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The development of the humanities in the 21% century is unthinkable without the development
of large databases and digital research methods. Kartvelology, as a national science, entered the
third millennium with dignity: on the basis of existing digital resources and technologies
developed for the Georgian language, the foundation was laid for a qualitatively new stage of
Kartvelology that may be called Digital Kartvelology. With the creation of the manuscript
corpus of Shota Rustaveli’s “The Knight in the Panther’s Skin* and the digital corpus of the
epic’s translations, Rustaveli goes digital,> we are witnessing the establishment of Digital
Rustvelology, which goes beyond the scope of a national science: the epic created by Shota
Rustaveli in the 12" century has been translated into 56 languages and thus represents a unique
resource for creating a multilingual digital parallel corpus and conducting transdisciplinary
research.

1. Stages of development of the multilingual parallel corpus Rustaveli goes digital

The creation of the parallel corpus of translations of “The Knight in the Panther’s Skin” began
in 2018 at the Institute of Empirical Linguistics of the University of Frankfurt, and its
development is planned in three stages. The first prototype of the corpus was created within the
framework of the Caucasiology curriculum (seminar “Special Problems in Caucasiology —
Digital Kartvelology” led by Prof. Manana Tandashvili). This prototype includes one chapter
of the epic (Chapter 3: How the King of the Arabs saw the Knight in the Panther’s Skin) and its
translations into 13 languages (Georgian, German, English, French, Italian, Spanish, Armenian,
Chechen, Kurdish, Korean, Lithuanian, Ossetian, Turkish). In addition, two German (Hugo
Huppert, Marie Prittwitz) and two Spanish (Gustavo Alfredo de la Torre Botarro, Leonor
Martinez) translations were prepared to compare translations by different translators into the
same language.

During the seminar, the principles of building a corpus were defined, the design of the corpus
was created to accommodate resources, and the concept of a user interface was determined; in
addition, a theoretical and technological framework was developed — the basic principles of
parallelising and aligning source-text and target-texts (author of the technological framework:
Armin Hoenen; cf. Fig. 1).

1.1 Alignment is one of the most important and necessary operations in the process of building
parallel corpora. Alignment allows two (or more) identical translation techniques to be
compared at the sentence, phrase, or word level. Accordingly, three types of alignment are
distinguished: a) alignment of sentences, b) alignment of phrases, ¢) alignment of words.
For the prototype corpus, a method of aligning phrases was selected, allowing equivalence to
be explored at the phrase level.

1 http://corpora.iliauni.edu.ge/?g=ka/node/11.
2 https://titus.uni-frankfurt.de/texte/caucasica/rustveli/rgd.html.
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@® Georgische Schrift © Umschrift

H Ubersetzung

Englisch

Al at once they saw by the stream a stranger sitting and weeping,
Holding a coal-black steed by a bridle studded with .

'He was clothed like a princely hero, but the youthful bloom of his cheeks
Was frozen with glittering tears that welled from a grief-stricken heart.

Fig. 1: The homepage of Rustaveli goes digital

Compare:

babgl, ibe dmydy 30bdq Fymobs 3omls
bssgoms 3gzs memdls ©s goms gdodls

bdomse gbbs dstrgsmoBo msasd-sdxs@-mbsgodls

(3699mbs 380 EsgNAMNgoms 3y donm®se sbsBods.

HUPPERT

Sieh, am Bach ein fremder Recke , [ein Fiirstensprof3],
l6wengleich; am Ziigel hielt er,

Sattelzeug, Geschirr und Panzer dicht ein Perlschmuck iibergof3.
Reif auf Rosen war die Trine, die dem triiben Aug entflof3.

PRITTWITZ

Sieh, am Bach ein fremder Ritter , [von edlem Sprof}!]
Leuengleich hielt er am Ziigel

Uber Ziigel, Sattel, Panzer Perlverzierung iippig floB.

Doch die Rosen seiner Wangen Tranenhagel tibergol.

The alignment on the phrase level allows us, inter alia, to “discover” cases of decrease or
increase within sentences (see the case of increase in the first line of the stanza from the German
translation by Huppert and Prittwitz: ein Fiirstensprof vs. von edlem Sprof).
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1.2 Aligning phrases further allows us to explore sentences in terms of information structure as
shown in Fig. 2.

& Neue Funktionen X | By Google Ubersetzer X | @ TITUS: INDEX X B https//titusuni-frankfurtde/text X + v - X

> C @ titusuni-frankfurt.de/texte/caucasica/rustveli/rgd html & Q » v & 0 2

Rustaveli goes digital

Schota Rustaveli - Der Recke im Tigerfell.

Project Director: Manana Tandashvili — Project Coordinator: Mariam Kamaraull — Project Developer: Armin Hoenen
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Gehe zu Kapitel [3 v Vers| 1 [ Multiple Sequenzalignierung

Paarsequenzalignierung

Schematisch

Alignierung
3.1.1. GE: Babgb, g deaydly gobidy
3.1.1. TR: Gorduler ki, yapismigtir kiheylanin yulanindan
3.1.1. ENG: They saw a certain stranger knight;

3.1.1. DE: Sioh, ein fremder Recke oin FarstensproB,

Fig. 2: Visualisation of information structure in the prototype corpus

1.3 In addition to phrase alignment, a conceptual word alignment framework for comparing
English and German translations was also developed in the prototype corpus (cf. Fig. 3).

Sieh

2lif H Firstenspross

‘fremder H Recke H weinend ‘

‘Tlh)@v Hsaw ‘ certain Hstranger Hknié]t thm ‘ sat ‘weeping ‘ ‘IbamlkH@{F thhl@ Hstream ‘

Fig. 3: Word alignment

Alignment at the word level allows us to measure the degree of equivalence on three different
levels within a single sentence:

a) at the lexical level — the degree of lexical equivalence (complete, partial)
b) at the grammatical level (according to structural or grammatical categories)
c) at the functional level — the adequacy of functional equivalents.

1.4 In the prototype corpus, statistical processing of the original text is also possible: the corpus
facilitates the study of the text in the corpus in terms of repetition (cf. Fig. 4).

