NOUIMHHO HApOIHOW, JOCTYMHOM M TOHATHOW Kak
MyCYyJIbMaHCKOM YaCTH MHIUHCKOTO HACENCHH s, TaK U MHIYyCCKOiD [14,
c. 21-22]. dns KynBapa HapasHa BbIOOp KOHKPETHOTO SI3bIKA — 3TO
crocob oOpaTUThCA K TOM WM MHOHW 3moxe. B menoM, o0mmuid Kopiryc
TEKCTa PAacCcKa3oB OH MUCAl Ha XMHAU. TeM He MeHee S3bIK ypay
WHJIUMCKUM THcaTeNb MCHOJIB3YET [UJIi CO3JaHUsl HUCTOPUYECKOM
KapTHUHBI O MOTOJIFCKOM TpommioM. JTo ke 3amedaeT ko Barep:
«oOpalieHre B TIOBECTBOBAHMM K S3BIKY YPAY — KIIOYEBOE JUIA
SCTETHYECKOW IIEIOCTHOCTH W  XYyJIO’)KECTBEHHOCTH TEKCTa; JTOT
CTWIMCTHYECKUM npuéM, kotopeld KynBap Hapasn wucnoassyer
HaMEPEHHO, MEPEHOCUT YUTaTeNIsl B COLHUAIbHO-OJIM3KYI0 U B TO K€
BpeMs OTJAJIEHHYIO BO BPEMEHHU 3IOXY MYCYJIbMAaHCKUX 3aBOEBAHUI»
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[4, c. XXVII-XXVIII]. K takuMm pacckazam OTHOCATCS «B pasiuygHBIX
mnax» (“Alag-alag saklonmen”), «HexBaTka BOABI B CTOJHIEY
(“Rajdhani menpani ki kamz”) u «Ilopsmounsrii gemoBek» ( “Munsiji”)
[8, c. 81-84, 105-108, 119-124] u «MoOrojbCKuii cyaTaHat
BojoHOCY» (“Mugal saltanat aur bhisti ) [15, c. 109-118]. fI3bik ypay B
KaKJOM U3 TIPOM3BEACHUI BBIMOJHACT CBOK (QyHKIH0. Tak, B
pPaMOYHOM pacckaze «MOroibCKUil CynTaHaT ¥ BOJOHOC» JIETCHIY,
HOBECTBYIOIIYI0O O XpaOpoM BOJOHOCE, cHaciieM Inaxa XyMaroHa,
KyuBap Hapasa numet Ha ypay. st micateniss HAMHOTO Ba)KHEETOUHO
OIHCaTh YIISMIINA OBIT M BOCCO3AaTh YHICAUIYIO SMOXy. B Takux
Cydasix  SI3bIK  TIEpPeBOJIa  HMCHOJIB3yeTcs 0e3  HCTOPHYECKOM
PETPOCTIEKTUBBI, MPU 3TOM KOJOPHT BPEMEHH IOBECTBOBAHUSI
Oeccreno mcue3aeT. Bce TEPMHUHBI MOXOIHBIX MPEIMETOB, OPYKHH,
MHCTPYMCHTOB M BOCHHAs aTPHOYTHKA SI3bIKa ypIy MEpeBOSITCS Ha
pycckwuit: tabedar — npucnyxuuk, hizrd — eBnyx, masakhar — mryr;
hauda — «mocrtenb, KOTOpyr0 Hec€T BepOIrOI», (B TEKCTE pacckasa
UCIIONB3YETCs UIsl TIOBO3KH, KOTOPYIO 3aKpEILISIOT Ha CIMHE 00EBOro
cioHa), tug — 3uams, talb — Gapaban, teg — cabus, tufang — mucroser.
Takke MEPeBOIATCS apMEWCKHEe YHHBI W PAHT JBOPIIOBBIX CIIYT:
tabedar — mpucnyxuuk, hizra — esuyx, masakhar — mryr. ITomumo
OT/ICNIbHBIX CJIOB HA PYCCKUIl $3bIK HEBO3MOYKHO IEpeiaTh LEIbIe
BBIPQKCHUSI W HIHOMBI, KOTOPbIE HECYT B ce0Oc BBICOKHiA, W3SIIIHBII
CTHJIb, COOTHOCHMBIH C 310x0ii Morosbckoro cyiranata: Khuda Hafiz
— xpanu 1ebs bor, lagvab sorkesath — ¢ mpeBOCXOAHBIM IIyMOM,
Muayna karng — mpoBoauTs OCMOTP.

B pacckazax «HexBaTka Boabl B cronuie», «B pasnuuHbIX
nuax» u «I1opsIouHbIH YeTOBEK» SI3bIK YPIY HCHOJIB3YETCsl TOJIBKO B
HPSIMBIX BBICKA3bIBAHUSIX TEPCOHAKEH, CTAHOBSCH TVIABHOM PEYEBOil
XapaKTEPUCTUKOM repoeB — umiieparopa Akbapa, ero mpuaBOPHBIX U
ciyr; B peun bBaxtusipa, BOGHHOro reHepaia paHHero Jlenuiickoro
CylTaHata; a TaKkke B peun MyHwu (0cob. ypdy u nepcudckoeo
yunuTenb). B aTHX pacckasax s3bIK TJIABHBIX T'€pPOEB H300MITyeT
YPIYA3BIYHON JICKCHKOM, KOTOPYIO TakKe HEBO3MOXHO OTPasuTh B
nepesoje: Lahaulvila, madrasa, vafadar, afratfarz, hukm, jahanpanah,
muafkarna u m.n.

Canckput B mpoze KynBapa Hapasna nurpaet Takyro ke BaXKHYIO
poJib. JIEKCHKY 3TOTO SI3bIKAa MHMHCKUI MUCATENb MCIOIB3YeT B peyax
repoeB, KOTOpPbIE YIOCHBI JIO0OBBIO K HHAUKMCKOMY TMPOILIOMY.
[ToBeCTBOBaHME CIOKETa BBIICPKAHO B PaQUHHUPOBAHHOM CTHIIC
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suddhhindi. CaHCKpHUTH3MPOBAaHHYIO JIEKCHKY HCIIONB3YIOT B CBOEH
peun oOpa3oBaHHBIE TEepOH, KOTOPbIE MACTEPCKH OIEPUPYIOT
YCTOHYUBBIMH (HHIOCODCKHUMH U PEIMTHO3HBIME TOHsTHsIMA — dhvani
(ceem), maladhar («pynoamenmy, «basucy, «onopay, Cco2naACHO
UHOYUCTNCKOMY MAHMPUMY OOHA U3 CeMU NEPBULHBIX KOPHEBbIX YAaKp.
Cumeoauzupyemcs. KpacHviM JOMOCOM C HemblpbMs Jenecmramu.),
nytyatmakpradarsan  (apmucmuunoe  npeocmasenenue).  SIpkum
MPUMEPOM TaKOTO HCIIOIb30BAaHUS S3bIKA MOTYT TOCTYXHUTh PACCKa3bl
«Bpunpa» (“Vrnda”), «IIporect sxeHbl poTHB Oyayiiero Bambmukn»
(“Bhavisykevalmikisepatnikaprativad”) un «J/lueBank Mona JIn3en
(“Monalisakidayari) [8, c. 26-38, 75-80, 100-104]. IIpu pabore Hax
TaKMMU THIIAMU TeKcTa (punocodCckue MOHATHS HE TEPEBOIMINCH U
noJpazyMeBain moja coboil 00s3aTeNnbHOE CIeIOBaHUE MOACTPOYHON
CCBUIKU C OOBSICHEHUEM.

I'maBnass  ocoOeHHocTh  TBOpuecTBa  KynBapa  HapasHha
3aKIII04aeTcss B TOM, YTO OH OOJBIIOEC BHUMAaHHE YAETSCT JIEKCHKE,
CIIOBY KakK TaKOBOMY, €ro 3HAYEHHIO, MeTa CMBICIY, a TaKxke
PacCTOJIOKEHHIO CIIOBAa B TpeUIOKeHNU. JIeKcmuecKuil coctaB HECET B
cebe CTONBKO KYJNBTYPHBIX AacCOLMAIMM U CKPBHITHIX HAMEKOB Ha
MPEBHEHHIUICKYIO JIMTEPATypy W HCTOPUYECKHE JIETEHABI, YTO
CoJlep’KaHUe PaccKa3oB YacTO Pa3BHBAETCS B PaMKaX CIIOBA OJHOTO U3
SI3BIKOB. XUHJIM, YPAY WIM CAHCKPUTA. DTa CYrTE€CTHUBHOCTH NMPUBOJIUT
MEPEeBOAUMKAa K 3allyTaHHOMY IPOTHBOIIOCTABJICHUIO CMBICIOBBIX
WHTOHAIIMI B CHHTAKCUCE B CTPYKTYpE S3bIKa MEPEeBOAA, YTO, B CBOIO
ouepeib, IPUBOAMT K MPoOsIeMe mepeiadn rilyOruHbl i MHOTOMEPHOCTH
3HAYEHUs CJIOBa Ha Jpyroil s3eik. [loaTomy mpu paboTe ¢ TEKCTOM
MOJJIMHHAKA Obllla TIPOBEACHAa TMONBITKA W30€XKaTh HCKAKEHUM
OpUTHHANa W O0E3TMYMBAHWS WHIAMBHyaTbHOCTH aBTOpPa, a TaKXKe
COXpaHWUTh, CTHpAIOIIMECSs BO BpeMs IEpPeBOJa, HHIUHCKHUE
HaI[MOHANbHBIE 4epThl. O4YeBHHO, YTO pemieHne Bompoca 00
ajanTanuu Tekcta pacckazoB KynBapa HapasHa Ha pycckuii s3bIK
3aBUCUT OT BHUMATEJILHOIO OTHOILIEHUS K MHAUNCKOW KYJIbType U €€
crienuduke.
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A comparative study of socio-cultural impact of translations and
retellings of Shakuntala

Abstract. Translation is generally understood as a process of writing a
source text in a different target language. The purpose of a translation plays a
key role in the later studies of the translated text. This paper is to study the
purpose behind the transmutation of the story of Shakuntala, a daughter of an
apsara and a Kshatriya rishi brought up in a hermitage, found in the Adi Parva
of the India epic Mahabharata written by Maharishi Ved Vyasa. Shakuntala as
a character, is widely known among Indians. However, the popular tale or
excerpts that retain in the memory of the common masses today are not from
the original tale. They are based on a play called ‘Abhigyan Shakuntala’
(literally translates to ‘The Recognition of Shakuntala’).

