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The Georgian Story Translated into French

Moscow’s « Raduga » and « Pof » of Paris published «The Knight in the
Panther’s Skin» in French in 1989, with the illustrations of Rusudan Fetviashvili.
Author called the preface of the translation «The Sunny Night». He observed
the «hand fan» of European fellows of the creation by Rustaveli : Bernard De
Ventadour, Bertran De Born, Wolfram von Eschenbach and Chrétien de Troyes.

The translation follows the four line thyme of the original.

For French Tamar King sounds as the «queen». Arabian word for « mijnuri »
(beloved) will become Georgian and French. Avtandil’s «being sick and far with
love» matches Asian Vis and Ramin and Western Tristan and Isolde.

Rustaveli’s term «Vefkhi» (a tiger) (as the scientific studies confirmed)
matches not the masculine «Le tigre» but a feminine «La panthére» - the symbol
of Tariels sweetheart. Rustaveli’s sweethearts’ love while flying from Georgian in
to English turns into «courtly love».

Thus, the Georgian story translated from Persian can be translated into many
languages, always suggesting various points, which unites us around «The Knight
in the Panther’s Skiny, after 850 years of Rustaveli’s birth.

Key words: «The Knight in the Panther’s Skin», French translation.
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396 o803y, demage 3g(3 INMaMbzow 3g Lo sbabs,
dm3y3 dogbyMms by@gomo, bojgLnwdg aobo@sbabs,
(3ME35ms 3Lddqds, I96 Mbs Bobo@sbabs. (2)
3698096 g AL o6 30d@me 3ogamb 9600 00 ddabs:

A Ton image, unique Dieu, en toutes choses [’on s attend,
Accorde Ta protection afin de bafouer Satan,

Initie-moi au fol amour qui de mortels enlaga tant,
Soulage-moi de mes péchés que I’au-dela n’efface a temps.

gmobgmemo b3gbobosmgol msdsm Jgug @gomemow go0bdal :

5356 39993009 3g53gLs bobbemabs (3Mgdm-ombgmma (4).
Louons Tamar la souveraine et reine de mes pleurs sanglants.

bogmmom  Lodygoms mo8s3b  ma8ofm  8ggalb  «BBogg  bgmo»>
d9399303b:

3036dobgl domo bodgdMow dds mgdbgdabes @ gdomabs,
J9do Botdms s 653b653ms, m3oms s dogg-3daemabs... (5)

Bo / Bs /Bs gomabgdmm Lo / Lo / bo / bo — o gopsam®ogds:

En son honneur on m’ordonna de composer ce doux poéme,
De louer cheveux et sourcils, cils indociles, levres-gemmes...

659653 obs womBybos, Gmd obsdbsdwgl:

393956 396 sLBMSL Mgamabs ogsobgs, sbs3bsdgds (292).
23R gMo© Mo m@b b :

En un clin d’eeil et méme avant que le cil n’effleure le cil...

«dsoMo»  08oms  ymagoms  30ddopzgmo, Mm3  megzobomsgem
308350M0mdU:

a®dgmo bogygs Imzmaw 0043ab, dooMos s3s@ joMao. (12)
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B@obg @ gosbgmnemo «3snMox Lodsw ngmegs s chat y rit ggzo-
0030b = «d7s 3o@o n(30bals :

85d0bms babgo 8gemgdLbg s 8obo 8m3snmmds,

5 39056 80b309L JoMmommbs, onbymb mgdbdsb dgoGmmds,
56 3g03m3mmb JoGormmo, 5o J3bsb Lo@yze-dz0mHmds,
bgm-8omx 390 b399gL RAmasbbs, nbdsmmb oo adammds. (14)

C’est la qu’il faut voir le rimeur, ’art qu’il déploie au chairi :
Langue donnée au chat et vers caduc au point que chat y rit
Font sourde oreille au géorgien, le flot de mots soudain tarit,
Mais ajustant alors sa lyre, il doit relever le pari.

365090 «Jog by goJoMmmMmmgds @ 3oRMabawgds:

30x b 33sgbs 33043006 sMvdgmoms gboms. (22)
Le mot arabe de midjnoury désigne «le fou», «le déement»...

0650060l (o ImEnsbmmmb 0msdod Jgg30b) domoam, mmdals mg339-
b0 bamgabma(s 9@ ema bgbms 0ebsbbmEnemgdnsbmdsl byfgsgqb:

0930 Jomos, bgm3bogge oo m3Fmmabe sbodawns;

56 350mbg3m, 0(30b 3ggmds, Yo gz9bme 33004353L 33 ©@0s;
3ndos Baboogd bogddgze ol 3bgde aobsosbawos.

9330 m8obs LbmMas, dg 0gmb, obos bgswons. (39)

Quoique femme, Dieu la désigne au pouvoir depuis la mamelle,
Elle sait régner, son esprit juge une cause et la déméle,

Comme le soleil, sa présence octroie a nos désirs flamme, ailes,
Les lionceaux naissent égaux de nature male ou femelle.

JoGormems dmoengmly dBy comamobdomgmadeyg 00bsmabmadl:

065006 3dgbs LENbMB®s, FogMs 8Dy Mnbomnbydws. (51)
La reine éclipse le soleil, mais le soleil tinatinise.

9obogm 39330 Lodygs «FNOG N> bYmo©> 3393m0bgdoe:

JomB8b mab@s badoto 39304 (3-boGy3o0, 56 bdoms... (126)
La femme a le verbe courtois, doucement coule sa parole...

53m3bomal «dmfom dbgos smdmbagmgmam 30LLs s Hadabl,
©abagmgmom 3o GFMabBobLs s 0dmmEsl gbsmgbaggds. mabsmaba
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08y30L: «019)(30 9456530l Ag8356 ImEL bod obsddatow...» (126)
Elle dit: «Séparé de moi, a I’amour au loin tu t’immoles».

dmFom 3bges LabmzMmmes. sgmaboamads

53@M BMZoM0 3M8dms, Lbgom demgstims s6g natis (176)
1l franchit la frontiere arabe et |'immense univers éclot...

398Mbgds sgmsbaema XX ob XXI Loy gmbgdo dmadon@®mdl s
odamobda Robmm gomm 3960606 3mm@anl dmddembasl gbdnsbgds:

g4mamo 3060 J3g94obabs dmgmm, bEmmom dmosms,

obEg B™3 (3005 399 96 MRS, 56 nsMe... (180)

Avtandil parcourut la terre, explora ses coins reculés

Sans avoir omis sous les cieux d’endroit que son pied n’ait foulé...

bogmabbdm gmag 8mddge 306ow 0d3930 @ 93mboomb Mawgdl
&bt
ambs gobal, 09 «om8gm», 5350 56 ©as 3bwgdmes (178).
11 dit au coeur: « Résigne-toily — le ceeur se tait, endolori.

065006 mImEgdama sgmsboamal guma Ls@Hgmb az96om
Rgde:
«boygetgmm, 3mgdmwa, ammo 396 og®hs, godge gobow ?
dgbmz0b boggmomo 3gymazal mboba Rgdabs magabaw»> (179)
«Amante, aupreés de toi mon ceeur connait ses seuls amers,
Mourir pour toi me réjouit, et d’autre joie je ne requiersy.

BoxbyMos gmmo IMegomygm 3ga3zobbgbgdl msogal gHomammgdsb.
03039L 33063MBL MoMEbYMa Sbmgdam 83 gGamo ama gHSbammo.
69LE 96056 30Fal-306 JgyFabsls, Gongmo LoGHGML abamogl :

«ambos 3bgmo go80bsmms, bgws mbabo swas L3gEsw.
35 doemnda dgd3mygam, 3bobs dnJbs bxmdws 3g@ow...» (402)

«La nuit du coeur se dissipa, surgit un pilier de clarté,
Elle siégeait sur un coussin, passant le soleil en beauté...»

bgLEO6-sMgKobo g&Y30L Gofagmb:
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«amo Im3g(3 3oy gmom, Agdn dgbomgzal oagomgls (407)
«Donne-moi ton ceeur, prends le mien, tel est mon souhait péremptoire!»

Lo@yge Imddgo 306 «ammb» gdmgges :

«gmo JOgmos 3o(30bs, boMmdo s godmmdgemo,

390 — J03-g0350 ymggmms goMms dndm, mboboms 3bmdgemo,
amo — 863s, 9@k bgogobs, mgam ggmsb ggé aoddmdgma,

396 (30 335&EMMbmAL Lo ggamo, 396 (30 3oEMMba HmBgmals (709)

8m3g36m LEEMGOL Lobyabo mgdbo ssL336aL:

o ambs gobs gamabs, bogyzebo bagmmobmboa... (710).
«Insatiable, insatisfait, maudit soit de I’homme le cceur,

Tantot se faisant au malheur, tant6t aspirant au bonheur,

Aveugle ceeur qui ne mesure et ne pergoit que sa ranceeur,

La mort ne peut s’en emparer, il vit sans maitre ni seigneur!»

©5 dmenmbs:
Ces mots appropriés au ceeur a peine de son ceeur issus...

boygecnmb a39M@dn Moasb Igamdmmds. XXI bom39bglb wogdyma
dogamoamo gdmggzs — 01330 Nbmba, Gofagmo ©s s3mebmawa gfo-
3obgomb gbzgznsb:

300 53m(39L gHNBsbgFnbs, zbmmdom o6 omowl,

396bs bemghoagl, doggmegeb 3dombo mgm@ba godmbggamogl,
490 ygmbs gommosgdgogl, 9fmdsbgmmbs og@omogl,

Jogom 39436690 00abwba domba, c14y(30 s mMoaL. (279)
1ls s ’embrasserent, étrangers, mais sans ressentir de contrainte,

Leévres entrouvertes, leurs dents reluisent, de pétales ceintes.

Croisant leurs cous, ils ont versé des pleurs dans [’amicale étreinte,
Egalant les rubis, en ambre on voit se muer leurs jacinthes.

3000609 JoMormosb gMmebammaw 00scadbgdmogl, «ggubob@ys-
mbsbo» ¢339 B38mabygdlb g3cmm3abezgb dmaboy@mdsl, smgbobs o
3ol gobbgbgdom. nbpmgmal Iggqdg Godfabsl, gombsowsbo Hmdsgm
390bomb ol 3mogbomb sGanbgdL:
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3998390 Mo oK ©Y, 56 LdoMb bgmobs 80¢dBzsMmmds;
bbgow 3o@Mmbas, Jotom MmEgb s6s 53l 3gabammds. (311)
Le roi intronisé régna avec dextérité et art,

11 fut un maitre incontesté, sauf qu il ne se nomma César.

booMaget MBIgboms gomaxgemgdabsl 4Mab@osbyma dadmaals Lo-
bg, 90gdob by, sgs-0 BoBmagzawmggds. 0bomgmal 8gxg msegal Jomad-
300 bgbBeblb ablbgbagdl:

«Moma06 Jomoas badggme Azgbasbgg Labym-gdama,
30635000 babogl, 56 Bobmb, 835 by, grgdL bgdmmoas (469)
«Puisque nous avons de concert destiné notre fille au régne,

Que chacun voit I’arbre d’Eden et de sa beauté qu’il s’impregne!»

233356 boemgal, megobo LoGMgmb dodstom, GomMagmas 0boscgdl :

«J39 6305, 3000 3meabs badMambs g3gxba 306-a03gbgdamo,
oM(35 3By 3339600, o6 (3 BgeMyg, by smmgs, 9L bgdgymax (515)
«Couchée au pied d’un roc, je vois la panthére au cri de tonnerre,
Surpassant le cypres d’Eden, le soleil, la beauté lunaire.

63gbsms dgyFobs s godosbgdsl Mo dggbgds, Jowgs ghmo Loym-
360bo azqmab. Gomogma Gm3 byb@ebol a3aMmoo dqbogl (564 yuEsebl)
abomagl:
«d93b9096, 365bg Laborgbom Inbogn godmam Jpgdsty...» (523)
«J’avais apercu le Coran posé ouvert a son chevet».

EMMEIEMM 3mg@nmo omdds ggmbgmsl moagds azgfmom. dogs-
momsE 363069 ¢gfn 03d39698L &oMngmob Lo@Mamb:

«30mgg 36356005 9936m doBmmom @ob@ Lo dxomIgmas (514)
«Sur le divan, en robe verte, elle paraissait de trois quarts».

099608y LEOMPoL Jgdga By mogol LonMdmmb gs8356-
©mdL. bgbBsbal 3odob LdB3sbgL bob LndBZzs6y sbom gsbbMBamgdsl
sbaggdls, Medgoy

«gbs doMmmobs badsmmmabes bgbs 3gngdlb b3gmbs byomaws (535)
«Lorsque la justice a raison, méme un arbre sec reverdity.
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d0dmoqm asdmdabamagdlb ¢393306mgds Gomagmab 80g® nbomgmdn
bgo5b3dsb dg0mob Lom@Babmo Imbgmal asbbgbgds:

«3mgsbl ogman 3963980 Bommobs s@mabgdabes.
dmgoos bodg, goMEsbbs, My, 33356wms, ML smzLgdabs,
3904365 gobemgs Bngsbms, gomas 3b babgdabs...» (549)

503L900 ML smEamdsw nmdal, Lobgds 3o — badmmbgc:

«Des tentes de satin carmin accueillent les preux qui bivouaquent.
Le fiancé descend ; ce jour reléve du faste de Paques.
Des courtisans sont assemblés sous un ciel paradisiaque».

GoM0gmn 335bMAL Mo30b0 Ladmbgmoal Laddmenmb:

«m3g 395360 Iz960960 Labgo dobow ©3nbobagl,

5350 30y35Mb Gyogo dabo, 3odow Rgdom 3mBnbabaglbs> (648).
«La belle panthere incarna pour moi les traits de son visage,

De la peau de cet animal sera ma robe a son image».

boggmob eMmabogm (36930L «gggbos (Bmam@ gb Ladgsbo-

96m  330003903>  ©93300LGNML) BB nmoe  gbozgmgds oMo
dodmmdoman «le tigren, sModg0 dgommdomo «la panthéren — §ofMagemals

Lo@MBML boddmenm.
0650060l boemgabslb sgmsebmaml dpnbstg gggme@o s dgEoymn
90930 gb30s695056:

3bg n3oM0 GobGbs bgws Dol dmmddnmo, s6-bswggHn,

Byemor 938G gbgor 9HBym grgdl Magme segs 3ggzMo (685).
De Tinatine le soleil régne allégre et sans disparates.
Cypres ¢levé en Eden, baigné par les eaux de I’Euphrate.

8ynbgg, Dn0Esb g3em3sdn gomabgmom, bogygs smgbolb ddgbms

gdegge:
39 306 39493 ? 009bL 6 dgboms, badl, sqdwgl gbs 39360 ! (685)
Sages d’Athenes, louez-la mieux que fait ma parole ingrate !

Lom3a6ns, M3 FdmdmonE sMedgmdn ©sdGNBgdabal sgmseboaemo
@030L «@&gdoem-Joomgmbs> asg353mbgdl:
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435 §3domo s 8 3dom-dotoma, boggmabs bymaob dbgmo (701).
Le preux vertueux, au parler géorgien doux, évocateur...

LodgMdbgmais ammdo Mgl sgmeboomb, GmIgmoi 3moGmbals
65679593 0(36m3L @s HMLEG 9396 3ggzgb dgoblbgbgdl:

«39 Lo ygzobs gfmbs g 30Mgd, 3ro@mbabash bLBsgms-mddnmbo:
«boEng s MGH30Mmds 53693L bm@3bs, 8g@3g Ligembexs. (780)
«Entends 1’adage de Platon qu’au fond du cceur nous recelames:

«Le mensonge et I’hypocrisie atteignent le corps et puis I’ame».

boseggmol dogbnGms BORMS, Jomommaowmsb gMobammon go-
35 9b0bsb, « JOEMs DY Loyzofmmams> goMoangd(393o:

LrmdL, boygeMgmbs dmygamg Mobmd(3s oydadnbogl! (824)
A I’aimée I’amant se soumet, s’il aime d’un amour courtois.

353 sby: moogdmb L3sAbymoEsb bomomadabgdn, gbg 83dsgo Jom-
oo 1093603 9body 000Madbgds o ymgzgmmgol sbomm Babboggdl
303303mab. G Habmeggmalb edsmgdnwsb 850 Bmal 393wy, ©mal,
3399600067930 4330030 «398b0LEYsMLbaL> nfggmog.

MAKA ELBAKIDZE

Georgia, Tbilisi

Ivane Javakhishvili Thilisi State University
Shota Rustaveli Institute of Georgian Literature

“The Knight in the Panther’s Skin” and
European Chivalry Romance

The structural and compositional arrangement of “The Knight in the Pan-
ther’s Skin”, ideological and thematic motives (political and ideological back-
ground and compositional elements display enough resemblance with a genre
which is known as Romance. In spite of this, it should be mentioned that KPS
is not a typical specimen of the medieval chivalry (courtly) romance. There is a
diversity of specific features which indicates rather high level of genre develop-
ment. They are: structural peculiarities of the KPS, Rustaveli’s specific style of
depicting the characters, substitution of allegoric plane by real one, etc. With
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account of these factors we can conclude that from the viewpoint of genre the
KPS is a Romance which in the so-called transitory time (late Middle Ages/
Renaissance) must be considered as a new stage of genre gradation, its highly
developed form according to renovated construction, forms of expression or con-
ceptual principles.

Key words: “The Knight in the Panther’s Skin”, Chivalry Romance.

The time span between modern readers and Rustaveli’s era is longer than 800
years. It was the time of unprecedented heights reached by the feudal Georgian
state in politics, economy and culture.

Georgia situated on the boundaries between Asia and Europe started pur-
suing active policies and occupied a major place in the life of Asia Minor of
those times. Correspondingly, it was Georgia that was entrusted with replacing
the Byzantine Empire that had weakened by that time and with a complicated and
responsible mission of protecting Christianity in the Middle East.

Georgian educational and cultural centres flourished both in Georgia and
abroad (the Iviron Monastery on Mount Athos, Black Mountain in Syria, and the
Petritsoni Monastery in Bulgaria) due to the political strength of the country and
its economic growth. The high and productive intellectual development that re-
sulted in an unseen development of sciences and the emergence of secular poetry
in Tamar’s era called Gold Age are confirmed by excellent pieces of Georgian art
(architecture, sculptures, goldsmith’s works, and paintings).

The Knight in the Panther s Skin by Rustaveli is regarded as the crown of this
cultural boom. The work organically unites the cultural traditions of the Christian
West and Muslim East. However, unification does not imply an artificial recon-
ciliation of these different traditions or their rough imitation. This word implies
the unification of all streams and trends in one entity and organic reconciliation
of various elements taken from the cultural environment of the Middle Ages. As
a result, The Knight in the Panthers Skin is perceived as a Georgian work that
looks in the direction of both the West and the East, but is nevertheless purely
Georgian by nature (Maurice Bowra).

As well-known British researcher Maurice Bowra noted back in the 1950s,
the KPS has a lot of characteristics of the medieval French romantic poetry. The
main motive of the work is loss/quest/find (the so-called quest for adventures,
which is called ghariboba in Georgian), which ends in the formation of a per-
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fect personality of a hero and the victory of good over evil. At the same time,
Although the poem is amazingly dynamic and despite exciting battles described
in it on numerous occasions and peculiar amusing humour, The Knight in the
Panther’s Skin is not a heroic poem, for its heroic doings are related less from
a direct delight in human prowess than from the tribute which they pay to the
inspiring influence of love. The parallel with French romance is indeed so close
that we might almost conclude that the transition from heroic poetry to romance
is a natural change, which comes when feudal society has ceased to believe in
its old standards and turns for inspiration to something more courtly and more
complicated” (Bowra 1976: 350-351)."

This “change” implies first and foremost the rejection of historicism and
its replacement with a concept of the reflection of artistic reality that implies a
narrative that is as far removed from reality as possible and creates “new (ideal)
reality”. This was a world created according to the new layer — aristocracy — that
emerged within the master-and-serf system. The new reality organically com-
bined heroic and romantic ideals.™

Parallel to changes in the ideological, thematic, artistic, and aesthetic fabric,
changes took place also in the structure of romance. Thus the structure was com-
pletely new and circular, which implied a coincidence of the original and final
points of action (in The Knight in the Panther s Skin, it is the Kingdom of Arabia
and the court of King Arthur in European romances). However, unlike European
romances, The Knight in the Panther’s Skin does not imply collisions between
feelings and obligations and enamoured people and fighters. Correspondingly,
the conflict is not so deeply interiorised here as in romances. In the meantime,
it is this interior conflict that makes the action in a romance “bifurcated” and
shapes a two-staged syntagmatic structure, which is overcome in The Knight in
the Panther's Skin despite the fact that it has two main heroes. The structure of
Rustaveli’s work is unified and undivided and the rhythm of narration is dynamic
and uninterrupted. The descriptive side of battles, tournaments, and voyages is
reduced to the minimum, while the informational function of such passages is
increased. It is also noteworthy that, like in polyphonic music, various charac-
ters and episodes are involved in the narrative (for example, Avtandil’s visit to

* Z. Avalishvili, H. Huppert, R. Stevenson, Y. Meletinsky, and K. Beynen viewed The Knight in
the Panther's Skin in the context of European romance.

** The ideal world described by the imagination of the most prominent author of French romance,
Chretien de Troyes, was a reflection of the life he had before his eyes and was by itself called to
idealise courtly love and the country lifestyle. In such a situation, folklore (magic) and historic
elements easily became intertwined with the romantic view of battles. However, as the role of
women as characters increased and emphasis was laid on sexual love, heroics was no longer able
to become the central crisis in a romance.
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Cathayan brothers; Pridon’s conflict with his cousins, Avtandil’s adventures in
the Kingdom of Seas, and others). Although the episodes are independent, they
are, at the same time, intertwined with each other in order to shape a congruent
whole.”

The chronotope of romances is also specific. Temporary and spatial dimen-
sions depend on the nature of characters and their lifestyle. Correspondingly,
protagonists are placed within the limits of their “own” space, which is at times
closed and at times open. As regards their actions, unlike reality, they are deter-
mined by the “adventurous time”.” The space of “vagrant” characters (Rustaveli’s
Avtandil or Chretien de Troyes’ Erec) is limited and “bounded” and time is dy-
namic, as they are guided by clearly defined objectives. On the contrary, the space
of static Tariel or Yvain is “unfurled” and the course of time is effectively halted,
because after they fly into a rage and “start roaming the wilderness” they lose the
sense of life and interest in it. Correspondingly, their existence and actions are not
guided by any concrete objective.

The similarity of the problems of world view raised in The Knight in the
Panther s Skin and its artistic, aesthetic, moral, and ethic world to the advanced
philosophic and artistic thinking of mediaeval Europe may have two main expla-
nations: First, common religion — Christianity, which definitely determined the
main directions and trends of the development of both Georgian and European
cultures. On the other hand, it is the political system — the ideological background
that took shape in the feudal world, which proved to be a very rich soil for the
new social relations. These relations as well as the moral, ethic, artistic, and aes-
thetic values characteristic of society of that time were determined in accordance
with the interests and demands of the advanced layer — knights.

The social relations in late mediaeval Georgia described in The Knight in the
Panther s Skin that are called serf-and-master relations are similar to vassalage
in mediaeval feudal Europe. According to Rustaveli’s poem, the supreme master
of the country is the king, who is regarded as equal to God, who all subordinates
are obliged to respect, obey, and serve faithfully: “The souls of those, who die
for the king, are in the heaven”. The king has numerous serfs or vassals — noble
feudal lords, who, for their part, own large estates and numerous serfs. However,
unlike vassalage, relations between master and serfs (sovereign and vassals) in
The Knight in the Panthers Skin are broader than just obligations and represent
genuine human love: “Love between masters and serfs is better than any kind of
love”. Such a trend is completely unknown to the mediaeval reality. Its essence

* For a definition of the new structure of romances, Clive Staples Lewis introduced the term
polyphonic narrative(CF. Lewis 1973).
** Cf. Bakhtin 2000: 101.
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is rather similar to the era, where humans are the top value. They are individuals,
who can accomplish much more than just honest fulfilment of obligations, which
is first and foremost lavishly sharing love given by God to others, be they friends,
beloved women, relatives or master.

The era that became part of history under the name of Renaissance started in
Europe almost two centuries after Rustaveli’s poem was written, but its theoreti-
cal prerequisites were due to the processes that started in the highly-developed
Christian world and unfolded essentially in the same manner both in Georgia and
Europe. This was introducing reason and intellect in the sphere of religion, view-
ing the surrounding reality from the angle of human logic, and aspiring for re-
newal, which ultimately led man to the discovery of the “new world”. The philos-
ophy of the author of The Knight in the Panther s Skin is a result of the Georgian
philosophic and theological thinking in the classical period. Correspondingly, it is
based on all the sources used by progressive intellectual forces of the late Middle
Ages in Europe — Christian literature (the Bible and spiritual literature), classi-
cal Greek philosophy (both Plato and Aristotle), and Areopagite Neo-Platonism).
Correspondingly, philosophic problems raised by Rustaveli are linked to the late
Middle Ages and his approach to the resolution of these problems raises him to
the thinking of the renaissance era (Khintibidze 2009: 760).