The automatic research of repetitions allows us, on the one hand, to automate the selection and
qualification of the stylistic devices used in the original text itself, and to compare the frequency
of the stylistic devices in the original and translated texts on the other hand, both quantitatively
and qualitatively.
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Fig. 4: Repetitions in the corpus

1.5 The second phase of the project development started in 2021, aiming to compare the full
text of “The Knight in the Panther’s Skin” with translations of the epic into 20 languages. The
implementation of the project’s goal in the second stage of its development is planned in the
following steps:

1.5.1 Preparation of all digital empirical data for a complex parallelisation of the texts:

a. the already digitised data of the translations (31 translations in 20 languages) must
be brought into a uniform digital form

b. asuperordinate, language-independent set of metadata needs to be created to enable
searching by various extra-linguistic parameters (translator, year of publication,
template, edition, publisher, display, etc.).

1.5.2 Creation of a website with an integrated search system, encompassing various linguistic
and other relevant criteria for interdisciplinary research:

a. definition of the parameters and design of the mask

b. creating tag sets of relevant information (linguistic, literary, historical, ethnological,
sociocultural, and philosophical criteria)

c. culture-specific/intercultural tagging for 20 languages.

1.5.3 Elaboration of a concept for the quantitative and qualitative analysis of the different
translations at different levels:

a. literariness of the translation (stylistic devices such as metaphors, tropes,
synecdoches, metonymies and other stylistic figures)

b. reproduction of terms from different fields of knowledge (philosophical, scientific,
medical, social, etc.)

c. structural transfer of the metric structure of stanzas and verses (number of syllables,
caesuras, etc.).
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1.6 Rustaveli goes digital currently includes 32 parallel translations of the full text of the epic
in 20 languages (Georgian, German, English, Spanish, French, Italian, Turkish, Azerbaijani,
Kyrgyz, Russian, Belarusian, Ukrainian, Greek, Arabic, Persian, Armenian, Ossetian,
Lithuanian , Megrelian, Svan) and allows us to explore such problematic issues of translation
studies as the problem of equivalence in translation, using modern technology on an empirical
basis. For the corpuslinguistic process of the mentioned issue, it is necessary to create a
theoretical and technological framework for automated research with a wide range of
equivalence. Below we present the conceptual framework for solving this important task of
Digital Rustvelology.

2. “The Knight in the Panther’s Skin” — a resource of interdisciplinary research

“The Knight in the Panther’s Skin” is a unique literary monument of Georgian culture which
reflects, on the one hand, the historical reality of Georgia in the author’s era and, on the other
hand, a synthesis of Eastern and Western culture. Situated on the border of Europe and Asia,
Georgia had close ties with the countries of the Ancient Near East (Assyria/ Babylon, the Hittite
and Urartu empires) and the Hellenic world in the West since Antiquity. Since the 7" century
CE, Georgia has been under the political and cultural influence of the Muslim world. Medieval
Arabic philosophy, especially the philosophical-literary processes known as the “Islamic
Renaissance”,® had a significant impact not only on Georgian but also on European culture. The
Arabic Aristotelianism, which contributed to the development of the European Renaissance,
forms one of the cornerstones of Shota Rustaveli’s worldview.*

2.1 Most literary scholars believe that the “The Knight in the Panther’s Skin” is based primarily
on ancient philosophy as represented in Aristotle’s and Plato’s works and on Neoplatonism as
revealed by Dionysius the Areopagite, and, at the same time, on Christianity as present in the
canonical texts. According to E. Khintibidze, “Shota Rustaveli’s epic thus stands at the
crossroads of human civilisation. The medieval world coalesces in it with Renaissance thinking,
a Christian — or more generally religious — worldview with Ancient Greek philosophy, and a
mythical and transcendental worldview with analytical thinking. This in turn offers the reader
subjective associations in an infinitely large space of thought. It is therefore natural that every
reader of the epic, and even more so every scholar, has his own conception of ‘The Knight in
the Panther’s Skin’.”® Therefore, the evaluation of the translations of “The Knight in the
Panther’s Skin” should not only be undertaken in the field of translation studies and linguistics,
but in the framework of wider, interdisciplinary research. Here, first of all, we need to highlight
three aspects of research:

2.1.1 The worldview aspect:

* how adequately are the worldview sources of “The Knight in the Panther’s Skin”
reflected in the translations?
a. philosophical sources of Rustaveli’s worldview (Neoplatonism in the form of the
Areopagite’s doctrines, Plato’s philosophy, Aristotle’s philosophy)
b. Christian sources of Rustaveli’s worldview (the Bible, other canonical texts).

3 See Kraemer (1992: 30, 287)
* Gogiberidze (1961: 58), Khintibidze (2009: 388, 410, 416, 428-429)
% “3903b0LEYombsbo  353MdGOMIOL  30300DIGO0L  FM35a35M  3dloysd®Dg  pdl.  dslBo
3995559369 dGO3L M9baLbLYYO sHBOMZbYds gMHYToL; JMHOLEHB, s LoBMYsMP MYEOYOE,
ALmgmbggsL — 5630300 39660 BOWMLMB0s; FoMMBWG s GHEMbL39bIbEHME bmgEsrddsl
— Boe0o@BH03MmHo sHBOM3bds... gl 30 9300b39wol, LwBd0gdBHOL SbME0SE0IdL MULSLOMEIM® O
LosBOHMZbM LogmEIL LEZ>DMBYL. sFoGHMIsE dMBIdMOZ0s, BHMI 3mgdol yzgws d30mbggwl, s dom
MBO® Y39 93309350, M30L0 3gRboLEYsMbsbo sg3L” (Khintibidze 2015: 20).
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2.1.2 The literary aspect:

+ how adequately are the literary characters (physical and mental characterisation, speech
features, etc.) transferred in the translations?

« how well are the stylistic figures preserved in the translations (epithets, comparisons,
metonyms, hyperboles, etc.)?

2.1.3 The linguistic aspect:

* how adequately are the peculiarities of the immanent nature of the Georgian language
represented in the translations from a linguistic point of view?

* how adequately are the grammatical categories (e.g., evidentiality, referentiality,
specificity, modality) conveyed?

2.2 As mentioned above, one of the central issues in Digital Rustvelology is the establishment
of criteria for the evaluation of the translations. To compare and to contrast the translations of
Shota Rustaveli’s epic, we should start first of all with the analysis of how Rustaveli’s
worldview is rendered in the translations.