Keywords: socio-cultural impact, Shakuntala, translation studies
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CpaBHUTENBHOE HCCIECAOBAHUE COLIMOKYIBTYPHOTO BIHSHUS
nepeBoaoB U nepeckason llakyHTanel

Annomayus. CTaThsi aHATU3UPYET UTEPIPETAIIAIO MEPCOHAKA
uHAyucTcKOoW Mudopnorun — lllakyHTansl, qouepu amcapbl W PHILIU-
KIIaTpusi, BBIPOCIICH B OTIIETbHUYECTBE. Ee HMCTOpHs ONMMCHIBaeTCS
MyzpenioM BeaBbsicoll B ApeBHEMHAMNICKOM 3rioce "Maxabxapara” u B
npame Kamnacer «Aoxumkasaa-1lakyHranay.

Kntouegvle cnosa: counokynbTypHOe Bozneiicteue, lllakyHTana,
epeBoI

Translation studies, a study of the process of translating a text
from one language to another, developed as a field in the latter half of
the twentieth century. In one of the earlier studies, Roman Jakobsan in
his work ‘On Linguistic Aspects of Translation” wrote of three
categories of translation: Interlingual which is the commonly known
idea of translation, Intralingual which is an interpretation of verbal
means by means of other signs of same language and Intersemiotic
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translation which is a transmutation of the source text into films, plays
or musicals [1].

Initially, accuracy was considered to be the criteria for evaluation
of a translated work. It developed into ‘the concept of ‘loyalty’ to the
author and being ‘faithful’ to the meaning’ [2]. Several theorists and
translators also opined that alterations in the translated text are justified
to be faithful to the meaning of the text as Kilmartin said for his
translation of Proust.

...In trying to be faithful to Proust’s meaning and tone of voice I
have been obliged, here and there, to make extensive alterations

(3].

With this perspective, the translator’s subjectivity became a part of the
process of translation which establishes the need to study translation
and translated works keeping the social, cultural, historical and political
background in the frame of study.

Skopos is the Greek word for ‘aim’ or ‘purpose’ and was

introduced into translation theory in the 1970s by Hans J.

Vermeer (1930-2010) as a technical term for the purpose of a

translation and of the action of translating. The major work on

skopos theory (Skopos theorie) is Reiss and Vermeer’s

Grundlegung einer allgemeinen Translations theorie (1984),

translated as Towards a General Theory of Translational Action

(2013) [4].

The purpose of a translation plays a key role in the later studies
of the translated text. This paper is to study the purpose behind the
transmutation of the story of Shakuntala, a daughter of an apsara and a
Kshatriya rishi brought up in a hermitage, found in the Adi Parva of the
India epic Mahabharata written by Maharishi Ved Vyasa. Shakuntala as
a character, is widely known among Indians. However, the popular tale
or excerpts that retain in the memory of the common masses today are
not from the original tale. They are based on a play called ‘Abhigyan
Shakuntala’ (literally translates to ‘The Recognition of Shakuntala’).
The original epic was written in Sanskrit, the language used in ancient
India and Kalidas wrote the play in Sanskrit and Prakrit, a dialect used
by commoners. The ‘transmutation’ (a term coined by Jakobsan to
explain the transformation of verbal cues into non-verbal signs) of the
original tale in the Sanskrit play was extensive.
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In the Mahabharata, Shakuntala’s story serves as the beginning to

the lineage of Puru whose descendants were the Kauravas and
Pandavas. Shakuntala in that story is a strong woman who is
straightforward, smart and outspoken. She states and questions all her
thoughts directly to Dushyant and is also wise enough to make him
promise to make their child the heir to the throne. When Dushyant
leaves and forgets about her, she decides to go to Hastinapur to ask for
the right of her son. She does not need any support even in the royal
court where she answers Dushyant’s insults and accusations with
fierceness that stuns the entire gathering. Her divine parentage and her
blazing personality are such that no one dares ask her to leave. When
her claim of her relation with Dushyant is confirmed by a divine voice,
Dushyant welcomes his son and offers a weak excuse that he did what
he needed to, so that no one else would question Shakuntala. She
rejects him and leaves saying she had no need to stay there but her son
was to be made the king as promised to her [5].
Utkarsh Patel is a mythologist and ‘a founder member of ‘The
Mythology Project” which aims to dig into this rich cultural stockpile,
piecing together the puzzle of our existence through archival
collections, by researching living myths and traditions’ [6]. He is a
contemporary mythology-fiction writer who has retold this story of
Shakuntala in his work ‘Shakuntala: The Woman Wronged’. He wrote
this work ‘to introduce to the readers the original Shakuntala as
envisioned by Ved Vyasa based on the English translation by K M
Ganguli. Patel’s aim in writing the work in English was ‘to recreate the
character’ who is ‘more heroic and much closer to the modern-day
woman’ [7].

The question that arises here is why was the original tale
forgotten to the extent that it needs to be recreated or has not been
recreated enough for the common masses to know who Shakuntala
really was?

The more popular story was the one written by the classical
Sanskrit scholar Kalidas who is believed to have written between fourth
and fifth centuries AD. His intersemiotic translation of the Mahabharata
tale into a play brought a lot of changes in the plot and inadvertently
how the central characters were perceived. He did create a brilliant
piece of drama which is to-date considered one of the masterpieces of
Sanskrit literature. His play portrays Shakuntala as a shy and meek girl
who had someone to speak for her on every step of the way and faces
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troubles due to ill-luck. She is aided by her friends in expressing her
feelings towards Dushyant. She is cursed by sage Durvasa for her lack
of attention and is clumsy enough to lose the most significant object in
her possession, the ring. Even in the court, she is covered in a veil and
is accompanied by the rishika of the hermitage who speaks for her.
There is no fight of words, instead she leaves and brings up her son
alone in Indra’s abode. To bring together everything, Dushyant finds
the ring later but could not then find Shakuntala on land but after many
years come across his son while wandering in the heavens and meets
Shakuntala again who is overjoyed at being accepted by him. Dushyant
is bereft of any fault as the sage’s curse and Shakuntala’s ill-luck
become the external evils [8].

This tale, as understood by several critics and also mentioned by
Utkarsh Patel in the introduction to his book, was written by Kalidas
under the patronage of King Vikramaditya and therefore, it would be
unlikely to depict a flawed king in the play. The meek character of
Shakuntala might have been suited to the taste of the patrons and the
audience of Kalidas’ time. The socio-cultural background of the time
Kalidas wrote in and the rules of Natyashastra (Sanskrit treatise on
performing arts) which stated that the hero could not be immoral would
have been strong points of influence on Kalidas’ rendition [9].

Even though the Kalidas adaptation was well-appreciated, the
epic narrative was still followed for adaptations and translations. The
Braj version written by Nawaz Kavesvara inl716 was one of the
adaptations which worked on the narrative of the play but took
references to the epic as well. However, after the colonial versions
became popular in Europe and India ruled by British, the scenario
changed remarkably.

William Jones was the first one to come across Shakuntala as a
play and translate it. From Latin he translated it into English and
published it in 1789 as ‘Sacontala or The Fatal Ring.” He explains that
he faced two problems; one, translating it into a foreign idiom although
the translation was not the most felicitous; and second, his wish to
convince readers of the greatness of Indian civilization [10, p. 199].
Jones’ second purpose for translating this text is the issue here as his
words are a clear depiction of the colonial mindset that limited the
perspective of the westerners who read the play. The readers in the
West saw Shakuntala as not only an entertaining exotic dramatic piece
but also a mirror to the Oriental or Indian culture. The colonial eye did
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not focus on the period the play was originally written in nor did any of
the later translators like Goethe make an effort to trace the origin of the
plot and the character. The play became a reflection of Indian culture
and Kalidas was declared by Jones to be ‘the Shakespeare of India’
ignoring the fact that Shakespeare wrote at least 12 centuries after
Kalidas. The play became a beautiful escapist eastern romantic play for
the West where the hermitage, the hunt, the palace and Indra’s heaven
were scenes from a ‘rustic’ India.

Translation as a practice shapes, and takes shape within, the
asymmetrical relations of power that operate under colonialism [11, p.
2]. Multiple translations in Europe and the colonial appreciation of the
play had its influence on its Indian reception and the result was as
explained by Romila Thapar in her work ‘Sakuntala Texts, Readings
and Histories’: the reading of the play by Orientalist scholarship and by
European literary opinion colours the understanding of the play and of
the narrative. The epic and the Braj version recede and the Kalidasa
play is virtually the sole representation of the story. And translation, as
is well known, changes the cultural role of the narrative [10, p. 198].