The ideal of renaissance, started to take shape in the late Middle Ages was
manifested first and foremost in Rustaveli’s manner of describing his characters,
which implied adopting a new vision of man, going deep into his inner world, and
aspiring to cognise it (all this will be called “discovering man” in the Renaissan-
ce era).

It is natural that the human ideal described in the work written on the turn of
the 12th and 13th centuries is the ideal of a knight. Correspondingly, the most es-
sential element of the personal perfection of a personality is moral perfection. The
sense of dignity that is most important among knightly virtues (it was regarded as
the main social virtue in feudal society) was absorbed by the ideal characters of
The Knight in the Panther’s Skin first and foremost due to their social standing.
They are of aristocratic origin and enjoy privileged positions in society (Avtandil
is an army commander and son of a commander-in chief, and Tariel is the prince
of the seventh Kingdom of India and the admiral of the country), which makes
the characters socially responsible. The responsibility is manifested in their ethic
perfection and uncompromising morality, which first and foremost implies that
they should realise their human obligations (“I cannot lie to him and I cannot
behave in a shameful way regarding him”), treat friends with love and serve them
selflessly (“How can I abandon my friend, who is closer to me than my brother”),
and be just. It is these moral qualities that make ideal characters of The Knight in
the Panthers Skin different from minor characters.
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The sense of dignity, courage, fearlessness, helping people in trouble, and
charity were also part of standards of morality and ethics of the knightly culture
in Western Europe. These were linked to other knightly virtues: Refraining from
killing a defeated enemy, refusal to become involved in an uneven battle, and so
forth. However, unlike the European knightly ethics, the demonstration of moral
principles (and, correspondingly, behaviour) was not at all ritualised and was due
to characters’ sincere emotions.”

The mogmes in The Knight in the Panther's Skin (the word mogme means
knight) are linked to each other due to selfless love and the feeling is so strong
that it is even equal to their love of the beloved women. However, this behaviour
of the knights has a concrete philosophic and theological basis — the Christian
ethic (“You have read how apostles describe love. ... Love elevates us, they say,
sounding like bells”) and classical Greek philosophy (“I will dare tell you what
Plato said and taught us: ‘Lies and deceit harm first flesh and then soul’”). The
substantiation is also philosophic: Man’s morality is derived from his intellectual
potential. Wisdom that rules out any depravity motivates man to be moral (“If
I do this, what do I need the wisdom of philosophers for?”’). Correspondingly,
the behaviour and morality substantiated in such a manner is characteristic of
only the chosen, who are obliged to observe them (N. Natadze 1974: 208). The
most serious obstacle a person can encounter in meeting his obligations is fear,
which is a base feeling albeit quite natural for a human being. The Knight in the
Panther’s Skin says that fear is useless, an assumption that has a philosophic
substantiation: Fate directs man’s future with its inevitable will and a mortal can
never escape death that makes equal knights and elderly people and weak and
courageous people. Therefore, man should overcome fear and follow his chosen
path as “glorious death is better” than life in dishonour.

Rustaveli’s characters, who have all features necessary for an ideal man
(faultless beauty, generosity, modesty, military virtues, and so forth), of which
wisdom and intellect are of major importance, do all they can to help their friends
in trouble, eradicate injustice, cognise “secrets”, and achieve their top ideal — love
— in this world, which is ultimately equal to the victory of good over evil (“Evil
is vanquished by good for the essence of good enduring”). It is noteworthy that
unlike characters in European romances, magic forces do not help Rustaveli’s

* This is probably the most striking example of the reception of mediaeval problems by Rustave-
li: Relations between male characters that should be determined by the code of knightly virtues
given the canons of the genre are determined by human love based on mutual liking. Corre-
spondingly, the major factors that facilitate friendly relations between the characters of the poem
are aesthetic (admiration for each other's handsomeness) and emotional (a knight's love of his
friend is as strong and sincere as his love of his beloved woman), which is characteristic of the
Renaissance ethic and aesthetic.
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heroes in achieving their goals (in general, the role of magic and fantastic ele-
ments is reduced to a minimum in The Knight in the Panther’s Skin). Characters
of The Knight in the Panther s Skin achieve their goals relying on their own men-
tal and physical potential and untameable aspiration towards victory. All this is
motivated by love and guided by faith in God and fate (“Fate is an attempt and if
God wants you to be victorious, you will be victorious”). This vision of human
potential goes beyond the mediaeval method for resolving this problem and rises
to the level of Renaissance thinking.

The Renaissance vision of man’s inner world by Rustaveli becomes most
obvious in his description of love. Individual details of Rustaveli’s concept of
love are quite similar to the doctrine of courtly love,” which is the foundation
of the ethic system of troubadour poetry and romance. This is first and foremost
the idea that love is part of the life of a certain class. The love idealised in The
Knight in the Panthers Skin belongs only to knights and is limited by a clearly
formulated code of obligatory features. In addition, love is the destiny of perfect
and adorned people. Man’s attitude towards woman is based on service, which
is almost analogous to the principles of vassalage. Like a vassal, an enamoured
man must be humble, silent, patient, loyal, and self-sacrificing. Services rendered
to the beloved woman are very close to the obligations a vassal assumes to the
sovereign. Correspondingly, the beloved woman is not only a mistress of the
enamoured man, but also his sovereign and master. Service implies not only hav-
ing military virtues and obedience to the beloved woman, but also praising and
glorifying her poetically. In this process, an enamoured man goes through per-
sonal and spiritual catharsis, because praising the woman, everything positive
characteristic of a personality comes to the foreground. If the praised woman is
benevolent to the man, who praises her, the latter’s life becomes a celebration, his
heart fills with boundless happiness, and soul is transformed to such an extent that
it can even draw close to the ideal. “It is impossible to be a poet and not to love,
but it is unimaginable to love in all sincerity without the feeling giving birth to
a song of love in your heart” (Cf. Rustaveli: “A poet must not badly conceal his
long suffering, / he must have one beloved woman, he must flirt only with one, —/
awaiting nothing from her, but using his tongue as music for her”). This opinion

* The term cortesie unites all aspects of the nobility code, according to which a knight must be
not only courageous, loyal, and generous, but also polite, elegant, and sensitive and must have
refined manners. Not only the art of fighting and hunting is on the programme of his upbringing,
but also various types of games and amusement, the ability to play musical instruments, sing,
and worship women (Cf. the list of features obligatory for an ideal enamoured knight found in
the Prologue of The Knight in the Panther’s Skin: good looks, wisdom, generosity, richness/
humility, youth, availability of free time, eloquence, reason, flexibility, and ability to defeat
powerful fighters).
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formulated in the poetry of early troubadours — a merger of love and poetry, their
mutual influence and dependence on each other — became an indispensable prin-
ciple of society that gave birth to a new model of love and where love acquired a
function of ennobling man and giving him aspiration, which is a precondition for
the transformation of an enamoured person into a perfect personality.

Individual details of this concept of love obviously bear the influence of Ori-
ental culture on the one hand (the geography of the work; artistic and expressive
devices; the use of the word mijnuri, an Arabic word that means maddened by
love, to denote enamoured man; the motive of torments of love expressed through
shedding of bloody tears; a heart wounded by a spear; looking forward to death;
roaming the wilderness; and so forth). On the other hand, they are nourished by
motives of European courtly love (for example, service, silence and patience,
love as an impetus for heroic deeds, and so forth). However, conventional mo-
tives typical for both concepts can be seen in Rustaveli’s work as ready-made
formulas represented with a different interpretation”.

The love described in The Knight in the Panther’s Skin is a natural human
feeling. It is a gift bestowed by God and it can even cross the boundary between
life and death. Correspondingly, torments of love and the joy it brings are tightly
intertwined and are not described separately. The emphasis is laid here not on
the strength of torments and death (Cf. Tristan and Iseult, Visramiani, Layla and
Majnun, and so forth), but on overcoming the painful emotions and on the ability
to cope with them, overcome problems, transform them into joy, and make life
victorious. This variety of love that Rustaveli describes as “brute ravings” “imi-
tates” heavenly love through inspiration and the sincerity and elevated nature of
feelings. Correspondingly, it is described by means of the categories of divine
love. This confirms again that all kinds of love in The Knight in the Panther’s
Skin, be it of a beloved woman, friend, or master, are a variety of divine love.

According to Rustaveli, poetry (shairoba) is also “divine”, because it de-
scends as inspiration “from heaven”. Correspondingly, a poem is “good” if it
combines eloquence and poetic art with the Creator’s emotional and intellectual
principles (“Now I need language, heart, and art to express myself”’). God as a
co-author also participates in writing a poem (“I have from You the mind to give
away”). It is such poetry that can have a strong emotional impact on readers. To-
gether with the aesthetic function, genuine poetry also has a cognitive function. It
is “divine to hear” and “very useful for listeners”. Therefore, like everything God
has laid hands on, this genial text is not doomed to oblivion or to be influenced by
literary tastes or trends of various eras. Genuine poetry is marked with immortal-
ity. It does not obey time and is part of eternity.

* Cf. Elbakidze 2007
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Rustaveli and the Sistan Cycle of Persian epics

This paper briefly explores the possible elements of similarity between the
epic of ‘The Man in the Panther’s Skin’ and some of the ‘secondary epics’ writ-
ten in Persian in emulation of the Shahnama of Firdausi (c. 1010 AD), with a
particular focus on the exotic and romantic. Despite superficial links with some
of the themes of the Sistan epics, we conclude that Persian stories do not provide
a model for the ‘Man in the Panther’s Skin’, or vice-versa.

Key words: Rustaveli, Firdausi, romance, India, epic cycles.

Introduction

It is significant that a whole conference is being devoted to one epic poem,
just as in the case of Firdausi and the Shahnama," and that the status of the work,
and its modern reception, continue to be the subject of debate and re-assessment.

* For details of some of the conferences devoted to the Shahnama, see Abdullacva and Melville
2010: 2-6. Several more have been held since the millennium year.
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Like the Shahnama, Rustaveli’s work can be considered to represent the Geor-
gian national epic, with all its multi-cultural layers and avenues of interpretation.
Among the features of these debates are questions of the oral and literary trans-
mission of the work before its consolidation in a traceable manuscript tradition,
and of its sources. No doubt these topics will be fully explored in otherpapers in
this volume.

My own previous engagement with the ‘The Man in the Panther’s Skin’* is
rather limited, though naturally I have not been unaware of the supposed connec-
tions with the Persian epic tradition, and particularly of course, the fact that the
title of Rustaveli’s poem inevitablyand immediately brings to mind an allusion
to Rustam, the chief hero and champion of the Persian epic, whose characteristic
outfit was the habr-ibayan, or tiger-skin surcoat, topped off with a snow-leopard
cap.”™ Tariel also has a panther-skin cap (verse 85). Putting this observation alon-
gside Rustaveli’s own, well-rehearsed phrase: “This Persian tale now done into
Georgian” (verse 16), one might reasonably expect some quite close parallels
with the Shahnama.

Even more so given the familiarity of Georgian authors with the Persian clas-
sics, which played a significant role in the development of Georgian literature,
as noted by W.E.D. Allen.”" Such works as the epic romance Amir-andarejaniani
ascribed to MoseKhoneli (12th century), Tamariani by GrigolChakhrukhadze
(12th century), Abdulmesiani by lovaneShavteli and, finally, the masterpiece of
Georgian poetry Vepkhistqaosani by Shota Rustaveli, came into being due to this
cultural synthesis.

According to the valuable survey by AleksandreGvakharia,
studies of the subject in English,”""
and chronicles contains names of Iranian heroes borrowed from the Shahnama

PEEEY

one of the few
almost every page of Georgian literary works

(e.g., Rustam, KayKhusrau, Zal, Tur). It seems that Georgian readers of the clas-
sical period either had access to Georgian versions of the poems by Firdausi,
‘Unsuri, Gurgani, Nizami and of works like the KalilawaDimna, HatimTayy and
the Qabusnama, or were quite well acquainted with the original Persian texts.

* 1 follow throughout the English version made by Marjory Wardrop1912, repr. 2001.

** See Robinson 2005: 256-58.

**% Allen 1971: 318-20.

**%%* Gvakharia 2001: 481-86.

*HEk% Asmost of the literature on Rustaveliis in either Georgian or Russian, I am clearly ata disad-
vantage in discussing a work without access to the vast bulk of the relevant bibliography. I am
grateful to Firuza Melville for her comments and assistance with this paper.
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However, not only has “no trace of such a Persian story ... yet been discov-
ered” (Rustaveli 2001: xi), but there is also very little in the Georgian poem that
really chimes with the Shahnama, or would remind a Rustavelireader of Firdau-
si’s work, beyond the occasional encounter with a Persian name,” or word, and
the general heroic and at the same time didactic aspects of both epics.”™ Rather, it
is Western or Christian echoes of medieval romance that predominate.

It is therefore not a parallel case with the Georgian version of Visramiani,
the complete prose translation of the poem Vis-uRamin by Fakhral-Din Gurgani,
traditionally ascribed to SargisTmogveli, a 12th-century statesman and writer.”
Nor, indeed, must we forget that there are other much closer parallels between the
Shahnama and Georgian literature than are present in ‘The Man in the Panther’s
Skin’. In the words of Keith Hitchens,

“Of all the Persian classics, perhaps Firdausi’s Shahnama had the greatest
influence on Georgian literature and folklore. ... Georgian literary scholars in
the 20th century have made important discoveries concerning the varied Persian
sources which their translators used. ... They have shown, for example, how the
Georgian texts contain numerous interpolations from the imitators of Firdausi.”****

The Georgian versions of the Shahnama comprise a collection of renderings
of various episodes in prose and verse, generally known as the Rostomiani (The
It evolved in the course of the 15th-17th centuries in the

so-called ‘renaissance of Georgian literature’, and included the works of several

EEEEE

legend of Rustam).

authors whose contributions ranged from exact translations to free renderings of
different episodes, most of them by that time interpolated, including Georgian
versions of texts such as the Bahman-nama (Baaiani), Bezhaniani, Rostomiani,
and Baramguriani.”"™""

* Rustam himself is referred to once: “He (Avt’handil) killed game with his arrow, with arm
longer than Rostom’s” (verse 192): he then barbecued it, in the manner of Rustam at the start of
the story of Suhrab, and elsewhere.

** For the Shahnama as a work of ethics, see Askari 2016.

*** See also the comments of Hitchins2001: 490-93.

**** bid; quoting also Kobidze1959, and the pioneering work of Marr1891 on the connection be-
tween Firdausi’s Shahnama and its Georgian version.

**#%% The complete edition of the Georgian versions of the Shahnama has been published in three
volumes: I, ed. Abuladze1916; II, ed. Abuladzeet al. 1934, on the occasion of the millenary cel-
ebration of Firdausi, and III, ed. Kobidze1974.

FaxEA* Gvakharia2001: 483. The story of Bizhan has been closely identified with a Georgian back-
ground, cf. Minorsky1964: esp. 182-83; also Melville, with contributions by F. Abdullaeva,
2006: esp. 74-75. The Baramgurianitells the story of the Sasanian shah Bahram Gur.
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The Sistan epic cycle

The mention of these secondary or ‘interpolated’ narratives brings me to the
main point of my paper, that is to see whether, and if so to what extent, the related
epics of the Sistan Cycle can provide some indications of material comparable
with the ‘Man in the Panther’s Skin’, missing (or excluded) from the Shahnama
itself.

One reason for imagining this might be so is the fact that the Sistan epics,
mainly attributed to the early 12" century onwards, were closer than the Shahna-
ma to Rustaveli’s work, which must be dated to the late 12%-early 13" century and
the reign of Queen Tamara (1184-1212). More productively, as noted by Kumiko
Yamamoto, Marjolijn van Zutphen and others, “the novelty of these poems is that
they add new kinds of adventures and introduce previously unknown characters
... [and, reflecting changing tastes] ..add romance elements to epic stories...[and
so] they must be re-defined as adifferent genre.””
fictional story that relates improbable adventures of idealized characters in some

The romance can be taken as “a

PTEE

remote or enchanted setting.””” Furthermore, the Sistan epics introduce a common
theme of the hero falling in love, usually with a foreign princess, who may be a
human or a fairy; the pursuit of whom is the goal of the hero’s quest, which causes
him to set off on new travels, often involving a number of fantastic adventures;
the travels themselves usually involve distant countries, the West, the East, China
or India, sea voyages and islands and the encounter with many marvels.”" The
Sistan epics are almost entirely named after their main protagonist. All these ele-
ments can be observed in Rustaveli’s poem.

I am not aware of previous efforts to compare ‘The Man in the Panther’s
Skin’ with the Sistan epic cycle, or indeed with other works in the Perso-Islamic
tradition,”"" and present space does not permit a detailed analysis of all or any of
the epics in question. Rather, my aim is to raise the general possibility of such
thematic correspondences by looking at one or two episodes and seeking com-
mon elements.

I begin with the Garshaspnama, composed by AsadiTusi in 1066, one of the
earliest of the cycle and one of the few of which the date and authorship are

* Yamamoto2003: 111; see also van Zutphen 2014: 61-85, for an introductory review of the
stories that make up the cycle.

** Baldick 2008, cit. van Zutphen 2014: 66.

**% Van Zutphen 2014: 68-69.

**** FiruzaAbdullaeva, pers. comm., suggests that parallels have been noted with the Indian epic,
the Ramayana.
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known.” Garshasp was the descendant of Jamshid and the daughter of the king of
Zabul, Kurang, and grandson of Sam. Among the striking features of the tale are
the numerous adventures of the hero, his extensive travels to India, Ceylon, the
West and the East, from China to Tangiers; during the course of these travels he
defeats dragons, sees marvels, and defeats his enemies. One particular episode
comes some way near recalling the passionate love of Aftandil for Tinatin and
Tariel for Nestan-Darejan, namely Garshasp’s journey to Syria, where he learned
of the beautiful daughter of the ruler of Byzantium (Rum)and the test devised
for whoever might win her hand, by bending a heavy iron bow, clad in wood
and tipped with ivory. The description of the beauty of the princess rivals the
language of Rustaveli: she has tulip cheeks, is as tall as a cypress whose head
touched the moon, is a moon herself, with a diadem of amber, her coral lips de-
prived the soul of patience, her almond eyes enchanted the hearts of enchanters,
her face a moon surrounded by locks black as Ethiopians, a chin like an apple;™
but more importantly, after the two had contrived to see each other, such a rest-
less passion seized them both that they were tormented by love and sleeplessness
(Asadi, tr. Massé 1951: 88-89). The hero Garshasp needed no further encourage-
ment to bend the bow, which shattered in his grip, and the two lovers immediately
fled, the curses of her father following them (tr. Massé:90-93). This defiance of
the father (who soon repents in vain his judgement of his ‘harlot” daughter) is
not dissimilar from Nestan-Derajan’s refusal to marry the Khwarazmian prince,
but otherwise the love stories are hardly comparable: not only do the lovers not
encounter any significant difficulty and no period of miserable separation, but the
princess is not even named, and after their union she is not mentioned again; like
some of the casual romantic encounters in the Shahnama itself, this is just a brief
though colourful interlude.

Similar elements are found in the Sam-nama, probably a product of the mid-
14" century;™™ one being the episode in which Sam, while out hunting, sees a
portrait of the daughter of the ruler of China (the Faghfur) and falls in love with
her. She is called Paridukht. Sam decides to go to China to win her, which he
does after fighting a giant and a sorcerer, as well as Paridukht herself. Her father,
however, objects to the match and pits Sam against a fearsome demon, whom he
kills;he then kills the Faghfur and becomes ruler of China. The rest of the story
is taken up with many more adventures and fights against demons and sorcerers
as well as other people.

* AsadiTusi, trans. Massé1951; for a summary, van Zutphen 2014: 89-91.

** Asadi, trans. Massé 1951: 83-84.

*** See van Zutphen 2014: 94-95. It seems to be based on KhwajuKirmani’s romance, Huma
vaHumayun.
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The story of Rustam and the babr-ibayan again involves India, and the young
hero’s fight with a fierce tiger.” The ruler is so grateful for Rustam’s success
that he gives him his daughter in marriage, a union that produces Rustam’s son,
Faramarz;" producing an heir indeed is the main, practical purpose of the ‘roman-
tic’ aspects of both the Shahnama and the Sistan cycle of epics, rather than the
dominant theme of romantic love, though, as in the case of the Garshaspnama,
the womendo have more agency than in the social context in which the stories
were compiled.™

The 12th-century Banu-Gushaspnamatells the story of Faramarz’s sister; in
a somewhat disjointed tale, Faramarz falls in love with the daughter of the fairy
king, Farturtush, whose portrait he had seen woven on silk. In a later episode,
there is a test of strength between the rival warriors for her hand; she reluctantly
marries the Iranian hero, Giv, who defeats her rivals, the main point of the story
being that it produced the hero Bizhan, connecting the two major housesof the
Shahnama.”™"

In this respect, the Sistan cycle stories, though containing more romantic ele-
ments, remain much closer to the ethos of the Shahnama than to the ‘Man in the
Panther’s Skin’. Similarly, the Jahangirnama tells the story of Rustam’s union
with the daughter of a local ruler of Mazandaran, whom he falls in love with after
mourning for the death of Suhrab. As in the story of Suhrab, Rustam leaves his
‘wife’ long before Jahangir’s birth.”**

The work dedicated to Faramararz himself exists in two versions, as discussed
in the masterly work by Marjolijn van Zutphen already cited.”"*** Among the main
points for comparison with Rustaveli’s epic are the continuing focus on India
and the Indian islands as the scene for the story and the endless battles against
demons, dragons and other creatures. Faramarz also falls in love, first with the
daughter of a local king (in the West), before travelling to the East and falling in
love with the daughter of the king of the fairies (as noted earlier), and undergoes
various trials before winning her hand.

The longer version of the Faramarznama,

sk AL o

is expanded with numerous epi-
sodes of conflict during the hero’s expedition to India; among them these brief
romantic vignettes. In the first, having demonstrated his strength and courage by

* For a discussion of Rustam’sbabr-ibayan, see Omidsalar1984: 447-58; Khaleghi-Motlagh
1988: 324-25.

** Van Zutphen 2014: 102.

**% For the agency of women in the Shahnama, see Abdullaeva2012: 41-45.

***% Van Zutphen 2014: 108-9. See also van Zutphen2017: forthcoming.

*HE*¥ Van Zutphen 2014: 117; see also Gazerani2016: 208, for a brief resumé of Jahangir’s career.
*aHFAE Van Zutphen 2014: 118-19, and passim.

FHA*FFEE For a summary, ibid., 434 ff.
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rescuing the only daughter of the ruler of the island of Kahila from a frightful
black demon, the girl falls hopelessly in love with him.” She is moon-faced, tall,
black-haired and wise, modest and eloquent. Suffering day and night, she con-
fides in her nurse — in most of these stories the nurse as go-between is a common
feature, similar to the role of Asmat — who initially refuses to go to Faramarz with
the news of the girl’s love, deeming it dishonourable and that it would anger the
king. But seeing her mistresses’ tears, she goes to Faramarz, who promptly falls
in love himself [like a typical man!] and with the king’s permission marries her
to be able to consummate their love. After two weeks, the hero leaves, appar-
ently taking the girl with him in a litter, though not much more is heard of her. It
does not prevent his next great love, for the daughter of the fairy king, Fartatush,
whom he spies beside a stream before she disappears.™ He vows to cross the world
to find her, regardless of obstacles. The king is unhappy to learn of Faramaraz’s
desire to marry his daughter, believing that the union between a fairy and human
will be problematic, but he agrees to set a trial, requiring the hero to undergo
a haft-khwan(ordeal of seven labours) to present himself at court.He succeeds,
marries the fairy — after a prediction that their union will produce a hero called
Sam — and they live happily for a year, before he becomes homesick and desires
to return to Iran. The king allows him to leave, though upset at losing his daugh-
ter. As in the ‘Man in the Panther’s Skin’, the inhabitants of the city are distraught
at his departure. After some time back in Iran, where he is greeted appropriately
as a returning hero, Faramarz goes back to India as its ruler. There, both his wives
bear a son, one called Sam after his famous ancestor, the other Burzin-Adar.”" He
rules India for 60 years before being killed by Bahman/Ardashir.

The Bahman-nama itself, one of the more substantial elements of the Sistan
cycle, has little of romantic interest, although in the first book, Bahman marries
a Kashmiri princess, who, however, has a lover called Lu’lu who succeeds in
driving Bahman away, only to be defeated later, and the unfaithful the princess
executed, on his return. In the meanwhile, Bahman goes to Egypt and marries the
daughter of the king."™""

Turning finally to the last significant component of the Sistan cycle, the Bar-
zunama, women and romance, as elsewhere, play only a minor part in the story.
In one of the many versions of the Barzunama, the hero— who is the son of Suhrab
and grandson of Rustam — falls hopelessly in love with Fihr-iSimin-‘idhar, niece
of the Turanian king Afrasiyab. Barzu has to fight the Turanian forces and the
demon-champion Puladvand, and while he does so his beloved is snatched away

* Ibid., 468.