2.2.1. Many Rustvelologists believe that the plot of “The Knight in the Panther’s Skin™ is based
on the Areopagite’s philosophical motives of good and evil. Rustaveli relies on the doctrine of
Dionysius the Areopagite, often identified with Peter the Iberian, and uses his well-known
method of discussing the Supreme Being in the sense of cataphatic-apophatic theology.
Accordingly, Rustaveli’s philosophical worldview is based on the concept that the essence of
divinity means only good while there is no evil, since the evil is fleeting and short-lived while
the good is eternal.

Sh. Nutsubidze considers as the most striking example of the connection between the epic and
Dionysius the 1492" stanza of “The Knight in the Panther’s Skin”, which explicitly refers to
the Areopagite:®

83 bsgdgls sgsmnemls 36dgb  ombml ass(3bowgdls,
©IgOmo  gségls dmsgzmoabgdl, 3 dmOemBls o6 ©s3dsgdls,
33bs (od-90m 3gsdm gemgdls, 39als bsb-aMdmase ass33mseqols,
033bs dolbs «390m9LLs Qbom-3gmagl, o sbswgol.

Let us now see how this stanza is translated into German, English, French and Russian.
(1492.1-2) 33 bsgdgbs sggetrmemls 3dg6 ombml asssbawgdls,
039600 gsGzls Imagmabgdl, f dmGmBls 56 ©s3dswgdls.

(H.H.1494) Diese Wahrheit pragt der weise Dionys in seiner Lehr:
Gott beschert der Welt das Gute, doch das Bose schafft nicht Er.

(M.P.1494)  Aus dem weisen Buche Devnos schopft man des Geheimen Quelle:
Gott nur Gutes wollte schaffen, doch kein Ubel bringt der Welt.

(H.B.1478)  Dieses Verborgene offenbart Dionysios, der Weise:
Gott 1aBt das Gute erscheinen, er gebiert nicht das Bose.

(M.W.1468) This hidden thing Divnos the sage reveals:
God sends good, He creates no evil.

® Nutsubidze (1980: 121, 125)
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(L.C.1468)

(G.B.1478)

(S.Ts.1475)

(K.B.1452)

(Sh.N.1494)

(A.X.1781)

The confrontation between good and evil is given elsewhere in the epic, too, even without a
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This hidden truth was revealed to us by Dionysus, the wise:
God creates only good; He lets no evil in the world arise.

Le secret devient évident par les soins du sage Denys,
Dieu affirme et soutient le bien, opposant au mal Son déni.

Le Sage Dionos dévoile ce qui était resté cache,
Dieu n’engendre que le seul Bien, jamais le Mal il ne fait naitre.

Mynpsbiii JIMBHOC COKPOBEHBE HaM SIBUJI B CII0BAX PEYCHbS:
B Gore 6J1aro, Bo3poxkaeHbe. He u3 6ora aeimur 3.10.

Jlums 106po ABISET MUPY, a HE 3J10 POXKIaeT OOT,
Myapsbiii JIMBHOC OTKPBIBAET A€JIa CKPBHITOTO UCTOK.

CyMpak TaiiHbl, COKpaBEHHOH, JJMOHOCOM MYAPBIM PACKPBIT:
bor sBnsieT Tonbko 106po, 312 OH HUKAK HE OPOJIUT.

direct reference to Dionysius and Neoplatonism. Compare:

(113.4)
(H.H.113.4)
(M.P.113.4)
(H.B.113.4)
(M.W.112.4)
(L.C.116.4)
(G.B.312.4)
(S.Ts.112.4)
(K.B.107.3-4)

(Sh.N.113.4)
(A.X.180.4)
(1361.4)
(H.H.1361.4)
(M.P.1361.4)
(H.B.1348.4)
(M.W.1337.4)
(L.C.1369.4)
(G.B.1348.4)
(S.Ts.1346.4)
(K.B. 1321.4)
(Sh.N.1363.4)
(A.X.1634.4)

dmAmBodze Mo dg94dbs  jgmogmobs 'Baamjaagg'lm!

Und dem Geber alles Guten unterschiebt Ihr alles Schlechte.
Weshalb sollte Unheil schaffen, wer da Schopfer ist des Guten?
Warum sollte der Schopfer des Guten denn Boses bewirken?
And why should the Creator of good make evil?

And why would He who created good, create evil by its side?
Voit-on le créateur du Bien créer le Mal un beau matin?
Pourquoi e(t-il créé le Mal, celui qui du Bien est I’ Auteur ?

bor u k Momike 700p NeTAIIEH.
Ecnu oH packuHyI 9amy, pa3se B HUX OH JIaJl HaM 00J1b?

3710 TBOPUTH 3a4eM ke OyJIeT TOT, KTO €CTh A00Pa 3MKIUTEIIb?
Kto nenaer nodpo, passe 3710 cotBopuT? — [ToHATH HY*X)HO!
3G bs Ldmos ggmomdsh, sOLgds dobo gedgmoas

Nun das Bose abgetan ist, herrscht das Gute immerdar.

Und, das Ubel tiberwindend, wird das Gute grenzlos walten.
Bdses ward vom Guten besiegt, lange wéhrt nun das Gute!
Good hath overcome ill; the essence of (good) is lasting.
Evil is defeated by Good. Good will forever be our aid.

Le bien I’emporte sur le mal, car son essence est éternelle.
Le Bien a surpasse le Mal, car son essence est eternelle!
3510 cnabeii B urpe Gopenwuii. bJaro mecTByeTt, TBOpSI.

3410 cpa3uB, 70OPO NIPeOYAET B ITOM MHUPE OECIIpeIeIbHO

Hazno 310M 100po B3s110 BEpX, )KU3Hb €r0 IIpOYHa U Joira!
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(1435.4) 3336 Lodmgmy deéedobs, ggmomos dolo 3Gdgmo.
(H.H.1437.4) Alles Bose ist vergéanglich; wahrlich, nur das Gute wahrt.
(M.P.1437.4) Ewig ist das Licht des Guten. Ubels Nichtigkeit ich seh’.
(H.B.1421.4) Ich erkannte, wie kurz doch das Bose, das Gute ist ewig!
(M.W.1411.4) | recognize the shortness of evil, Thy goodness is everlasting.
(L.C.1442.4) | see that evil is weak; Your goodness everlasting, complete.’
(G.B.1421.4) Je sais: le mal est passager, triomphent bonté et pitieé.
(S5.Ts.1418.4) e sais que le Mal n’a qu’un temps, que le Bien dure davantage!
(K.B.1395.4) Bbyny s tBO€# cnyroro. CBeT BEIUT MOJIYaTh TOCKe.
(Sh.N.1437.4) Beuen cBet 100pa, no3Hana KpaTKOBPEMEHHOCTB 5 3J1a
(A.X.1717.4) JKuzHb 3712 — KpaTka, 700pa — J0/ra, 3T0 BEPHO pa3zyMero

The key concepts of good and evil, as key terms in the Areopagite doctrine, are conveyed in
the translations by the following lexical equivalents:

1492 113 1361 1435

39620 - 3mOOE0 300000 - dmGmB)0 300000 - dOOE0 30000 - dmdmB)o
H.H. Gut — Bose Gut — Schlecht Gut — Bose Gut — Bose
M.P. Gut — Ubel Gut - Unheil Gut — Ubel Gut — Ubel
H.B. Gut — Bose Gut — Bose Gut — Bose Gut — Bose
M.W. good — evil good — evil good —ill goodness — evil
L.C. good — evil good — evil good — evil goodness — evil
G.B. bien — mal Bien — Mal bien — mal bonteé et pitié — mal
S.Ts. Bien — Mal Bien — Mal Bien — Mal Bien — Mal
K.B. 6J1aro, BO3POKAECHBE — 3710 J100p — 601b bnaro — 3510 —
Sh.N. JI00po — 3110 JI00po — 3110 J00po — 3110 00po — 3110
AX. JI00po — 3110 JI00po — 3110 J00po — 3110 I00po — 3710

The terms good / evil are philosophical terms and in all the named examples they should have
been conveyed with a functional equivalent in order to maintain a reference to the Areopagite
doctrine in the epic. Marie Prittwitz does not follow this principle (Gut — Ubel/Unheil); in one
example, M. Wardrop does not follow it either (good — ill). H. Huppert uses, besides the
functional equivalents Gut — Bose, also Gut — Schlecht (“good — bad”). G. Buachidze extends
the term “good” (bonté et pitié vs. mal — “kindness and evil”). K. Balmont’s translation, as
always, is rather free. In one stanza (Russian translation of 1435), he does not mention these
philosophical terms at all but translates figuratively (Fyoy s meoeii cayeow. Ceem eenum
monuams mocke “1 will be your servant. Light tells melancholy to be silent™), in other cases
he uses the functional equivalent braco — 310 (“good — evil”), and in one passage, he also
extends the term of kindness: 6zaeo, 6o3posicoenve — 310 (“good, revival — evil”).

" Lyn Coffin’s version generally follows Dodona Kiziria’s verbatim translation. It is noteworthy that in the
translation of Dodona Kiziria the cognitive verb to recognize is given in this verse: | recognize the shortness [and]
weakness of evil, Thy goodness is everlasting. In this case, however, Lyn Coffin replaces the cognitive verb
recognize, explicitly used in this line, by the verbum sentiendi “see” which, depending on the context, may
implicitly convey the cognitive process. In this way the explication is replaced by an implication.
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Without the confrontation with good, the evil is once again addressed in Rustaveli’s epic,
echoing the fleetingness of evil in the Areopagite doctrine:

(1090.3) 3basgber Lsfdy gmsgmo, dmgmgs, doo mbg@os.

(H.H.1092.3) Das Vertrackte, Abgeschmackte kann nur Spreu im Winde sein.
(M.P.1092.3) Alles HaRliche verweslich ist, des Ubels Merkmal habend,
(H.B.1078.3) Schlimmes dauert nicht lange, da es fruchtlos, vergeblich.
(M.W.1068.3) Every unfitting deed is brief, and then it is fruitless.
(L.C.1098.3) Every unfit deed is short-lived and fruitless, as everyone knows.®
(G.B.1078.3) Une action indigne est breve et appelle son antidote.
(S.Ts.1078.3) L’acte mauvais est éphémere, il provient d’un esprit méchant,
(K.B.1053.3) To, 9TO cenars HeNMPHUCTOIHO, OECTIONE3HO U HECTPOIHO.
(Sh.N.1092.3) Bce ypomsinBoe OpeHHO — B 3TOM 3J1a €ro MPUMETA.

(A.X.1335.3) Bcesikoe 1es10 moas10e KOpOTKO, MOJITHO 3714, BPEa;

=13Lgogbe bsgdg in the epic means something unacceptable for good, actually its opposite, i.e.
evil. Several different equivalents are used in the German translations: vertrackt
(“complicated”), abgeschmackt (“tricky, tasteless”) by Huppert; Alles HaRliche (“everything
ugly”) by Prittwitz; Schlimmes (“something bad”) by Buddensieg. In the English translations,
the following equivalences are used: every unfitting by Wardrop and every unfit by Coffin,
which represents the denotative equivalent of the Georgian «dLas3beb. In the French
translation, une action indigne (“an unworthy action”) is used by Buachidze and L ’acte mauvais
(“the evil act”) by Tsuladze. The Russian versions also offer differences concerning the
translation of this term: wenpucmoiino (“obscene”) is used by Balmont, Bce ypoonusoe
(“everything ugly”) by Nutsubidze, écsxoe oeno noonoe (“every dirty deed”) by Khalvashi. As
the comparison of the equivalents in the epic shows, the term «dlgsgbe Lsgdg is conveyed by
two different equivalents: 1) evil as a substance (in the German and English translations as well
as the Russian translations by Nutsubidze and Khalvashi) and 2) evil as a process/action. In the
rendering of Rustaveli’s worldview, the examples discussed above are essential in terms of
adequate translation.

2.2.2 Although the issue of Rustaveli’s religious beliefs has long been disputed in Rustvelology,
today there is no doubt about the discovery of Christian doctrines scattered across the epic. Here
we will consider only one verse that reflects Christian doctrine, namely in stanza 246: s3se
63y 9300985 Fz00-abol 0 dnms Fqlsbomdmase. According to Rustavelologists, this part
of the epic refers to verse 17.4 of the Gospel of Luke: “Even if they sin against you seven times
in a day and seven times come back to you saying ‘I repent,” you must forgive them.”®

This passage is translated into the different languages as follows:

8 Lyn Coffin additionally introduces general knowledge as evidence in this sentence: as everyone knows. This type
of comment is not explicitly given in the source text.

9,,Qa oy Fyabols eegls obs Fgasmeml 896 s Fygbolzg dmodigl Fgbes s ofnsb: gobsbo, dodgay
dsL. Tetraevangelium (e codicibus chanmetico et Adishi): (https://titus.uni-frankfurt.de/texte/etca/cauc/

ageo/nt/adisnt/adisn.htm
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(246.4) 3350 Gmdy Bymeads Bgop-3bol 0Jdnms Bglsbrmdmsr.

(H.H.246.4) Lehrt uns doch ein alter Wahrspruch: Man vergebe sieben Stinden.
(M.P.246.4) Wie so schwer auch das Vergehen, doch gilt siebenfach Vergebung.
(H.B.246.4) Weil ja gesagt ist, siebenmal soll man die Stinde vergeben.
(M.W.242.4) For it is said that sin shall be forgiven unto seven times.

(L.C.251.4) For itis said repentant sinners are forgiven by the just.

(G.B.243.4) Car il est dit de pardonner sept fois le péché au pécheur.

(S.Ts.243.4) Car il est dit que le péché doit étre pardonné sept fois.

(G.T.246.4) porque esta dicho que el pecado puede ser perdonado hasta siete veces.

(L.M.243.4) porque dicho esta que el pecado siete veces debe ser perdonado.
(M.R.245.4) pues se dice que el pecado debe ser perdonado siete veces.
(K.B.239.4) MBpl 10JKHBI JaBaTh MPOIIeHbe, U HE Pa3, a 10 CEMH.
(Sh.N.246.4) Kax HE TSDKKO IpErpeiieHbe, BCE K MPOIIeHbe CEMUKPATHO.

(A.X.363.4) Bens mpocTHIIN CeMb pa3 3a JICHb, TOBOPUTCS B KHUIE CBSTOM.

Rustaveli here uses one of the main theses of the Christian religion — the concept of
forgiveness — and conveys it through evidentiality by using oJd-es “it is said”. This concept
is rendered differently in the translations. Huppert interprets and expresses the concept of
sevenfold forgiveness as follows: ein alter Wahrspruch (“an old verdict”). English (it is said)
and French (Car il est dit — “because it is said”’) adequately translate the wording of the original
text (ogdqems “it is said”). Only in the Russian translation by Khalvashi, a direct reference to
the Bible is given: cosopumcs 6 knuee cesmou (“it is said in the Holy Book™). In the Spanish
translations, the verse of the original text is grammatically modified and the concept of
forgiveness is conveyed through modality; cf. debe ser perdonado “must be forgiven” (L.M.
and M.R.) vs. puede ser perdonado ““can be forgiven” (G.T.). In Balmont’s Russian translation,
the Christian moral is also conveyed by grammatical modality: Met oonorcrbr 0asams npowenve
“we must forgive”.

As the examples discussed here have shown, the adequacy of the translation of Rustaveli’s
worldview is of great importance in determining the degree of adequacy of the translations.
Since the philosophical and religious worldview is only in the background of Rustaveli’s poetic
work, we should look for this worldview system not as a subject of direct depiction but as part
of the aesthetic foundations of the epic.? In this respect, it is necessary to compare Rustaveli's
epic and its translations in terms of the worldview — the verses conveying Rustaveli's worldview
should be specially marked and tagged and their literary-aesthetic significance for the epic
should be determined so that the quality and adequateness of their translation can be evaluated.

2.3 To assess the literary quality of poetic translations, it is especially important to use statistical
methods. Therefore, one of the tasks of digital Rustvelology is the issue of an automatic study
of repetitions in both the original and its translations, especially with respect to the repetition
of stylistic devices. For example, we consider as the most difficult one a stylistic figure with
five components, which Rustaveli uses twice in the epic: X gg®sm 33388 36eemo (361990l
3365336 (stanzas 266 and 358). In the given figure, it is first a gemstone (s3sé§o “amber”) that

10 Khintibidze (2009: 15).
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is used to convey the colour, the second time it is the saffron plant (bsg&s6o “crocus”): sdsé@ol
B9 Fg(335ms 30 (30193m0ls 336536 VS. Bagg@sbols g3dse Fg338ms dOmeo (309demobs
3s653s6. Before we start discussing this stylistic device, let us briefly review the two lexemes
used in it, “amber” and “saffron”.

2.3.1 s3sé>)0 “amber” is the name of a gemstone that is considered a type of quartz and is used
to indicate a certain colour in the given stylistic figure. The use of precious stones to depict
colours was generally widespread in medieval Near Eastern culture. As synonyms of s3s68o0,
which is not yet attested in Old Georgian, the Dictionary of Foreign Words notes 5330 and osb3o,
both meaning “jasper”.** In the dictionary of the “The Knight in the Panther’s Skin”, s3ségo is
defined as a gemstone, yellow in colour.'? sseés60 “saffron” it is attested four times in the Old
Georgian corpus,' and in all four cases, it refers to the plant. In a recent article, Jost Gippert
indicates that “in the older Georgian version of the Nyssen’s work preserved in the Shatberdi
collection, we read s Lbmso s6L dsgmo dobo bogg@sbls Bobs s Lbgse 6L 33 bsdebls
dobs s Lbpmso oL b6géals Bobs, which corresponds to Greek xai dAlo év A yiveton, &v
KkpOK®, &v Paicauw, év uikove ‘and another (liquid) emerges in another (plant), in saffron
(crocus), in balsam, (and) in poppy’. The second Georgian version of the same text, by George
the Athonite, comes much closer to the Greek model and uses other terms for the plants
throughout: in @s Tbe s Lbyge 0dbgdol Jnedndsbs Bobs ©s goewlbodmls s dogmbls, We
have not only kurkuma- “curcuma, turmeric” instead of zapran-i “saffron” and mikon-i “poppy”
instead of nerg-i “plant, seed” but also valsamo- “balsam” instead of barsabon-i.”*4

In the Middle Georgian corpus, sdsc8s/s3sé@o “amber” is attested 7 times: once in Peshangi’s
“Shahnavaziani”,'® twice in the “Visramiani”,*® once in “The Knight in the Panther’s Skin”,!’
and thrice in the “Rusudaniani”.*® Depending on the context, s3ségs/sdsédo is either used to
denote a gemstone or to convey a colour, as in the “Visramiani”: s orq s3sés @ofqos s
dsagms 3mbogol 306, 380637 Foomsm osambose 394d6ol. The context in question tells the
story of the nurse crying when she learns of Vis’ departure, and the given phrase is probably
used as a metaphor for a face reddened from crying. It is noteworthy that in addition to amber,
saffron is also used to convey red colour in the “Visramiani”. The crying of Vis because of her
separation from Ramin is described as follows: 3olo 39600l gAMby 3ssBsxgMsbs s MMM
doboms  dserasemoio  beagogmase  sdsBels  Bgos ©sslibgl. gasbsegtsbs must in this context
mean “reddened”. It is true that bso3ésbs “saffron” is a loanword from Persian o' s za faran
“id.”, which is usually associated with “yellow”,® but in the examples discussed here, we think

1 http://www.nplg.gov.ge/gwdict/index.php?a=term&d=3&t=2991.

12 gaomgmo  ggg@ob: http://www.nplg.gov.ge/saskolo/index.php?a=term&d=18&t=7544.

333500l 0m30(30  BoRGbo s mn®Fedo (Bas.Caes. Hexaem. 5: 66, 10), Gs00sd3s  Abmoemls sl qemoms
290303005 3Mbs Lbm@bamadso 336eobso, 36 ools, sb FmTbolso, a0bs o Bsxrcsbolse, anbsorn Lbmsms
3500 gmezomomse (Joh.Chr. Comm.Ev.Mt. 22: 11-55, 10); @s bbmea 6L dsgmo dobo Bog@36ls Fobs s Lbse
36l 336 sdebls Fobs s Lbmse s 6ymals dobs (Greg.Nyss. Hom.Op. 30: 125, 31).

14 Gippert (2021: 179-180).

15 Verse 184a: ol memo s by@dnbBo Bob@ls, 306 33 sTsAB)s.

16 Ch. 14 (68, 24): ©s oy 33368 @afms s dsggms dmbgol 306, 3sBobzg Gommse asgmbrse Tgdbols; ch.
33 (144, 10): 30bo 35600l ggrcds gssbsgshs s omsmms dobms scrgamoBo begdogmsw sdstiBels baws
sslbgb.

17 Verse 266a: 3330801 gg@sE Fg33smms Mo (30199mals 3565336.

18 Ch. 2, 10 (207, 35 and 225, 22): Lobemgdo by 93dols s sds@Bobs ogm Bgfgmdomo s ibe g9
dmgeomo... bgm odomb bzg@gdo gygeds ©s sdsdBol dsygsto 3Jmbes...; ch. 3,10 (297, 18): 0ds3 3mgEsbl ojom
9600 33s0B ol 3m3z0 owas.

19 The same is true for the German loanword Safran; cf., e.g., the verse Safran macht den Kuchen gehl (“saffron
makes the cake yellow”) in the well-known children’s song Backe, backe Kuchen.
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that the word is not used to denote the colour caused by the yellow spice made from the plant
but refers to the saffron pedicels,?® which are red in colour.

Fig. 5a and 5b: Saffron pedicels

If we share this opinion, then amber and saffron in the twice used formula X gg®se 39g;335000
deamo  (399mobs 3565356 N the “The Knight in the Panther’s Skin” should be considered as
synonyms for the colour red, for in both stanzas (266 and 358) Rustaveli describes a face
reddened from crying.

2.3.2 Below, the corresponding verses are given in their German, English, French, Spanish and
Russian translations:

(266.1) 33360l Bade Fg339ms dGmmo (3¢93mobs 8365356.
(H.H.266.1) Bernsteinfarben schwimmt in Tranen der Gesichter Bergkristall
(M.P.266.1) Von kristallnem Safranregen sind die Wangen tranberonnen.
(H.B.263.1) Jaspisfarbig verfarbt” der Kristall sich, in Trénen gebadet.
(M.W.260.1) The bath of tears turned the crystal to the colour of jasper.
(L.C.271.1) His crystal face darkened to amber as he let his hot tears go.
(G.B.263.1) Le cristal transformé en ambre, en un bain de pleurs il plongeait.
(S.Ts.263.1) Le bain de larmes fait passer le cristal aux couleurs de I'ambre,
(G.T.263.1) El bafio de lagrimas troco el cristal en &mbar.

(L.M.266.1) El bafio de lagrimas pone en el cristal los colores del ambar,
(M.R.263.1) El bafio de lagrimas da al cristal los colores del @mbar.
(K.B.253.1) TI'pycTHbIi BUTA3b C JCBOIl YePHOIl B CKOPOM IMJIaKaIH YIIOPHOH.
(Sh.N.266.1) Cune3Hblii JTuBeHD Jier AGPAHOM Ha XPYCTAIbHbIC HX JIUIIA,

(A.X.392.1) Cne3unku 110 O€JI0€ MOKPHUTH [[BETOM STHTAPS.

20 The “real saffron”, crocus sativus, commonly known as “saffron crocus” or “autumn crocus”; cf.
https://npgsweb.ars-grin.gov/gringlobal/taxon/taxonomydetail?id=12265.
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(358.1) Bagghsbols @@ Bgigoms dGmmo (3653mols 3365356
(H.H.358.1) Trénen baden mir das Antlitz, der Kristall wird safranbleich,
(M.P.358.1) Mein Kristall war tranumspulet, umgefarbt wie Safranblite.
(H.B.351.1) Safrangelb war der Kristall in triiben Tranen gebadet.
(M.W.346.1) The bath of tears changed the crystal (of my face) to saffron colour;
(L.C.364.1) The porcelain of my face grew dark, and tears continued to pour.
(G.B.251.1) Le torrent de larmes teignit le cristal aux tons de safran.
(S.Ts.263.1) Les larmes changent en safran, des joues de neige le cristal.
(G.T.358.1) El bafio de lagrimas transformo el cristal al color de azafran
(L.M.351.1) Las lagrimas tornaron en azafran el cristal de las niveas mejillas
(M.R.357.1) El bafio de lagrimas mudo el cristal de mi rostro en azafran,
(K.B.350.1) To nuito, 9T0 OBLIO PASHO, CTAIO HBIHE [[BET madpana.
(Sh.N.358.1) Moii xpycTaab OMBLIH CJI€3bl, IEPEKPACHB B IIBET MadpaHa.

(A.X.519.1) Cre3Hble CTpyH CCTAIH IICKHU JKEJITHIMH, KaK madgpaH,

Before evaluating the stylistic devices applied in the 13 translations given here, let us
summarise the equivalents of the lexemes given for “amber” and “saffron”:

33360 Bsxn3E96s
H.H. Bernsteinfarben Safranbleich
M.P. Safranregen Safranblite
H.B. Jaspisfarbig Safrangelb
M.W. jasper saffron
L.C. amber —
G.B. ambre safran
S.Ts. ambre safran
G.T. ambar azafran
L.M. ambar azafran
M.R. ambar azafran
K.B. — madpan
Sh.N. madpan madpan
AX. SIHTap madpax

In the German translations, different equivalents are used for s3sé@0: Bernstein (Huppert),
Safran (Prittwitz), Jaspis (Buddensieg). Compare:

(266.1) 33548l BAsE Bq339ms dOmmo (3093mols ds6s3s6.
(H.H.266.1) Bernsteinfarben schwimmt in Trénen der Gesichter Bergkristall
(M.P.266.1) Von kristallnem Safranregen sind die Wangen tranberonnen.
(H.B.263.1) Jaspisfarbig verfirbt’ der Kristall sich, in Tranen gebadet.
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As we see, sdséd)o IS replaced by “saffron” in Marie Prittwitz’s translation. It is noteworthy that
a similar replacement is attested in the Russian translation by Shalva Nutsubidze: Cresnuwuii
Jueens ee wagpanom na xpycmanvuvie ux auya. The choice of Nutsubidze, who was an
extraordinary expert of the Georgian language, can hardly be accidental: he used “saffron” to
denote the red colour. It is noteworthy that Balmont, in addition to not having a stylistic device,
did not use an equivalent of “amber” to convey the colour either. In the Russian translation by
Khalvashi, “amber” is used (sumap), as well as in the French and Spanish translations (French
ambre, Spanish ambar), although this is associated with yellow?! and therefore does not
correspond well to the given scene in “The Knight in the Panther’s Skin”: a face reddened from
crying. Marjory Wardrop and Hermann Buddensieg used another gemstone as the equivalent
of “amber”, the jasper (English jasper, German Jaspis). The choice of both translators is
undoubtedly justified in terms of translation strategy, as it excludes ambiguity.??

In the second attestation of the stylistic device (verse 358a), only one lexical unit is used as the
equivalent of saffron in all languages: German Safran, English saffron, French safran,
Spanish azafran, Russian magppan. The mentioned equivalents are supposed to be used to
denote the colour yellow, which are expressed by the equivalents used in German translations
explicitly or by implication: Safranbleich, Safranblite, Safrangelb (“saffron-pale”, “saffron
blossom”, “saffron-yellow”). Compare:

(358.1) Bog@sbol ggdae dg330ms dOMEo (3099mols 3365336,

(H.H.358.1) Trénen baden mir das Antlitz, der Kristall wird safranbleich,

(M.P.358.1) Mein Kristall war tranumspulet, umgefarbt wie Safranblite.

(H.B.351.1) Safrangelb war der Kristall in triiben Tranen gebadet.

The yellow colour is likely to also be implied in both French translations (safran) as well as in
the Russian translations (madgpan) by Balmont and Khalvashi. In the latter, the yellow colour
is even explicitly mentioned as in Buddensieg’s Safrangelb (Cnesubie cTpyu cienanu mieku
JKeJITBIMU, Kak madpan). Compare:

(G.B.251.1) Le torrent de larmes teignit le cristal aux tons de safran.
(S.Ts.263.1) Les larmes changent en safran, des joues de neige le cristal.

(K.B.350.1) To nwmiio, 4to OBUIO PISHO, CTAJIO HBIHE IBET adpaHa.

(A.X.519.1) Cune3Hble CTpyH CAENATH IEKU KeJTHIMH, KaK madpaH,

2.3.3 Now let us see how the five-component stylistic figure in “The Knight in the Panther’s
Skin” is rendered in the translations. Compare:

(266.1) 335600l gg@sE Fg(335ems dGMEO (36199m0Ls 3653556.
(358.1) Bog3@60l s Fg330ms dOmEmo (3099mols 3365336.

(H.H.266.1) Bernsteinfarben schwimmt in Trénen der Gesichter Bergkristall.
(H.H.358.1) Tranen baden mir das Antlitz, der Kristall wird safranbleich.

2L Amber occurs in a range of different colours. As well as the usual yellow-orange-brown that is associated with
the colour name “amber”, amber itself can range from a whitish color through a pale lemon yellow, to brown and
almost black.

22 Jasper is an opaque, usually reddish stone (the red colour is due to iron inclusions), but there are also yellow,
brown or green ones; rarely blue ones occur as well.
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(M.P.266.1) Von kristallnem Safranregen sind die Wangen trénberonnen.
(M.P.358.1) Mein Kristall war tranumspulet, umgefarbt wie Safranblite.

(H.B.263.1) Jaspisfarbig verfarbt’” der Kristall sich, in Trdnen gebadet.
(H.B.351.1) Safrangelb war der Kristall in triiben Trénen gebadet.

(M.W.260.1) The bath of tears turned the crystal to the colour of jasper.
(M.W.346.1) The bath of tears changed the crystal (of my face) to saffron colour.

(L.C.271.1) His crystal face darkened to amber as he let his hot tears go.
(L.C.364.1) The porcelain of my face grew dark, and tears continued to pour.

(G.B.263.1) Le cristal transformé en ambre, en un bain de pleurs il plongeait.
(G.B.251.1) Le torrent de larmes teignit le cristal aux tons de safran.

(S.Ts.263.1) Le bain de larmes fait passer le cristal aux couleurs de I’ambre.
(S.Ts.263.1) Les larmes changent en safran, des joues de neige le cristal.

(G.T.263.1) El bafio de lagrimas trocd el cristal en ambar.
(G.T.358.1) El bafio de lagrimas transformo el cristal al color de azafran.

(L.M.266.1) El bafio de lagrimas pone en el cristal los colores del &mbar:
(L.M.351.1) Las lagrimas tornaron en azafran el cristal de las niveas mejillas.

(M.R.263.1) El bafio de lagrimas da al cristal los colores del &mbar.
(M.R.357.1) El bafio de lagrimas mudo el cristal de mi rostro en azafran.

(K.B.253.1) TI'pycrHbIil BUTA3b C JCBOIl YePHOIl B CKOPOM IJIaKaIH YIIOPHOH.
(K.B.350.1) To awmiio, uto OBUTO PISHO, CTAJIO HBIHE IBET IadpaHa.

(Sh.N.266.1) Cune3Hblii TUBEeHB Jier mad)paHOM Ha XPYCTaTIbHbIC UX JIUIIA,
(Sh.N.358.1) Moii xpycTaab OMBUIH CJI€3bI, IEPEKPACHB B LIBET IadpaHa.

(A.X.392.1) Crne3uHKH JHIIO OETI0e TOKPHLTH [BETOM SHTAPSI.
(A.X.519.1) Cune3Hble CTpyH CAENATH HMIEKU JKEJITHIMH, KaK IagpaH.

As the comparison of the translations of the stylistic figures of verses 266 and 358 shows, the
figure is nearly nowhere translated as such; only Marjory Wardrop, Hermann Buddensieg,
Gustavo Alfredo de la Torre Botarro and Maria Elvira Roca Barea attempt to adapt it in their
translations, with simplifications. Remarkably, Balmont seems to have assumed the face to have
been “red”(pasHo) at the beginning, which contradicts the notion of crystal and is thus unlikely.

3. Conclusion

The parallel corpus of “The Knight in the Panther’s Skin” represents a unique resource for
interdisciplinary research. It allows us to use modern digital methods to study the equivalence
of translations in three aspects: the translation adequacy concerning Rustaveli’s worldview (the
translation accuracy of philosophical and religious aspects), the translation adequacy of the
literary values of the epic (the translation of plots and the nature of characters, the translation
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adequacy of stylistic figures), and the translation adequacy of linguistic information (the issue
of the equivalence of lexical units, the translation adequacy of grammatical categories, the
translation adequacy of syntactic constructions). However, as our article has shown, it is
impossible to discuss these three types of equivalence separately. The framework of criteria for
evaluating the equivalence in the translations of the epic requires the simultaneous, if even
complex, study of all three aspects (concerning the author’s world-view and the literary and
linguistic analysis of the epic in correspondence to its translations).

It should be added that this complex research into the epic often helps us to determine the
underlying text version (the Vorlage). Any “deviations”, be they philosophical-religious, lexical
or grammatical, allow us to trace the emergence of these variations, as for example between the
translations of Marie Prittwitz and Shalva Nutsubidze; compare:

(M.P. 246) Wie so schwer auch das Vergehen, doch gilt siebenfach Vergebung.
No matter how serious the offense, forgiveness is nevertheless sevenfold.

(Sh.N. 246) Kak au TSKKO IperpelieHbe, Bee 5K MPOIIEeHbE CEMUKPATHO.
No matter how serious the offense, forgiveness is nevertheless sevenfold.

(M.P.266)  Von kristallnem Safranregen sind die Wangen trdnberonnen.
The cheeks are watered with crystalline saffron rain.

(Sh.N.266)  Cne3ublii JIuBeHb JieT A(PAHOM Ha XPYCTAIbHbIC UX JIMIIA,
A tearful downpour fell like saffron on their crystal faces

The statistical frequency of the differences is an indisputable proof of the connections between
the translations and offers an explanation for the differences showing up in the translations. We
think that the creation of a parallel corpus of translations of “The Knight in the Panther’s Skin”
yields a qualitatively new look to Rustvelology: the development of a multilingual corpus
allows empirically substantiated research into the epic, on the one hand, and on the other hand,
it promotes the internationalisation of Rustvelology in the digital world.

Translations:

A.X. = Khalvashi (2015): gggbob@gsmbsbo. 3MEgmo Hgsdaos. ©gebol 3GoGozMwo @gdudo ©s
Mo MsMdsbo s®Bow bowgsdolbs / Buimsas 6 mueposoii wikype. Ionnas penakuus. Kpuruueckuii

TEeKCT  OpUrMHama W pycckuil  mepeson  Apumna  Xansamyg.  odoobo /  Toéumucw.
https://dspace.nplg.gov.ge/handle/1234/143605.

G.B. = Bouatchidzé (1989): Chota Roustavéli, Le Chavalier a la peau de panthére. Traduit du géorgien, préfacé
et commenté par Gaston B. Paris/Moscou. https://dspace.nplg.gov.ge/handle/1234/329831.

G.T. = de la Torre Botarro (1964): El Caballero de la Piel de Tigre. Epos heroico georgiano del siglo XII por
Shotha Rusthaveli. Traducciéon espafiola de Gustavo Alfredo de la T. B. Santiago de Chile.
https://dspace.nplg.gov.ge/handle/1234/111333.

H.B. = Buddensieg (1976): Schota Rustaweli, Der Mann im Pantherfell. Altgeorgisches Epos. Nachdichtung von
Hermann B. Thilissi.

H.H = Huppert (1955/1970/1980/1982/2014): Schota Rusthaweli, Der Recke im Tigerfell. Deutsche Nachdichtung
von Hugo H. Berlin / Wiesbaden.

K.B. = Bal’mont (1917): 1llota PycraBenu, Hocawuu 6apcosy wkypy. I pysunckas nosma Xl eexa. IlepeBoj
Kouncrantuna JimurpueBnya bansmonTta. Mockaa.

L.C. = Coffin (2015): Shota Rustaveli, The Knight in the Panther Skin. New translated by Lyn C. Redactors Nodar
Natadze / Dodona Kiziria. Thilisi.

176


https://dspace.nplg.gov.ge/handle/1234/143605
https://dspace.nplg.gov.ge/handle/1234/329831
https://dspace.nplg.gov.ge/handle/1234/111333

Manana Tandashvili / Mariam Kamarauli, Rustaveli goes digital

L.M. = Martinez (2000): Rustaveli, EI Caballero de la Piel de Tigre. Traduccién de Leonor M.; prélogo de Juan
Vernet. Barcelona.

M.P. = Prittwitz (2005/2011): Schota Rustaweli, Der Ritter im Tigerfell. Ein altgeorgisches Epos. Deutsche
Nachdichtung von Marie Pr., hrsg von Steffi Chotiwari-Jinger und Elgudsha Chintibidse.
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HMLM39MEMR05d0  9I30MOMWHE  EIBIOMMIOMEO 3310939008 39BbMEM309w9d0L
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