The influence of the power of the colonial rule remained even
after India became independent from the British. The presence of an
‘absentee colonialism’ [11, p. 8] is present even in contemporary times
where the common people are still ignorant of the original Shakuntala.
This influence is, like many postcolonial residues, a gap in the process
of the natural learning and criticism of Indian texts. It is quite possible
that without the influence of the British, the VVyasan Shakuntala would
have found her role and place in the Indian social, cultural and literary
scene. There has been negligible research in comparative study on
Shakuntala compared to other female characters in the Ramayana or the
Mahabharata. Even though the Indian epics offer few strong female
characters, Shakuntala as a strong voice who chose her own husband,
who married at her own will, lived successfully with the choice of
rejecting her husband who failed her and after bringing up her son till
her became a young boy, left him with his father to be trained as a king,
was forgotten. She was forgotten as most translations, adaptations and
retellings of Shakuntala were based on Kalidas’ version. Shantaram’s
film ‘Shakuntala’ released in 1943, the 1966 ‘Shakuntala’ made in
Telugu and later Indian retellings in plays or television shows were all
based on the love story of desire and longing closing with a happy
reunion of the family.
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Most theories of function of translation focus on the
commonality of intention as a requirement for translation of a work.
While Kalidas’ intention might have been that of creating a play that
would suffice the expectations from a brilliant piece of writing, the
translations of the work by the Europeans were focused on establishing,
what according to them, was ‘Indian culture and society’ like. The
translations have also been found to have changed several aspects of the
play by critics. The colonial power did not just change the phrases or
words but also the central character they were putting forth an audience
who had no prior knowledge of Indian literature or social set up.
Moreover, the Victorian ideals prevalent in England during the time
also influenced Jones’ translation.

The perception of what was erotic in Indian culture when
Kalidas wrote the play was radically different from how it was
perceived by the British during the Victorian period. The result were
the sad changes in translations that Thapar has pointed out-

A reference is made to the jaghanagauravat, the heavy hips of

Sakuntala, followed by a verse explaining that their weight

caused a deep imprint of her heels on the sand where she

walked. This was thought to be erotic, and Jones translated it as

"elegant limbs"; later translators referred to the "graceful

undulation of her gait" (Monier Williams) or the “weight of

rounded hips" (Edgren), and some omitted it altogether.

"Drooping breasts" became "drooping neck™ and so on [10, p.

200-201].

The idea of ‘an attractive woman’ and ‘an ideal woman’ in the Indian
context was heavily influenced as a postcolonial impact which can be
observed by comparing the portrayal and description of female
characters in the works before and after colonial rule. The difference in
Shakuntala’s response when she is rejected by Dushyanta and spoken
of as a deceitful woman explains it.

O lord of kings! You are established on earth. But | roam the
sky. Know that the difference between you and me is that
between a mustard seed and Mount Meru. O king! Behold and
understand my powers [5, p. 200].

So be it! I have been made a wanton woman, | who, trusting in
the lineage of Puru, have fallen into the hands of a man with a
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honeyed mouth but a blade in his heart. (Averts her face and
weeps.) [8, p. 248].

I am Shakuntala and | am not someone who suffers in silence
and heds tears in isolation. | am like the snake that opens up its
hood, and strikes, strikes the fear of life and God in men like
you [9, p. 244].

It is not just the aspect of the physical appearance of a woman,
the translations of the story of Shakuntala have metamorphosed her
personality, character, attitude, approach and her truth. While
translations and retellings have a lot of power to disseminate various
perspectives and versions of a story, it is important to study deeper and
get to the root of these translations. It is equally important to question
the purpose of a retelling and find what was buried to build anew.
Translations hold a fundamental role in a country as linguistically
diverse as India and therefore it is imperative that contemporary writers
and translators focus on bringing the forgotten to the foreground and
widen the limited perspective towards ancient Indian literature which
has several progressive concepts to adapt for the modern society.
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Ventilating dalit trauma through translation: a study of select dalit short
stories by non-dalit writer Premchand

Abstract. The significance of translation in Indian English Literature is
inestimable. It is the most compatible conduit to understand the diversity and
unanimity of world literature, culture, ethnicity and regional multiplicities etc.
The most crucial aspect of translation studies is that it permits literature to be
enjoyed by a large number of people globally. Not only this, translation also
plays valuable role socially, psychologically, economically and spiritually in
uplifting the status of humans. It is indeed the most effective tool of
reformation and awareness by spreading ideas, knowledge and information
among all human beings irrespective of caste, class and religion. For
marginalized mass, it is a window of ventilating their pain, sufferings and
agony. The preliminary Dalit writings has been produced in the regional
languages and therefore translation has actually paved the way in
comprehending Dalit issues. The present study tries communicating how
translation has helped the voices from the periphery to ventilate their crisis of
survival with reference to select short stories of Premchand- a non-Dalit
author.

Keywords: translation, conduit, Dalit, agony, ventilating
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Camup H. Comanku, Y3ma M. Baxopa, Huous

OO6cyxeHue TuTepaTypsl JaTUTOB TOCPEICTBOM IEPEBOIA:
pacckasbl [IpemMyania 0 KaCTOBOM NMCKPUMUHAITUN

Annomayusn: 3HayeHHe TEpeBoJa B MHAUNWCKOW  aHIMIMICKON
JUTEpaType HEOLIEHUMO. DTO HamOoJiee TOHATHBIA M MpeACKa3yeMblil KaHaj
JUIS IOHUMAaHUS Pa3HOOOpa3usl M eAMHCTBA MUPOBOM JIMTEPATYpPHI, KyIbTYPHI,
STHUYECKON MPUHAUIC)KHOCTH, PETHOHAIBHOTO MHOrooOpasus H T.A.
Haunbomnee BaXHBIM aCHEKTOM H3YYEHHsS ITIEPEBOJOB SIBISIETCS TO, YTO OHHU
3HAKOMST HaC ¢ MUPOBOM uTeparypoil. [lepeBoa Taxke UrpaeT BaKHYIO POjb
B COIMAIIbHOM, IICHXOJOTHYECKOM, SKOHOMHYECKOM H JyXOBHOM ITOBBIILICHUN
cTatyca JwoJeid. JTO IeHCTBUTENBHO caMblii 3((EeKTHUBHBIH HMHCTPYMEHT
MO3HAHUS MTyTEM paclpoCTpaHEeHUs UjeH, 3HaHUH 1 MHPOPMAIMK CPEAH BCeX
JFOJIeH, HE3aBUCHMO OT KacCThl, Kjlacca M PEeNUruu. J[ns MapruHagbHBIX Macc
3TO OKHO, TIO3BOJIAAIONIEE W30aBUTHCA OT OONM, CTpaJaHUii M aroHHH.
IlepeBonHass Ha MHOTME SA3BIKM MHUpA JUTEpaTypa AAIUTOB OTKpbLIA MUPY
npobyieMy HENpPUKAacaeMOCTH, YIHETEHWsl HHU3IINX KacT HMHAMUHCKOTO
obmectBa. B wuccnenoBaHum faercst OTChIIKA Ha W30paHHBIC pacCKasbl
[Ipemuanna, aBTOpa, HE MPUHAIICIKAIIETO K KJIACCY JATUTOB.

Kniouegvie cnosa: mepeBoxm, nHMTEpaTypa JAIUTOB, CTpajaHue,
obcyxienne

Introduction

Since the beginning, Literature has always been an exhaust
window to those who feels chocked and suffocated due to insane and
unreal social customs. Indian societal structures and rules have a great
amount of impact on the life of people who are a part of it. As it is seen
that mostly people from the lowest of the low tier have victimized due
to social hierarchy. Not only in pre-independent era but also during the
post-independent scenario, the mass from Dalit background have been
majorly manipulated, humiliated and disgraced at the hand of upper
caste society. There are lot of reasons why did they tolerate all these
tortures with silence. First of all, they were weak economically,
socially, academically and intellectually. These are the drawbacks
which made them silent victims. There was no one to listen to their
cries and no way to get over the caste catastrophes. Thus, they started
writing about their caste status. It was the only medium for exhausting
their agony.

Literature for marginalized community
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Literature for marginalized communities has incarnated a new
form in modern times. Due to a social and academic reformation,
people from these groups have started coming forward and share their
views publicly. A great number of writers have noticed these masses
and attempted to canvass their lives through writing. A new genre has
emerged with the title of literature for vulnerable populations,
oppressed populations, underrepresented populations, and undercounted
populations that includes people of different races/ethnicities, the
homeless, youth, senior citizens, physically and mentally challenged
person and LGBT group (gay, lesbian, bisexual transgender) etc. [1].
The Ministry of Utmost Happiness by Arundhati Roy, Kari by Amruta
Patil, Hostel Room 131 by R. Raj Rao, Same-Sex Love In India: A
Literary History by Ruth Vanita (Ed.) & Saleem Kidwai (Ed.), and The
Truth About Me: A Hijra Life Story by A. Revathi & V. Geetha (Tr.)
are some of the great works describing the lives, issues, struggle and
problems of this community. Thus, the term literature for marginal
groups has not remain restricted to only people from lower strata but it
represents other also who are marginal in matter of gender, class and
race.

The objective and contribution of dalit literature in translation

Dalit Literature emerged out as the platform for reforming the
caste biased society and mentality. Earlier, before and after colonialism,
a significant movement by marginal people for equal status and rights
took place. This actually paved the way for muted mass like low caste,
tribal and other oppressed, and boosted them to come in front and
unmute their voice. It ridicules the caste hierarchy which is deeply
rooted in the society with name of caste system. Thus, as a protest to
ill-assembled customs of society Dalit Literature took its shape and
emerged out as revolutionary writing to support this movement of
reformation [2. p. 239].

The Dalit Literature was first appeared in the form of regional
languages especially Marathi as a part of Dalit Panther Movement.
Slowly but gradually it spread and circulated all over and across India.
It instigated other regional languages like Hindi, Gujarati, Tamil,
Telugu, Kannada and other south Indian languages to voice their
sufferings through the medium of writings. In Telugu, Mizo Songs and
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Folk Tales edited by Laltluangliana Khiangte, Black Lilies: Telugu
Dalit Poetry in English Translation edited by K. Purushotham and
Khasi Folk Songs and Tales documented and translated by Desmond L.
Kharmawphlang are few examples of best expressions of Dalit lives.
Whereas Apne Apne Pinjare by Mohandas Naimishray, Tiraskrit by
Surajpal Chauhan and Joothan by Om Prakash Valmiki are the pioneer
writings of Dalit Literature in Hindi. In case of Gujarati Dalit Literature
works like Angaliyat (The Stepchild) and Vyathana Vitak by Joseph
Makwan, Gidh (Vulture), Bhalbhankhalu (The Dawn), Malak (The
Country) by Dalpat Chauhan and Harish Mangalam’s Tirad are the
most well-known publications.

Dalit literature in Hindi

It is the bitter reality when it comes to count Dalit writers who
have produced their works in English. Authors like Meena Kandasamy
and Narendra Jadhav have voiced their opinions in English [3]. Thus, it
is hard to believe the shortage of authors from Dalit background in the
field of writing and expressions in foreign languages. There are many
factors which are responsible for this catastrophe. Especially, the
academic inadequacy and lack of other language exposure play the odd
role in this. And thus, it creates the need of translating the regional
works into English. Hindi Dalit Literature is also rich in expressing the
Dalit lives. If we see the recent scenario then we can find that this genre
of literature has become the most influential and significant medium for
articulating the life story of suppressed voices in a great number of
languages among which Hindi excels profoundly. Kausalya Baisantry,
the writer of Hindi Dalit novel Dohra Abhishaap became the first
woman writer to produce her creation in Hindi. Whereas, Apne Apne
Pinjre was the first autobiography to be published in Hindi authored by
Mohan Das Namishray. So, it is clearly visible the healthy contribution
of Hindi language in voicing the life of muted humans crushed under
the caste pestles.

Premchand

Indeed, Premchand holds a supreme place among the writers
who have described Dalit plight in a work of art. His writing represents
the ground zero reality of rural India which was contaminated with the
strong beliefs in caste discrimination, social evils and communal
conflicts. Premchand, by adopting simple language and eloquent style
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of expressive writing enriched and influenced the Hindi literature.
However, long-standing debate lingers since long about how precisely
Premchand was able to comprehend and canvas the traumatic
experience of those belonging to the downtrodden castes. Is it rational
that a person belong to upper caste rich society would be a loyal
representative to the oppressed castes? The controversiality of voicing
the Dalit characters is always been seen as an unending debate. And
from here starts the issue related to translating such controversial works
into English. Definitely, while translating such works from vernacular
languages to English it may lose the ethnicity and regionality which has
been fuelled in it by the original writers. One cannot deny the restrictive
characteristics of a language which limits its area of expression. It
becomes too much difficult sometimes to seek words which presents
the exact meaning that one desires for.

Premchand’s works of art majorly focused on the social issues
of the society [4]. His short stories based on caste discrimination
themes are in great numbers. Some of his creations like January Night
(Poos ki Raat), Shroud (Kafan), Deliverance (Sadgati), Thakur’s Well
(Thakur ka Kuan), and Godaan etc. deal with subaltern expressions.
These are the few works that aim to bring out the reality of subalterns
on the surface. When translating writings especially Dalit expressions
one must have the element of transforming their misery in exact terms.
Yes, it is also noteworthy that it is too difficult to transcript someone’s
pain and affliction as an observer only. One can also not neglect the
controversial debate which have continued since long about voicing
Dalit characters through a non-Dalit medium. Downtrodden community
still have not accepted non-Dalit authors as their representative.
Whether it is Arundhati Roy, Mulk Raj Anand, Rohinton Mistry,
Aravind Adiga or Premchand, they find these stories and the depiction
of Dalits in it unethical and far from the reality. Premchand, as non-
Dalit author have also faced controversial comments and rage of
subaltern critics for his Dalit articulation especially for Shroud (Kafan).
As it is articulated by Premchand about two characters of Ghisu and
Madhav that both are, “Living at a sub-human level they are outside all
normal mores of social behaviour. While Madhav's wife is writhing in
labour pain inside the hut, Madhav and his father sit outside, greedily
devouring stolen potatoes, unwilling to go and help her because the
other person might grab a larger share. Ghisu recounts in detail a feast
to which he had been invited twenty years ago and Madhav listens to
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the vivid account of food with vicarious pleasure. The wife lies dying
inside” [5, p. 146.].

The short story Poos Ki Raat (January Night) describes
miserable life of a Dalit couple hamed Halku and Munni. The story
starts with scene of Munni sweeping the compound of their hut while
Halku requests her to give him money to pay the instalment of the debt
they borrowed from the Landlord. The story conveys stark reality of
subaltern life in remote areas. The central idea that propel the story
ahead is about how a poor person has to compromise with the basic
need during the stinging and chilling night of the month January. Halku
represents the community of poor down-and-out who are greatly
mistreated and disrespected at the hand of rich landowners. They have
to undergo the massive humiliation for the amount as negligible as of
three rupees. These people live in constant fear of publicly humiliation
and flogging. It is easier to translate one’s appearance but it is almost
impossible to translate one’s pain of being disrespected and condemned
as the excluded entity in the society which made by God and who has
not done any bias while making this world. Translating someone voice
is different things while translating someone’s emotions is totally
different. The limitations of words, terms and other transcript
sometimes make the translation ineffective and futile. The same
happened in case of Halku. It is truly impossible for the translators to
express the realization of what a person in the middle of winter night
that is also without anything to cover his/her body. Definitely it is out
of the reach of any language to articulate one’s bodily misery.

English had always been standing as the language of
professionals and business. And so, it is not wrong to say that English
while being a medium of translation to various vernacular stories
remains unproductive. In the story there are many incidents which
portray the hopelessness and helplessness of Halku as subaltern. While
protecting the ready corps from nilgai at bone cracking winter night,
Halku does not have any proper shelter to save himself from the killing
icy gust. Definitely it is really hard to explain how actually it feels
while being in the farm which is soaked in irrigation water in the
middle of winter night without any proper clothes to protect. To save
himself from this night killer Halku does not have any proper and
effective alternatives rather than a shelter of cane leaves, bamboo cot,
old burlap shawl and his smoking pipe. It is really heart wrenching to
know that a poor person who has to save his corps from the wild
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animals, sacrifices his only protecting gear during the night (blanket) to
pay the instalment of his debt. It is itself a dangerous and horrible
experience to stay all alone at night at the edge of farm which becomes
double problematic because of not having anything to cover the bare
body.

Halku’s interaction with his only counterpart that accompany
him at the night surveillance, Jabra his pet dog, does also explain the
subalternity. At that night Halku and Jabra both were facing the
difficult time in the middle of the farm. Jabra being even a non-human
entity shows its full devotion to his master. Jabra did not leave Halku to
spend the frizzing night alone. It accompanies him with all its love and
care. Now how one can convert the affection shared by the human and
non-humans into words. It is also hard to understand the warmth both
shares to each other. Hindi is the national language of India and so its
area of words and terms is vast. It is really next to impossible to search
out the terms that compliment and represent pure Hindi words with
precise meaning. The most important quality of a good translation is the
precision. Precision in terms of the words which are used in the correct
context that explains the content of the vernacular language in truest
form. It is not hundred percent possible in case of translating Hindi into
English. The Hindi dialect definitely lose its rural connection of
expressions while getting translated into other Languages.

It is getting more and more difficult to stay warm for Halku as
the night progresses. It was a kind of night in which stars were also
looking like shivering out of freezing atmosphere. In such critical time
Halku more than him worries and cares for the dog Jabra. He took Jabra
into his arms to feel warm and comfortable. On the one hand Halku was
worried for the corps as he listened suspecting voice of nilgai which are
the common cause of spoiling of the ready crops of the farms. On the
other hand, he has to make himself equipped with such other
alternatives so that he can skip the deadly night live. At the end, Halku
leaves all the worries of his farm getting destroyed by the nilgai. The
frizzing gust has made his limbs paralysed. He was not able to even
move himself. He constantly listens the wvoice of crunching and
munching coming out from the direction of farm but he was not at all in
a situation to challenge and to give a chase. At the end he gave up and
fall asleep. In the morning when his wife Munni came she awake him
and show him the disturbing scene of crushed corps. Halku with an
innocent expression on his face told his wife about his helplessness
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during the last night. Instead he looks happy to see him live. Such
innocence loses it quality while getting translated into foreign
languages. In case of Premchand who himself is a non-Dalit writer
condemned to be not ethical towards recording and voicing Dalit story.
Instead the translation of his works into foreign languages may take the
essence of the story far from the genuineness.

Conclusion

The aim of translation is to make the work of art of other
language available and comprehensive globally. It is mandatory to
imbibe and absorb the originality while translating works from other
language. A work of art not only represents the life of characters but
also the culture and ethnicity of the background. Thus, it is common
issue which generally comes in between producing a quality work in
translation. Hindi holds the place of national language and so it seems
difficult to replace certain Hindi terms by foreign languages. The area
of dialect, terms, and words associated with this language is vast and so
it hard to find the replacement of it as far as translation is concerned.
Before translating a Dalit work of art, the translator must have a brief
orientation about their life, issues and psyche. The same is advisable in
case of understanding the context and content of Hindi language. The
aim of any translator must not restrict only to recreating the work of art
but it must transform holistically. In the case of present study, we can
understand that translation of vernacular works requires a great amount
of command over both of the language. The translator must not only
focus on use of quality and meaningful term to translate but also while
translating should be watchful about not losing the integrity of the
original works.
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3axmouenue | Conclusion

Khusboo Roy, Priteesh Kumar, Rashmi Giri, Shamse Alam,Vikram
Chaudhary, Harsha Narang, India

Issues and challenges in translation and translation studies in Russian
and South Asian languages

Inaugural Ceremony

The session started with the introduction to the conference by
Dr. Arunim Bandyopadhyay, Chairperson, Centre of Russian Studies,
SLL&CS, Jawaharlal Nehru University, New Delhi, India. He extended
a warm welcome to all the honourable speakers and guests. He said the
pandemic could not suppress the determination of the organisers to
organise this conference. He added translation is having a huge
significance in the present world and translation studies emerged as one
of the important discipline in academics. He also quoted an Italian
saying that “Translator is a traitor since a translation is always a
betrayal of the true meaning of the original.” He further added
translation helps in uniting humanity and spreading knowledge and
ideas.

The next speaker Prof. M. Jagdesh Kumar, Vice-Chancellor,
Jawaharlal Nehru University, New Delhi, India said that CRS is located
in School of Languages and the focus of studies is not only on language
but also on literature and culture. He quoted Prime Minister Narendra
Modi who in his speech in UNGA has said that he comes from the
country which is the mother of democracy where diversity is respected
and nurtured as there are dozens of languages and dialects. Prof. Kumar
further added that Education system is largest in India with 300 million
students. He said that India is having a thriving ecosystem for
entrepreneurship and aspirational youth and is a best known destination
for FDI. He also said that JNU is in forefront in connection with
universities of the world. JNU provides extremely low cost study and
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housing to students. He thanked the faculty of CRS for bringing Russia-
India closer by organising such conferences.

The next speaker Prof. D. T. Shirke, Vice-Chancellor, Shivaji
University, Kolhapur, Maharashtra, India, said translation is the best
tool to share knowledge. He mentioned that the Dept. of Russian in
Shivaji University was established in 1970 and recently celebrated its
golden jubilee. He also spoke about the translation of Russian stories
and novels in Marathi language which helps in sharing culture with one
another, for example, the novel “Mother” was translated in 1932, even
before our independence. He also talked about the significance of
Russian literature for children, which has been translated in Marathi.
He further added that Marathi is the 4™ most spoken language in India,
and 15" most spoken in the world.

The next speaker Alexei Alexandrovich Maslov, Director,
Institute of Asian and African Studies, Moscow State University,
Moscow, Russia, said at present there are more than 10 official middle
schools that offer courses in various Indian languages in Russia and at
present there are only few new translated Indian literature in Russian at
present times. He further added there is a lot of interest amongst
Russian regarding Indian culture and social life. He also raised a point
that generally they have Indian literature in Russian which is translated
from English into Russian and not translated directly from Indian
language into Russian. He further added that a wider exchange of
students and scholars will help in promoting cooperation between India
and Russia.

The next speaker Vera Ivanovna Zabotkina, Head, Research
and Education Centre for Cognitive Programs and Technologies and
Advisor, University administration for international activities, Russian
State University for Humanities, Moscow, Russia, spoke about
importance of translation and its role in building trust and common
views among people of different cultures. She further added translation
helps in transferring views such as Russian conceptual view to India
and vice versa. Also how translation influences mental space of culture,
generic space and blending space.

The next speaker Prof. Anjali Kurane, Dean, Faculty of
Humanities, Savitribai Phule Pune University, India, congratulated
coordinators and convenors of the webinar for organising this
exceptionally significant International webinar. She said translation is
the messenger for transmission of knowledge, a protector of cultural
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heritage and at the same time very essential for global economy. She
further added that translation is very necessary for democratisation of
the knowledge, for social harmony and ensuring human pleasure in the
new world cohesive by technology and economy. She stressed the
challenging nature of translation and considered it as a skill. She
concluded by saying that this international webinar will make
significant contribution in enhancing and understanding the emerging
trends and challenges, roles, scope, and issues in translation in Russian
and South Asian Languages in the world.

The next speaker Prof. Mazhar Asif, Dean, School of
Language, Literature and Culture Studies, Jawaharlal Nehru University,
New Delhi, India, talked about India being a cradle of diverse culture,
religion and languages. He further described any sect of any religion
can be found in India e.g. All sects of Islam, Christianity can be found
in India and all 85 sects of Judaism are present in India. He said that is
why translation is more important in India than any other country. He
further described the challenges and issues in translation. He said a
translator must have mastery in various fields such as society, food
habits of people, history, culture, traditions etc. in addition to the
mastery over language as knowledge of languages only cannot do
justice to the translation without knowledge of culture and history of
societies. He also said how it is very complex to translated words and

slogans like “TIAT”, qHET”, “@AT gE”, &I qAT &AT” etc. in
Russian without knowledge of society and its culture.

The next speaker Dmitry Yurevich Petrov, Simultaneous
Interpreter, Lecturer, Moscow State Linguistic University, Russia, said
a translator must combine language with culture, mentality, history and
culture of the society. He said it takes more than knowing a language,
its grammar and vocabulary to be a good interpreter. He further added
that knowing a language is like meeting a person as just like a person,
language has its own traits and personality. He said making knowledge
of language accessible to a wider public gives access to the culture of
the society also. He also said people like to meet people of different
culture. And he appreciated the conference because of its noble
mission.

The next speaker Dr. Anna Vitalevna Chelnokova, Indologist,
Department of Indian Philology, St. Petersburg State University, Russia
said St. Petersburg State University is the oldest university where
Indian languages are taught for almost 200 years and 7 Indian
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languages are taught there. She added this conference is the result of
cooperation of Russian and Indian students. She also mentioned about
the one year translation project, which she recently completed, has
changed her life. She concluded by quoting Dr. Sonu Saini that
“Translation is Tapasya”

Dr. Indira Adil’evna Gazieva, Dept. of Foreign Regional Studies
and Foreign Policy, Faculty of International relations, Political Science
and Foreign Regional Studies of the Historical Archieves Institute,
RSUH, Moscow, Russia and Dr. Kiran Singh Verma, Centre of Russian
Studies, SLL&CS, Jawaharlal Nehru University, New Delhi, India,
proposed Vote of Thanks.

Dr. Sonu Saini, Centre of Russian Studies, SLL&CS,
Jawaharlal Nehru University, New Delhi, India, gave Introduction to
Sessions.

Session |
Theory and Methodology of Translation
14.30-16.00 IST

Meeta Narain, Professor, CRS, JNU, New Delhi, India
presented her paper on the topic «llepe6od ons ceneyuanvhou yenu:
akmyanvivle npobremvl u memoouxa npenodasanusy in which she
discussed about special translation, materials for the translation and
how a teacher should teach the subject.

Pragati Tipnis, Anna Chelnokova, Alpana Dash, Saroj Sharma.
Authors, Hindi-Russian Idioms Dictionary, Moscow, Russia

Pragati Tipnis presented her topic on “The work on Hindi-
Russian Idioms Dictionary”. She discussed about the structure and aim
of the dictionary. She also discussed idioms highlighting the use and
need in the language. Emphasis was also given on the process of
selecting idioms.

Indira Adilevna Gazieva, Research Fellow, Department of
Foreign Regional Studies and foreign policy, faculty of International
Relations, Political Science and Foreign Regional Studies of the
Historical Archives Institute, RSUH, Moscow, Russia. She presented
her paper on «K Bompocy o GopmMHpOBaHHH HABBIKOB MEPEBOAYECKUX
pemieHnii (Ha MaTepuane CTYAEHYECKHX IIEPEBOJIOB C PYCCKOTO Ha
XUHIA U HA0OPOT)».

Riya Kumari, Assistant Professor, Savitri Bai Phule Pune
University, Pune, India. She had presented her paper on «ApTHKHKIIb
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aHTIIMHCKOTO SI3BIKA: CEMAaHTHKA U €To nepeaadya Ha pyCCKOM SA3BIKE).
She discussed the definition and the types of articles. The classification
of articles was done in English language. She spoke about the
semantics of the articles and possible translations in Russian language.

Suresh Kumar, Scholar, CRS, JNU, New Delhi, India. He
presented his paper titled “A study of Calques from English in Russian
Related to the sport of Running”. The presentation talks about the term
“Calque” and its examples of calque in Russian language that came
from English language. He discussed the reason behind prevalence of
calques from English language.

Session 11
From Author to Translator:
Cultural Paradigms in Translation Studies
Chair: Anna V. Chelnokova
Date: 29.09.2021 Time: 16.10-18.10

Indrajeet Singh, Retired Principal Kendriya Vidyalaya
Sangathan, Moscow, Russia: “®HT ATfgeT % &l sTqara® (Roosi

Sahitya ke Hindi Anuvadak)” He gave a brief about the translational
inequalities and cultural differentiation. He emphasised that, the
translator must know both the cultures for a good translation; else it
will be an injustice to other language. He gave examples of various
translations from Hindi and Russian. He spoke about Dr. Madan’s
translation of Tolstoy’s work where he compared the culture and told
that the translator must know a brief history and present development
that language has made. He then discussed about the translation of Dr.
Bhism Sahani, and. Munish Saxsena, Mr. Ramesh and few more
renowned translators. He also compared the translation of various
translators, and pointed out various problems in choosing the words.
Aziza Mirzaabdullaevna, Teacher, Department of Russian
Literature, Namangan State University, Uzbekistan presented her topic
«CI0XKHOCTH nepeBoaa pyCCKux MJnOMaTUICCKUX CJIOB Ha y36eKCKHfI
S3bIK TIPU (DOPMHUPOBAHMH HABBIKA YTCHHS B CeMbe OmimHrBa». She
discussed the difficulties that occur in translating Russian idiomatic
words into Uzbek when developing reading skills in a bilingual family.
Giving examples of the words used in day-to-day life and newspaper.
She emphasized more on the words translated from Uzbek to Russian
language. She carried forward her paper talking about the teaching of
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the foreign language to School children. She quoted famous Russian
linguist Barkhudaraf and explained the translation theory in detail.
Also, she talked about the issue of technical translation, or translation
through online mode. Majority of examples which she quoted were the
idioms from Uzbek to Russian and vice-versa.

Elena Ivanovna Gusieva, Associate Professor, Dept. of Slavic
philology and translation studies, Mariupol State Humanitarian
University, Ukraine «/mena u cyOpukersl (K TepeBOLy HMEH
cobctBenHBIX)». The speaker spoke about the translation of proper
names and sobriquets i.e., nicknames through the works of George R.
R. Martin. She states that genre of fantasy opens a new possibility for
literary names as one can dramatize then, we see G.R.R. Martin using it
extensively in naming things in “Westeros”. During translation of
anthroponyms transcription and transliteration is used. Transcription is
used for English names as now cultures are near and many ethno-
cultural barriers are broken. While transcribing if the sign becomes
asemantic and inequality arises between original and translation, the
author’s context plays an important role delivering the meaning. In the
translation of “Song of Ice and Fire” some names were fully transcribed
and transliterated and nicknames were translated, Sir Jamie Lannister-
the King slayer becomes JIxeiime Jlanuctep- LlapeyOuiina. As the
surnames in this book show the origin and status of the heroes so they
are not translated. Literal translation is used for some names. Mixture
of tracing and translation is also used. She concludes that the translator
has to work in accordance with the author as to give proper meaning to
the original work.

Nurova Mairambi, professor, indologist & translator, Moscow,
Russia.The topic of report was «IlepeBoq Kak BakHBIH (HakToOp
YKpPEeTUICHUS TUTEPATYPHBIX CBA3EH B COBPEMEHHOM OOIIECTBE.

Gautam Kashyap, scholar, Saint-Petersburg State University.
The topic of report was «Russia ITpoGiemMbl mepeBoga pasroBOPHBIX
BBIPXKEHHI MEXKIly PyCCKUM U XUH/IM si3bikami». He initiated his paper
by talking about the Hindi language. He spoke about the student’s point
of view for translating the text, where they must understand the
structure, grammar, context, metaphor and culture. Later, he talked
about the selection of words in translation, depiction of new concepts or
subject and some more issue, which a translator faces while translating.
He emphasized on the compound words, idioms, proverbs and its
difficulty in translation and then about the emotional components of the
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translation. He emphasised on the idea of representing both word-to-
word translation and the actual (logical) translation.

Anna Gennadievna Gladkova, scholar, Saint-Petersburg State
University, Russia. The topic of report was «OcobeHHOCTH TIEPEBOIOB
M. 3omenko Ha XMHAU ¥ HA Oerranuy. In this she discussed the various
grammatical and linguistical theories about the translation of the text
from Russian to Hindi and to Bengali by comparing the translation of
Joshenka’s stories in Hindi by Dr, Ranjana Saxena and Dr. Sonu Saini
and Dr. Arunim Bandyopadhyay. At first, she talked about the nuances
of translation and then focused on the Story of Joshenka, by comparing
the various words being used by translator. She talked about the
differences that exists between both the languages. She took example of
various selected words, she talked about the process of Kalka,
composites, jargons, ethnographic, history, Phraseology etc in both the
texts. She concluded by talking about the structural analysis of
translated text.

Arina lvanovna Ermolina, scholar, Saint-Petersburg State
University The topic of report was «Russia IIpoGiembl mepeBoja
OCHIraJbCKOTO  TIECEHHO-TIOITHUECKOr0  (ONBKIOpAa Ha  PYCCKHH
s3BIK...». The speaker talks about the problems of translation of
Bengali Song-Poetic Folklore into Russian. Translation of folklore
always needs a particular way; it can be a cause of worry even for an
experienced translator. Rivers play an important role in life of people of
Bengal, there is one specific type of folk song for boat riders. The song
of this study means direction of the river flow. The boat riders sing
these songs when they are between the stream, resting or while
working. The rhythms are such that it helps them work. The few types
of problem that arise while translating folk song are:

1. The written translation is very different from this type of translation
as, here one has to pay attention to folklore, rhythms, melody etc.

2. There are many versions of the same song and determining which the
original is a tough task. There can be many mistakes in the words.

3. There are many words from dialects, so it becomes tough to translate
without consulting native speaker, sometimes a particular native might
not even know some words. Variants from dialects are used with
different participle instead of normative words.

These problems can be solved by consulting the natives, or people by
field study. Studying folklore is also very important for understanding
the context and words of the songs.
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Session 111 (A)
Translation of short films, cartoons, commercial advertisements
Chair: Anna A. Neivirt
18.20-20.20 IST

Laxmibai Mandlik, teacher and scholar from Savitribai Phule
Pune University, India presented her paper titled “Understanding the
translation process: Subtitling of short films and commercial
advertisements from Marathi to Russian or Vice-Versa”. She
emphasized on the different issues which arise in the process of
translation of commercial advertisements from a regional language to a
target language. The functions and characteristics of subtitle translation
to the target reader was also discussed in her paper.

Anagha Bhat-Behere, Assistant professor from Savitribai Phule
Pune University, India presented her paper titled “Katha Don
Ganpatravanchi: How Gogol’s characters came alive in a Marathi
movie”. She played a YouTube video titled “NFDC presents KATHA
DOAN GANPATRAONCHI (Marathi) — Promo”. This video was in
Marathi language. She further mentioned about the Movement away
from the Source text: i.e. Second hand gun becomes ancestral sword,
Agafiya Fedosyevna becomes ‘Aatyabai’ and End: Wari procession.
She discussed about acoustic signs and visual signs; Intersemiotic
translation, transfer of text and its content from one sign system into
another.

Anastasiia Bezzubtseva, scholar from Saint Petersburg State
University, Russia presented her paper titled “Film Devi and it’s
subtitles from Hindi to Russian”. The subtitle translation of the Film
Devi from Hindi to Russian was done keeping in mind the inter-cultural
aspects and convenience of the reader.

Abhishek Joshi, scholar from Shivaji University, Kolhapur, India
presented “Creating Subtitles of a Hindi/Marathi short films ‘Delivery
Girl’ for Russian viewers: On experience of Linguo-cultural transfer of
an audio-Visual artwork ‘Delivery Girl’: Subtitles translation from
Hindi — Marathi — English into Russian”. He further added that short
film ‘Delivery Girl” was selected for the project as they believed that it
conveys a unique, local cultural content of the present India in general.
The film also promotes gender equality and makes viewers ponder if
one losses his individuality after marriage. He mentioned the linguistic
and cultural challenges they faced while translating the subtitles of
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‘Delivery Girl’. For example: Words ‘Pakoda’ ‘Bhaji’ were not
translated because they are geographically unique. Transposition,
Equivalence and Borrowance were the main translation techniques
used. Translating culturally and geographically specific content is a
difficult task. He talked about the technical challenges as different
viewers have different reading speed; hence, it is important to make
sure that subtitles are short, brief and enough to keep up with the time
constraints, space limitations and synchronization. In conclusion, he
highlighted that translation of subtitles can be a creative and interesting
activity in foreign language learning and Subtitle translation helped
them to improve their translation skills.

Arina Ermolina, Anastasiia Bezzubtseva, Ekaterina Popova,
Anna Gladkova, Eva Lekareva. Scholars from from Saint Petersburg
State University, Russia presented “Film ‘Vzyatka’ and its Subtitles
from Russian to Hindi”. The difficulties in subtitle translation from
Russian to Hindi was explained through this video clip and some
fruitful suggestions were provided. Cultural and traditional terms play a
key role in subtitle translation of a film from one language to another.

Session 111 (B)
Ganga Sahay Meena, Associate Professor Centre of Indian

Languages, Jawaharlal Nehru University, New Delhi, India: “sTg=aTHT
e & Aqare fil FAMeal (Aadivasi Sahitya ke Anuvad ki

Chunautiyan)”. The speaker emphasized on the importance of the study
of Adivasi literature as it gives an alternate philosophy. It is also called
Muktikami sahitya and Identity literature which includes women,
Adivasi and Dalit literature. There are 3 types of Adivasi literature

1. Oral literature or Purkha Sahitya

2. Literature written in Adivasi language

3. Literature written in non-Adivasi languages

Among these Purkha Sahitya is most important as it contains main
philosophy of Adivasi sahitya. It is a less researched field. It is
important to research it very carefully, especially by doing field work
as their culture is very different from common people. There are cases
of mistakes as to mix up words like Ghotul i.e., a place for youth with
Akhada i.e., cultural centre.

Ekaterina Aleksandrovna Kostina, Senior Teacher, Department
of Indian Philology, St. Petersburg State University, Russia: «Sajan Re
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Jooth Mat Bolo: TIpo6memsr IlepeBoma O6Gpamennit Xunmn (Ha
[Tpumepe Pacckaza M ®dunema "Tperbs Knsarea"». The speaker talks
about the problems in translation of words used for addressing
someone. She has taken example from story “Teesri Kasam” of
Phadishwar Nath Renu, its translation “Tret'ya Klyatva” by V. A.
Cherneshyov and Film adaptation “Tret'ya Klyatva”. Phadishwar Nath
Renu uses words of “Sambodhan” as an element of language
characteristics of Characters and to show personal relations between
them. Whereas in the prose and film adaptation it is different. In prose
some words are left or translated in narration. Varity words like Bhai,
Bhaiya, Bhaeyan is not depicted or changed according to context,
words 6pat, 6parer, 6patku are used. Words like Huzur are kept as in
Hindi. The film by Basu Bhattacharya part of narration is changed into
dialogues with some new words of addressing. Many words are
conserved as Hiraman, Hiraman Bhai, Bhai, Mita. In the Russian
translation of film words of profession are kept as it is, shortened or
added like Zamindar sahab becomes “Gaspadin” and Sahab becomes
“Gaspadin politeiski”. There were mistakes in names as making
Laxman into Lahsanva i.e., garlic instead of Laxhan or Laxman. There
are many mistakes as it might have been translated from English to
Russian.

Jyoti Patil, Mrudula Mangaonkar, Dhanashree Ghatage, Kavita
Jambhale, Abhiram Maharaj pandit, Dnyaneshwari Dhumal, Scholars,
Shivaji University, Kolhapur, India, presented on the topic “Film
'Hedgehog' and it's Subtitles from Russian to Marathi”. The presenter
showed a short film the “Hedgehog” and talked about their experience
in making subtitles for the film. The story of “Hedgehog” is about a
father and son duo, where son’s love for the animal teaches meaning of
“happiness” to the father. The group selected this film as a medium to
Russian language and culture to distant Marathi people. In the process
of translation, they kept note of several points like the purpose, cultural
theme, situation and emotion of the character in the dialogue etc. They
faced three types of challenges during subtitling process,

1. Linguistic: The translator follows the social roles of target
language.

2. Cultural: Attention should be paid on Social-cultural
differences.

3. Technical: High level of Skills needed to manage space, font,
time and spotting.
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The final review of subtitle was done by a Russian language teacher.

Kparkomerpaxusiii puism “BKYC”

Pranali Shinde, Suhash Oak, Renu Gill, Dhanshri Jaiswal, Shrihari
Joshi, Bhagyashari Kulkarni. Poorna Zali Wari (Pexnama Ha MapaTxu
COBCPUINIIOCH HEU'IOMHI/I‘IGCTBO)

Dhanshri Jaiswal, Shrihari Joshi, Bhagyashari Kulkarni. Maticha
Swapna (Pexmama Ha Mapatxu — I JIMHAHBIE MEUTHI)

Pranil Shinde, Suhas Oak, Renu Gill, Scholars Savitribai Phule Pune
University, India

Pranali Shinde with a colleague was the speaker for all three group,
they showed all 3 Ad Films, with their subtitle work and explained the
selection of the films and step by step process of subtitling. They
selected these films paying attention to:

1. Cultural Aspect

2. Festive Season i.e., Ganesh Chaturthi was nearby.

3. Inspiring message

4. Availability of Russian and Marathi language skills, time and

software etc.

They had step by step process of subtitling: Selecting the films —
Watching the films — Studying the films individually and together,
understanding and interpreting words — Translating to choose
appropriate words, ensuring same meaning, message and expressions. —
Making Subtitles not too long or short, checking grammar, Idioms and
expressions — Uploading subtitles — Reviewing film with subtitles.
Understanding cultural background, selection of appropriate words,
matching time, size and font of subtitles and creative synthesis were
few of the challenges which they faced and resolved it using trial and
error. They learned a lot from this experience as their Russian language
skills and team work also improved.

1. BKYC is short film where a guy tries to deceive a family into
marrying their daughter by a Wine guessing competition, whereas he
had already checked the name of the wine.

2. Raksabandhan (Poorna Zali Wari) is an Ad film where a bus
driver Vitthal stays back for half an hour in night time for a women
with a child, in order to protect her thus acting as a brother to the
women. The film is about how small things make big difference.

3. Maticha Swapna is an ad film where the father’s dream is
fulfilled by the son.
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Session 1V
Translation of Prose and Poetry
Chair: Prof. Ranjana Banerjee

Guzel Vladimorovna Strelkova, associate professor, Institute of
African and Asian Studies, Moscow State University, Russia, presented
her paper titled “Oco6ennocmu nepesoo npouseedenuii Hwnana na
pycekuit sizvik”. She discussed the writings of Yashpal are translated in
Russian and also published the collections of his short stories. She said
that the style of the translator differs from the writer of the original

work. Further, she discussed his novel “E&T = which is translated in
Russian as “noxxnas npaena”. She also talked about how various novels
of Yashpal were translated not by one translator but by many
translators. She also discussed various aspects of his novel “F3T 99”
and its translation.

Anil Janvijay, senior teacher, Department of Indology, ISAA,
Moscow State University, Russia, presented his paper titled
“Mandelshtam’s Poetry and its Translation from Russian into Hindi”.
He said that Mandelshtam is a well-known poet around the world and
his poetries have already been translated in 52 languages in the world.
But he is not as famous in India. He spoke about his life and
development of Mandelshtam in French poetry and how he started
writing poetries in France. He described how Mandelshtam met
Nikolay Gumilyov and his wife Anna Akhmatova in St. Petersburg and
became an active member of Acmeism. He further said it took him 20
years to translate his 60 poetries. It is because he spent these years in
understanding mentality and poetries of Mandelshtam.

Debajyoti Gupta, scholar, Tripura University, Tripura, India
presented his paper titled “Translation of Literature from Tripura”. In
his paper he discussed about the main native language of Tripura
Kokborok, which belong to the Sino-Tibetan group of languages. He
discussed about writers such as Chandra anta Mura Singh whose book
‘Tales and Tunes of Tripura Hills’ has been translated by various
translators and poems of Jogomaya chakma ‘An illegal Gods of the
Market and Relations’ has been translated from Chakma language to
English.

Anastasia Guria, scholar, Institute of African and Asian Studies,
Moscow State University, Russia, presented her paper titled “Some
Notes on Cultural Commentary as an Integral Part of Poetry
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Translation”. She said that there are poetries which are impossible to
translate without giving the commentaries. She described her
experience of translating poetries of Kunwar Narayan in which Indian
culture plays a very significant role. She further described that the
translators do not translate ‘from one language to another’ but ‘from
one culture to another’. She also explained how the translators have to
explain about the main characters, their names, their life experiences
while translating. She also explained why it is important to give
commentary at the end and not in the footnotes.

Ekaterina Yurevna Popova, student, Saint Petersburg State
University, Russia, presented her paper on topic “OmeiT mepeBoma
CTUXOTBOpeHHUiT Arbest Ha pycckuid s3bIk”. She began her paper with
the translation of two poetries of Sacchidanand Hiranand Vatsyayan
“gId & & and“ TETH in Russian. She talked about the adequate
translation of these poetries and how to give style, maintain the
concrete nature, and translate the metaphors while translating. In her
paper, she also analysed the translation of the poetries, for example,
where addition, omission, complex transformation etc. have been done.
She concluded her paper by explaining the problems faced while
translating and how to solvethem as this will helpful in future while
translating other Indian poetries in Russian.

Vikram Chaudhary, scholar, Centre of Russian Studies,
SLL&CS, Jawaharlal Nehru University, New Delhi, India, presented
his paper titled “Translation of Testimonial Literature ‘Chernobyliskaya
Molitva: Khronika Budushevo' by Svetlana Alexievich from Russian to
Hindi”. In his paper, he said translation has been proved an important
and significant way to understand about different people and their
culture. It is a bridge connecting two different nations, their people and
their culture. He further added testimonial literature is one of the types
of documentary prose. Also he gave an overview and specificities of
the genre ‘Testimonial literature’ in relation with the translation with an
example from the translated portion of novel and analyzed it from the
perspective of the testimonial literature’s distinctive features and its
translation from Russian into Hindi.

Dr. Sonu Saini, Centre of Russian Studies, SLL&CS, Jawaharlal
Nehru University, New Delhi, India, presented his paper titled “Za77
TI1AE) FIT (F1 74T [Gar 37 g7 % 1571 I7a17 7 SI7gerst &7
)Ivan Turgenev ki Rachna “Pita aur putr” ke hindi anuvad me ansuljhe
kshan)”. He devided his paper in 6 parts namely “T&d FT ATH* ,"goTA
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gz REE ¥ W T a9 A a0 ATl |t redrT “and
“§IT9T & W4TE ."He began with the discussion on title of the novel in
Hindi which was translated by Madanlal Madhu as “foaT 3fiT T ."He
also stressed on some of the complications in the translation which can
be either explained in footnote or should not be used as they are used,
for example, “nmakoBbie momycanoxku” is translated in Hindi as “9%¥

S[d”. He also gave many examples from the translation which seems
incorrect in usage. Further he discussed in his paper how names should
be translated while translating Russian names directly into Hindi and
not from English into Hindi, for example, “bazapos” should be
translated as “@9T¥® “and not “TLIa “(which is translated from
English).

Vikram Chaudhary, Scholar, Centre of Russian Studies,
SLL&CS, Jawaharlal Nehru University, New Delhi, India presented
vote of thanks to the moderator of the session.

Session V (A)
Translation and Hermeneutics
Chair: Liudmila V. Khokhlova

Date: 30.09.2021 Time: 17.10-18.40

Liudmila Viktorovna Khokhlova, associate professor Institute of
African and Asian Studies, Moscow State University, Russia, presented
her paper titled «IIpo6ieMsl mepeBoja JTHHIBUCTHYECKUX TEKCTOB C
pycckoro Ha xuHaH» in Which she discussed the various grammatical
and linguistical theory about the translation of the text from Russian to
Hindi and the issues which occur during translation. She emphasized
about the linguistical terminology in Hindi language which acts as a
counter part of Russian words, she spoke about how the verbs are being
translated and the availability of various synonyms also about the
“Karak” of Hindi language, as to how it gets related in translation work.
She pointed out some specific words, which have a meaning in Russian
but, correct equivalent is not present in the Hindi language.

Megha Pansare, In-charge Head, Department of Foreign
Languages, Shivaji University, Kolhapur, presented her paper on the
topic “India Aleksander Blok’s Poem “At the Restaurant”: Multi-
Interpretation and Translation.” She started her paper by explaining the
lines by Athenian poet Stathis Baroutsos. She discussed about the
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multiple interpretation and translation features that the translator goes
through from translating one text to another. In her paper she told about
the careful recreation of the poem and creative initiative, by which the
poem depicts the feeling of the other language. To depict it clearly, she
gave the example of Pushkin’s poem “At the restaurant”. She also
compared the different poet, who translated the same poem from
Russian to another languages. She projected the different connotations
used by different poets for the same lines. She said that the translator
should know both the languages in deep, for appropriate selection of
words. In the end she showed her translation of this poem from Russian
to Marathi language.

Gaurav Mor, scholar, Centre of Russian Studies, SLL&CS
Jawaharlal Nehru University, New Delhi, India: «OcobenHoctu
MEPEBO/IA MOCIOBULL K TOTOBOPOK ¢ XapbsiHBU HA PYCCKHUM S3BIK.

Kunwar Kant, assistant professor, The English and Foreign
Languages University, Hyderabad, India: «OmbiT mepeBoga CTHXOB
HECKOJIBKHUX PYCCKHX IIO2TOB Ha XUHIN»

He started his presentation talking about Anil Jan Vijay Sir and Varyam
Sir, who have translated various poems from Russian to Hindi. Later he
said that a poem translator must know the combination of thought,
sound and graphical (writing). He discussed about the nuances of
translating the poem from Russian language to Hindi language and took
the example of Pushkin’s, Anna Akhmatava’s and Konstatin Balmont’s
poem, which was recently translated by him. He pointed out the
“myjhesto” (myxxectBo), Where he told how the translator chooses the
words and depict the meaning. In the same way he read all the three
poem, and its translation and told, how he chooses the words.

Lesik Ksenia, Institute of African and Asian Studies, Moscow
State University, Russia: «KyapTypoJOrHUecKHii acmekT MepeBoja
paccka3oB KynBapa Hapasua.». She started her paper by talking about
Kunwar Narayan’s translation works. She pointed out various stories
and spoke about the cultural aspect in his translation. She also
discussed about various technical or the new concepts that do not exist
in the other language. She talked about the documentary, fictional, non-
fictional and previous Mongolian texts too, where Akbar, Humayun etc
were described. She also emphasized about the translation of various
idioms, proverbs etc in Hindi and Urdu. Along with these she talks
about various other problems which a translator faces, especially
translating in Hindi language.

283



Session V (B)
Translation and Hermeneutics
Chair: Arunim Bandyopadhyay
18.40-19.55 IST

Boris Alekseevich Zakharin, professor, head of the Institute of
African and Asian Studies, Moscow State University, Russia presented
his paper titled «IIpobmeMbI TIepeBOIa CEMaHTHIECKH MHOTOCIIOMHOTO
CaHCKPUTCKOI'O IIO3THUYECKOTO TCKCTAa (Ha OpuMEpe MOITHUYCCKUX
BcTaBoK B ‘Simhasanadvatrimsaka V »in which he spoke about various
translation problems while translating poetry and explained it through
selected examples from different poetry.

Priyada Padhye, assistant professor, Centre of German Studies
from Jawaharlal Nehru University, India presented her paper titled
“From the “Panchatantra” to ‘“The Book of Good Counsels” - A
Stylistic and Textual Analysis of the English Translation of the
Panchatantra. She spoke about the functions of translation and
contribution of translated literature as it not only brings in a whole new
model of reality to replace conventions no longer effective but also a lot
of other features as well, such as a new poetic language, hew matrices,
techniques and intonations. She also added that when translations are
carried out in a literary system and explained it. She discussed the
translation strategy and while concluding her topic she raised few
research questions.

Priteesh Kumar, scholar of Centre of Russian studies, Jawaharlal
Nehru University, India presented his paper titled “Translation of
Foreign Words in Russian language through Refixation and
Suffixation”. The paper represents the idea of translational patterns of
using foreign words after the process of prefixation and suffixation as
well as the historical concept of word borrowing in Russian from
various languages. The vital notion of borrowing different words from
different languages and compromising their originality with the
addition of prefix and suffix through the examples from contemporary
use in various fields. This paper gives a detailed description of the
various short and long forms of prefixes and suffixes used in the
formation of new words in the Russian language. It also discussed that
it helps in enriching the existing vocabulary of a language and it is
essential to learn new things but not at the cost of losing the available
words present in our language.
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Valedictory session

Dr. Indira Adil’evha Gazieva, RSUH, Moscow, Russia, said we
all are pleased that such session is organised in which scholars showed
their work regarding translation of movies and providing subtitles and it
is interesting to all of us. She thanked everyone for the successful
conference and for very interesting presentations.

Prof. Boris Alekseevich Zakharin, head of the Institute of African
and Asian Studies, Moscow State University, Russia, said he thinks
translation will exist as long as humanity lives. He congratulated
organizers and all the participants for their efforts to make interesting
presentations and looks forward for such conference next year.

Dr. Liudmila Viktorovna Khokhlova, associate professor Institute
of African and Asian Studies, Moscow State University, Russia,
specially thanked Dr. Sonu Saini for his immense efforts to organise
this conference so smoothly and successfully.

Dr. Arunim Bandyopadhyay, chairperson, Centre of Russian
Studies, SLL&CS, Jawaharlal Nehru University, New Delhi, India,
congratulated everyone for the very interesting conference and hoped
for the organisation of the conference next year, not in online mode, but
offline. He said it is a matter of happiness and pride that people from
other centres also joined the conference as interactions with scholars
from different fields will widen our horizon.

Dr. Anagha Bhat Behere, associate professor from Savitribai
Phule Pune University, India, congratulated participants and organizers
of the conference. She also suggested other aspects of translation which
can be added in the conference next year. She congratulated students of
St. Petersburg University for their work on film subtitles. She also
hoped to meet everyone in offline mode.

Dr. Megha Pansare, In-charge Head, Department of Foreign
Languages, Shivaji University, Kolhapur, said she is very happy to be
part of this international conference. She further added that she and
students of Shivaji University who participated in this conference are
very happy that they presented their work on subtitles of film and
listened to very interesting papers.

Prof. Meeta Narain, CRS, JNU, New Delhi, India, said that the
conference was very fruitful and she was very happy that we were able
to pay attention to different aspects, concepts and processes in
translation as it is very important for everyone. She thanked all
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organisers and participants from various universities and hoped to work
together in collaborative projects in this field. She wished success to
everyone.

Dr. Anna Gennadievna Gladkova, Scholar, Saint-Petersburg
State University, Russia, expressed gratitude to all participants and
organizers for the great experience and looks forward to more
cooperation in future so that we can grow together and share each
other’s success.

Prof. Nasar Shakeel Roomi, CRS, JNU, said he is delighted to
listen to every participant and he is going back rich after this
conference. He congratulated all the organizers and participants.

Irina Maksimenko thanked and congratulated students,
participants and organizers for the conference. She added that
translation is an art just like music and painting. She also wished
International translation Day to everyone.

Prof. Ranjana Banerjee, CRS, JNU, congratulated all the
participants and organizers for the successful conference. She said the
conference was very interesting this year as it included translation of
films and hoped to add something new next year also. She thinks that it
will be very helpful to everyone to organise such conference every
year.

Dr. Kiran Singh Verma, associate professor, Centre of Russian
Studies, SLL&CS, Jawaharlal Nehru University, New Delhi, India,
congratulated all the organizers and participants who joined from
different countries for making this International conference a success.
She thanked all the participants, on behalf of organizers, and said we
are lucky to have so much informative, interesting and productive
presentations.

Dr. Sonu Saini, assisstant professor, Centre of Russian Studies,
SLL&CS, Jawaharlal Nehru University, New Delhi, India,
congratulated all the organizers and participants and gave credit to all
the people engaged as a team in this conference to make it a success.
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