** Ibid., 479-85.

*** Tbid., 486.

*#%* Ibid., 136, 212-13; Gazerani 2016: 200.
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to Mazandaran by a rival. After many battles, the couple eventually marry.” In
both the Bahman-nama and the Barzunama the main focus of the narrative is on
Iran and conflicts within the different kingly and heroic dynasties, rather than
exotic lands abroad.

In conclusion, this rapid survey of some of the stories that make up the ‘Sistan
cycle’ of Persian epics, there is little in common with the ‘Man in the Panther’s
skin’ beyond various universal romantic themes of searching for love and adven-
tures in exotic places, or details such as the lavish exchanges of gifts and the ex-
aggerated scale of deeds and emotions. Whereas Firdausi’s own epic contains the
seeds of many different ingredients of story-telling, some of which are elaborated
more fully in the so-called secondary epics of the Sistan cycle, in neither case is
passionate and all-consuming love the main driving force of the narrative, or the
development of the heroes’ character. There is no question of specific influences
or mutual awareness of the two parallel traditions, being compiled at approxi-
mately the same period, but clearly based on different sources. Nevertheless, |
hope that this brief exploration of the Sistan cycle stories can serve as a useful
element in the discussion of the epic genre at this period, as they have not previ-
ously been brought into the equation.
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Shota Rustaveli Institute of Georgian Literature

Georgian Medieval Literary Canon and Shota Rustaveli’s
“The Knight in the Panther’s Skin”

Georgian national literary canon is formed on the three stages of Georgian
literary history — Medieval, Romanticism and Post-Soviet stages — and is divided
into three cultural variants. Prior from those variants is Medieval stage, within
which it is possible to single out as a separate sub-structure the “Rustaveli canon”
as the first synthesis of Western and Eastern cultural traditions in Georgian
literature. The first sample of the synthesis of criteria of national identity and
literary identity is observable.

Key words: Literary canon, Georgian Medieval literature, Shota Rustaveli.

Today, at the period of ever-increasing development and deepening of inter-
cultural communications, it is admissible to assert that cultures and literatures
active worldwide do not at all represent self-sufficient systems, but an intellectual
area, open to interventions and influences.

Georgian national literature is also a part of this common movement— it
cannot dictate rules or cannot control the world literary space (the more so today,
during the global capitalism period), but, throughout its fifteen-centuries-old
history, it tries to be at the centre of the global, important, influential literary
processes and reflect these processes with the invariable awareness of its inner
dignity, to use correctly its initial primary concept, historical and geographical
dynamics and inter-system relationships: as Georgian literature is located at the
unique place of meeting the Western and the Eastern civilizations, and all kinds
of “magic” is possible here! It is, of course, naive to assert that Georgian literature
equally shares the Eastern and the Western literary principles: Georgian literature
is favorable towards the first as well as the second literary model, but by its
essence it is Christian literature, from the very beginning oriented on the Western
canon and inwardly constantly looking to the West. Its closeness to the Eastern
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literary tastes at various times and periods was caused by external factors™: a)
the geographical location; b) historical events; c) literary tendencies which
affected the Western literary world. It is impossible to agree with the opinion
that the meeting of the Western and the Eastern cultural models in Georgian
literature is “harmonious™. Here is an attempt of correction of this idea: the
meeting of the Western and the Eastern models in Georgian literature is
of “dialogue-type”, with a permanent condition of overcoming resistance,
as the Georgian literature and Georgian literary canon constantly exists on
the border of inner necessity and external determination, at the crossroads
of the Western and the Eastern civilizations, despite the fact that the inner
necessity prevails, the influence of external factors should always be borne
in mind.

Activation of the concepts of “world literature” and “national literatures” and
other, typologically related concepts (“centre”, “periphery”, “symmetry”, “asym-
metry”, etc.), put on the agenda the problem of literary canon, the necessity to
identify its “universal”, including “Western” and “Eastern”, and “national” inter-
pretations and to offer the incorrect analysis.

One thing is clear: the national literary canon acquires great importance in
the cultural history of separate literatures, especially in the cultural history
of the countries, in which literature is a leading model of cultural awareness
and the main generator of the national identity. Georgia is a country of
this type: cultural applications of the Georgian national literary canon
(including the field of politics) at every stage of its formation, development
and transformation is aesthetic reflection of the established model of self-
consciousness and it performs a tremendous role in determining the national
identity. National identity is an integral part of this paradigm. It is another
issue how remote it is fromthe Georgian literary identity and what its relation to
the supra-national canon is like.

Georgian Literature, like other national literatures, is based on three classical
characteristics: genetic code (gene), language and location. Accordingly, the
backbone of Georgian literature is literature which is created in Georgia, in
the Georgian language, by and for the Georgians, but in spite of its centrality,
the backbone is not everything: there are also other, the so-called non-central
areas, which in the process of qualified scholarly discussion, can quite fairly be

* QGreater involvement of these external factors was suggested by Georgian scholar Revaz
Tvaradze in the work Fifteen-Centuries-Old Integrity: “Along with the Western, European
orientation, Georgian culture did not terminate relations with Eastern cultures either, and this
was not only due to the geographic, political or economic factors, but to the tendencies of
spiritual development as well” (Tvaradze 1985: 17) (the highlight is mine— L.R.).
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considered as Georgian literature. For example, if we conceptualize the first of
the above-mentioned three characteristics as the archetypal memory, it can be
concluded that each national literature, above all, derives from the fixed model
of the national memory, which is expressed in the form of specific archetypes.
In such a case, only the language, geographical location, name or nationality
cannot be considered as defining criteria of a writer’s identity, but the memory,
within which the writer’s consciousness is formed and developed®. From this
viewpoint, Georgian literature includes: texts written in the Georgian language
by Georgian immigrant writers outside Georgia; texts of the Georgian mentality
written by Georgian writers in other languages than Georgian; texts written by
non-Georgian authors in the Georgian language, etc. Each of these models can be
a part of the Georgian literary canon, or may exist beyond it: their fate in different
periods depends on different factors - ideological, religious, political, etc.

Taking into account the general paradigm of Georgian literary history,
Georgian literary canon as a stable national system passes a highly difficult path
of development and includes the following stages of Georgian literary history:

. Georgian Christian literature and formation of Georgian identity:
homiletics, hymnography, polemics, etc.;

. Vepkhistqaosani by Shota Rustaveli — intersection of the Western and
the Eastern cultures in Georgian literature;

° Transition period (13" 16" cc.)™;

. Georgian literature of the 16M-18™ cc. From the West towards the East
and back: reconstruction of European concept;

. Georgian Romanticism***— beginning of formation new Georgian
identity;

. Georgian Realism - struggle for new Georgian identity;

. Georgian literature of the beginning of the 20th c.: Modernism, Geor-
gian Symbolism, Avant-garde. Struggle against Censorship;

. Georgian literature of the early Soviet period: Soviet literature - socialist
Realism, proletarian literature, literature of the period of World War I1, etc. (note:

* See 1. Ratiani, Boundaries of National Literatures and Comparative Literary Criticism//
Tsakhnagi, 2, 2010 (in Georgian)

** This period is referred to by a 19"-c. Georgian scholar S. Dodashvili and another scholar of
the same period Al. Khakhanashvili as the “period of the fall”, whereas philologist Al. Tsagareli
divides it into two parts: the 13®-16" cc. - the period of the fall, the 16™18™ cc. period of
Renaissance. The same period is referred to as “transition period” by contemporary Georgian
scholars R. Siradze and Ir. Kenchoshvili.

*** Differentiation of Georgian Romanticism and Georgian Realism as separate phases is based
on Georgian classic writer and publicist I. Chavchavadze’s version (19" ¢.) and Georgian critic
K. Abashidze’s (beginning of the 20" ¢.) views on the periodization of the 19"-century Georgian
literature.
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marginal wing - Georgian Modernism and Avant-garde, literature of Georgian
immigrants, dissident literature);

. Georgian literature of the late Soviet period: struggle forindependence
and re-discovery of Georgian identity;

. Post-Soviet and post-colonial Georgian literature.

However, it should be noted that these phases are preceded by two ancient
stages of the formation of Georgian culture and cultural identitiy:

. Prehistoric stage: Georgian folklore and mythology;

. The origin of the Georgian writing: alphabet, inscriptions, first written
monuments;

From this period models of the Georgian national literary canon are formed
on the three stages of Georgian literary history” - medieval, Romanticism and
post-Soviet/post-colonial stages - and are divided into three cultural variants: the
Georgian national literary canon formed in the Middle Ages is motivated
by the political and ideological markers of Christianity, at the period of
Romanticism it is characterized by return to the Western conceptual and
aesthetic field and a new stage of national self-determination, whereas during
the post-Soviet/post-colonial stage it creates new aesthetics, which opposes
the previous, Soviet canon as an artificially formed structure. It is possible
to single out as a separate sub-structure the “Rustaveli canon” as the first
synthesis of Western and Eastern cultural traditions in Georgian literature
and a text distinguished by profound cosmopolitan thought.

Although at the medieval stage of the process of the establishment and
functioning of the Georgian national literary canon, the dominant factor is the
criterion of national identity, during the Romanticism stage the synthesis of criteria
of national identity and literary identity is observable (this tradition originated as
early as late medieval Georgian literature and the text of Vepkhistqaosani “Man
in the Panther’s Skin”). At the post-Soviet/post-colonial stage the criterion of
national identity is prevailing. It can be said with confidence that the national
and literary identities perform equally leading roles in the history of Georgian
national literary canon: if one of them defines the concept of the canon, the
other one determines inner national aesthetics of the canon and its relation to
the models of supra-national and transnational canons. In the Middle Ages the
Georgian national literary canon is a valuable wing of the Western canon, in
the period of Romanticism it undergoes fundamental aesthetic transformation
(expressed in the form of reconstruction of the European concept) and as a result
of its overcoming in a very original manner it joins the models of supra-national

* However, the period of preparation of each model of the canon and its duration requires all of
the above-mentioned stages of Georgian literary history and even covers them.
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(West-East) and transnational canons, in the post-colonial period it enters a new
phase of self-consciousness and self-affirmation, which in principle opposes the
Soviet canon created under the conditions of the Soviet ideology, as an artificially
imposed system.

The above-listed phases of Georgian literary history demonstrate that mostly
the Georgian canon is organically merged with the Western, or European model
of the universal canon, but in some cases, goes beyond it and is inclined towards
the Eastern model: Georgian literature, proceeding from the geographical loca-
tion and cultural landmarks of the country, used quite effectively the presence of
the Western and Eastern models of the universal canon, since it was constantly at
the crossroads of these two civilizations, and the mutual “discovery” and “recog-
nition” of the East and the West (from the 19%-20™ cc.) created a more favorable
position for Georgian literature - it was given the legal right to demonstrate its
synthetic nature (under the condition of prevalence of the Western canon as the
primary source), as a result of which Georgian literature became organically
involved in transnational dialogue. . Accordingly, the Georgian literary canon
must be interpreted in respect of the Western and the Eastern models of the
universal canon.

A complaint that may exist in the form of a general remark with respect to the
process of establishing the principles and boundaries the Georgian literary canon
is related exactly with the problem of transparency of necessary criteria for the
formation of the canon and correct periodization of Georgian literature.

This issue has its tradition of study in the history of Georgian criticism. In
19the century a number of public figures were interested in systemic study of
the history of Georgian literature, namely, Solomon Dodashvili, AleksandreT-
sagareli, Ilia Chavchavadze, Aleksandre Khakhanashvili, Kita Abashidze. In 20™
century this problem was discussed by academician Korneli Keklidze, Professors
— Revaz Tvaradze, Revaz Siradze, Irakli Kenchoshvili.

Summarization of the above considerations leads to a very interesting
conclusion:

. All the methodological attempts for periodization of Georgian literature
are oriented on the relation of Georgian literature to the Western Christian culture;

o Development paradigm of Georgian literature, which is essentially
Christian i.e. pro-Western, is differentiated according to: a) the principle of
semantic models and historical chronologic (K. Kekelidze); b) the conceptual
principle (R. Tvaradze); c) the stylistic and genre principle (R. Siradze, Ir.
Kenchoshvili);
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. All the above-mentioned theories of periodization of Georgian lite-
rature recognize its close relation with the Eastern world, however, under the
condition of prevalence of the Christian worldview.

One thing is clear: formation of the Georgian national literary canon is directly
related with the paradigm of the Georgian literary history, hence, with the correct
system of periodization of Georgian literature. As it clear from the experience
of the world and Georgian critical thinking, as well as observations offered in
this section, periodization of Georgian literature should be implemented on
the basis of its relation with international literary phenomena, periods and
stages: taking into consideration of its correspondence with them, opposition
or even neglect”. Such a holistic approach will allow us to:

° read the Georgian canon as a national model of canon, which, for the
most part, is related to the supra-national model. However, where compliance is
violated, the issue calls for a more differentiated analysis taking into the consid-
eration specific national, political, ideological, religious and other factors, as well
as the general cultural context - the Western and the Eastern;

. recognize the substantive compliance of the entire paradigm of Geor-
gian canon and individual stages of periodization of Georgian literature, as valu-
able models of literary history (and not the history of literature);

. name freely the periods of Georgian literature on the basis of the prin-
ciple of the cultural dominant;

. identify in the process of the formation of the Georgian canon to what
an extent the relations were observed between the centre and the periphery, or the
backbone and marginal parts.
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Shota Rustaveli’s Legacy in Azerbaijan

The works of prominent Georgian poet, Shota Rustaveli are enthusiastically
read and researched in Azerbaijan. The works by him have been translated and
published repeatedly. The reading of the works by well-known thinker in the
Azerbaijani language has a great role in the expansion of the Azerbaijani-Geor-
gian literary relations.

Key wors: Shota Rustaveli’s Legacy in Azerbaijan.

The great Georgian thinker and poet Shota Rustaveli is, indisputably, one
of the mighty classical representatives of world literature. His immortal name is
rightly mentioned along with the outstanding representatives of world literature.
Like the creators of European Renaissance literature William Shakespeare, Cer-
vantes, Dante; Pushkin and Lev Tolstoy in Russia, Nizami Ganjavi in Azerbaijan,
Alishir Navai in Uzbekistan, Abulgasim Firdowsi and Sadi Shirazi in Iran, Ab-
durrahman Jami in Tajikistan, Shota Rustaveli exalted the literature of his nation
to the level of a great moral asset of world culture.

However, Shota Rustaveli is, above all, the national pride of the Georgian
people.

He is the brilliant creator of Georgian literature. Shota Rustaveli is the great
founder of Georgian Renaissance literature. In general, Shota Rustaveli contrib-
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uted immensely to the formation of the XII-XIII century Renaissance culture in
the East.

When speaking of Oriental Renaissance Culture and the Renaissance in the
Caucasus, one should definitely and proudly mention Nizami Ganjavi and Shota
Rustaveli, who are the twin peaks of Caucasian Renaissance culture. Back in
the Middle Ages these immortal artists craftily glorified the ideas of humanism,
justice, equality, freedom, fraternity, love, and declared to the world that they are
the mighty creators of a great literature about humans.

There are similar motives between Nizami Ganjavi’s works, his characters
and Shota Rustaveli’s poem “The Knight in the Panther’s Skin”. First of all,
Nizami Ganjavi and Shota Rustaveli earned fame as grand heralds of humanism
in literature. Both the poets glorified the universal values showing the human
moral wealth and loftiness with their entire immensity. In regard to the issue
of a fair ruler, they act from the same stands, though on the basis of different
plots and characters. Being loyal to human relations and love is the ideal of both
Nizami Ganjavi and Shota Rustaveli. The character of Shirin in Nizami Ganjavi’s
“Khosrov and Shirin” and the character of Nastan Darejan in Shota Rustaveli’s
“The Knight in the Panther’s Skin” are the monuments to great love. The literary
creativity of these artists, whose great ideals are identical or similar, is original
and distinct. Nizami Ganjavi and Shota Rustaveli are the creators of the great
literature with a peculiar literary style, unparalleled plots and distinctive fates.

Shota Rustaveli’s “The Knight in the Panther’s Skin” is the great and im-
mortal epopee on human loftiness and moral wealth.

The poem “The Knight in the Panther’s Skin” is the grandiose Georgian epic
written on the Oriental topic but contemplated in a Western style.

“The Knight in the Panther’s Skin” is the unique literary treasure, which
maintains the Georgian people’s humanism, rich ethical world, ideas of friend-
ship and fraternity and declares them to the world.

Shota Rustaveli’s “The Knight in the Panther’s Skin” is the magnificent liter-
ary monument of Georgia’s ancient and rich statehood history and the Georgian
people’s national ideals.

The poem “The Knight in the Panther’s Skin” is a universal work demon-
strating that in the broadest sense the multicultural values in the Caucasian geog-
raphy have been formed and developed on the basis of great traditions.

All this has earned the world fame to Shota Rustaveli’s “The Knight in the
Panther’s Skin”.

Not only the Georgian people, but anyone highly appreciating the ideas of
beauty and humanism, justice and love can be proud of Shota Rustaveli.
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To express figuratively, the Azerbaijani people also loves and reads Shota
Rustaveli as a mighty artist, who has created a great temple of art in the Caucasus.

In the XX-XXIT centuries Shota Rustaveli’s poem “The Knight in the Pan-
ther’s Skin” was translated into Azerbaijani several times and published as a
book. The outstanding Azerbaijani artists in word such as Ahmad Javad, Samad
Vurghun, Mammad Rahim, Suleyman Rustam have translated the poem “The
Knight in the Panther’s Skin” into Azerbaijani with great enthusiasm. The poem
“The Knight in the Panther’s Skin” has been published as a book in Azerbaijani
repeatedly and with a large circulation. The translation of Shota Rustaveli’s poem
“The Knight in the Panther’s Skin” by Imir Mammadli, who has had significant
merits in the study of the Azerbaijani-Georgian literary relations, and its publica-
tion at the Publishing House “Naghil evi” in Baku in 2003 is a new and important
literary event.

Shota Rustaveli’s life and literary works have been extensively studied in
Azerbaijan, and books and articles have been written on the great poet. The
prominent literary scholars Arif Hajiyev, Panah Khalilov, Dilara Aliyeva, Aflatun
Mammadov, Abbas Abdulla and others have studied the topic of Shota Rustaveli
and Azerbaijan from different aspects in their researches. In the study of both
the Azerbaijani-Georgian literary relations and the typological parallels between
Shota Rustaveli’s literary works and Azerbaijani literature Dilara Aliyeva’s mer-
its are noteworthy. Her monographic work “Nizami and Georgian Literature”
(1989) is the precious work of literary studies which reflects deep respect towards
the Georgian people.

The outstanding Georgian poet and thinker Shota Rustaveli is our great con-
temporary. Shota Rustaveli’s ideas of humanism, justice, love live and continue
to call the nations to peace, friendship and cooperation.
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Shota Rustaveli — Author of the Late Middle Ages

IRINA BAGRATION-MOUKHRANELI
Russia, Moscow
St.-Tikhon Theological University

Metropolitan Evgeny (Bolkhovitinov) about Rustaveli

Russian-language readers first met Rustaveli through creative works of Met-
ropolitan Evgeny (Bolkhovitinov). In 1802 year, being a prefect and professor of
philosophy at the Alexander Nevsky Monastery in St. Petersburg, Metropolitan
Evgeny wrote and published at his own expense anonymous book “Historical
Images of Georgia in its political, ecclesiastical and educational condition.” In
his work Metropolitan Evgeny relied on particulars provided to him by luminar-
ies of the Georgian emigration in Russia, and chiefly by Bishop Varlam Eristov.
The book contains information on the history of Georgian music, literature and
prosody, also considered the oeuvre of Sh. Rustaveli. In this work, based on a
broad set of sources, Bolkhovitinov the first time in Russian provides prose ren-
dering of a few lines of the prologue of “The Knight in the Panther’s Skin”.
Among his papers was found another attempt to translate Rustaveli — the stanza
from the 36th chapter, which lies amongst the two series, “Notes on the history of
Georgia” and “On the Georgian literature” and was not used in the work on “The
historical image of Georgia.”

Key words: Rustaveli, Bolkhovitinov, translation.

N.JIL.BATPATUOH-MYXPAHEJIN
Poccus, MockBa

IIpaBocnaBHeIi CBsTO-THXOHOBCKHIA
I'ymarutapusiii YHEBEpCUTET

Mutponoaut EBrennii (buiaxoButnnon) o PycraBeinu

IlepBoe m3BecTue mnst pycckux untareneii o Pycrasemnu, kotopoe comepika-
nock B «McTopuueckoM m300pakeHHH [py3un B MOJUTHYECKOM, LEPKOBHOM U
yaeOHOM ee coctosiHnu. CounHeHo B Anekcannpo-Hesckoit Axamemun. CIIb,
1802», OBIIO, HECOMHEHHO, YOAQYHBIM ISl PyCCKOM KyIBTYpBI, TaK KaK IHCAI
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€ro YeloBeK ONM3KHU K JIMTEepaType, YeJIOBEK MCKPEHHE 3aMHTEePECOBAHHBIN —
mutpornonuT EBrennit boimxoButrnHOB.

«Bce m3Bectust o [py3um 10 cero m3gaHHbIE OONBIICI0 YAaCTHUIO MHCAHBI
(bpaHIly3CKUMH Ty TEIIECTBEHHUKaMH, OTTHCHIBAIOIIIE 3eMJIH O€3 TO3HAHUS OHBIX.
U tax gyxecTpaHHbIe H3BeCTHs O [ py3nH HE MOTYT OBITH JUIS HAC PyKOBOJCTBOM
K TO3HAHMIO es», TOTJa KaKk aBTOp ueprajl «U3 OPUTHHAIBHBIX HCTOYHHKOB,
OOJIBIIICI0 YACTHIO COOOINEHHBIX OT MpeObIBaroX HbiHe B CaHKTIETepOypre
I'py3unckux nocnanuukoB U Jlenyraro» (Mutp. EBrenunii 1802: 5).

DT0, HECOMHEHHO, OBUIM TaKue «HeTepOyprcKuey» TIpy3WHBI, B YHCIE KO-
Topeix mocon ['apceBan YaBuaBaase, MepBhIid ceKpeTaph MOCOILCTBA MHCATEND
Teopruii ABanumBunu, napesundn HMoann, barpar u Muxaui, HO Oosiee Bcex
— emmckon Bapmam DpuctoB. Yyactue mocnennero B Hamucanmu «Vctopum»
OBUIO CTONb BENHKO, YTO MUTPONONUT EBreHuWid BIOCIEACTBHU OTKa3bIBAJICS
OT aBTOPCTBA, CCBUIASICH HA TO, YTO MCTHHHBIA aBTOP HE OH, a MPEACTABUTEIH
TPY3WHCKOW SMUTpAINy, B TEpByI0 odepens Bapmaam DpuctoB. Ho aBTopcTBO
MUTpononuTa EBrenust ObUI0 MIMPOKO M3BECTHO — OCHOBAHUEM JJISI TPUHSTHUS
E.BonxosutnHoBa B wieHbl Poccuiickoit Akagemun (1806) mo pekoMeHmanuu
I'.P.JlepxaBuHa OblIM Ha3BaHbI JiBa ero Tpyna — «Vcropuueckoi M300paxkeHHe
I'py3nm» u «Mcroprueckoe, reorpaguieckoe U SIKOHOMHYECKOE M300paKeHNE
Boponexckoii ry0epHum».

Murtpononut EBrenuii ObIT BBIIAIOIIAMCS JUTEPATOPOM CBOETO BPEMCHH.
W k xaHpy onucaHMs CTpaHbl OH oOpariaincst He Brepsbie. Eme B 1788 romy
OH Hareyatal OCTPOYMHOE HMCTOPHKO-Teorpaduieckoe ONMHCaHHE ... CTPaHBI
Toper Ilapraca. D10 Obula ymayHasi MOMBITKA COCTUHHUTH B MPO3€ 3aMETKH
MyTeIIeCTBEHHUKA C XapaKTepHBIM IS T093uH Kinaccuimama konma X VIII Beka
JKaHPOM TIOOMBI, TOCBSIIIIEHHOM CTpaHaM W KoHThHeHTaMm («Poccmama» Xe-
packosa, «Mepycammm», «EBpomay, «Amepukay Y.bueiikay).

IlepBas «cTpanoBemueckas» KHura Mutpomonuta EBreHust Ha3pIBajlach
«TAPHACCKAS MCTOPUS, 3akmiodaromasicsi B IBYX KHUTAx, U3 KOTOPBIX
ITEPBASI conepsxut onucanwue ropsl [lapracca, Haxoqsmmxcst Ha HEM CTPOe HAN
okpecTHbIX [ToToKOB, HCTOUHKKOB, BooT, JlecoB 1 00peTaroInX TaM KHUBOTHBIX;
a BTOPAS Kureneii, Ilpapnenus, Ynnos, Cymumumi, KepTBompuHOIICHHIH,
IIpa3gankoB u Topros [lapracckux.

Ilepesenena C ... EBr. bonx. Mocksa, B tunorpaguu [Tonomapesa, 1788,
C.72.» (bonxoButuHoB 1788)

«[TapHacckast HCTOPHS» COCTOSIa M3 MPOHHYHOTO, HO JETAIBHO U TMOCIIe-
JIOBATEeIbHO TPEICTABICHHOIO ONMCAHMs CTpaHbl, Kacatomerocs:: //Im. 1. O rope
IMapuacce u est uctuHHOM Tonoxenuu, / 2. O Xpame IMamstu, // 3. O morto-
kax, Kacramuu n Unokpene, /4. O ucrounuke Ilepmecce, /5. O Gonorax u
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okpectHOCTsX [TapHacca,// 6. O nmepeneckax ¥ pouruiax [eIMKOHCKUX U CMEX-
HBIX Jiecax, //7. O mapHacCKUX KUBOTHBIXY.

31ech OCOOCHHO 3aHSATHBIMH OBUTH «IOOIIME 00e3bsiHbI  [TUPHKOIB).
Janpuie cnenoBano paswsicHeHue. «[Ipu momomiBe ropbl B JIOMIMHE W JIOJIHHE
€CTb MHOTOUYHCJICHHbIE >KUBOTHBIC ITOJOOHBIS OCJaM, KOTOPBIX Ha3bIBAIOT
I'pammaropopamm» (bomxoButraoB 1788: 26).

Kuura 2 pacckassiBana: //In. 1 O oburarensix [Tapnacca, // 2. O Ilapracckom
npaeienny, // 3. O mrrarax uin Yunax [lapracckux, // 4. O cyaunuiiax [Taprac-
ckux. /5. O Tlapracckux 3akoHax. // 6. O xepTBONpUHOIICHUIX U [Ipa3aHuKax,
TopkecTByeMbIx Ha [TapHacce. // U, nakoner, «7. O toprax [TapHacckux.»

B nmocnenneii rmaBe roBopuiiocs: «B mpocTpanHOil qonwHe, TeKameil Mex Iy
IMapraccom u ['enmKkoHOM OBIBAIOT SIPMOHKH, OTKPBIBAIOIIMECS B U3BECTHBIE THU.
Tam HaxonsaTCs B BeNMUKUX phIHKA. OIUH U3 HUX 3aHAT I pammamuramu, a Apyron
Crogapamu. Mexmay Tem TOTrpOBHIMKH pa3IHYHBIX HAPOIOB PACKIAABIBAIOT
cBou ToBapwl. JlaBku Ha peiHKe Jlekcuxonos wiu Crosapeil UMEHOT y cels
BBEIBECKOIO A30yduHbIe OyKBBI HAaIlICAaHHBIE HAJl IBEPbMH B CBOEM €CTECTBEHHOM
nopsiake. [lomme uX BHIOHBI KpacoyHbie TOBAphHI, T. €. PyMSHBI, MPUTHPAHbS U
yOOpsI B HEOONBIINX OyMaXkKax: UX OOBIKHOBEHHO Ha3bIBAIOT Pumopuueckumu
Kkpacxkamu. Ha cux pbIHKax, Tak Kak ¥ Ha HalllUX €CTh BOPHI M MOLIEHHUKH. EcTh
JM OHU OYyIyT NMPH3HAHBL, TO HAPOJI TOHMUTCS 32 HUMH C KPHKOM W CBHCTOM; U
CHe TIOUMTAETCsl MX Haka3aHueM. // MoHera, KOTOpYI TaMm YMOTpeOSIOT Npu
TOprax, ecTb noxeana u npociasienue. Cer0-To MOHETOIO IUTATUTCS IIeHa BelleH,
Harpaxaenue u [lapracckoe sxanoBanbe» (bomxosutunos 1788: 70-71).

OmnycaHue MapHACCKOW HCTOPHHU 3aKaHUMBACTCS HM3SIIHBIM 3aKITIOYCHHEM:
«U tak s Bce 00bsIBUII, UTO 3HatO 0 [TapHacce, Kak CaMOBH/ICIL M KAK CITBITIIABIITHN.
Uro mpHHAUIEKUT A0 TOTO, YTO 51 BUAEN, TO IO CHPABEAJIMBOCTH CKaXy, YTO B
OHOM 51 JJaJl OTYET BEPHBIA M CKOJb BO3MOXKHO TOYHOI: a B pacCyKIEHHH TOTO,
YTO 51 3HAIO TOJIBKO IO CIIOBAM MaK-CKA3bl6aau, 00 OHOM s He pydaroch. Mx
BEIOMOCTH K HaM MPUXOIIT M3 CTUXOTBOPUYECKOW 3E€MIIH, KOTOpasi TeM, KOH B
HeH He XMBYT, HEM3BECTHA; Ja M T, KOTOPBIE TaM HAXOIATCS MOMO3PHTEIBHBI
BO JDKE, U MOTOMY HEJb3sl HUYEro CKa3aTh MPsIMO AOCTOBEPHOTO O BCEM TOM
IIPOMCXOJSILEM, Pa3Be, MPEXKIE CAMOMY Ty/a CXOAUB, IPUIICIKHEE PAa3CMOTPETH)
(bomxoButnHOB 1788: 72).

«Hcropuss I'py3mm», mosiBuBmiascs depes 15 mer mocme «Ilapracckoit
Wcropun» HamucaHa ¢ JPYTMMH LENSIMH H, COOTBETCTBEHHO, MHTOHALMS M
XapakTep H3JIOKEHHs €€ COBEPIIEHHO JApyrue. DTO pacCyXXIeHHe He O BBHI-
MBIIIJICHHON CTpaHe mod33uu, a o [ocymapctee PoccuiickoM, coBpeMeHHOHN TTO-
JIUTUKE ¥ 000CHOBAaHWHU MPUCOESTMHEHMSI HOBBIX 3eMenb. biarogaps sTomy cot-
pynHUYECTBY MUTpomoiauT EBrenuii onuckiBaet [ py3uto kak Obl n3HyTpu. OH B
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Kypce M MOCIEAHUX COOBITHH KAaCArOLIMXCSl PYCCKO-TPY3HMHCKHX OTHOIICHHH, U
ee UCTOpHH, IEPKOBHOW m cBeTckoi. OH 3Haet, uto «llepkBert B Kapmanunuu
n Kaxemuu MOXHO IIUTaThb 0 3 THICSAY; HO OOJbBIIAs YacTh OHBIX B OEIHOM
COCTOSIHMM, @ IOTPAHUYHBIE PA30PEHBI U OIYCTOIIEHBI OT YaCThIX HAIECTBUMN
IlepcusstH w apyrux HapoaoB». Mutpononut EBrenuii cooOriaer pycckomy
YUTATEN0, 4TO «[Ppy3MHBI MMEIOT €lle M BHE CBOEr0 OTEUeCTBA JBa CBOMX
MOHACTBIPS OMH B Mepycanume, OCHOBAaHHBIH, KaK BBIIIE YIOMIHYTO, eue ¢ V
BEKa KHS3eM Ipy3HHCKUM Tamuanom, a npyroit B Agponckou Iope, 3aBeICHHBIH
TaM B X Beke Tpems [ py3MHCKUMM KHS3bSIMM MOHAXaMH, O YeM TAK)KE BBILIE
yrnomsiHyTo. O0a OHM TOAPOOHO OMHMCaHbl POCCHICKMM MyTENIICCTBEHHHKOM
I pucoposuuem B myTeIeCTBUH €T0 KO CB. MecTaM Ha cTpanumax 201 n 508 u cier.
OnHaKoK B 000MX MOHACTBIPSIX HBIHE yXKe BIACTBYIOT rpeku» (Mutp.EBrennit
1802: 54-55). Huxe aBrop B pazneine «O s3bIke U MUCbMEeHaX [ py3HHCKUX» aeT
nBa BapranTa «OTue Hally, ¢ yIapeHUsMH, B cToiiOnK. «KopenHoit [py3uHckuii
si3bIK IO  bubneiickomy Tekery». CrpaBa — «HbIHEmIHHN NPOCTOHAPOTHBII
I'py3uncKkmii S361K».

Kuanra comepxana MmHPOKWI HMCTOPUKO-KYIBTYpHBIM Matepuan, [py3us
Obuta mpezcTaBiicHa Ha (pOHE COOBITHI EBPONEHCKOM KYJIBTYphl U IMOJUTHKH
€e BOCTOYHBIX cocelel. BOIXOBHTHHOB OXOTHO oOparmaicst K MHGOIOTHH H
JIUTEeparype, HaYMHAs C aHTHYHOCTH. «[py3MHCKast 3eMJIsl B caMOi ITyOOKO#t
IpeBHOCTH OblIa 3HAaMEHHUTa MHOTUMH B EBpomy BBIMyIIEHBIMH U3 ceOs
cesteHnsiMu. OHa BOCTIETA e111e IpeBHUMU | peuecKnMu CTUXOTBOPLIAMH B CJIABHBIX
OacHsax o [Ipomemee MPUKOBAHHOM, MO BBIPOKEHUIO BepruimeBy, K yrproMoMy
n HenoctynmHoMy KaBkasy; a eme Oonee mpocnaBieHa y [pexoB IOX0OOOM K
Hell Apeonasmosé W TIOBECTBMH O 3010MOM pyHe, 0 A30He, O 3HAMEHUTHIX
CIIyTHHMKaX €ro 0 4apojicicTByoIIei Medee n HeychinaeMoM /[pakorey. Uepnaer
OH CBEICHUS M W3 TIPY3UHCKHX HCTOYHUKOB, KaKk MH(OIOTMYECKHX, TaK H
ucropndeckux (Murp.Esrennit 1802: 65).

DT0T Tpyx OBLT POCKOIIHO O(QOPMIICH H MOIHECEH TOCYAapio MMIEepaTopy
Anexcanapy . OH comepail TOYHBIE W ITO3UTHUBHBIC CBEIEHUS: «IPEBHHE
WBepsb! BiazieHus: CBOM paclpoCTPaHMIN ObUIO MO BCEMY IPOCTPAHCTBY MEXKY
Kacnuiickum n Yepueim mopem Ilepcuackoro ropona Taepuca m Typenkoro
Epsepyma 1o yctbsa peku Jlona. Bee noutu Haponsl, Hacenstomue Kapkasckue
ropsl, 1 Kabapaa 6butn y HUX B nognanctse» (Mutp. Esrennii 1802: 5).

B «Mcropumn», HallMCaHHOHN C NIyOOKUM 3HAHHEM U UCTHHHBIM YBa)KCHHEM
k I'py3un, conepxanuch cnenyromme pasaensl: «1. O ApeBHOCTIX IPy3UHCKOTO
Hapoja W 3HAaTHEHWIIMX B HeM mpoucmecTBusx. /O mpocsemenun [pysnu
XPUCTHAHCKOIO BEPOIO M O COCTOSHUU 1IepKBU [py3uHCcKoi. /O GorociayxeHHH
1 LEPKOBHBIX KHUTAX I'PY3MHCKUX U O UX LEPKOBHOW Tumorpaduu. /O s3bike
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U MUCbMEHAaX Tpy3uHCKUX. //O y4eOHOM coctosiHuM [py3uu, ee mIKoiax u
KJIaCCHYEeCKHX KHHUTraX. /O Tpy3MHCKUX JICTOMHUCSIX U JPYTHX, B Hapojie obpa-
HIAFONIUXCS KHUTaX. //O rpy3HHCKOM CTUXOTBOPCTBE M My3bIKe.”

B meii Taxxke comepkanach JOBONBHO TOUYHAs TeHeanorws barparnoHos,
aBTOP 3HAKOMMJI YUTATENSI ¢ cTOpHEl [ py3un Kak B IEpHO/IbI PACIBETA, TAK U B
110JI0Cax yrajxKa.

B xnure mutpomonurta EBrenus Ha 103 cTpaHWmax KOMIAKTHO U SIPKO
MpejicTaBlIeHa NnoauTudeckas ucropus I'pysun ot nepsoro unaps [lapraBasa 1o
nocnenHero [eoprust XII, 0co060 packpeiThl ponu napuiel Tamapsl, JlaBuaa
1V, Hpaxkmus Il B monuTwueckoM H KYIETYPHOM BO3POKIEHWH CTPAHBI.
D10 OBUT Cephe3HBIM TPYH HCTOpHKA, IEpBas 4acTh COAEpKayla CBEJCHUS O
CIIOKHBIX, TParudecKNX W 3alyTaHHBIX OTHOMIEHHUSX Mexay lpysueit, Ilep-
cueit, Orromanckoii [loproit. Mutpomonut EBrenmii mpuBoAMiI HHTEpECHBIE
CBUIETENhCTBA pyccKo-Tpy3uHcknx oTHomennd B XVII u XVIII. Ho, sBHO, ¢
HaMOOJIBIIUM YBJICUCHHEM, OH ONUCHIBAJ JINTEPATYPY U MO33HI0 [ py3um.

BonxoBUTHHOB paccMaTpuBall OCHOBHBIE TIE€PHOIBI PA3BUTHA HCTOPUU
TPY3WHCKOW JHTEpaTyphl B KOHTEKCTE IIMTEpaTyphl eBpormeiickoi. «[me xe
JIydIle MOXKHO OBUIO POIUTHCSI TEHUIO TT033MH, KaKk HE B Cell 0uapoBaTeNbHOM
cTpaHe, OoJblIe BceX B CBETE MOXOKEH Ha IPEBHION rpedeckyro deccanuro,
BO BCEX CBOMX IpEJAMETax CTHXOTBOpIamu obororBopeHHyr? Ho B deccanuu
onuH Toibko Onumim: a B [py3un mMHOTHE Heo003puMbie OJMMITBI COMMKAIOT
3emiro ¢ HeOecamm» (Mutp.Erenuii 1802: 84). ABTOp MHUIIET O «CITaBHOM
noame» Yaxpyxamse «Tamapuanm», BBICOKO OleHHWBaeT «BUTA3s B TUTpOBOU
mkype» PycraBemn: «Copepikanme mepBoil mosmbl BenxmcTkaocaHu ecTb
TOYTH pOMaHWYecKoe, B3sitoe 3 Mupeiickoit nctopun. CueHbl NeHCTBHIA TTO-
I00HBI ApHOCTOBO# mo3Me Porandy: HO KpacoTbl, OPUTMHAILHOCTh KapTHH,
€CTeCTBEHHOCTh uael u dyBcTBoBaHM — Occuanosel. 1looma cus npu mape
Baxranre V 6buta B Tuduuce HareuaraHna, OHAKO K BCKOpE HUCTpeOleHa Tak,
YTO HBIHE BECbMa PEAKO MOXKHO BHJICTH IE€YaTHbIC OHOM 3K3eMIUIIpbDy (Mutp.
Esrenmii 1802: 86).

Mutpononut EBreHnii NpuBOJUT CBEACHUS O TPY3HMHCKOM CUCTEME CTHXOC-
JIOXKEHUSI, U, Cy/Isl TI0 BCEMY, JACTUTCS 3TUMH 3HAaHUSIMU C [lepKaBUHBIM.

B Hemspmannoii yactu «PaccyxaeHus o JIMpPUYECKOH MO33UM», KaK 3TO
OBUIO OTMEYEHO HcclienoBaTeNsiMu, JlepKaBUH NPUBOAMUT CBEICHHS O (opme
IPY3HHCKOTO KJIACCMYECKOTO CTHXa, YKa3blBas 4TO OBIBAKOT «HE TOKMO TaKHe
CTHXH, KOTOpbIE B KaXJOW CTpPOKE Ha KOHILIE MUMEKT pH(]My, HO M TaKue,
B KOTOPBIX ITOMEUIAIOTCS K KaKIAOH CTpPOKE IO YeThipe pU(PMBI, OBIBAIOT U
JBaJILIATUCIIOKHBIE C YeThIpbMs U AByMs pudmamm» ([oronamsze 1961: 28).
OTH CBEICHUS O I'PY3MHCKOM CTHUXOCIOKEHHH OBUIM NOYEPIIHYTHI JlepKaBUHBIM
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y CBOETO MIIQJNIEro ApYyra, YbMM HH(POPMAHTOM, €CTECTBEHHO, SIBIISUICS MHT-
pononut EBrenuii, BKIIIOYMBIINH B CBOIO KHUTY 9 BApHAHTOB TPY3MHCKOTO CTHXA
B Ty e KHUTY O I'py3un. BOIXOBUTHHOB NHUIIET O TPYy3MHCKOM CTHXE Kak O
«ITUPPUXO-TAKTUIINIECKOM, OJTHAKO 5K CPOITHH €My H BCe Ipoure Mepsl [ pedeckoit
no33um» (Mutp.EBrenuit 1802: 88), B mepByro ouepesib pasymest MIaupu. 3aTteM
paccmarpuBaeT gyaxpyxayiu, mpuBoas 2 ctuxa u3 « Tamapuanmy». Tpetum pomom
TPY3WHCKOTO CTHUXa OH Ha3biBaeT Pen-Pymu, KoTophIil cocTONT 13 7 CTUXOB, Kak U
manpu. [V — 3arHakopynu, coCTosmmiA U3 3 CTUXOB, 2 CTUXOB OAHOTO METpa, a 3
6e3 pudmbl U 0codoro MeTpa, V — nkoomin, VI — nuctukaypu, Kak 4axpyxayiiu
BTOpOTro poaa, VII — iekcu, coctosimii u3 2 CTUXOB OAHOPU(PMEHHBIX 110 00pasity
mavpu, VIII — coctout u3 1 ctuxa n umeet pudmy B 1esype, [X oH Ha3bBaeT
3aMMCTBOBaHHMs U3 miepcuickoit mo33uu (Mutp.Esrenuit 1802: 93).

B apxuBe mutpornonuta EBreHus COXpaHWINCH JiBa COOpHHUKA: «3alHCKH
o ucropun [py3un» [bubnuoreka BepHajackoro, pykonucHbsiii GoHm, ea.xp. 18
(727), mn.132-134] u «O rpy3unckoir muteparype» [Tam xe, emn.xp. 297(599),
11.64], He BomIEANIME B €r0 KHUTY MO HEW3BECTHHIM mpuurHaM. OIHAKO OHH
MIPEICTABISIOT ~ UCKITIOUMTENbHBIN — uHTepec”. E.BOMXOBHTHHOB  mbITaeTCst
nepeBoauTh Pycrasenu. Cpean ero Oymar ecth nepeBoj; cTpodbl u3 36-i TiaBsl
«BuTs3s B THTPOBOII IIKype»:

Te1, B koM 00pa3 boxwnii, kak ToBopHUT HUII0CO(CKHH S3BIK,

TbI TOMOTH TJICHHOMY, IIETIEMH CKOBAaHHOMY JKEJIC3HBIMH,
XpycTaib U Jalu st HCKaJI, HO CTEKJIO YepHOE MOTEPsI U IPOCTOe
Torzma He Tepme 51 GJM3KO OBITh, @ HBIHE KAIOCh, YTO yIAJICH.

Bos1X0BUTHHOB ONUCBIBAET IPY3UHCKUE CAJIOHHBIE CIOBECHBIE UTPBI — «3Ma)
— CIMSHHME CJIOTOB, IBITAETCS Pa300paTbCsi B TPY3MHCKOM CTHUXOCIIOKEHHU
U HOTALUM JPEBHEIPY3UHCKOH My3blku. OH J[enaeT [Be HOTHBIE 3allUCH
KBaJIpaTHOW MATWIMHEHHON HoTauuel, pacnpoctpanenHoi B Poccun B XVII —
XVIII nepsblif UpMOC NMEPBON IECHU YTPEHHEro kaHoHa «OTBEp3U ycTa MOM»
Hoanna /laMackrHa U B I1aBe, Ha3BaHHOH «O CTUXOTBOPCTBE U MY3bIKE) IHILIET
cuenyrouee: «M3 crapuHHOro rpy3MHCKOro cTUXoTBOpLa Pycraseny, niucasiiero
YETBEPOCIIOrOM, €CTh [IEYaTHOE I'paXxKJaHCKUMHU OykBamu npu Baxranre VI.

Buc xarax rutkBuas ¢unacopocra SHaHH,

[IIeH MuIIBEsE pa TrBE — KMHHJICA, Ya4BHU MaOMaH PKHMHAHH,

Bpon 6anaxmmca, M3eOHeNMaH, CaTHU JTaBKapreH MUHAHHU,

MammH Bep TaBizen cuaxie, ai cumopeca BuHam» (Tam xe, 1.28).

* Cwm. IIpunoxenues — 1. B-M.
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Bwmecre ¢ panee ormyOIMKOBAaHHBIM B KHUATE OTPBIBKOM 3TO IIEPBBIE MTOMBITKH
niepeBoaa PycraBenu Ha pycCKHi S3BIK.

WHTepec KynbType ¥ HCTOPUH, HCTOPHH HEePKBU [ py3uu ObLT y MHTPOTIONHTA
EBrenns croifkum m moctosHHBIM. He mpembiBancs m kpyr urennsa. B ero
oubnuoreke — kHura Bapnama Dpucrosa «TonkoBanus EBanrenuit Ha ['ocrnon-
ckue 1 boropopnyuHble Npa3IHUKK ¢ HPAaBOyUUTENbHBIMU Oecenamu. / COUnHEHO
wieHoM CB.CuHozma BapinaaMoM, MUTPOTIONIUTOM M KaBajiepoM, B OBITHOCTh €ro
sk3apxoM [ py3un, To ects Bepun. [lepeBeeHo ¢ rpy3MHCKOTO Ha POCCUUCKHAN
s3bIK. CIIb, B Tum. Moc. Moanecosa, 1821».

Bcekope mocme naszmauenmst A.JlLEpmomoBa namectHmkom KaBkaza, B
muckMe K B.AmnactaceBumuy ot 1817 roma mutpononutr EBrenmii mposBisier
03200YEHHOCTh TEM, KaK CKIAJBIBAIOTCSI COBPEMEHHBIE PYCCKO-TPY3HHCKHE
otHowmeHus: «Eme Xyxe y Hac B3AyMaH IPOEKT MOCiarh B [py3uio u pycckux
IYXOBHBIX HadyalbHHKOB. CKopee OHM BO3MYTAT, HEXKEIH YCIIOKOST HAIHIO, I10
A3MaTCKH YMCTBYIOLIYIO M UyBCTBYIOIIYI0. Kaxknast Hamst 0coOyro UMeeT JIOTUKY
1 XapakTep W HaTypaJbHO HENps3HEHa CeplIieM KO BCeMY HE OTECYECTBEHHOMY,
0co0MMBO ecnu craHyT npuHyxaark» (EBr.bonxoBuTnHOB — AHacTaceBudy
1880: 631).

Wckpennuit untepec mutpononuta EBrenus k PycraBenn Obu1 mpo-
JIIOJDKEH B PYCCKOM KynbType He ¢ pa3y. Clenyromuil BCIIeCcK HHTepeca K I10-
sme PycraBenu mpoucxoauT B KoHIE aBaamnarsix rogoB XIX Beka. B 1827 ro-
oy B IeTepOyprc-koM >KypHalle «A3HMaTCKUH BECTHHK» IOSBHJIACH CTaThs,
«bapcoBa koxka (Bemnxuc Tkaocanu). I'pysuHckas mosma, counHenHas [llo-
Toto PycraBenem», HanucaH-Has npeanonoxuresnbio H.J[.Uyounamsumu (Yy-
OMHOBBIM), TIEPEBOTYMKOM A3HATCKOTO JeTapTaMEHTa.

B 1 Ne 3a 1832 rox B «Tudurcckux BEIOMOCTSX» OblIa MOMEIICHA CTAThs
«Kparknii B3MISA HA TPY3MHCKYIO JINTEPATYPy. 3aUMCTBOBAHO W3 TPY3WHCKON
ra3eTsl, Koeil penakrop r./lamaeB-Marapcknii. OH k€ COUMHUTENb Ce CTaTbu».
Ora crarks Conomona VMBanoBuua JlonamBuig cpasy ke Oblia Tepernedarana
«MockoBckumu BegomocTsMuy (1832, Ne 10) u BriroueHa B «McTopuro qpeBHUX
¥ HOBBIX JIUTEPATyp, HAYK 1 M3SIIIHBIX UcKyccTB» A.JKappu nme Mancn, kotopast
Obula TepeBeficHa Ha pycckuil s3bik M.MunameBudyem u u3naHa B Mockse
neroMm 1832 rona. [pomo Bpems, mpex/ie 4eM Ha PyCCKOM TMOSIBIIIACH BETHKAst
noama. Ho mepBeiii Bkmag mutpornonuta EBrenns B co3manne pyCTBEIOIOTHA
Ha PYCCKOM $I3BIKE, SICHO OYepTHJI MacITadbl «BUTA3s B TUTPOBOH IIKype» B
MaciiTa0e 4eIoBeYeCKOM KyIBTY b, ObLI MOJIOH 3HAHH U JIFOOBH K BEJINMYalIIIeMy
IPY3UHCKOMY TIO3TY.
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NOMADI BARTAIA
Georgia, Tbilisi
Ivane Javakhishvili Thilisi State University

David the Builder and Georgian National Writing

As it is known, Seljuk Turks, upon conquering of Iran, remained Persian
language in the country in their own functions.

It is also known, that Seljuk Turks hadn’t been satisfied only with conquer-
ing of Iran, they covered the whole Middle East and as a result of this the Persian
language had been given a broad field; it became the state and satellite language
of the whole Seljuk Turks’ Empire.

In this way, the politically conquered Iran had culturally conquered the cap-
turer with its whole Empire.

When appeared on the political field, Seljuk Turks had already intervened
into the territory of Georgia.

David managed to force the Turks out from Georgia, released Tbilisi from
supremacy of Arabians lasting for four centuries and created an integral indepen-
dent state.

Apart from David, Georgia would be one of the composite parts of the Seljuk
Turks’ Empire with a Persian language as a state and satellite language.

It is very easy to imagine if in what language the Georgian Writing of the XII
century would had been composed.

In addition to it, it is very easy to imagine if in what language the Georgian
Writing of the Renaissance Era in time when the Persian language had a great
influence on it and the Georgian language had scarcely been survived.

Thus, it is doubtful if our national writing could survive till the XIX century
without David Aghmashenebeli.

Key words: David Aghmashenebeli, Georgian Writing.
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do, 08gbom goblbbs 3oMgdo o3 gbsdy dgddbarn 3meEYMl, 39Mdme,

Meogb LML MG MG PMmal, Mamsi bmymomdn Jodwabomy
Log®m mo@gFe@nEnma 36m3gbgdal dmbobomyg gobows Jomomma
3BgMmmds, M385(3, 3830JOMd0, 0L 3o6530HMds JoMmmmoa b s g & ™
3BgMmdob sdm(396989-g5630m069ds.

LodBgbofmme, 03 BGMogsm oG MG @nm Jdbomadomogsb, Gm-
8gmo(3 998mz0@s 53 EMHML Jomoe modgmedn®sda, dbmmme ,30b-
530560b* gdaomm mofmadsbds 8mombos Rzgbodmy. obs@Rgbms sMbg-
dmdab gbobgd Jomaqyem 369G mmdadn (Goombab ,,d536539%, 6absdabs
> mbbm@ab 3mgdgdoa, ,Jomoams s s3sb6s...) abEmGanmds bystmgd-
8o oy dg8magnbabgl Bbmeme (36mdgda.

obg dogomomom, madsfab ab@mEozmbo goman dgbsdgdg Bgmb,
M3 0go oMob: ,omgdLebemy s Joobmb & o 33yHmdgmms Im-
&ob: odomygg o LaddLME s B6dGmm gdotms dmMob; L3 sbmaos @,
ns30dmo o bLoomd gmmosoms dmEab. beoemdmb, bmzMad
5 3mo@mb dMdgbms dmmal” (JoMmmmal sbmgMgds 1942: 42). 58 gfo
Boboogdadn, dgmemgdobmgal, ,d03b6589L% mmba adoMab Labgemoas
8mygebagmn, Moz 035b IMBIML, oy MomEgb Bo(36mdbo ymgnmsb xg
30093 Xl bo 3996380,853603gL“ 4806980 JoFmggmmomgab.

odgg 90360dbogm, ®m3 JoMmmggmgdo ,d536539L" adaMgdl o(s-
bmdbgb 356033, Lobsd Gomwmabo (Xb.) dgddbos msegolb 33ma3
4860mgdsls, 0(36mdwbgb 3ol Medgbndg Loy gnboc sy, dobo dnfMggem-
Byomm — goman@a ,bgosnbsds 30sb” (,dgggoms Bogbo®).

sbems 30 mnomm dogamoma ,398b0bEGYsmMLBnEsL* s ,30LMSB0sbnE6":

obEoms Imgmab Boofn, HmbE™E0b 3 3mogh mamdgbabs.
(B nboggman1966: 196/3)
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»09&oMdo, mdze 3bgbLs bgws BxmIn BodnGammo gbsbm, HmIgem
3060 B3 396 943bsb o by@an BoMagabzgb! by et ggc 3bsbsg Agdmemol
3mbEnmbs Fodgzo0 HmbB™Ib bLods@mbmbs (amMasbgma1962: 113).

LobBYMgLMS  80bndBML, MMI  ,30L6M5805630%, LIsMbYmNEL
bomomadb dggmdaz 3o, MmEs ©gEsbdo o6 oMol babbgbgda ,d83-
6539L" 3gMbmbagn HmbEBMIn, coMadsbdn BmblLgbgdmmoas, Mo o-
mBygdgmas 08a0bs, oy Mamegb dsbermmdgma ymgomos 8530b gb Labgemo
Jomggmomsmgal.

obggg 08gbow dobemmdgmos Babedn gobxgmabmgal Jomggmo bo-
3gomm, Hm3 ,bmbEMZg-JoM0b0s6d0” 3HMEMEN3gdoe Modaabs s Ge)-
Lmabab babggda n3ggmgds (Bomsgs 2014: 109).

08 MMl JoMmomm-b3a@bym ma@gMo@dgm sbmm gHomagm-
0mdgd3dg Bomomnmgdb ob (36mdss, Hm8 ©g3898Hg Jggob s gmdamgady
»domalbdn Ba8mbyymab mn oo doMmgabgmo 3mg@o bagsbo s ggamada.

9L ab bagsbo doMgebgmos, MHmdgmoi gfo-gHo magolb ysbowsdn
Bgeb: dog@o@nmbos 3oMn Rgdmgal ymggmmgol mossm.

9L ab bagsbo domgebgmoas, Gmdmob 353mJdgwgds, gobbsgnm@gdom
Lobm@dm moMogs, bobedob d5dmJdgogdsbmeb ghmow, dndadgal Log-
bow 0go dmgmoa dobmmdgmo smdmbagmgmal dbs@zMma bogygal
mb@oGmomgab.

3oL 3gMg Mo agomds g3mgbos andm@Roms babgm3bogmb ©s
Ladggm 3ofa Logfm FumEGNOHY-oG oG Nenma (3bmgHgdals (396-
GM0 g5bs, sbgmo (36mdgdo Fmymmebgeo o3 sGnb.

o8 @Mmmob Logem moMags, mIgmas, LaedBabsme, dbmemmu
BM933968930L Laboo o6l dmembBgnmo Rz9608y, magabo 3mg@nca
mE3560bgdnmmdom, bommaw 398 yzgmdl 085y, o) Mo @abzgbomo s
domamn mbab Bymdambo@ygemds ggdmbos XIl bawm 39693d0.

85306, Mm(30 JoMgabal mo@gFmeGmmmds bimmsed oo gogmy-
6o 3mabnbs 8mgma Bobmmmdgmo sm8mbagmgmal mo@gMsdnmedy, M
@ 8o 9bs, ngo go33g9ma Gmbal 3033930 0469dms Jofomma 3bs@)-
360 5bHM365d0bogoba(s.

Bggbo sbFom, JgddbomBds gomomgdsd os dgunbym bgmo Jo-
oo bogfm 3BgHmmdol smdm(3969d0-g5b30magdal, Hmdgmba(s,
s3Mmabomgol, dmymmagdyma gfogme babdmgmowsb (769-861 b6.),
Lo 38ome 3Jmbrs 3m3Dorgdamo oMo Mo boswsgo.

o3 899bgds Boowogol ImIbowgdsl, g™ dm@bsi bogsmo,
Bmamty dsmadbabomg ggsbofas Bamb: o300 585396980l g3m-
Job badomggmmda Lagbgdoo agm d53bsgdeema boswsogo 3maboznen
L3sALYmo FHEEYGL sbsmzobgdmow, Moash 3oMmasm ngm (36mdamo
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8abo dggmb3ambymo © goman®a (badgsmm L3s@beyma) boggydzemgdo®
(agobatos 2001: 131).

JoGormma 86gMemmds, 8gbnmgosb 8gom®dg8g Lovznbgdmy, Bo-
89d0-3omBz0mmdams 0byzg@o RoFg0m, oym Isgomamogogemo. -
o398 g Loy gnbgdo 30 3ab 339G 0m, ,39560LGYsmMLEBAL® babom, 390
sdmogMdss bogcHm 36gHEmmdal 3 3060.

b Immmebgmo dmgmabs agm oMo FoMGm JoMogm, Mg
dogmo bagdMob@obmb 86gHEmmdobmgal, adsz dgbogHms Immals
dBMms Lbgoobbzomds gadmabgns. bobomds b donkbos gomy ggod@m-
0ol domosb, 39Mdme, L3smbamowsb ImBEabomgw (Jocn1899: 251),
6obods — Jows Gog@mab (3939madg 1945: 14) s bobamdsz — mMngg
BJEMA0L 5MLgdMdS ondgs (sdmady 1954: 95).

Lodmmmme 3o gds8mbs sbMn 83 Imgmgbalb Jows Gog@mMal
domob 3m8bMgms LabaMmagdmme. 0, ML Bg@b s3009303mba semgdLob-
Mg 65Madndy LodoGmggmmlb 3g(360gMgdoms 35009300l JoFogman
0@ gMs@mab 0bbGodn@olb 8og@m 1966 Bgmb asdmzgdmmo babgma-
dmgabgmm Bogbals, Jodormmo mo@gfo@ ol ob&mmaolb dgmeg &maddo:
»0. 3060lb sEMabogm mgmEnsl Jofogma bagmm 3bgMemmdal b3s@biy-
o oG gfs@nmab bgaszmgbom BomImdmdol dgbobgd sbms smatagzgab
0b0567g8L (03 MgmE0sL mog0lb MDY dgzto dodwgzeto 3ysgwms). Lo-
©33mM 56 560b, Mm3 obgon oo 3sbdGodalb dmgmagbs, MmamEacg ofal
Joomma bagem 8bs@zdmo 86gHmmmdal Bo8mdmds, o6 dgodmads
MEbOYM0 gogmgboo s0bLbsL® (doedndg1966: 8).

393603630, Bm3 gb 3Mgdnmo mgdeg bobgmddmgsbgmm Bogbsw
>60b 3oRbgmemo.

09830 93909803mb 3mEbgma 3939madgl 3o0b3 oMBs gomagdatin
53 3mgmgbol oMb s Bg@b: ,0b, Ga3 bagzmgbom 3bgEMmmmdolb Bosmda
LEodoyMon IDoEydmEs, oM 3399mo EMMNELL, Mmogbsa dgbogg-
Gobo 3ommdgdo Imdbogms, LobgmemdM, dgogmmdydg-dgommdgdg
Lo 3mbggdnsb, 333gmce as8mgmagbrs ©s dbsgzMymo bLogMm
oM@ Mol Lobom gondoms o asoga®mbdbs. odzs dgbsdmme,
sbgmo BobobBsmo 3nm@NEnmo 3oMmdgdo Lbgs Jggysbsdog oMbg-
dmds, 3sg0moma, d0bob@nsdn, 85363 od LagMm mMoGgMGYMS o
0mBm(39690¢ems, odobo@ady, bagaMm nym 30gs Gams bbgs 3ommds”
(3939modg 1981: 12).

B3960 sbGom, ob 30093 Gomag bbgs ommds®, GmIgmog daemboo
0ym dmEmmo Lymdbsmo 3g(36ngFabmgal, badagdgmos LbmEgo Jom-
o9e-b3aAbeem mo@gFe@nEnm MMHmngmonmdgddo obg JMobGosbym

76



> abmady®  (3030m0dsENIMS  NPM0gFMae©s339medn, MmBgema(s
356bmAz0gm@s Xl Loy 3bab Lo JoGmggmmaa.

dofmomons, 53 @MML b3sMbymo moGgMoGYMygmo (396@Ma dmg-
GIAmos Jomornm 3mmoBogn® bogMgda, 35368 mgom JoMmoma
0@ gfo@Mmoa badystms dmdignmo 39bdymoagom abmedyo mo-
&Mool m3906930.

dbgdMng0s, sbgom 30Mmdgddn, sby gordgem, m3zgobal 3sgs dggdegy-
dmEs 30093 3bdymal 3ogsb.

oMoz, »b3sELYE-FPbemndE@ FHmENMbmsb Jgbgzgomolb dg-
©9350 bagodmggmmb ab@m@osbs o 3am@n@sdo abgomn bsbosmob
dmgmabgdos, GmImgdas bmmme 83 JPmEYMHILosh YHmogMomdoo
20bLbgds” (3080dg00m0 2011: 11).

3830dOmdm, ymggmogg 5356 aogmgbs agdmbos Jofom ma@ghe-
&odo 8080nbatyg 8mgmgbgddg s oshdoms Jofmmyma bagmm 36g@-
mdob smdm(3969d5-35630m0Mgdals 3Grm(3gLoa.

LBMEgE 53 30HMbgddn Bo8mndzs ,39BbabEYsMbBN®, sbg goggem,
bodogo L3sMbyYm-FnbEndnGo ,m3gobobs® s JoMmmm-JFHabdnsbama
»306dmab® 3o30bs, Moda(s bos 3gdomo 88 3mgdals MbogormEHmda(s.

30dmI@abomyg o996, Xl boyyznbol JoGormm-L3s@mbyemo mndg-
BOGNEOMm0 YHm0gHnmdobo dgadmgds Rogbgem JMab@nobyem s ab-
336 (30300 Dd(300md odmanl RoGRmIoa.

®9653gMmzg dbmgmamdn, 3mmagmmmams dmnb (3sbogmmba
1993: V 72 n,p.22 /28/) 3gbocgdl Go@osmo 303mabgol dmammmo gfa-
Bo: Lomdmbagmgmn oMol sem8mbagmygmn, sbagmgmn — @absgmgon,
abobo 396abmegb dgbzgdosb gMmmdsbymb™ (,,Oh, Fast is Fast, and West is
West, and never the twain shall mest®) (303mo06gn 1983: 71).

om8mbagmgmbs s ©sbagmgmb dmEnlb ngymabbdgds abemsdo ©s
460bG0sbmds, HmIgmos dmMal dgdstyg Jggysbady, Mmam(3 030bg
®o35b0dz0mo BgMs: ,oboobs ©s g3em3ol Labdmgemdyg dwgdotg Lo-
JoMmzgmm sdmbogmamabs s abogmgmals, 4Mab@0sbymoabs s do3-
80000690l 3mEMobs s gobommygdal dgdmzobgdgmo s dgdsg-
0569890 0gm* (35603300 1965: 306).

80g35R60s, O™ mgde: ,om8mbagmamo 860l smdmbagmagmn, abag-
mgmo 3o — sbsgmgmo, nbobo 39Msbmmglb dgbgadoskt gMmdsbgmb® —
Mbogdzmms, Moash obobo dgbgwbgb gM™Isbgolb xgd jowgaz Xl be-
137060b badoMmggmmadn s Mabsb gb 8mbos ghmbgm, sbgzg dgodmagds
3mbogl 8mB8sgomdags.

JN@ENOONS YO0 MM 33900 dgadmgds dmboglb m&o aboom
— 39300md0560 s domEa@sbgdab. JMabB0sbmdabs @s abemsdlb Immals

71



30 LadeMmggemmdo 0o dgas 3dz00mdasbo gbam, 8530b Mim(zs Lodsm-
39m 0ym 3dmagzmn @edmyy30gdgmoa LobgmdBogm s ob daemoo ggMe-
306 3mabzg30 093bg magal bgdsb.

Jomggmgdlb Eboy® madgms@nmsbomeb 0dwgbswm d53mddgwg-
000 ©8dM300gdMmgds 3Jmbosm, MmI Mamoagan® Gg4bGgdbss 3o,
oby megobygmem 9939m©bgb, JMob@nsbmdsdn Jommamma bsjowo dg-
08obgb, Mol go8m(3 0dgbs oMLY ©gbL, Mm3 bgmBgmEgms(s
dg0gdbs 0bobo bamsmgdbo.

08 Mmb sgz0mo Bom3mbsomagbos, o Mo mogobygmon dmgdydm-
dmbgb 0bobo LogHm 3BgFMEmdLL, Mabs(s Fqbemndn@b.

oo (3, 880b mgambommagn b0dydos oybossy ,d936039%, Hm3-
m0sbay hggbl Bobsdmgdl Bbmmme magasbmmgal Lsnb@gfMgbm 33930
390IMNM050), M3bo(3 9 MeMadabal, sMsdge Jodadge-gamszgmgdabs
5 396b0gdal boboon.

0939 830600 yuMomads gogsdsbzommo gMor 8mdgb®dy. ,do3bs3"
bmgmomb Bomogam gbsbge momadbaomo, MmIgmba(z y3gmasb magzabo
Lobgmo 543b 39bsRmbadamma. gMmsmgmmns JoMmmmma 86gMHmmmds, bo-
o3 3oL oMo 3536537, 90T ,OHMLEG™MB0s60" gbmegds. gb 0doGm3,
03 Jotoggmgdn, dabo dmogefa dommmmaona adatal, HmbGmdals
356398m oMbgdmmo LogdnMo-bogsmazbm 38gd0m ©s0bEgMgbgdamab
5 3615 — 0Mdbgm dgggms abmEano.

smdom, LBmAgo 080@m8 oMb, Gm3 ,353603gL% gdomms babg-
mgdo: GEMbEMIo (Ambmsd), dnFoda (bm3Msd), goga (3ng), dobyhotin
(85b9hg36), amogido (3mEstd), msdaba (0053353), 1dobgo (34dsby),
oMbodo, (mm3Mabd), xqddowo (%03d0w®), 0gadnEodo (Me3dnmsld),
Joobmb&m (Joobmbemmg) s Lbgs, mpomgsbsg JoMorgm gHmazbym bo-
bymgdo Jaoawme-

Xl Loy 3693y JoGogma modgfs@ms dmmomes dbmmmo b o -
Lagmog®m bogoam, Xl bamgnboosb 3o 30b g396imom Rbogds 3g-
Mg bogoo—bo g m.

o) 30639 bo3ody gogmgbs dmobwnbs d g A db ey mds Lo -
Lamog@dm 3bgMmmdad, 3gmtgdy asgmgbs agmbos b3 s & b« em -
3o Log®mm moBgModmad.

mtM03q 398mbggzedo dmbws gmob gLogjmemmaosdo dsoma dgd8mddg-
73009 30531303909, Mab Jgmgasws(s, 30Mggm 3gdmbggzadn, 8ngn-
0o oo Jomormma babymogHm, bmmm 8gm&mgdn -sbgzg oo JoM-
oo b o g G m 3IbgFMemds.
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Lobymog®m 36g@Ommdalb hggb o6 39bgdac. b o g M m 3bgm-
@m0l 0e3m(396988-35630m06 938 30, 380JHMm, 1303306 gds 300
580d9698emals Labgmb.

Bggb0 obM0m, HmP oo o300 5859967 gema:

Logomoggmm dgadmgds ymagamaym ogd-bgmbazmes badgmmdg-
mmdn dgdogomon ghm-gfmoa g3qyoebs, Lowss bamo@gMognmm s gmo-
Gommo gbs ngm L3s@byema.

3169060300, LogoBmggmmdog bamadgMs@nem ©s gmodsmnma
965 0gbgdmes L3s@bgmo.

85306 dogdemon Bgbgdol mobsbdow, FoM3o63538s smboMmsebds
MdMdobs babodn gobxgmb gogmagdbs mgamabs s Foxbybol Lobayge-
Gmm 533030, MEMbE oS MM Jym, 6sdgE L,domzgalb bsjomal
oM bymbg“.

B0bs80ds(3 ddabgds obg dgbEmms, MM sGadema badysmmb bo-
dogbyMm 53dsg0 dogmo LISMLYYMYbm3zeb Ladystml 3mg@ms mogs-
30b6y930b 8o 0g3o @o — o6 Bbmeam@ L3sMbMEmybmzgseb Ladgstmba.

mglb mgomobs s doxbnbal sbgnmmdoo 3mgG i 3oM0sb@o
5MbgdmadlL, oo ImMal JoMomm modgMe@madacs, MHmdmoal doMab-
doo LBmmge 60BsBabs ,,mmgoma s Bogbmbas™.

abggg, Mmame(y doc306d033s 1dMdobs bnbsdn gobggml asgmgdbs
magoeobs s dogbbal 53030 oS M Jnm, 9G93 © ,dsmmgal b jow-
G0l gombaymbg®, sbaggzg, LoadeMmggmmda(s, 3068 biymmsbo MdMdobgd-
s 3063y 8gbb dgmgdbgl, gdEos Bymdombo@yzom MmBgmady 588530,
MOMbE 5 JoMmomm, 36339m ,dnmzgal Lo oMol BoMbamDy* s, gnb
a30b, 0bo(z, 86565 3mgd Badsda gobxgmdy, JgobEmmados d0dobgdsb.

03 o6 bogfm 3bgHmmdol sbgmo dmagfa 3ofggmo 3gMomeo
(XII'L.), Bm3gmaz mgMmb bobswss Bmogdnmo JoGomo mo@geede-
oL obBmE0sda, bogggms, 0dbgdms o9 5o dabo Fgmeg 3gMommn
(XVI-XVII bL.) = (3bmdomo g9@bemal bobow, Gmss obgon ddodg ogm
L3oMbyyemn gbabs s MG MG PMalb bgbmms JoGonmbdyg, Mm3 Joto-
390 3mg@n mgodnmasd oMzgmo 533mdl: ,b3sMbamoa gbal bo® 3dm3sb
3obyFgo 3mbogmdabo.

ab 303 9Meggcos 3ol dmdmgzbm Gogd3msb dgoemgdoom: ,ddndgs
qbo Jofmggmoms, o6 domddb Bomgd® mbEmdsbo® (mgadnmaba 1975: 44).

03 3mg@mo Lo yggdal sg@mto bmd 339 896Gommdoom L3sMmbyg-
0, Bomd(3 bamma RsbL 9 Hmam® 93006 3963bg 98 EHML JoFoyma
Lomo@gMs@mm 96ol ymebo-stymabal dgwa.

79



b (3 bws g30bbmgogL, Mm3 XVII-XIX Lo 3169830 o6s gfcn o mtin
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TINATIN BOLKVADZE
Georgia, Tbilisi
Iv. Javakhishvili Thilisi State University

Rustaveli in Nikolay Marr’s Scientific Heritage

Nikolay Marr was first scholar who noticed that poetic parallelism is the base
of the structure of stanza of the “Knight in Panther’s Skin”. He used poetic paral-
lelism for the reconstruction of the damaged places of the poem.

Key words: N. Marr, Shota Rustaveli, Gradation, Enumaration, Repetition

010600106 3MKRI30dI

bogsGonggemm, mdognabo
03. %039b0330m0b bobgermdol mdoenobob bobyemdbogm mbnggmbodgdo

Abooggmo bogm oMol badg3bogmHm 39333006 9Mds80

®0bsdgmmgg Mnboggmmmmanal dofomowa dodofommagdgdo
L8 dofMoma 30DsbL gabsbymgdes:

1. Bmgomo apgab 3gmgss, Mo 98y58sm 60dbs3Lb 3mgdolb gedammabs
s bogygadob, dobo dbo@zMmma LEENJENMAL Laddmemn@ ©s semgam-
Gome 06@M936gEo(300L: ,39R6aLEGYsMLEBAL® ™30 30, adatms Lobg-
9%0b gbgznoms dgbbogmal, 3mgdals ommbnEn s6dg803gdals dagdsl,
3bmgmom mo@gfodmab bbgsmsbbgs dgamgdmsb Godmmmaann 393-
domgd0b oagbob (aodbabameons 1991: 5).

2. 3mg8ab gbol 3gmgge, Mo anmabbdmdl: o) gMma 3bGog, ,39-
gbob@gombal® gbol dgbBagmsl Jomyyma gbal ab@mEaal mgembab-
Gobom s 8) dgmerg dbfng, Gaboggmal gbals 3mg@n® msegabgdacg-
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doms 33mmg3ob. mMogg dg8mbzgzedn, Mmam@y 3Mamal mabagob@n®a
Lgmmob BomImeanboma a. 3306ygmabio 0@yms, Landsmns, gMmbs
5 03539 Lognmbdg Fbmmme gMm3abgmabogsb aobbbgsggdmmn mgo-
LodMaboo s 3MMdrgdnl Lbgswabbgogzatin godudgdom (3gzeMgmabza
1967: 406).,,395b0b@gomba" 6s8mg0mom oMol Mmam@ s Jooymoa gbob
©m39396@0, GmIgmocg shz9690L gomzzgnmo 98e3L JoMormmo boemoa-
BgesGnem gbol 35630006930 abBmGnsda. dogFed suy30mgdgmo ©s
oMbs3mad 360336mmaebas Gbmggmob g60b 3mgGn® msegabgdacg-
doms 3339, MmIgmoa(z 98oMgdl g3mdab dgdgob (mboys 1975: 255).

3. »398b0bEGYsmLEBAL® gbal 33mg3s, Mmam@z JoGorgmoa bamadg-
@M gbab, obg Gnbozgmobgmmo 3mgEca »o30L9dMgd9d0b
359m3mgbol mzgembsbdMobom, 8dnmmgl 393d0mdns 3mg8ols Ggdb@ol
©303960bmsb, HmIgma(z gameg Mhgds HYbmggmmemanol dofMoma
3mdmgda. baBamdmgdal &gdLEL ©oggbol B0bsbns, Lozdsme do-
3obemmgmgom 0d 3mgdal, Mmgmog 3mg@nb bgmawsb gsdmgows. Lfy-
0 osbrmgds o gdg-d0@obmaw yzgmogmal obg semwagbs, Gmam(s
dmmol mbws ©ogbgms, dg@owm dbgmoas s momddal dgmdmgdgmags,
00306 h39603g ImmbBgmma bgmbsbgfmagda 8g-17 Loy gmbol ojoor of
dogob (dobadg 1986: 94), &. gHobomagn, 0. gmggdsedgomo s 0. 3gnbo-
308 5mbndbogwmbab: dz0 Lamznbgdn, MMIgmory gabyymoas Hyboggmals
©MHMgd0wsb, ,39560bGYsMbLEbN* dg36o aoebgM-godmbamam, Bads-
&gd0m, g58m3mgdoom obyg dg3emoms, Bm g3ambos, Mboggmal gq96053
LOBK G Moymb 3magdol o38mMEMMds, Lobsd ghmo godm(3nds gonynwg-
gl (9@oboego, amagdsdgoeo, 3ggbstgas 1980: 5).

gmA3 9339 007439, »398b0LEYoMmbLbaL® 960l 33mgze @ 3mygdals
&9dbE0b oEanbs gMMBbgmmeb Ignmm 39330Mdns, MgG™ 3980,
abobo gBmdobgml gobs30mmd9393b. 0. gog0bgndzamo bgMwes: bLobsd dm-
q80b &9gbEOb oagbals baddg FmageMgdmma sfss, 3obsd gbmdMagn
ogombadFoboo 3mgdab bEmmbs ©s 8m8Bnmog osbaboomgdsls dMe-
gomo bodbgemyg gmmdgds Bab. gmmg 8bng, 08abomgal, Gm3d 3mgdob
&adbdoL 893bogMmee Ragbs dmbyMbrgl, bEgmosr gEemydy-
05 ,398b0LEYIMLEBAL" gbal yggms bomebbol gomgamabbabgds (goan-
6g0dgoemo 1975: 6).

bogm doco Gboggmmemmgool bogombgdom os aym ©o0b@g-
gLgdea. 396 Abymo MaMadbs ,395b0LEYIMLEALY 3Bmmman ©s
Lob@gMgbm bodEmmdn onFmmm. Bmaxg g dabo ImbLodFGdgda domnsb
Bobosmdpgamdmoagn ogm. nga bdofsm mzommbgg yofmymaugws bsgnme®
3mbadFgdol. dogomomem, dmms Mabmeggmol 3mgdsl mgmows 3g-
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BgmdE JoMommo ma@gmodnEob obGmMnsdn, Mowasb dobo sdMHom,
»308b0bEYombB0"  3MbgdMngom oM  aodmImnbofmgmds  Jofmomma
08 gMs@mab ab@m®aab Bobs 3gMomogdowsb. 85360960 ©own bbob
8o6doemdy oMbIMbgdamn nym, Hm8 3mgdob Jobos@bo Logmdggmb
00090©s 53mbagmufin gmm3mmEAnEsb s s3omgdmoe smdmhbog-
dmEs ab ,dmadscin”, HmIgmo Gnbmeggmds mgdbo mamMadbs Jom-
o9 g65bg, o330 Imgz0569800m 396 MmFngg bs Jocbbg dga(zgems sBMo.

LEdG0sdo asbgobomogm bogm FoMob @odm3ngdamgdobs s dab
80g& Ro@omadam 33mg3oL 3mgdal LEOMEREL Mgdsdn&-bE N8 nen-
o dobsbosmgdmgdal dgbsbgd. Hbozgmamo LEOMREL Ydmsegmgbo
Loy®gbo oMol 3mg@mEo 3sMomgmabda. bogm oo 3oMzgemos 08 3g(3-
Bogfgdl dmEinl, GmBmgddsy 0ggmogb b 3mg@n®o dmegma, NRG™
89®&0(, 356 3oMggmds BmEs 83 3mgGPH ogz0LgdaMgdol oMamg-
0D30, (30 8obo DM 83 8mgegbol dgbobgdss BabssmBogamdmaga
aym. 0go 3ol bob bambymn 3mgbonwsb 808nbamgo babogws, bob 30 —
a3om0DMgdgm HoGmMogmm RogMow. b. dotn BgMwa: o 3oMomg-
ad3gd0 ,398b0bEYIMLEI0" Bahbgmmo 0gbgds LEamabEnm byMbac,
8530b b godzeom, Bm3 doc Jabosmbda sfeggma dgodzo s govag-
d560, 9bgdmog go3M(zmdes, o6 Mamdabs ©s Bmob 06§ FMgLgdom

30dmbggmmo 398 Y39mgdal odygmagdomn gobgmas. omdge sbgom sblbbal

396 839133900, Hoasb Jomormma bo@yzolb Yoowgbo bgmmgsbo sbmals
3mymaE s sdm3baMogem asdmbo@zobs s mgdbob dommzado o6 aym

obymo 9369m, ®m3 dbasgbo go8gmMgdgdabsmzolb Bogdstmms... Imms, Mm-
am@3 3my@0, 396 ©0d390@s sbgo Gog@ommaanm 3oMamgmaddgdl
080@m3o(3, Gm3 abobo gBobosmdogagdnsb 3mg@mn 3g@&Yyzgmgdol
8abgmem gobbobdemzmgdsl (Jotin 1917: 482-486). 6. Jotio 0dmbBIgdL Gog3L
3MmEmanwsb, Hm3gmdoz bogdamas bGomab modn@smmdady: ,aMdgma
Lo®yge 8mgmge 0mddob, dsntns s8s@ gomagn®. LbBmEmgm 3mgbanl sbgma
303980 Lobabosmdgam 3mg@ e bgfmbow Foshbos 9o ML Jomlb
3mg@co 3sGomgmaddo, Bm3mal gfm-gHma bobgmds — wofmymgocmn
3oMomgmnddo — gsbbagmmcgdom 3yzomgdos dmms Muboggmb. sbgm
d93:bgg39530 gMon 3bGn ob (36985 aodma3gds mEn Bg360m, Hmdgem-
00356 9100 53990 YYJOMYMB00S©. JoZSMOMS®:

80l dmygamobs mdmEgds 33mos 560bpgdl, o6 sorgdl 695,4

85653 sbmogh ambgdams baggsmgmbs, o6 mbByogdalb 699,1
Bo3zmo@ 3oga, 353-336M 8560, 306GAbwsba, 56 3aG-mbgema 1055,2
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073000 3oMmamgmodIab JoMnbgmma dogomoamgdos:

56-bobybaotyg gmbgdabs dmodammls, modsgmb. 212,4
Jombs 85856 dmuldobs, s8mBBamms, mstmm 6gds. 257,1
896387 o39a Bodmagma Goomon ©s (3Gg8moms gbom. 403,3

BMgm@ 3 PoMymBom, aby e@gdom 3sMomgmnbdlb b. dota dnoh-
6g3Lb JoFormma bambymo 3mgbonwsb dgmzgabgdnm gognFeo (o6
1917: 492). 856 ,3953b0bEYombabI0” go8mym gMsbyma doMamgmadob
398;bgg3980(3, Bogomomoaw: 8ol dgbsambis o go3@gb, dsb gagbs oG
3930990 (3560 1917: 484).

Bogm 3o@l gobbognm@gdom 506G gegbgdos wibm Logygzob dg0-
(3390 Lobmbady®a Mogn, HMIgmbsy 333mgzaoMo gMon (36900L bmgo-

GO g58mbs@ 3oL Mbmugdoe:

898 G0dms ©s ImBmgBHomms dmyzatea, 0360b-8b3gma. 1055,3

039639 3bobg 8bosmmbo @owydoo s ©ogme-8GMagmesm. 777,3
306(30 30g3M9@@gL, 36@gdmugl, — BoBmam s@b, 36 Jo@odsbo.

g3qms dogomomdo (s sbgmn 3mgdsdan domnsb dgzcns) gfoma (3690
358mabo@gds mfmo Jobos@bmdMngom sbsbEmma Lo ygnm, MmBgmas-
306, Bmam(3 b. oM 53dmds, ghoma Fqbymdsbymo Lo@ygss (I co-
30, 053, 3o&odsbn). 5350 8g(360960 3mygG ol gbmdMogo gbodmmmanals
a08mgmgbo 800Rbggms (domn 1917: 484, 483). 6. dotn Hboggmb —
3gbboms @mBab Bg3tow, bemem ,395b0LEYombLLL” 3gbbya (&m3mdma-
30) gg@EOHgmo 356Mgdmb 3nmgbomgdsw dnoRbggms. babgmasboddsy-
o JoGogmo 3mgds, — bgfMos 0go, — dg043bs sMs dbmmme gt 3394
9bmdMog, 98 BmIMdFng BMgdn, bmaswzszgobon® 3umEmym-
obEMEage 80bsfgdsms gminbda. 3gHdme, Iqbnmdsbama s JEab-
B0sbamo 3mbomo bambao mBmngBomdal 3Gmgbdn (8stn 1917:
506). qbmaco bogyzolb 353339 LobmbEdME byzomlb 6. oo @bm-
©90@s aomedMgdgm MoGmMmognm Pognmolb Evatddvotv-b, HmIgma(s,
8obo godMom, sbsbnsmgdes Mubmggmolb ddmdmon® Jgbby joemmb
(B0 1917: 483, 485). oy8(30 bogm o6al 8mbBogg s dobo nagg@na
ogmMonlb 308g3060, 30639D Embos, MmMIgmBdsaz mgamo goswmggbs
53 8mggbsl JoMormma gbab 8mgmo abGm@aolb dobdoemdy, o6 @ogmsb-
b3s domal oBML. Bob ohzq6s, HMI 3gbwnawabgda sbaboomgdl Mmam(s
mM0goboma@, oby bomomgdb dgamgdl. 3. ©@mMbomed wibm Lodygal
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3933390 LobmbodnEma Bygzomgdo Jomormm 3sgomamogomen bobom-
8mgdgddnz godmgmanbs. dsgomomo, ,d9dsbnzal Bs39ds30" g3043L:
3mbodgm s FoMmGgomm. ,afogmen babdmgmab (3bmgMgdsdn” obdn®-
©gda: 39Mgmba, babmgmon; BoM@gomms s dmbadgms. 88 mMbgzmmgab
B3N gddo dgeob dg@dbamo Lodyzgdo knpiov s papTvpoS. 3gben-
s@0bgdo Rggmgdmogos dnabangnbggdol HmBsb ,080MobmseMgxsbnsb-
do“. Bnboggmab Bygomb — Immg@ombo o 3G Madbo, 56 3M@F0dbo s
8m3mgFombo — bmbgmmab dgggemogds 3ambebbo (bmdb.) s dmdsomba
(06198.) (mboms 1975: 279-280). 0bws 0mggsl, Gm3 3gmbabo o dmds-
00 36 50l bLobmbadnFo bygamon: gMm0s 38336 gmo ob ImImgFaemn,
Bgmmg 3o — 03Mmda@0, dogomdy 8ogammn. od3g b 9¢360dbmm, GHm3
3gmbobo o6 oMol bmdbyo bo@ygs (Mo sgotnsbl LmdbyMasb bo-
Lgbbgdow 8nshRbas JoMomman) 8. sbEMmMbo3sd30mb godmmddnma og3b
D60 8obo Goman@mamsb babgbbmdolb dgbobgd. gamaen@adn gb Lodyge
gosan-ob Loboo Mbos ymgomoym (s6Mmbazadgoma 1966:307). gHoo
(369%0L 9393806m Bygomoo go8m3g8ab dogsmomgda 3. @Mbosd bo-
bo modomolb gbm@dgbmabas: babag-bademgbgma (VII, 23, 4), Lybbge-
533560 (56753.). sbgma Gn3ob Byzamgdl dogomgma(g 0ggbgdl: 3@ nm-bo-
dmabgbo, &ob@ (L3sMUb.) = LogmBgmbo (Emboys 1975: 0dgg).
»39860bEYomMbLEBI0”  308mygbgdam sMedym-L3sMbym Lodygoms
3933390 LEbMbEn Bygamgdal Jgbbogmed (3bowo gobows, GmB 3m-
980b 394360L Mmabsmzgal 1339 ©edabonmas damn 8g@smnbazab@m®a
#6430 @5 0boba JoMormma gbals MgRgMabomm domob Ngfmmgdash.
53 035mbdbGbom Lanb@gFgbmes m. ds@mbadzgamal sdn Mybomgzgmob
3mg8ado q3bmgbmgabo mgdbogalb gedmygbgdadyg: Lbmmm Gm3gmbo s,
bbgoms gbab mgdLba bdemgdogl bLgobms dabs, ngnbo sMnsb sEMnoasb-
39 3Msg0mm Lo 3mbgms Nbabamglb Jomormmbs gbsbs dobs gdm@sbocn-
bo s gamgor 3bdommdm om, gomafze bagmmotms mgjbos Rggbos;
306500006 Rzgmmads bbgoms ymggmms gbasms, Gmgm 3gdmdeamdabs
dmom, 069y bdoow gfmbs Gm3gmbadg gbabs L3gbobs dmom YHMag@-
@0bs mggbors Boomgdgh s nbsmgdab mbms dabs gboms (dsgmso@nmba
1974: 200). ggog@on@a, 28 sDML 03mdgmagdlb oMo, Gm3s bg@mb: 3mgde-
do oModmmo s L3sMbymo boGyzgdo obgmn gm@Iames babBomn, Gm3
0bobo 396 046968 dgogabgdyma HmIgmady mo@gMeGdmo bobom-
3mgdoEsb. Myboggmo oo Ndgomme (3MEbamn YHMngMmmdoosb
0ol (atro 1917: 428) 53539 sDM0bos b. bomady: Myboggmb, Gmame(s
Bobl, Lzmebos LML s sG3dma gbgda, 30bs0wsb ngo BsGMABL
obgo L3oMmbLNBIGAL o 880D 7dLS(3, MmM3gmmag dobo EHmal Lbgs
Bagommdom dggmgddo 396 gb3gd0m (6. bomady 1966: 82).
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3mg@eo  3oMomgmoddal, Gmam@ LEGMRBAL  0gds@yM-3ma-
3mbogon®o godmmnsbgdol badmoemagdal, 33mgge Ladmomgdsl oden-
935 20bbbsb ,395360bEGYombbab gbmdMagn L3goxezolb 8gdsbnbdn ws,
dgmeg bMng, 3o8mogmgbl Dmasmom gbab Lbgowabbgs ©mbgdg dmd-
890 3obmbDmMB0gMgdgdl. M. 053mdbmbn, GHmIgmasy doMamgrabdab,
ab@mEonm 3mg@ngada sbg oo bbal 3s6dambg dgbbsgmoaea dmg-
mgbol, 3M0b(303gmo@ sbamo gs393s dg3mazmagzods, LodsMmmasbaw
3960360300, (M8 96308 36 mmn doMmamgmodo goMmozma© dod-
&ogdl gbol yzgems mbgl. 3ol dsmom gmbgdnco s 3Mmbmmoymn
35680bbgaggdama 6036580, dmEmgmemmaon®o s bobGodbama 3o8g-
am&0gdo s gmMmIgda, mgdbognco gBmgnmgdo s domoa dbasgbgdabs
o aobbbgeggdal 8nbgrmgnm 3943bommn LydsbGognma gmabgda adgbgb
053913000909 3MmgE M afMgdymadal, Mo dbmmme oMomgmyn
99398000 Mmeos Jgdmgamamamo, sMadge dmgm 3mbBgdb@dy be-
Bomegds (003m3bmbo 1987: 122). ,3993b0b@ygombbab® LEMmegal gods-
9600567939 Bod@mMgd by s 330639303 Rzgbmgal (sbown gobows, Gm3
Lo@ygoms 360d36gmmdgdal bgdsb@ngmMn gMmnsbmds Mog3b boged-
3R 3mIGYMo 3Gomgmodob y3gmady 3ogMEgmgdgm bLabggdb —
3M505(3000, 358gmE9d0bs s Rodmmgmal. ndsgMmumow, gb 3mgdnca
bgfbagdo sboboggb LgdsbGogya ggmoal, bLobmbodyma Gogobs s cgds-
& ganxob oggmgbiosma®m 60dbgdl. gMma LgdsbGognmo 39mob

Lo@ygems BgxanBgds 9ME0 Gogd3nlb Gomamgdda ndmggs 3mg@n& aMa-
(3000, 303gmMgdolb EMML &og30b gomamgddo msegh ny®ab bLobmbBadg-

30, boemm Bod8mmgmoabol godmaygbgds ghmo mgds@ e gamgab mgdbo-
3060 ghongnmgdo. sbgomn aobsbomgds, Bod@on@a, 1asd8mbsmabmo,
o) ob o6 gBnbosmBogagds Jotagmo 3mobognma mgdbol Mdmaggl
Loyfgbl — doM(zzomms Mommgbmdmog oymasl Mmameg dogm
LE®MRTa, oby omggnm G99330 (PBOHM sbzMamgdoo ,398b0bEYys-
mbobdn“ 3mg@nFo 3oMomgmnddal dgbobgd ob. on. dmendgady: 1997).

»30860bEGYombobdn” gl bgbo 0dwgbo ymgmaldmdzggmos, Gm3
3obdy ayMEbmdom 3mgdal dMsgomn JgMyszbama saomal mogwes-
3ofggmo boboom smeagbs s 3360 bowsgm Lodygol sbbbos dgbod-
mgdgmo. 6. oMo 0mzgemabbobgdwms GHboggmal dbsGgEmmo gbals
L3g(30RIPOMBL s FobDg oyFMEBbMBbam oM 339300 835 o9 0d Gogdab
d0bsombL. ngo bdoMom 3300©50mMm©s ,398b0bLEYoMLBI0" 3mg@m& ba-
bgdlb 3mgdal Lbgswabbgs saomolb LbmGo 0b@gMm3Mg@s3nabsmgab.
09330 dmaRg® domabgmmo bs3ombgs (30mmdsbaz 0B3g3b.

Aboggmal gboygetmabo 3bo@zmmmo bg@balb — g0dgmegdal —
9m-gFmo Jogsmomow b. 3oMb 8mogdglb §ogdo — 8mmn, babyg goGwn dqbo,
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MR F309m0 s oddbatin 396 (393), 4, HMIgmbs ogdoma 3oMo-
gmab3ob 08 dg8mbgzgzem 800Rbgzlb, Hm s mGa LogHom 360336gemm-
30l Lo@ygolb magdmyms odmng@gdlh B@obob Jobosmbmdmng dbamgl.
bogm Bo0 0gzg 0dmyggzs Nu®F3bgmalb bomdmImdal 8ol dogM, m@Ge
o ogmb, ©36onMom smmagbom, oK gMgdgm ob@moasl. ufr-tkwnel-i
- obg 3ymab 0go 93 mgdboga® gBognmb s dob dofMow 300Rbygl gm-
&-b, Lowaz M bgsbamo boGygs BgM-0s, Moy 3dMamb 60dbsgl, Jgmeg
6oBomb §36-b 3o Jomormm §3bmdal 30330693, o3 go63sEgdom MR-
F369m0 s oddbomn bobmbadgdas. a. amamdzomo s . dmbgbady,
Bmdgmmsg bdgsoomyfow 033mogl ool ndbobsw godmydznybydgmn
Loo@Jogm dobomgda (sdgsdow aodmdzaybgdymos o. dgafgemadals G-
©og(3000. 0b. 3o60: 1966), 0baatgdgb Bomnbgmm as63568gdsl 08 8m@n-
30m, O™ Gnboggmo 54 bbGebl sboboomgdl s dobo bobgmegds ova-
Fbo67 gomow dbgdngns. bemem s3s3g 360d369mmdom u@dabgmob
358mygbgds 8dmogMgdl dmadgdmamgdsl bgb@ebdy. 33zmgzmgdo o6
q0obb3gd0sb 5. Jobodob asbdoM@qdol: MumEdzbgmo — Mggm@BJbgmo,
®IO 30043 gomdmgmo. gb sbbbs bymmzbaMow doshbosm, Mowasb, 8-
00 Gogeom, 35M0sb Jadsmmgdsdo aomdmgmal asdmygbgds o6 Jdbals
dbs@ gt babgl. Gboggmo o bgbGebl sbosbosmgdl Mmame (3 dma-
Boggdem Jormadzomb s gcmm d39bgdcmngn 046gdmms 8obo Labgmmgds
oMo aomdmgm, 303890 onddbst oMo (aamdzomo ... 1966: 125).
9BOF3090 3353073 998y &9330(:

30R39693 3o6bo gmgmadLs, 9aMdabgmbs, dmma@aggbs 1503 (1504), 4

0. dogMo@ombo N@gabgmb xgHgm goydmgm gommsm aob3smG ezl
(dogto@omba 1969: 271). a. amamdzomo s . dmbgbady mgmnsb, Hmd
0. d33F0&0mMbabgnmo gob3sMgds 3o630Mmdgdmmo ¢bos ngmb Babsds-
3omo bo@ygoo — 3mzmda. abobo 0Bascgdgb domals sbLbbol s doshbaso,
03 of bogdg ag0d3b Bbo@zAm Rsdmmgmabosb.

50, 30093 JHM0 3535m0m0 RO F3bgm-ob gsdmygbgdabe:
3M3md0 5 YBRNGHF6gmo 30Mm0 sgbgzoy onddbema 133 (132), 4

393 9960dob  3m39b@emda gz0mbammdor gmgmdo ©d NFNOF-
369mo = bLobmbodgdas = gomdmagma (d3g@adg 1974: 75). bagnmomgdms
ol g394@0(3, Om3 88 seanmsl NumFgbgm-b H bgmbsbgmadn gomdmama
(3oL, o. 3bodg 08 G380 BMdabyml (RoaaMdsborlb) omdg-
3696000, @omdmmomam gobdomBogl. sbgom oblLbsL dbodm wdg@mb G
bgmbabgmn(s. vd39 vmg60dbogom, Hm3 R bgmbsbgmo — womgmhzdbgm-
0300b30LL  0dmagzs. o3 Gog3dn gomeL Lodo glomg@o dogdsGmgds:
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3M3Md0, QBN Fgbgmo, oyddbotn. aldal goombgs: 8dsmgsb Gmdemals
Lobmbadns NBNMFgbgmn? 53 Lo@yzolb 360336gmmds yzgmody JoMagsw
RabL &og3do:

3560 sbmam ognmdabgdol, 3y yzogomo sdgdgs 1525 (1526), 3
— 39M©0 sbmo® 0gn@h]bgds, ndmgds, g yzogomo ©sdndgMms, — 53sb
533mdL dmbyyso 3939 MmbEg3obo mog0lL sbmoasdgygdam sbyyem-
Bg. 0gn@g3bgds — 08 gdmbgggzado bbgs 86nd3bgmmdal 3gMogmam g9
089198b. mobs(3 0go LEmFA g 396G L Fogdofmgds.ombsbadbagas, Am3
3. BgFgomal 80gM dgMmabdo LabBeddme sdbswgdnmoa ,398babEYs-
mbBob* &gdbBob bgmbsbgmdoa (BgGgmgma: 1938) gn@hbgdal ogombgds.

B3960 godcom, La@bInbms m. dogMsGombab, 39 3.6960dobs s 396
(393), 4; 1503 (1504), 4 &o93900lL o. dobadabgymn asb3omGgdobo. -
B g36-gem-0 9-ge 30mbgojboo BsbomBmagdo 36qd0m0 azomal Jodmg-
30l 1390043000 gmG3ss. a6 || B ncdsd dofo sgomen Jgadmagds
009139380609b gu@R(J3)6-9-b. 5Jgwsb 35dm3mnbamg

3m3mdo s 9RMFZbamo 3oMmo ©sabzmg wondgboma 133 (132),
4 — 0dbgds godgmigds, beammdmen, bobg gotn dgbo MenGgabgmo,
ondgbota 396 (393), 4roanB3969d gombs gmgmdbs, ngndgabmbs,
BmegGggbs 1503 (1504), 4 — 3mg@mFo ReBmogme.
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Monologue in Shota Rustaveli’s “The Man in the Panther’s Skin”
and in French Medieval Literature

In this paper I have provided, first, a brief overview of typical uses of variet-
ies of monologue in different genres of French medieval literature. My corpus
contains two chansons de geste, five verse romances, one prose romance, and
one chantefable, all of them written in Old French and in the 12th-13th centuries.
In exploring the monologues in these works I have paid particular attention to a
particular aspect of monologues’ structure: the micro-structures which attach the
monologue to the textual whole — that is, to the verbs of speaking (verba dicendi),
their lexical semantics and syntactic escort.
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Then I have proceeded to an analysis of the forms of monologue in Shota
Rustaveli’s The Man in the Panther’s Skin, in order to address the following is-
sues: 1) Is Rustaveli’s work more elaborate in representing thoughts and speech,
could it represent a later phase of literary evolution, compared to the French
works? 2) Is it just different? 3) Does the pattern within which the monologue
occurs here tell us something about the genre of this work?

Key words: medieval (interior) monologue; orality; Old French literature;
Georgian medieval literature; Shota Rustaveli

1. Introduction”

There is no simple, uniform or neutral monologue in medieval texts. Mono-
logues vary in origin, structure and function. Each kind of monologue which
these variations shape has genre preferences of its own. Different kinds of mono-
logues occur with different frequency and configure differently in works of dif-
ferent genres.

I examined the work of Rustaveli through its French (by Gaston Bouatchidzé)
and its English (by Marjory Scott Wardrop) translations. Besides, I took a cursory
look at Visramiani, through its English translation by Oliver Wardrop.

My corpus of French medieval texts contains two chansons de geste, five
verse romances, one prose romance, and one chantefable, all of them written
in Old French and in the 12™-13% centuries. (I am aware of the methodological
liabilities of my approach: I am, in fact, equating original texts and translations;
I am comparing between works written in quite different languages; and I am
comparing, at last, works from a younger literary tradition and works from an
older one.)

In exploring the monologues in the works of my corpus I have paid particular
attention to one aspect of monologues’ structure: to the micro-structures which
attach the monologue to the textual whole, that is, to the verbs of speaking (verba
dicendi), their lexical semantics and syntactic escort.

* This article is based on a previous research on The Man in the Panther s Skin which dealt with
the genre-indicating potential of monologues within the literary work (cf. Velinova 2012). Here,
I focus on the oral/vocal characteristics of the monologues, within a diversified and enriched
corpus.
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2. The monologue within the French medieval literature

Studies in Old French literature convey divergent views on what is monologue.

For Bernard Cerquiglini, “in Old French, there is no interior monologue: the
reflection, the prayer, etc. are uttered words which have the form, and the mark-
ers, of direct speech” (Cerquiglini 1978: 90; the translation is mine). Others as-
sume that the phenomenon exists or, at least, make use of the corresponding term.

On the one hand, Miche¢le Perret defined the monologue within the works
from the Middle Ages “as a discourse [consisting] of a number of sentences, self-
addressed, delivering the thoughts of the speaker in a direct way” (Perret 2003:
151). The direct mode of speech in the medieval monologue was grounded, ac-
cording to Perret, in two conditions which had shaped that monologue from its
very beginning: first, “the fact that the silent thought as well as the silent reading
[were] difficult to imagine”, and, second, the fact that “the parataxis and the short
sentences prevail[ed]” (Perret 2003: 146; the translation is mine).

On the other hand, Christiane Marchello-Nizia (1985: 260), when speaking of
the first long monologue of Lavinie in the Roman d’Enéas (the second romance
ever written in French®, from 1160), employs the term “interior monologue™ as a
synonym for “dialogised monologue™*, or for “dialogue with one’s own self”, or
as an “interior dialogue” as well. She is not very interested (if at all) in the fact
whether the monologue was uttered aloud or not.

To return to Perret, for her (2004: 216) “interior” is equivalent rather to “si-
lent”, “muted”, as opposed to the oral monological forms such as addressing to
God or funeral lamentations in epic and in hagiography, which almost lack rep-
resentation of thoughts and interior speech. According to Perret, it is impossible
to speak of “silent monologue” in medieval literature; that is why she speaks of
“exteriorised monologue” only (cf. Perret 2004: 216).

According to Ruthmarie H. Mitsch however, the monologues in Tristan of
Thomas (from the 1170s) represent no more and no less than forms of “interior
monologue”; Mitsch equates it not to a “stream of consciousness” but to an un-
spoken soliloquy (cf. Mitsch 1974: 22), that is, to a representation of unspoken
talking to oneself or regardless of any audience.

To summarise, disputation on what is monologue in medieval literature
involves in discussing the traces and the impact of oral performance in this
literature.

* Like the first one (the Roman de Thébes (Romance of Thebes)), the Roman d’Enéas (Romance
of Eneas) is based on an ancient plot. This fact, perhaps, affects the frequency, distribution and
typology of monologues employed within it.

** “Dialogised monologue” is a form of monologue analysed by M.-R. Jung (1971: 171-178).
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Employing previous research, one can discern four kinds of monologue in
the Old French literature: lamentation or planctus (that is, songs of lament, in the
presence of the corpse of the lamented person or in its absence); prayer; lyrical
outburst; deliberation (that is, disputation with one’s own self on whether and
how to act). But as far as my observations go, none of these kinds occurs in its
“pure” form. Within my corpus, lamentation and prayer are characteristic of the
specimens of hagiography and of epic (that is, of chanson de geste). Romances
introduce lyrical and deliberative monologues. In introducing lyrical monologues
one of the late chansons de geste, Ami et Amile, does not fit the profile of its genre
(see example 1):

(1) Belissans fu en palais mauberin,

Par la fenestre le sairement of.

Lors dist en bas 1a pucelle gentiz :

« Ahi ! dist elle, frans chevaliers de pris,

Entre ses dens que nus ne [’entendit,

Si m’ait Dex que tout ainsiz fu il

Com Hardréz I’a et juré et plevi,

Que il n’i a d’un seul mot menti [...]. » (Ami et Amile, v. 1431-1438: Belis-
sant was in the marble palace: from the window she heard the oath. Then the young
lady spoke in a low voice: “Ah! said she, noble and valiant knight” — she mumbled, so
that no one could hear her — the Lord is my witness, everything happened as Hardret
swore and attested it, he didn’t lie a word [...].”")

In all these cases (throughout the genres) it is only sometimes clear whether
the monologue is pronounced or tacit, unless extra explicitness is provided. In
Chrétien de Troyes, for instance, explanations how the monologues are pro-
nounced are not infrequent, as in example 2:

(2) Devant s’est mise, si se tot ;

Li uns a I’autre ne dit mot,

Mais mout est Enide deolente.

A li meismes se demente

Soéf'en bas, que il ne [’oie :

« Lasse, fait ele, a con grant joie

M’avoit Dex mise et essaucie,

Or m’a en po d’ore abassie. [...] » (Chrétien de Troyes, Erec et Enide, v.
2773-2780: She rode ahead and held her peace. Neither one nor the other spoke a
word. But Enide’s heart is very sad, and within herself she thus laments, soft and low

* The translation is mine.
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that he may not hear: “Alas,” she says, “God had raised and exalted me to such great
joy; but now He has suddenly cast me down. [...]”)

The text here has explicitly specified whether the speech is loud, silent or
tacit. But there are other cases (represented by example 3). The character might
have spoken, but she might as well have not spoken (neither in loud nor in quiet
voice). Nothing is specified here. And, we should add, the context cannot help us
resolve the ambiguity.

(3) Enide vit les robeors,

Mout I’en est prise granz paors.

« Dex ! fet ele, que porrai dire ?

Or iert ja morz ou pris mes sire,

Que cil sont troi et il est seus ; [...]

Dex ! serai je donc si coharde

Que dire ne li oserai ?

Ja tant coharde ne serai,

Je li dirai, nou leirai pas. »

Vers li s’en torne isnelepas

Et dit : « Sire que pe[n]sez vos ? [...] » (Chrétien de Troyes, Erec et Enide,
v. 2827-2841: Enide saw the robbers, and was seized with great fear. “God,” says she,
“what can I say? Now my lord will be either killed or made a prisoner; for there are
three of them and he is alone. [...] God, shall I be then such a craven as not to dare
to raise my voice? Such a coward I will not be: I will not fail to speak to him.” On
the spot she turns about and calls to him: “Fair sire, of what are you thinking? [...]”)

In prose romances from the 13" century, such as Merlin, appears the expres-
sion dire a soi meismes (“to say to oneself”). It introduces both indirect (as in
example 4), and direct (as in example 5) speech.

(4) Lors dist a soi meismes que mieus vient il morir, se a morir vient, que la
damoisiele muire par defaute de lui, si se saingne [...]. (Merlin II, - 131a: Then he
said to himself that it would be better to die, if it happens to die, than the young lady
to be hurt by his fault, and then he signed [made the sign of cross upon] himself[...].")

(5) Et quant il entent, il commenche a sourrire et dist a soi meismes : « Qu’es
che ? Me tiennent il a pris, qui cornent de prise ? » Et quant il a dite ceste parole, il
voit issir fors dou chastiel par mi la maistre porte bien cent damoisieles et plus [...].
(Merlin I1, f- 144c: And when he heard it, he started smiling and said to himself: “What

* The translation is mine.
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is this? Do they consider me as a prey [quarry], they who make the sounds of the prey
[hunt]?”” And when he said this, he saw coming out from the castle through the main
door a hundred young ladies and more [...].")

Does the expression dire a soi meismes introduce thought when there is only
indirect speech following? And, if it is so, does it introduce only uttered words
when there is direct speech following? It seems that one cannot conclude any-
thing about it on the base of the examples I have observed (not only from the
Merlin, which is a part of my corpus, but also from the Mort Artu, and the Tristan
in prose (both in prose and from the 13™ century too); in the latter one the oc-
currences of dire a soi meismes are very frequent, and introducing only indirect
speech).

The modern renderings of the French works, and of the Georgian work as

CEINNT3

well, partially remove the ambiguity, partially retain it: “dire”, “to say” (em-

CLINT

ployed in the majority of the cases) are removed by “se dire”, “to say to oneself”.

3. The monologue in The Man in the Panther’s Skin

In Rustaveli’s work the monologues are considerably more frequent than in
the coeval French texts (of whatever genre, from the mentioned ones). There
are about 70 monologues or passages characterisable as “monologues” (within
a work of 6348 verses, each sixteen syllables long), which is a frequency of em-
ployment two and more times higher than the frequency in the French works from
my corpus. I conclude that the genre of Rustaveli’s work is definitely not epic, but
romance, and one heavily imbued with psychologism.

The lyrical monologues are predominant here, and this indicates the closeness
of Rustaveli’s work genre to the genre of romance.

However, deliberative monologues with Rustaveli are rare or not very dis-
tinct. The explanation could be the following: Rustaveli’s main characters do not
invest much credit in reason. They do not need rational pros and contras in order
to decide what to do. Instead, supreme validity here has some implicit ethical
norm and/or what we may call ‘the voice of heart’.

Unlike, for instance, Florette from the romance Floriant et Florete (see ex-
ample 6), Rustaveli’s characters do not conduct interior dialogues with Love and
Reason.

(6) Ses demoiseles I’ont couchie
Quar ele estoit molt traveillie,
Mes n’i dormi ne tant ne quant,
Ains li sovint de Floriant :

* The translation is mine.

94



« Dex, fet ele, de majesté,

Com est or plains de grant bonté

Cis chevaliers qui m’araisna ! [...]

Certes, je I’aim, quel celeroie ? [...] »

Ensi Florete Amors assaut,

Mes Sens d’autre part la chastie,

Qui i dist : « Vels tu estre amie

A .J. home d’autre contree ? [...] » (Floriant et Florete, v. 3419-3425; 3447, 3454-

3457: Her young ladies took her to bed, because she was very tired, but she could not
sleep, she remembered Floriant: “God, says she, of majesty, how plenty of goodness is
the knight who addressed me! [...] Yes, I love him, why should I hide it? [...]” Florete
is thus assailed by Love, but Reason is also troubling her, and said to her: “Do you
want to be beloved to a man from another country? [...]"")

Yet in five cases Rustaveli’s characters speak to or in their hearts: heart can
designate the character’s interlocutor, or the addressee of his sudden exclamation
(see example 7 and 7°); and heart can designate the character’s interior, charac-
ter’s inner self (see example 8 and 8):

(7) « Je dis a mon ceeur : “Gare a toi, des dards peuvent t’étre néfastes.
Je suis amirbar, m’obéit de I’Inde le royaume vaste [...].” (G.B., str. 358)

(7°) “I said to my heart. “Why do such lances make thee thus melancholy? I am
Amirbar, king; all the Indians are subject to me. [...]" (M.W., 353)

(8) Le chevalier marche, pareil a la lune qui s’arrondit,
1l se souvient de Tinatine, en son cceeur se dit enhardi :

« Me voici ¢éloigné de toi par le sort perfide et maudit !
Tu détiens un baume pour moi, amie, a toi je fais crédit :

« Pourquoi de trois feux a la fois mon coeur exténué est pris ?

Pourquoi mon cceur, ferme rocher, s’effondre-t-il en trois débris ?

Fait-on trois blessures d’un coup, est-ce qu’un dard trois fois meurtrit ?

Tu es la cause de mon mal et par toi le monde s’aigrit. » (G.B., str. 1013-1014)

(8”) The knight speaks as he goes on his way (majestically) like the full moon;
there is the thought of T hinat hin to gladden his heart. He says: “1 am far from thee;
alas! the falseness of cursed Fate! Thou hast the healing balsam for my wound.

* The translation is mine.
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“Why doth the ardour of grief for the heroes continually burn me? why is my heart
of rock and cliff become a hard rock? even three lances cannot show a bruise on me.
Thou art the cause that this world is thus envenomed for me.” (M.W., 1004-1005)

Heart cannot be considered plain allegorical personification as Love and Rea-
son are. Heart is a universal metaphor of the inner self and a symbol which resists
semantic simplification. By the way, it is not infrequent in French literature as
well (see example 9), but here, after the employment of the metaphor, we ob-
serve, in the majority of cases, indirect speech.

(9) Tristran s’en ert pieca alez.

Li rois de I’arbre est devalez ;

En son cuer dit or croit sa feme

Et mescroit les barons du reigne,

Que li faisoient chose acroire

Que il set bien que n’est pas voire

Et qu’il a prové a mengonge. (Béroul, Tristan, v. 285-291: Tristan had gone a
few time ago. The king came down from the tree; in his heart he said that he already
believed his wife and that he did not believe the barons of the kingdom, who had made
him believe a thing that he knew is not true, and which he had proved was a lie.”)

In my French corpus, so far, I have found only one example of direct speech
being introduced to by the metaphor of heart: en son cuer dist (“he said in his
heart”, v. 1518) in L’Escoufle (The Kite) by Jean Renart, a verse romance from
the very beginning of the 13" century. This example, in (10), is, so far, the only
one where it is very clear from the cotext that the speech, represented like a talk,
is not uttered: 7ot ce pense, mais mot ne sone (v. 1539).

(10) Ce que li quens le voit plorer,

Li atenrie moult son cuer [...]

En son cuer dist : « Se je li fail,

Moult a mal emploié I’onor

K’il m’a faite [...]. »

Tot ce pense, mais mot ne sone,

Et I’empereres 1’arraisone,

Se lidist : [...] (L ’Escoufle, v. 1514-1515; 1518-1520; 1539-1541: The count
saw him crying and his heart tenderized [...]. He said in his heart: “If 1 fail, the honor
he made to me will be very badly employed [...].” He thought all this, but he did not
utter a single word, and the emperor addressed him, saying him: [...]™)

* The translation is mine.
** The translation is mine.
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Heart appears as well before a monologue in the Tristan of Thomas (see ex-
ample 11), but it is not in or to his heart that the character speaks; the heart just
represents his inner self; and there is no marks that the speech is uttered or not.

(11) Membre lui de la covenance

qu’il li fist a la sevrance

enz el jardin, al departir.

De parfunt cuer jette un suspir,

a sei dit : « Coment le pois faire ?

Icest’ovre m’est a contraire. [...] » (Thomas, Tristan, v. 459-464: He remem-
bered the promise he made her when they separated, in the garden, before they went
away. From the bottom of his heart he sighed and said to himself: “How could I do it?
Such a thing upsets me. [...]"")

In Visramiani, at least in its English translation, after Heart has been intro-
duced, the thoughts of the characters are represented through direct speech. Here,
as in Rustaveli’s work, it is much clearer than in the majority of the French works
whether direct speech represents character’s thoughts or uttered words (see ex-
amples 12 and 13). And indirect speech in representing thoughts occurs as well,
as in example 14.

(12) When Shahro read this and learnt that he sought his wife, she trembled and
became giddy, she bent her head and no longer looked up for shame, and her neck was
twisted like a wounded snake; she feared God and likewise Moabad, and in her heart
said thus: “What have I done? First, | have abandoned God and broken my oath; and,
secondly, I have deprived so great a monarch of his wife and wedded her. Every man
who breaks his oath shall thus be put to shame and tongue-tied as I now am, sorrow-
stricken and senseless.” (Visramiani, O.W., 19-20)

(13) When the nurse saw Vis’s wrath, and heard her talk of God and the faith,
she thought in her heart: “Now some-what sweetly will I begin talk and converse.”
Thus she said to herself: “I cannot seduce this girl, and I cannot overcome her stout-
heartedness. Now my resource is witchcraft, surely I shall be able to do something by
incantation.” The nurse again began the conversation, she used her peerlessness of
tongue and spoke thus:

“O most beloved of my soul and fairest of all the fair [...]” (Visramiani, O.W.,
97-98)

* The translation is mine.
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(14) Shahinshah was thinking in himself. Sometimes he chose patience, and said
to himself that there was enough disgrace already, and that he would not make the
matter known; sometimes ill-humour overcame his mind. He rose, mounted his horse,
and straightway went into Marav, and made his way to the gate of the palace. (Vis-
ramiani, O.W., 227)

Rustavelian monologue, in most cases a lyrical one and sometimes sung but
sometimes not sung, is not theatrised. I regard as indications of theatrisation, first,
the presence of allegorical personalisations, as in Floriant et Florete and, second,
a specific kind of situations in some of the French texts, when a character is alone
and bemoans his/her fate or fantasises, thus being overheard by another character
(who plays a strong part in the plot’s development) (see example 15, from the
Tristan of Béroul, where Tristan speaks to himself in order to be heard (yes, to be
heard!) by Marc who is hiding in a tree; Marc doesn’t know that Tristan knows
he is there).

(15) Atant s’en est Iseut tornee,

Tristran I’a plorant saliiee.

Sor le perron de marbre bis

Tristran s’apuie, ce m’est vis ;

Demente soi a lui tot sol :

« Ha ! Dex, beau sire saint Evrol,

Je ne pensai faire tel perte

Ne foir m’en a tel poverte ! [...] » (Béroul, Tristan, v. 233-240: Then Yseut
went away. Tristan greeted her crying. He leans against the dark marble of the porch,
as it seems to me, and he laments himself to himself alone: “Ah! God, dear master
Saint Evrol, I did not think making such a lost or running away in such a miserable
state! [...]"")

The lyrical monologues in Rustaveli’s work do nof serve the purpose of mov-
ing the plot forward; they contribute, instead, to the emotional and psychic self-
conveying of the characters and to the work’s tempo, or thythm. As Donald Ray-
field notes, Rustaveli “constantly var[ies] the tempo from lyrical contemplation
to dynamic questing and combat” (Rayfield 1994: 78).

Neither Rustaveli’s characters speak to themselves softly (that is, in low
voice) in order not to be heard by the others (who are) nearby (as in example 16
from Béroul).

* The translation is mine.

98



(16) La roine I’a entendu ;

Ja parlast haut, mais ele n’ose ;
El fu sage, si se repose

Et dist : « Dex i a fait vertuz,
Qant mes sires s’est irascuz

Vers ceus par qui blasme ert levé.
Deu pri qu’il soient vergondé. »

Souef le dit, que nus ne I’ot. (Béroul, Tristan, v. 3200-3207: The queen heard him;
she did not dare speaking loud; she was wise, she calmed herself down and said: “God
made a miracle, when my husband went mad against those who had made a scandal.
1 prey God that they will be disgraced.” She said it soft, so that no one heard her.")

Speaking in low voice in order not to be heard by others is in fact a very
frequent situation in French works, with very interesting examples in different
genres (in epics the most frequent expression to introduce such a monologue is
parler entre ses dents, “to speak between one’s teeth”, “to mumble”, as in ex-
amples 1 and 17).

(17) Guillelmes 1’ot, le sens cuide desver,

Entre ses denz a respondu soéf :

« Par Dieu, fait il, dant gloz, vos i mentez ;

Ainz en seront troi .M. Turs tuez

Soiez de Nymes ne princes ne chasez. » (La Prise d’Orange, v. 606-610: Guil-
laume went mad, when he heard him, and answered soft, between his teeth: “By God,
said he, master rogue, you are lying; three thousands of Turks will be killed before you
became prince of Nimes and possessor of the fief.”"")

ssokok

The immediate context of the verba dicendi™™ in Rustaveli’s work is more in-
formative than within the coeval French works: in a number of cases it implicitly
instructs the reader about whether the monologue is tacit or pronounced, whether

* The translation is mine.

** The translation is mine.

**%* | asked Irine Modebadze for literal translations (from medieval Georgian) of a number of
passages relevant to my theme — passages containing the phrase se dire or to say to oneself cor-
respondingly. It came about that in all these cases the Old Georgian text used the verb, literally,
“to say”. It occurred, besides, that in the Old Georgian text there is no reflexive verb to introduce
the monologues; neither is there a verb in subjective version. (Version is one of the grammatical
categories characteristic of the Georgian verb, which has three versions: objective, subjective
and neutral. The semantics of the subjective version is the following: the action is addressed to
the subject, cf. Klimov 1986: 71).
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it is pronounced in loud voice or just whispered and whether it is directed to
one’s own self or to another person. Neither elaboration of the verb of speak-
ing nor explication of its implicit semantics takes place here, in Rustaveli (as in
examples 19, 20 and 22). This peculiarity of the context witnesses for a mature,
self-conscious literary tradition.

In these cases of highly informative context the monologues are rather short:
verse-and-a-half to two verses in the monologues of Avt’handil, and one to eight
verses in the monologues of Phatman.

In these episodes the narrator relies on the alternation between what is thought
and what is said. This alternation of speech and thought has a kind of simile in
French literature. Aucassin et Nicolette is a chantefable from the 13" century and
the sole representative of the genre at all. In the chantefable, parts in verse to be
sung and parts in prose alternate with each other. What is interesting in example
18, it is the intermingling between fiction (that is, the discourse of the character)
and performance:

(18) Quant or i vint Aucassins,

dolans fu, ainc ne fu si ;

a dementer si se prist

SI con vos porrés oir :

« Nicolete, flors de lis [...]. » (Aucassin et Nicolette, § 11: When Aucassin
came there, he felt as sad as he never was before and he began to cry, as you can hear
him: “Nicolette, flower of lily [...].”")

The chantefable displays both ambiguity and alternation: not between thought
and speech, but between speech and performance, or action.

Let us return to the Rustavelian episodes which alternate speech and thought
and to refer to three of them: these are the first meeting of Avt’handil with As-
math, see example 19; and two episodes from Phatman’s report about her meeting
with Nestan-Darejan, see examples 20 and 21:

(19) Le chevalier se dit : « Je fais piétre figure de parleur,

Mieux vaut autre chose trouver qui ait un sens et de I’ampleur. »
Reléachant la femme, il s’assit, versant d’abondants flots de pleurs,
Puis dit : « Je te mis en fureur, je suis perdu, a moi malheur ! » [...]

Elle eut pitié du preux en pleurs, de ses chaudes larmes versées,
Mais, étrangere a 1’étranger, elle ne livra sa pensée.

* The translation is mine.
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Le preux se dit : « Elle apaisa de sa colére la poussée. »
11 1a supplia a genoux, en pleurs et la téte affaissée.

11 lui dit - « Je sais, désormais tu ne peux devenir ma sceur,

T’ayant courroucée, a tes yeux je suis orphelin et rodeur,

Je te demande néanmoins la confiance et la douceur,

Car il est dit de pardonner sept fois le péché au pécheur. [...]» [...]

1l se dit : « A ces quelques mots, son visage change et palit,

Sans doute, éprise de quelqu’un, ses larmes elle multiplie. »

11 dit : « Un midjnour fait piti¢ méme a I’ennemi avili,

Sceur, tu sais qu’il cherche la mort, ne s’y soustrait et n’y pallie. [...] »
(G.B., str. 240, 242, 243, 246)

(19) The knight said (to himself): “Thus shall I not make her speak, I must think
of some other way; it is better to ponder the matter.” He let her go, and sat down apart;
he wept, he began to shed tears. He said to the maiden: “I have angered thee; now I
know not, alas! how I shall survive.” [...]

She pitied the weeping knight, therefore her hot tears flowed, but she sat, strange
to the stranger, she spoke not. The knight perceived that her hasty thoughts towards
him were calmed; with flowing tears he entreated her; he arose and bent his knee
before her.

He said: “I know that now I am by no means worthy to hope from thee; I have
angered thee; I remain a stranger to thee and thus lonely; yet even now I have hope for
myself from thee, for it is said that sin shall be forgiven unto seven times. [...]" [...]

He said (to himself): “These words have changed her colour; doubtless her tears
flow faster (for that) she is mad for someone.” He spoke once more: “O sister, a lover
is pitied even by his foes; thou, too, knowest that he himself seeks death, he shuns it
not. [...]” (M.W., 239, 241, 242, 245)

The same type of monologue as in (19) appears in the report of Phatman, see
example 20:

(20) « Elle dit : “En toi je chéris une mere et mon mal surmonte.
Qu’esperes-tu de mes récits ? Ce ne sont que fables et contes !
Pauvre fugitive, mes maux et mes malchances je ne compte,

Tu médiras du Tout-Puissant si mes déboires je raconte !”
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«Je pensai : “De la subjuguer évitons de faire la régle,

Si j’insiste auprés du soleil, sa raison faiblit, se dérégle,

L’appel pressant est déplacé quand le sort vous bat comme seigle,

Le moment n’est pas opportun, et ce n’est pas un jeu d’espicgles !”
(G.B., str. 1129-1130)

(20”) “She said to me: ‘To me thou art a mother, better than a mother. Of what
profit can my story be to thee? It is but the tale of a chatterer. A lone wanderer am I,
overtaken by an unhappy fate. If thou ask me aught, may the might of the All-seeing
curse thee!” (?)

“I said (to myself): ‘It is not fitting untimeously to carry off and summon the sun;
the captor will become mad and wholly lose his wits. A request should be timely, the
making of every entreaty. How know I not that it not a time to converse with this sun!’
(M.W., 1119-1120)

What is interesting here (in example 20), is that Phatman does not use indirect
speech when we expect from her to use it: unlike to French texts, as in example
21 from the Tristan of Béroul, where indirect speech transfers the thoughts and
direct speech then transfers the words said to oneself. This is probably one of the
clearest cases that present indirect and direct speech consecutively, but it is still
not very clear whether the first one means only thought, because of the verb used,
porpenser (“to think™), and the second only uttered words.

(21) Tristran vit le nain besuchier

Et la farine esparpellier.

Porpensa soi que ce devoit,

Qar si servir pas ne soloit ;

Pus dist : « Bien tost a ceste place

Espandroit flor por nostre trace

Veer, se 1’un a ’autre iroit.

Qui iroit or, que fous feroit ;

Bien verra mais se or i vois. » (Béroul, Tristan, v. 707-715: Tristan saw the
dwarf fussing and spreading around flour. He thought what it could be [what could
this mean], because the dwarf was not usually acting in such a way. Then he said:
“He is probably spreading flour here in order to see through our footprints if one of
us will join the other. He would be mad who goes now! Let him see whether I will
go there!”™)

* The translation is mine.
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It looks as if Phatman detaches from her own verbalised experience, stays at
a distance from it — in the way a narrator does it with regard to the characters and
their speech:

(22) « La belle s¢journa longtemps de la sorte dans ma maison,
Je n’en parlai & mon mari, craignant de sa part trahison,
Je me disais : “1l est bavard, a lui notre secret taisons !”
Je m’arrangeai pour I’entrevoir par diverses combinaisons.

«Je pensai : “Si je le lui dis, pourrai-je le soleil aider ?

J’ignore ses besoins, ne sais qui, en quoi peut la seconder.

Mon mari m’assassinera, au secret ayant accédé.

Mais comment cacher le soleil, par quel moyen ou procédé ? [...]
(G.B,, str. 1138-1139)

(22°) “Thus that lovely one tarried long in my house. I could not trust my husband;
I feared he would inform. / said to myself: ‘If I tell him, I know the rascal will betray
my secret at court.” Thus I thought at my frequent goings in and comings out.

“I said to myself: ‘If I tell him not, what am I to do, what can I do for her? I know
not in the least what she wants, nor what any could do to help her. If my husband
finds out, he will slay me, nothing can save me; how can I hide that sunlike light! [...]
(M.W., 1128-1129)

As we see, shorter monologues like those within example 22 can be nested in
the bigger monologues: in fact, in the “life-stories” of the characters (the whole
text of example 22 constitutes just a part from such a “life-story”). The narrator
gives the floor to the characters to deliver their stories and they do it as if they
were the narrator. Analogically, characters in the role of narrators repeatedly give
the floor to themselves-as-still-acting, to themselves-as-still-characters. The plot
is composed after the “nested doll principle” or the “Matryoshka principle”.

The presence of the narrator is less visible in Rustaveli’s work than in the
French ones. It might be suggested that the lesser visibility occurs because a
narration in the first person singular is frequently conducted by the characters
themselves.

A number of peculiarities indicate a lower degree of orality in Rustaveli’s
work compared to the coeval French works of various genres we referred to. The
most evident of these peculiarities is the following one: in Rustaveli’s work, the
narrator far more rarely addresses the recipient (public, reader/listener), and even
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more rarely the listener proper. When addressing someone at all, Rustaveli’s nar-
rator addresses the reader, as in (23):

(23) Viens a ton tour verser des pleurs, 0 lecteur qui liras ces vers,
Compatis au ceeur écceuré que ronge de I’ennui le ver !

Le départ et I’éloignement constituent de mortels revers,

De ce jour le poids restera ignoré des esprits pervers. (G.B., str. 931)

(23’) Readers of these verses, your eyes also are shedding tears! What, alas! shall
heart do without heart, if heart part from heart! Absence and parting from a friend are
the slayers of a man. Who, indeed, knows not, understands not, how hard is that day!
(M.W., 922)

Another peculiarity is that Rustavelian main characters, unlike those of the
medieval French epic and romance, usually communicate with each other reading
and writing letters.

This remarkably low level of orality can be interpreted differently. It might
be a genre characteristic (showing that Rustaveli’s work is not an epic but a ro-
mance). It might reflect the rate of literacy among the Georgian elite by the time
the work was created. Or it might indicate that Rustaveli’s work pertains to a
late phase of a literary evolution: to a phase, within which literature has realised,
has become aware of its written-ness, and is making use of it. This means that
Rustaveli’s work and the French romances of the twelfth and the thirteenth cen-
turies are not coevals.

4. Conclusion

There were three issues related to The Man in the Panther s Skin which I tried
to consider in this paper : 1) Is Rustaveli’s work more elaborate in representing
thoughts and speech, does it represent a later phase of literary evolution, com-
pared to the above mentioned French works? 2) Is it just different? 3) Does the
pattern in which the monologue occurs here tell us something about the genre of
this work?

Here are some answers: As it was already said, the number of the monologues
and their peculiarities designate the genre of Rustaveli’s work as romance. The
monologue in Rustaveli’s work (and in Visramiani, though my observations here
are still only superficial) represents in some cases, without doubt, the thoughts of
the characters. Their thoughts appear within a very well structured speech, just
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like their oral speech in dialogues, but — contrary to the case with the majority of
French medieval works — it is very clear that these thoughts are thoughts (occur-
ring silently, in the inner self of the character). Thus there is a real “interior mono-
logue” in The Man in the Panther s Skin. The situation in French texts, where the
presence of an “interior” monologue is controversial and confused, is different:
possibly because of the fact that French literature is based essentially on an oral
culture. It seems that Rustavelian work (and Visramiani too, which moreover, is
in prose: and prose is even more secure sign of scriptural culture) is grounded on
a culture with firm traditions in scripturality.
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SABA METREVELI
Georgia, Tbilisi
Shota Rustaveli Institute of Georgian Literature

“The Knight in the Panther’s Skin” and Theatre

From our point of view, experiments of producing or staging “The Knight in
the Panther’s Skin” is futile owing to the fact that its true essence and significance
is expressed through its artistic words. The aesthetics and the outlook of the poem
is defined by its literary nature. Therefore, watching its theatrical interpretations
will always give us the feeling of insufficiency. If we want “The Knight in the
Panther’s Skin” to be staged, we must take into consideration the fact, that the
piece will not contain all chapters of the poem and bedsides, its language will
become more prosaic.

Key words: Rustaveli; Theater.
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by 10 byGooma, Gm3mgddag 100-Dg 3980 dmbobomyg ymgnms ©s3s-
3989mo. hggbgdabomzal as3gmms ©g3mMa30gda, dgozgcs dgomgebo
&960b58mbo. 530dmEgda Abs@ 3003 sbg dgemBoas:

1. ©mb@ 9306 65dgm0b ggabagsb @aaz0Ma3069s mnbsmabobs;

2. 3gxmabo gombasb 3gngbmab;

3. bgbBob-aMgRob Mmazalb Mmmsabdn Babs, sLBsmb Gomngmn g8m3ysgl;

4. 53560 Dobggdl odmggl megol ddabbymb Dmgedo Robogmgdaw;

5. Bonfmds s smdmAgbs GoMagmabs;

6. 35(36mds GoMogmabs o sgmsbamabs godmdzedmmda, sd3g
sbdsomo;

7. 85830bols 3o(3980b0g56 ©obBLS byl ob-oMgxebobs;

8. Bommagbs bgbBeb-oMgxobobs gmmabdommlb 8ggalb dgmog-
Ly@bagal 60bsdy;

9. Joxgoal (3060L smgds s 6l eb-Lemgrsbal gobmagabngmygds;

10. 399 dgmag Ly@bogmsb Gomngmobs s Bgb@eb-emgxrsbals
©3dmmMBabgds.

b ©96308g36Omds (aoMEs ¢3565L3bgmabs — Bohal Bobobs@qddo
3mg8ab dmage® Bygomms Jm@bBaemns o s@s Bbmmmm GoMngmobs ©s
bgLES6-MgRebabs) LEmow gmbgggs 3. gmngadals JogH asdmd3zqy-
bgoger DoBobygemo oergb@®oogdelb y3gmady seMbrgm d3rgmm-
398L (Jgmogadg 1960:). 88 Rodmbomgamaom sd306ss, Mmd ,Dokals dngH
EmEbomo byGsmgdobomgomb dg@Bgmmo ogm @absdognco, J8gmomo
q30bmegdo (3gbzgo®s, 3589(3909, s58mhAgbs, ablbs, gomsegabmamg-
35), 9gMgm39 0bgmgdo, GmBgddog babsbomdal Bggbgds nym Jgbademg-
dgmo (ea30Ma30b9ds, 8gxmabon, Jm@boemn). yzgmes gHomoem 3o dgow-
3960 gfmo doemnabo bomdmmagbal boBorgdl. 8ol 3Jmbos ©obobyaba
5 sbabEnm” (gMmdadg 1967: 56). 360d36gmmzsebos ab god@o(s, Gm3
3mg80sb dg@mhgmm LyMomb sbemws dgbedadobo &gdb@n, MmBgmbacs
0939 Bm3gmadg 8babomdo Joombammdos bggbol 396 (amGLgbasba
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1960: 37). bohal aoM@s, BoMBmeagbol gomm®dgdsdn dmbsbomgmd-
©bgb: 8bs@ 3060 Gomadmgohn, Imdobrsgg . bmomGmgaho, 8bsdgem-
3m&EHGoLEGN 3mmbabo s ghmn ggmEs@mmo — xab@oko.

BoRabgmmo ImbGogn 1882 bgmb 6-%96 ongs: 4-x96 0dormabda,
2-%96 Jnomoobda. bahal bojoMmggmmeseb Babgmalb dgdwga »398bab-
BYombbob® (3mbaem LyMomgdom ©o©ads, mdomabobs ©s Jyosanbals
30M©s, asbdomgdams Lojoomggmmb bbgemabbgs jmobgdo (mdymag-
00, §30dbgon, gmn, Bmbs@enma, badnen, dyamnwn). gobgom ,039600b"
36mdom, ,GGomobdo ©sadgdl o8omgdwbgb dbs@3Mgdo omadmaaho
©d 3mhabo® (nggfas 1897, 253:). badommggmmb gomms ,39560bEGYsmb-
Bob” gmbomo LyFomgdo onas 398 gMdamada, 8mbzmgda, om@ngs-
do, bat3m3dn, gememngeg3obdn, mang30abs o dGambgmadn (ebgmomg-
doo ab. gobgmody 1937: 63; qmdadg 1967: 69-83).

1883 Bgemb om. yoddggalb byemddmgabgmmdom gondstimagm bawmes-
3m, ®m3mal 3oMggmo gobymgnmads ogm LEm@go (3mbamo bymogda
»398b0bEGYoMLboEsE” (eMmgds 1883, 44:), md(ze o3 Bmbobamgbo ©s
o3 bMomgdal Jobsstinl Jomnmgdmmao o6 sGal.

»398b0LEYomLBAL* 0bL(39606930b (300930:

° ameamdo goMamandzomo, 5-dmJdgmqdosba &Moggmons ,393 330-
Mg 0bmgmabs, 0bemgmab @ob@nb 858330069 s Loyzstmma baddmd-
mboedn®, ©sbgMamas Gabamow 1805 Bgmb. 30gbol &gdbEo sgem-
3905, 353053 Fmblbgbogdymos mdMm3o dogmo@ombals doge 3ngbow
39000390980 ,398b0LEYIMLEAL” Babsbo@ygemdsada. of doGamswmn
bgLBS6abs @ GoMogmal 58dsg0s. 3. 303badal (36mdom, 3obgg g3mo3-
bob 5-8mgddgmgdnsbn GMaggmos ,398bobEYsmbaba®, MmBgma goMs-
m0dg0eb bagamgm bagdgoms 80bab@® Gndnsb(3g30Lmgal hggbgdos, dog-
03 30gbs @anbbgdosm gmabaab@nmo 306mbgdol emmggzal ao8m
(30365dg 1983: 22). ampgMmdo gomomadzomo 3ggg gMglzmgb 8wagseba
gmgams, beem 03 3gomedn, Hm3d ,398b0LEYIMLEALT 0BL(3960Mg-
3ol 9390989, BLabyHmdms 39@gMmdnmanl ,0bmbBMa66n gmmgansdn®
(Bogodg 2003: 346);

o 1853 Bgemb 3mbgmgda godmaze mdMmdnm dagmsGombal 5-8m4d-
89090060 GFoggmns ,398bobEYsmbaba”. memadal dgbobgd (56mdgda
o6 dmndmggds. 8nbogg 0d80m, n@gs ,398b0LEYsMLEBAL* Bom8mmagbabs
a30mMa0 geobmagh ogdows;
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e aomMgo gfobmagds 3ngbom gomoszgms ,398bobEYsmbabo”
(5 3mgddggdew), MmIgmoai @eobym bBgbEobobs ©o GoMagmol dgb-
390600, 3ob LyyFmes ghggbgdabs (3mbomoa v3ds30, MmMBgmay sbems
30800bofMgmdl;

° 30bgm ,039M00L" (36mdom, JoMomma mge@Hal Mggobmeal
®065d936gL 5. 0385bsdz0mb onbgMas ,39560LEGYsMLEb, ©Msds &
3md3gogdem s 7 byMomaw (nggfas Ne 103, 1895). gb 3ogbs wsgotawn-
moE 0:3mgdmes, 09yds b. gEmndadg dob doohbgslb md@. dogEoBom-
6ol 30gbob 3Bmboym 3o6M0sb@ o, MmBmal gbs 8rsmgs s DgodgGewm
300G ammagdaemo (mdadg 1967: 140);

. 1912 Bemob 24 ogdg@gomb Jmmanbob oge@®al dbabomd 3. dot-
39 ©anbgFos ,395b0LEYoMbLEBOL® nbl39b0Mgds 6 ImJdgrgdo, Mm-
89mo(3 0350039 ©>1ad3L (,Lobsmbm gobgman” 1912, Ne 538);

o gfomo ggMboom, 0306y BoBsdgmlb Gl 3mI3mboGmE 3. 0dm-
0@ mz-0356mz0L Mbmzgbom ©onbgFns m0dMgGm m3gMs ,398bobEYys-
mbBabomgab” (8shadgemn 2009:), od(zo Lbgogzem (36mdol ag3063w0L
1966 Bemab ,badgmms bgmmgbgdsdan® (Nel0) as8mdzqybgdmm BgMamda
3. ygofgmadgoma. 3mdmogszasl 3gg0s ,39860LEGYsmMLLAL” 3afMggma
Lom3gfm modFmg@m*, Mmdgma(z gbgds 03mmaBmg-0356m3z0L ,69L@sb-
©oMgxobLbe. dobdo madMg@mb s3@mEem LbmEgo  3m33mbagmeos
abobgmgdama. sbg3g, EoG00bs dMmMbmaglzons Imggznsbgdom gobdsm-
&o3L: ,3. ad3mmo@maz-0356m38s 1885 Bgmb Rsngnd@s, v33ms30 3m-
q80b Babggom dggddbs m3gFs. b. Logabgmas dogomoms 3mgdal dorgem
6oy 6569439893dg (omgdbs a. doBadgmds), Gob Lagmdggmbyi 3mo-
3mbo@mMds mz00mb ©obgfs dmBsgemo m3gHol modmg@m, dsgmsd gb
RoboggodGn 396 gobbmM(30gmma“... 3930005 momddal 40 bgmo ©s 3ma-
3mbo@meo 33mogz JondMmbos 58 0gdsl, abgms sbama mad@mggm. Mm-
am@3 (36mdomons, 1924 bgmb 356 @osbEmmes dndomds 4-8mddgogdnsb
m3960dg ,bgLEOb-aMgxba®, ,303M8 0go o6 a58mg39ybgdmms ©s
M3 IgbEemgdmms. @8y o6 o0l emagbama, 09 baw nbobgds o3
m3gMab bgmbobgma® (dGHmbemagbgons 1977: 68).

. 1901 Bgemb 39@gMdymadn gadmas . 8yabgatal mo@gmo-
Benm-bzgbn®o  3m83mdagns ,398b0bEGYsmLEALL" 16 LyFsmerw,
ad3mmgmbom. dabo gb 3o6056@0 ofals 3mgdal mge@Fomy &qjb@ow
43930L LgFomDHmo zEgemds. ngo gdogbgds mdHm3od do@mbadgo-
ol 0bb39606930lL 3606303980 (,Gnboggmb dgbogmdmes, g0bsnwsb
Gboeggmo 39mgbo Bmmmb@mmdbm®) s (300mmdL, 3mgds d8gmom
Lodyzo ogomb s 880 @nbsdngs dg0@sbmb 30gbado;
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o 1909 Bgemb 3. doMoobadgomds ©abgms 3ogbs ,3983bobEYsMbS-
60“, 53 Imgmgbol gn@bommo ,xobznbxe” go8mgbdoqms: ,3. JoMnsbad-
30000 ,398360LEYoMbObN" gowan3gomgdas Lobzgbme... 3ngbs dgazegb 11
LaGomb, obopgsdom o BoMBmomaqbl Ggd6osn® Lodbgmgl, madsg-
0, 0] 5adNmo 0dbgds xgfmgzsbal yyGemmadom, ool dmsdgd-
o gdol 8mobgbl bobmgommgdodg® (gobynbyxa®, Ne9, 1909). 3ogbs of
©3adnms, 3mgg0069600, 1923 b. madMg@me asdmaygbs magm ggomnsd-
303s md30b0 4-dmJdgmgdnsbo m3gMs ,6gLbEoba s Gomagmabomgab®;

° 1923 Byl 3m@g dorgobodgamds aowobyzads ,398bobEys-
mbBob® Lobzgbm 3oM0sb@al 3qd86s, oyd(3e Bobsdwy sMsgMmbgm
306365009805, M3 M3693mdos 8ol oadedy. Mgyobm@ds 1923
Brob 17 0gmobl bogs@me Bsngombs 8mblgbgds dmdagsma Bemol Gg-
396&momolb dgbobgd o gMEmo abamdms ,398b0bEYombbaL® wa-
330b Mamdodyg, Logsbagdm 3m3aboscs (3. 96MMbN3sdgz0mo, 8. JmMgma,
5. BOM39, . dbmady, o. 339mgbosba) 3o on@hggas 3mgdal Lzgbabmgals
a0@sbs3gmgdmem (36390 BgHomo godmdzqgybos ,Hndazmbda”, Nel2,
1923). @onbym d¢mdomds. G939@0(30900L @@on@adol dabgmzom, dab
©o1d39dmom F0shbs &gduBnb mwbsgn dgzzems go. dobo RsbagadGom,
adofms (3bmgmgds Jomomo mMBsdgb@no dmbydnmmdgdym &mn3-
&0bdo 9bes godmoamoaym... badBybommm, Mggobm@ab gb bLyMgomo g9
39bbmA(309mEs, Mo, godmbdon@gds 0dmegnmzy ©0EN oym: ,qof-
o9 bo@ygedan® ondgdws g (36mds, Gm3 domgsbndzamal Mggobm-
mdoo 3bsmgds b3gd@oimo ,398b0bEYsMbaBa® (Jommmoa Lodyss, 2
093938960, 1923), 3mg 30569800 J394b00qds BgMoema 3. BoMosbsdgamabs,
m3gmoz godgmdo 3odsmal go8sGmzsal cobmgl 08ob godm, HmE 3mgds
3o(3M3M0mdals banbggmes gosd(39mmo ,©8 5Gs dom, goormd ng aodmy-
39600 439946930 Lodoomggmm ©s Jofmggmo bambo agmb® (Joogyma
Lodyss, 12, 3 mgdgmgoman, 1924);

° 1937 byl ,398b0bEYsMLBAL® 750-9 Bemabmagol bsomdomgme
3mgds aoob3boyMs 03030 Bomozsd (O dmddgmadaw), nbl3gbngfgds
M33sGMams Lgdinsdn Gaboggmmmmams dmbsbomamdoo gsbo-
bomglb s 8mabmbgl, aobbabm(zngmgdmor asmabzgb Gubmaggmob
0g9@MbL, ond3e bggbadg o6 LoEadnms (sbzMamgdom ab. domadady
1966: 16-17);

o 0ym 3myemmds 3oMxebndzamalb ;mge@™do g. gummmab, dxmds-
obamasbMomdol mge@®Mado 3o 3. sgndzommol 0bb3gbomgdoms ©owa-
3nbo, BogMad Robogadfa g9z 93 xgMo© gobbmMzogmes.
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° 1947 Bl 8mb@g-gommman, bmmm 8mgg0obgdom 3ocodob
aMb-m3gMmadn ,398bobEGYombBab® Lomgg@dy BEabads domg®de-
ab@gmMBs LgMyg @ogemds Logymemn domg@obmgol ©sbyms mndmg-
&™; 3B bob3n MGG MbgagMds @admyngdmow d9436s daemg@n,

Amdgmba(z bagndgmao ommm ,398b0bEYsmbbab* 3m@nggda.
1946 Bgmb s0bgcs doemgs 3dggmmadal 4-3mddgmgdnsbo m3g@s ,00-

3530 Gofagmabe®, GmImol modfg@m o. gomagelb g3mgbals (megm-
bogndg 1966: 17-28);

dmms Egbmaggmobs ©s dabo 3mgdal oMagmog dg436aemns: & m3g-
65, 2 domg@n, 2 mEs@GmMos, ghmo 356@989, gfmo 0bb@MmdgbEmma
3Mbi96M@0, Mo Lagmbom, 9Mmn Lodgmboydn s gemai Jmegm-
afogommo 3mgds; sbgzg — anbwgdo, LodmgMgda, JmMsemgdo, BMgL3gdo,
mgd0, bogAm 308bgda, JoMorymo bombafo LodmgMgdo s Foomn o-
3130390560 (ab.: gohbsadg 1966: mmbosmndg 2006:)

3Mmggbogm 8qbngado Gabmoggmolb mgds 30Mggmgdds dgdma@e-
bl Bogm Lymbobadgomds, ndo@FMn stoyadgamds, Dogotns gomnsd-
30mds, obpMns yoMsdzomads s mg3sb gomnsdgomds. dsm momgdals
gfmbs o 03839 3gommdn dg43bgb Lbgomabbgs ¢sbMabs ©s ggm@mdals
m39b9d0, Mmebo(s Hmame s Gnbomeggmabsdo dodmzboemo, aby dobo 3m-
980l Bobgegom. ,omgobamgal bom3gHm ¢gob&da dg43baemas 5 6adydo: .
>Ma94ndgznmal ,mJdgmgds Imms Gabomoggmdg® (1919 6.), s. yscadzamob
»398b0bEGYombaba” (1924 B.), mg30b gomosdzomob ,39xb0bEYombeb0"
(1925 B.), domgs 3dggmadal 033530 Gofagmabes® (1946 B.), ©ado@ o
sfsygndgomol m3gms ,6gb@oba“. sbMos ysmadgomal m3gMs ond-
®03M9dgm0s, . Romosdgzomobs bmmme Ls3mbgMmE™m dgbmmg-
doo 0gbs Batdmeagbaemon; sbggg o6 @e@admms ,69b@060". L39bnGa
30bbm@m30gmads 33mzgs Bbmmme sMoyndgomal mofnmmBs m3gMmad —
»0J3Mmgds dmms Babmaggmbdg® s 3dggmadal g30396-3gMmagmmas
M3g6a8 — 033530 Gofngmobe® (mmbrstndg 2006:).

»398b0bEYombaba® