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FOOD AS A CONCEPT OF CULTURE AND INDIAN CODE
IN JHUMPA LAHIRI'S WRITING

Introduction. Fiction significantly contributes to the cultural experience
acquisition, because it introduces the cuisine of other cultural spaces (Indian in our
case). It is important that within transcultural communication, national stereotypes
that strongly express established culinary features (to eat with the fingers of the
right hand, and to sit on the floor with crossing legs, etc.) are not left out.

Literary works that tell about food preferences and tastes, as well as the
processes of cooking and tasting are fruitful from cultural-contrastive and
transcultural perspectives. It is literary culinary studies that deal with the historical
research of food motif, literary conversationsstaging at the table as well as
hospitality, described in the literature, and especially the importance of food in the
context of scientifically oriented gender studies.

The plot organization of food (ways of cooking, consumption manner, table
customs) is important, which perhaps best traces the cultural differences between
“our” and “their” cuisine. Fiction means of describing gastronomic needs
determine the different degree of characters’ acculturation through the depiction of
the processes of culinary addiction: pleasure or satiety of dishes that are still
perceived as exotic, or because of the rejection and disgust. The metaphorical
weight of each dish, narrative strategies, linguistic symbolization of the differences
between the established “our” / “other” dichotomy from a culinary point is
significant in this context. It is a metaphor of the symbolic food “absorption™ as an
expression of attachment (“edible™ category) or aversion (“inedible™ category) to a

new culture.
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Jhumpa Lahiri is a prominent figure in the Asian-American tradition. The
complex semantics of characters’ images, the interweaving of plot lines,
intertextual connections, the simplicity of presentation, and the dynamic plot
development are characteristic features of her writing.

Lahiri's works tell about cultural culinary differences and misunderstandings
in transculture period. It is on gastronomic grounds that the author reflects the
multifaceted “our” / “other” and “West” / “East™ paradigm. The author shows new
gastronomic impressions of Indian immigrants: it 1s about pizza, turkey on
Thanksgiving as an alienation symbol from the well-known “our” (rice, dal, stewed
vegetables) and approaching the “other” (foreign) (French fries, chips, Coca-Cola,
burgers). In this case, the characters’ fear of foreign dishes means the inability to
be exposed to something, the fear of possible identity loss.

Article’s aim. The purpose of the article is to analyze the culinary concept
in the context of the transcultural paradigm in Jhumpa Lahiri’s writing.

Analysis of recent research and publications. Despite the presence of
scientific worksofforeign and Ukrainian critics (T. Bhalla [1], K. Chatterjee [3],
S. Dasgupta [4], N. Friedman [6], R. Heinze [7], F. Kral [9],S. Lutzoni[12],
B.W. Noelle [13], A.Rizzo[l5], A. ShankarSaha [16], N. Bidasiuk [2],
N. Vysotska [18], T. Denysova [5], N. Zhluktenko [20], I. Kosheleva [8] and
others), Lahiri’'s writing is not fully investigated, which determines further
theoretical studies intransculture context.

Investigation methods. In the article we used the following methods:
cultural and historical (defining the role and place of Lahiri's writing in US
literature of the twentieth century), historical and typological (determining the
specifics of themes, motifs, images, story features of the writer's works),
functional (clarifying the features of Lahiri's poetics), hermeneutic (interpretation
of various aspects of the literary text), narratological analysis (specifics’ analysis
of Lahiri's narrative manner), biographical (revealing the reflection of author's
personal experience in her writing), the principles of postcolonial and decolonial

criticism (rethinking the problem of “otherness™ in transculture discourse).
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Main material. Hema and Kaushik. The Indian cultural code is clearly seen
in “Hema and Kaushik”, from “Unaccustomed Earth™ collection (2008). Like a real
Bengali waman, the main character's mother spendsmost of the day in the kitchen.
As a result of cooking of two dozen dishes, the smell of mutton curry and pulao (a
traditional Indian vegetable pilaf) is especially heard in the rooms. There is a
“cultural mix™ in the kitchen: Indian dishes are prepared with the help of American
household appliances, in particular, a food processor and a toaster, which friesthe
bread very much.

Shibani prepares as God. This is not surprising, because Indians give food a
special sacred value. Unlike Americans, for whom eating is a hunger quenching
only, for Indians, food is a lifelong philosophy. For a Hindu, food 1s God's gift,
that 1s why cooking requires special diligence and respect.

In author’s poetics the bipolarity of the transcultural world 1s dominated, the
fact of cultures’ interaction and, as a result, the existence of trickster's image
capable to various cultural transformations and reincarnations 1s emphasized. The
trickster is identified with the “mediator, so it embodies the nature's bifurcation,
which he must overcome in himself. Hence the character’'s ambiguity and the
contradictions in it” [19]. The trickster image is taken by Shibani when she is
going to host Kaushik's family. The heroine “betrays™ her rules, because she puts
something unusual on the table — a bottle of “Johnny Walker” whiskey, a favorite
drink of Kaushik's parents. The symbolic “betrayal” is also evident when, every
Thursday, after shopping at “The Star Market”, she goes to McDonald's with her
husband and buys a hamburger and fried potatoes for Hema.

In order to thank somehow for the hospitality and give Shibani some rest
from the kitchen, Kaushik's parents “take” Hema's parents to an expensive
restaurant where they are treated to steaks with blood and baked potatoes.
Kaushik's parents try to get used to American food Hema's ones (parents), but
Shibani and her husband “do not betray” their principles and do not eat the

proposed steak, clearly dividing “our” / “other” cultural line between the families.
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In the images of Hema's parents, the alienation stereotype is particularly
significant: parents have never drunk alcohol in their lives. In this context, parents
keep some distance from the traditions of the American way of life. No wonder
they were a little lost when they needed to buy some bottles of “Johnny Walker”
for Kaushik's parents. Since that time, it has been every night: at about six o'clock,
a bottle of known “Johnny Walker” appeared just for Kaushik's parents.

At the same time, there are transcultural motifs in the images of Hema's
parents, because one day Hema's father dares to drink some whiskey, surprising
everyone present. We are talking about “softening” of “our” / “other” opposition
when there is no dominance of one culture over another. A transcultural
subjectivity of the “hyphenated writer”, which consciously or not erases the
boundary of dividing “our” / “other”, is important. We mean transculture, and
therefore the “openness™ of the literature itself, which ceases to be hermetically
closed area. Instead, the literature is directed towards overcoming cultural distance
by representatives of different traditions. Allowing themselves some whiskey,
Hema's parents are characterized by marginality and, as a result, move away from
identifying themselves with one culture only. There 1s an international identity
which is “here” and “there” at the same time.

N. Vysotska notes about an identity that is “not at all given from birth, but 1s
individually minted in a process that is followed by doubt, denial and a constant
review” [18, p. 49]. This symbolic identity “denial” is seen in Parul's image
(Kaushik's mother), who becomes a “great American” with her husband. Parul has
a short hair, sometimes smokes, wears pants and drinks whiskey while eating
(Parul and her husband can allow themselves some whiskey even after dinner,
which 1s of a particular concern to Hema's parents).Shibani does not share Parul's
refusal of the traditional curry which Parul replaces with American toast. Life and
assimilation in the new cultural environment enable the fact that Kaushik's parents
gradually “erode” their culture elements.

When Kaushik's parents were visiting Hema's house, the attention of

Hema's parents was focused on dear guests only. The refusalto eat a little more
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was especially shocking to Hema's mother (she took it at her own expense,
unaware that Parul was particularly attentive to her figure). Hema gets used to the
fact that they eat all together, so once she felt hungry and was ashamed to ask her
mother to heat food only for her. Being in another cultural environment, Hema's
parents broughttheir own culture to America, along with all its features. In this
context N. Vysotska notesthat “immigrants from Asiahave taken refuge in their
national enclaves, preserving life style elements and values there™[18, p. 303].

Hema's parents have never invited her to drink tea with adults together.
Hema remember: “I was still too young to drink™ [11, p. 381]. However, Kaushik's
mother emphasizes on Hema's sufficient independence when the girl prepares
school lunch-box for herself: a turkey, some salad and sandwiches. At the same
time, Hema's image is not devoid of duality: abandoning her mother's meals, the
girl 1s eating American cornflakes and orange juice. Hema “suppresses” her
otherness in order to “fit in” with socio-cultural reality. We mean the attempt to
flow into the stream and not to divulge your ethnic origin. As a result, the attempt
to become “our” suppresses and ousts the notion of a “whole personality” in some
way, a person who is “made” of one culture and has an internal unity. This unity is
opposite to “blurred identity” notion; the unity does not imply a cultural trap that is
often fell into by dual i1dentity representatives.

Indian elements are seen in everyday life. Despite the American way of life
with Parul, smells of Indian dishes are clearly heard in Kaushik's father's house.
Living in a new cultural environment, Chitra, his father's second wife, still has the
conditional connection with the house and creates “her” India in America. She
adds used Indian comfort to the American house that was so lacking in the family
before. Kaushik sees the table laid with an Indian-patterned tablecloth, something
his late mother never did. In the center of the table, instead of the usual fruit vase,
he sees stainless steel cutlery, as well as Indian “spicy mango” and “sweet lime”
bottles.

Kaushik is amazed when one part of the table is laid only and when he is

served tasteless Indian dishes: lushes, semicircular rice, dal and stewed vegetables.
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The young man does not want to eat his stepmother's Indian dishes (he even feels
hostility towards Chitra), because he is used to eating in a cafeteria or ordering
pizza home. The superiority of American over the Indian 1s traced: in spite of his
external otherness, the character intentionally denies the traditions of “his™ culture.

Kaushik realizes that being married for the second time, his father returns to
“his” Indian way of life. Chitra uses small glassware and in a very formal way
places the dishes on the table: “This was the old fashioned, ceremonious way [
remembered my grandfathers eating in Calcutta, being treated each day like kings
after their morning baths™ [11, p. 396]. The cultural chasm is also seen when
Kaushik doesn't know how to do it right: to eat from a glassware or to put some
food on a plate? The character 1s not surprised by the vast variety of dishes but by
Chitra’s strange Indian habit not to sit at the table with them; “Chitra hovered over
my father and me and the girls, eating privately after we were done, the way our
maids would in Bombay™ [11, p. 401]. Kaushik identifies Chitra with the servants
who were in his family in Bombay. One day, Chitra even justifies herself before
Kaushik: “I didn't make any for you. Your father told me you like to sleep late
when you visit home” [11, p.402].

Often, under the influence of a new culture, established stercotypes and
ethnic views change. Accustomed to the American way of life, Kaushik notices
some changes in the kitchen, when one day he decides to take a bottle of Scotch
(liquor), "All I found there now were boxes of cereal and packets of chanachur
brought back from Calcutta™ [11, p. 398]. Kaushik 1s surprised that there is no even
coffee in their house, because Chitra is used to morning tea and does not
understand how to refuse tea in favor of coffee?

Not realizing it herself, Chitra gives Kaushik some American freedom: after
the dinner she humbly cleans the table and washes the dishes herself, because even
during his mother's life, it was Kaushik who put dishes in the dishwasher. The
character understands that he has to thank Chitra, who agreed to carry the burden
of eternal memory of late Parul and to fight her rival forever.

The Namesake. In “The Namesake” Jhumpa Lahiri shows how Bengali
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celebrations are significantly different from American ones. We mean not ten or
twelve people American families used to invite, but about thirty or more. Unlike
American women, Ashima does not think about the guests’ candidacy in advance,
she 1s pleased with everyone. The circle of her Bengali acquaintances is noticeably
widening namely because of common cooking conversations. Women, who like
Ashima suffer from nostalgia in a new cultural environment, ask her for advice and
recipes for some dishes. Ashima tells them which fish is served in Chinatown, or
how they can cook halvah with wheat flakes. Bengalis follow their traditions and
visit each other every Sunday to taste shrimp fried in butter and to drink tea with
condensed milk. Crossing their feet, they circle down on the floor and sing “their”
songs together.

The importance of “his” ritual in character's life 1s often emphasized in
transcultural writings. Lahiri's works are particularly illustrative in this context. In
almost every author's work, an Indian ritual plays an important role. Food is
associated with the so-called “rice ceremony”, when the baby begins to eat solid
food. “There is no Baptism for Bengali babies, no ritualistic naming in the eyes of
God. Instead, the first formal ceremony of their lives centers aroundthe
consumption of solid food” [10, p. 30]. “Rice Ceremony” is a kind of act of
naming a child; this is a special event for the characters (keeping their home
traditions).

Food is the most important topic that is mistakenly considered as an aspect
of our material lives, whereas it is a primary model for communication,
assessment, coverage and regulation, more informative as it is verbal. During the
meal Gogol makes conversation topics which are completely indifferent to his
parents. We mean not cooking ones, but also new movie news stories. There is also
a talk about museum exhibitions, restaurants, books, and finally, about the New
York. The friendly conversation continues even at the empty table, which is
unacceptable for the Ganguli family. Empty plates and glasses of wine, bread
crumbs create somehow “his” American home warm atmosphere and comfort for

Gogol, quite different from his parents’ atmosphere.
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The circle 1image 1s of prime importance in the novel. K. Rapaille points out
that “the circle image manifests itself differently in American culture. In particular,
the American family meal code — is our circle” [14, p. 92]. Americans used to put
big dishes in the center of the table. Someone takes the dish and passes it in a circle
so everyone can treat it. Within Maxine's family, Gogol creates “his” American
circle, too different from the Indian one. That is why the character has a conscious
desire to immerse himself into a foreign / another culture for a few hours.

Gogol becomes a part of the American circle even when, at the end of the
dinner, the guests pass on a chocolate to each other. There i1s a “cultural
breakdown™ (failure) that allows the “other” to become “our”. With such author's
intent, once again Gogol admits himself in the American way of life namely
because of eating motif.

D. Sivers notes that “Making dinner is on Code for home in America. Food
i1s secondary” [17]. That is why very little attention is paid to food quality in
America; fast food costs twice as much as books, movies or music. The researcher
continues, that “the average American spends six minutes eating dinner. The
American Culture Code for food is FUEL” [17]. We notice the opposite with
Gogol's parents: for Ashima, as well as for the rest of the Hindus food is
considered to be “a source of nourishment for all human life's aspects: physical,
mental and emotional” [8, p. 78]. Lahiri's characters create their “little India”,
which consists of them only and of a few Bengali friends. They continue to eat
with their hands, Ashima refuses to drive, and the family never bathes in the river.
Gogol eats Indian mother-made traditional dishes out of respect only, as they will
never replace the taste of his favourite American pizza and burgers.

Unaccustomed FEarth. In “Unaccustomed Earth” characters consider
themselves real Americans, but at the same time, something prevents them from
“resembling”™ fully their American peers and, like them, realizing the “American
dream”.Their Indian root i1s the symbolic “barrier”, as most of the characters try to
combine Indian and American cultures at the same time. They appear as marginals

who find themselves in a gap between Asian and American reality. This symbolic
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gap “includes™ culinary differences as well. Ruma, the main character, realizes she
will not cook Indian food for her father, as her mother once did, she will not stand
behind him every night and wait for him to eat, feeling like a servant. The mother
always followed the basic life rule: first serve her husband, and only then eat
herself.

The character admits that it is easier to be an American woman than an
Indian one. Ruma is a “cultural migrant™; she understands that she 1s different from
her mother, who had to meet the Indian “standards™ of an ideal wife and never did
anything “half”. American food has always been a “chemistry” for Ruma's mother,
so she taught her daughter to cook Indian food for her son (following the mother's
advice indicates Ruma’s “double consciousness™). For Ruma's mother, American
children were associated with whims, with colds, with allergies to everything,
because of excessive “chemistry” consumption, i¢ American food.

Mrs. Sen’s. Food as an art 1s clearly seen in “Mrs. Sen's”. The woman
works as a nanny, she takes care of eleven-year-old Eliot. Mrs. Sen is representative
of the old diaspora. The heroine continues to “hold on™ to “her” home: living in
America, she tries to recreate the artificial life to which she is accustomed in
Calcutta, as well as to regain her “lost identity”. She lives with memories and
“hides” behind the past, so as not to notice the chaos, loneliness and inconvenience
in her still artificial American house.

Cooking 1s one of the ways to compensate her symbolic “loss”. Eliot often
observes the cooking process. An unusual detail for him is a blade brought from
India, which Mrs. Sen uses when cutting vegetables. She explains that in India
such a blade is in every house.

The warmth of Mrs. Sen's apartment contrasts with the cold of Eliot's
mother’'s house, as does the cultural contrast between India and America. As befits
a true Indian woman, Mrs. Sen is especially respectful of the guest. So when Eliot's
mother returns, the Bengali woman invites her to dinner. Eliot's mother is “alien”

to Indian tastes, so she refuses, explaining that she is not used to eating so late. At


http://www.print-driver.ru/?demolabel-ru

home, she drinks a glass of wine, eats bread and cheese, and often overeats, so she
does not eat the pizza she and her son used to order for dinner.

Unlike Mrs. Sen, Eliot's mother doesn't spend much time in the kitchen; it's
casier for her to buy ready-to-eat food. Eliot notices that his mother refuses Indian
food not because she has already eaten; in fact, she prefers a hastily prepared
American dinner with alcohol.

The boy likes the warmth and comfort of Mrs. Sen's house. He enjoys
watching the still-surprising careful cooking process and compares it to the
American habit towards semi-finished products. Eliot feels emotionally attached to
India because of Mrs. Sen, for whom he has become a confidant (he often
witnesses her sadness and homesickness).

Hell-Heaven. A similar cooking motif 1s seen in “Hell-Heaven”. Aparna,
main character's mother, prepares Indian dishes with a special care. Her symbolic
“alienation” 1s seen not in the absence of American friends, but rather in the
“mmcomprehensible” habits of Americans: Thanksgiving was associated with the
absorption of a huge amount of tasteless food, and the reason not to go to work;
and to finish cooking, when the guests have already arrived, means a bad tone.
Mother's life seemed extremely boring to Usha: her mother never worked, and her
life purpose was to serve her daughter and her husband, who did not praise her for
delicious food and never used kind words when addressing her.

Nobody's Business. In “Nobody's Business” Bengali roots are also clearly
seen in the kitchen, as Sang (short for Sangeeta) often eats shallots, goat cheese,
peanut butter and rice with a dark red sauce, which includes lime and a red pepper
(she did not give up vegetable salad, yogurt, biscuits and American steaks). It is in
the kitchen where the “cultural mixing” takes place: the Bengali dishes Sang used
to eat with a fork, but not with the fingers of her right hand, asmost Bengalis do.

The “cultural break™ is also noticeable when Paul, with whom she rents an
apartment, pours tea into the kettle, fills it with boiling water and leaves it all for
five minutes to remove the leaves in time. Sang is surprised, because, in her

opinion, it 1s much easier to use a tea bag: it will take half as much time and effort.
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Like in India, food is respected in China. In this context D. Sivers notes, that
“while the Chinese are eating dinner, they rarely speak with one another. Instead
they focus entirely on the food. This is true even at business dinners. One may be
in the midst of a spirited conversation about an important deal; when the food
comes, all conversation ceases and everyone feasts” [17]. “In China, dinner is all
about the food. Food is cooked in multiple locations (the kitchen, the fireplace,
outside, even the bathroom) and it has a hugely prominent place in any Chinese
home. Food is hanging, drying, and curing everywhere” [17].

Conclusions. The semantic structure of lexical units that fill the “food”
concept in Lahiri's works, as well as cultural and value aspects of this concept are
widely represented. It is important to distinguish between home-made daily food or
holiday treats, and food as an element of Indian national culture. The writer
describes in detail the traditional Indian dishes and the usual, hastily prepared,
daily American ones. The reader gets a complete picture of the traditional festive
dishes of Indian cuisine. Thus, the structure of the “food” concept can be
represented as follows: the names of traditional everyday food (Americans and
Bengalis) and traditional American and Bengali holiday dishes.

The “food” concept embodies a cultural phenomenon, and allows
understanding the features of national Indian cuisine; it is a cultural code that gives
meaningful information. It is noticeable that within Lahiri's textthe verb “to eat”
has a lot of synonyms: to consume, to guzzle, to have, to lunch, to be full of
something, to throw down, etc. Using such a variety of lexical and semantic series
of one verb, the author reveals the characters’ attitude towards traditional Indian
cuisine.

But what important 1s not what synonymous series of the word “food” the
author uses, but that it conveys Indian culinary traditions and customs; much more
than just expressing or replacing with a synonym the token “to eat”. Expressing not
meaning but sense, food continues to be an element of Indian national culture,

customs and traditions.
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Food is directly connected with gender issues. Eating habits and the way of
cooking determine a woman's identity as well as her difference. Food emphasizes
woman's cultural affiliation: in Lahiri’s writing it is shown that food serves as
sacred ritual and art for Indians, in contrast to the American habit of hunger
satisfying with semi-finished products.

In order to be a worthy wife, an Indian woman must have several qualities,
but first of all, she must be able to cook (she has to know how many spices to add,
which ones and when), sew, knit and sing at the same time. As befits a true Bengali
women, Lahiri’s heroines spend most of the day in the kitchen and watch the
cooking process.

The physiological function of hunger satisfying finds its expression in the
following, more important and significant ones, becoming an indicator of such as
social, psychological, communicative functions, as a means of establishing and
realization of interpersonal connections through joint food consumption, ability or
inability, desire or unwillingness to share it.

Apart from the function of the main food product, rice also receives a
symbolic meaning, becoming an indicator of wealth which allows one to buy and
store it, thereby causing the feeling of well-being, prosperity and satiety. Rice is in
the sensitive function of a source of pleasure, joy, both physical and emotional.
Therefore it 1s necessary to note functional multifacetedness of food. Food and its
consumption have a significant characterizing load, directly reflecting the
characters’ life conditions, the reality in which they are the relationship, both
family and social, their dreams and desires.

The linguistic expression of the “food” concept allows us to understand the
nature of the cultural meaning attached to the linguistic sign; the culture and
traditions are no less important. In our case “food” phenomenon is a separate

cultural sphere of life, without which human existence is impossible.
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Summary. The article deals with the analysis of the culinary concept; with Indian
gastronomy code analysis in Jhumpa Lahiri's writing (an American writer of Bengali origin).
The author of the article notes that food serves as conditional language for characters and as
cultural code that interprets by “ours” only — Indian culture representatives. It is indicated that in
the context of transcultural understanding, food and the process of its preparation are of
particular importance: usual home-cooked dishes are synonymous of protection, security, peace,
belonging to one's home; instead, the presence of “other” exotic dishes makes it possible to get
acquainted with the culinary preferences of another culture, as well as to trace the basic
similarities and differences. Therefore, cultural culinary differences are found is the kitchen,
where the characters are accustomed to spend most of the day and especially carefully prepare
the dishes. An interpretation of cooking as a true art is associated with Jhumpa Lahiri's
marginalized / border characters: you need to remember how much, when, and what kind of
spices add to the dishes. As a true Bengali women, the charactersskillfully prepare traditional
“their” dishes.As a result of cooking of two dozen dishes, the smell of mutton curry and pulao (a
traditional Indian vegetable pilaf) is especially heard in the rooms. There is a “cultural mix” in
the kitchen: Indian dishes are prepared with the help of American household appliances. The
“food” concept embodies a cultural phenomenon, and allows understanding the features of
national Indian cuisine; it is a cultural code that gives meaningful information The semantic
structure of lexical units that fill the “food” concept in Lahiri's works, as well as cultural and
value aspects of this concept are widely represented. It is important to distinguish between home-
made daily food or holiday treats, and food as an element of Indian national culture. The writer
describes in detail the traditional Indian dishes and the usual, hastily prepared, daily American
ones. The reader gets a complete picture of the traditional festive dishes of Indian cuisine. Thus,
the structure of the “food” concept can be represented as follows: the names of traditional
everyday food (Americans and Bengalis) and traditional American and Bengali holiday dishes.
Food is directly connected with gender issues. Eating habits and the way of cooking determine a
woman's identity as well as her difference. Food emphasizes woman's cultural affiliation: in
Lahiri's writing it is shown that food serves as sacred ritual and art for Indians, in contrast to the
American habit of hunger satisfying with semi-finished products. It is noticeable that within
Lahiri’s texts the verb “to eat” has a lot of synonyms: to consume, to guzzle, to have, to lunch, to
be full of something, to throw down, etc. Using such a variety of lexical and semantic series of
one verb, the author reveals the characters’ attitude towards traditional Indian cuisine. But what
important is not what synonymous series of the word “food” the author uses, but that it conveys
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Indian culinary customs and traditions. Expressing not meaning but sense, food continues to be
an element of Indian national culture.

Key words: food, transculture, Indian immigrants, marginal character, dual
consciousness, ethnic identity, tradition.

AHoTanis. Y CTaTTl aHaN3yeTbCsl KyJiHAPHUN KOHLENT, IHIIMCbKUI TracTPOHOMIYHHMN
kox y tBopuocti Jlxymmnu Jlaripi (aMepHKaHCbKOI MUCbMEHHUI OSHralbChbKOTO TOXOIKEHHST).
ABTOp CTaTTi 3ayBaXkye, IO JJISI T€POIB iXKa CIYTye YMOBHOK MOBOIO Ta KYJBTYPHHUM KOAOM,
KU PO3IN(PPOBYETHCS JIUIIE «CBOIMM» — MPEACTABHUKAMHU 1HAIACHKOI KYJIbTYpU. 3a3HAYEHO,
IO B KOHTEKCTI TPAHCKYJIBTYPHOTO PO3YMIHHS 13Ka Ta MpOLEC ii MPUrOTyBaHHS MArOTh OCOOIHBE
3HAYEHHS. 3BUYHI JOMAIIHI CTPaBU € CHHOHIMOM 3aXHCTy, O€3MeKH, CIOKOK, HAJEKHOCTI J0
CBOTO JOMY; HAaTOMICTh HAasBHICTb «IHIOUX» €K30THMYHHMX CTPaB Aa€ 3MOIY O3HAHOMHUTHUCH 3
KyJIHAPHUMH BNOJAOOAHHAMHU 1HINOI KYJBTYpPH, & TaKOX MPOCTEKUTH OCHOBHI MOMIOHOCTI Ta
BiaMiHHOCTI. KynbpTypHI KyJiHapHI BIIMIHHOCTI SICKPABO MPOCTEXKYIOTbCA Ha KyXHi, ZIe Tepoi
3BUKJIM TPOBOAUTH OUIbINy YAaCTUHY JAHA 1 OCOOJNHMBO pETENbHO TOTYBaTH CTPaBH.
IToTpakTyBaHHs KyjiHapii sIK CIPaBXXHBOTO MHCTELTBA IIOB S3YETHCS 3 MapriHATbHUMH /
nopyOixkHuMu reposimu JLxymnu Jlaripi: moTpiOHO mam’sSITaTH CKUTBKH, KOJH Ta SIKI Crerii
IoJaBaTH A0 cTpaB. K crpaBxHI OCHraJlbChKi JKIHKH, TepOiHI MAaHCTEPHO TOTYIOTh TPagHLiiHI
«cBOi» cTpaBH. B pe3ynbTaTi NMPUTOTYBaHHS [BOX IECATKIB CTPaB y KIMHAaTaXx OCOOJMBO
BiAUYTHUH 3amax OapaHA4doro kapi Ta mynao (TpamuliifHUN I1HIIACHKUH OBOYEBMH IUIOB).
«KynpTypHa cyMminm NpOCTeXyeTbCS Ha KyXHI: IHOIHCBKI CTPaBU TOTYIOTBCS 3a JTOMIOMOTORO
amepukaHChkoi 1moOyToBOi TexHiku. KoHument «ika» yocobmroe KyiabTypHHH (EHOMEH i
TO3BOJISIE 3PO3YMITH OCOOJIMBOCTI HALOHAIBHOI 1HAIMCHKOI KyXHi;, L€ KYyJbTYPHUH KOI, SIKHI
nae 3Hauymy iHQopmaniro. CeMaHTUYHA CTPYKTypa JIGKCHYHUX OIMHHULb, SIKI HAMOBHIOIOTH
KOHIIENT «ika» y TBopax Jlaripi, a TakoX KyJbTYpHI Ta LIHHICHI aCMeKTH wLi€i KOHLemii
NPEeACTaBJIeH! IHUPOKO. BaXKIMBO PO3PI3HATH TOMALIHIO IOACHHY 3Ky YH CBSITKOBI YaCTYBaHHS
Ta DKy SK €JIeMEHT IHIIMCbKOI HamlOHAJNbHOI KyJbTypH. IIMCBMEHHHWIST NMOKJIQAHO OIHCYE
TpamuLiiHI IHAIMCHKI CTPaBH Ta 3BUYAHI, MPUTOTOBAHI HAIIBUAKYPYY, IOACHHI aMEPUKAHCHKI.
Uwnray OTpUMye TIOBHE YSBIEHHS NMPO TPAIWLIIHI CBATKOBI CTpaBW iHAIACHKOI KyxHI. OTxe,
CTPYKTypa KOHLENTY «Dka» MOXe OyTH NpeAcTaBlieHa TaKUM YHHOM: HA3BH TPAAHLIHHOI
MOBCAKIEHHO! 1Ki (aMepUKaHLIB Ta OSHranbLiB) Ta TPATULIHHI aMEPHKAHCHbKI Ta OEHIraJIbChKi
CBATKOBi CTpaBM. [:ka 6e3mocepe/iHbo NOB’s3aHA 3 TEHAEPHOK MPOOIEMAaTHKOK. XapyoBi
3BHYKH Ta CHOCIO NPUTOTYBaHHs BU3HAYAIOTh iMEHTHYHICTD JKiHKHM, a TAKOX ii BiAMIHHICTb. Ixa
HIIKPECHIOE KyJIBTYPHY MPHHAJEKHICTb JKIHKUA: y TBOpax Jlaripi mokasaHo, mo 1kKa CIyrye
CBSILICHHUM PHUTYaJIOM Ta MHCTELTBOM Ul 1HAIMLIB, HA BIAMIHY BiJ aMEPHUKAHCHKOi 3BHUYKU
BTaMyBaHHsI rojioqy HamiBpadOpukatamu. IlomiTHO, mo B TBOpax Jlaripi mi€CIOBO «icTH» Mae
0arato CMHOHIMIB: CIIOKHMBATH, iCTH, 00igaTn, OyTH HACHYEHUM TOIIO. BUKOPHUCTOBYIOUHN TaKy
PI3HOMAHITHICTD JIKCHKO-CEMAaHTHYHOTO Py OJHOTO AIECIIOBA, aBTOP PO3KPHBAE CTABJICHHS
NEPCOHAXKIB A0 TPAOULIAHOI IHAIMCHKOI KyXHl. AJle BRXKJIMBUM € HE Te€, SIKHI CHHOHIMIYHUHN Psift
CJIOBa «’Ka» BHUKOPHCTOBYE aBTOp, a Te€, LIO BOHO Mepenae iHAIACHKI KyJiHapHI 3BHYai Ta
Tpanuiii. Bupaskaroun He 3HAYEHHS, a CEHC, i’ka MPOJOBIKYE 3aJHIIATHCS €JIEMEHTOM 1HIIHCHKO]
HALIOHAJIBHOI KyJBTYPH.

Kawuosi ciaoBa: ixa, TpaHCKyNbTypa, IHOIMCBKI IMMITpaHTH, MapriHaJbHHHA Tepoi,
MOJIBIMHA CBIJOMICTb, €THIYHA 1A€HTHYHICTD, TPATHILIISL.

AnHOTauMsi. B cratee aHanmusupyercss KyJMHAapHBIM  KOHLENT, WHAUMCKUIN
racTpOHOMUYECKHH Kox B TBopuecTBe JLkymmbl Jlarmpu (amMepuKaHCKOW MHCATEIbHULIBI
OEHTaJIbCKOTO TPOUCXOKACHHsI). ABTOpP CTAaTbH OTMEYAeT, YTO JUIA T€POEB MMHINA CIYXKHUT
YCJIOBHBIM SI3BIKOM M KYJBTYPHBIM KOJOM, KOTOPBIH paciin(pOBBIBAETCS TOJNBKO «CBOMMUY -
MPEACTaBUTENAMH HHIUNCKON KyJIbTypbl. OTMeU€HO, YTO B KOHTEKCTE TPAHCKYJbTYPHOTO
MOHUMAHMs €14 U MPOLIECC €€ IMPUTOTOBIICHHUS UMEIOT 0000 3HAUCHUE: TPUBBIYHBIE TOMALITHHE
Onmoma SIBJIAOTCS CUHOHMMOM 3alMUThL, O€30MacHOCTH, CHOKOHCTBHS, NPUHAUICKHOCTH K
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CBOEMY JIOMY; 3aTO HaJHYHUE «IPYTHX» HK30THUYECKUX OJIFOJ AT BO3MOKHOCTb O3HAKOMHUTBCS C
KyJIMHAPHBIMH MPUCTPACTUAMH IPYTrOM KyJNbTYpPBI, a TaKXK€ MPOCIECOUTb OCHOBHBIE CXOACTBA U
pasnuuus. KynbTypHble KyJIHMHApHBIE Pa3IM4ds SIPKO IPOCIEKUBAIOTCS HA KyXHE, i€ Fepou
NPUBBIKIM TPOBOAMTH OOJBINYI0 HYacTh AHA M OCOOEHHO TINATENbHO TOTOBUTH. |pakTOBKa
KyJUHAPUN KaK HACTOALIEr0 HCKYCCTBA CBS3BIBAETCS C MApPTMHAIbHBIMU / MOTPAHUYHBIMH
reposiMu JDkymmnbl Jlarupu: Hy>KHO TOMHHTB CKOJIBKO, KOT/Ia U KakKHe CIeUUd No0aBIsATH B
omona. Kak Hactosiue OEHrasbCKue JKEHIIMHBI, TePOMHU MACTEPCKH TOTOBST TPAAHIIMOHHBIE
«cBom» Omroma. B pesynbprare MpUTrOTOBIEHMS IIBYX [ECSATKOB OJIIOJ B KOMHAaTaX OCOOEHHO
OLIYTHUMBIH 3amax OapaHbero Kapu M myjao (TPagULHOHHBIA WHAMNWCKAN OBOLIHOH IUIOB).
«KynprypHas cMech» MPOCHEKHUBAETCS HA KyXHE. MHAWHCKHE OJI0a TOTOBATCS C TOMOLIBIO
aMEepUKAaHCKOW ObITOBOH TexHUKH. KOHLENT «ena» OJHMUIeTBOpSieT KYJIbTYPHBIH (peHOMEeH u
MO3BOJISIET TIOHATH OCOOCHHOCTH HAILIMOHAJIBHOW HMHIUHCKONW KYXHHU; 3TO KYyJbTYPHBIH KOZ,
KOTOPBIH maeT 3HaunmMyro HHpopmauuio. CeMaHTHUYECKas CTPYKTypa JEKCHUECKUX EIUHHILI,
KOTOPBIE HAMOJHSKOT KOHLENT «efa» B MpouM3BeleHusx Jlarupu, a Takke KyJbTypHbIE U
LIEHHOCTHBIE AaCMEKThl KOHLEMNLIWM NPEACTABJICHb IIMPOKO. BakHO pasnmnuaTe OOMAIIHIONO
€XKEAHEBHYK0 IHUIIy WM NpPAa3AHUYHBIE YrOIIEHWsT M €1y Kak »3JEMEHT WHOUNCKON
HAIIMOHAJIbHONW KyJbTypbl. llucarenbHunia mOApOOHO ONMMCHIBAET TPAAMLIMOHHBIE HHIMICKHE
Omrona 1 OOBIYHBIE, IPUTOTOBJIICHHBIE HA CKOPYIO PYKY, €XKEeTHEBHbIE aMepHKaHCKue. Hurarenb
MOJIy4aeT TIOJHOE MPEACTABJICHNE O TPAAULMOHHBIX MPA3JHUYHBIX ONF0aX WHAWHCKON KyXHH.
CrnenoBarenbHO, CTPYKTypa KOHLIENITA «€a» MOKET OBITh MPEACTaBICHA CIEIYIOIUM 00pa3oM:
Ha3BaHUS TPATUIMOHHON MOBCENTHEBHON MHINH (aMEPHKAHLEB U OSHrajblieB) U TPAAULIMOHHBIC
aMepuKaHCKHe U OeHrajabCKHe Mpa3nHUuHble Omonma. Exa HemocpencTBeHHO CBsi3aHA C
reHaepHoil npoOnemarukoi. IluineBple MPUBBIUKM U CIMOCOO MPHUTOTOBJIEHUS OIPEHEINSIOT
UIEHTUYHOCTh O KEHINMHBI, a Takke ee ommyue. Ena mnoadepkuBaer  KyJBTYPHYHO
MPUHAAJICKHOCTb JKEHINUHBL. B MpoM3BeAeHUsX Jlarupu nokas3aHo, YTO MHIIA CIYXKUT
CBSILIEHHBIM PUTYaJIOM M MCKYCCTBOM JUIsl UHAUNLEB, B OTJINYUE OT aMEPUKAHCKOW MPUBBIYKH
yTOJIeHus1 royiofa nonypadbpukatamu. [IpumMedaTenbHo, 4TO B NMpOU3BeACHUsIX Jlarupu riarod
«KyLIaTb» UMEET MHOTO CHHOHHMOB: MOTPEOISATh, €CTh, 00enaTh, ObITh HACHIIEHHBIM U TOMY
nogobHoe. HMcmonb3ys Takoe pasHOOOpasue JIEKCHKO-CEMAaHTUYECKOTO psiia OJHOTO TJIarolia,
aBTOP PaCKpPbIBAE€T OTHOLIEHUE NEPCOHAXKENH K TPAIULIMOHHONW MHAUNCKON KyxHe. HO BaXHO He
TO, KakOll CHUHOHMMMYECKHH psl CI0BA «€[a» HCIHOJB3YeT aBTOP, a TO, YTO OHO MNepenaer
UHIWHACKHE KyJUHAapHbIe OOBIYaW M Tpagulud. Beipakas He 3Haue€HUE, a CMBICH, €7a
MIPOJOJIKAET OCTABATHCS SJIEMEHTOM MHAUNCKON HALMOHAIBHOU KYJIBTYPBI.

KioueBble cioBa: ena, TpPaHCKYJIbTypa, WHIWNHCKME HMMMIPAHTBI, MaprUHAJIbHBIN
repoi, NBOMHOE CO3HAHUE, STHUYECKAS] MAEHTUYHOCTD, TPAIULIUSL.
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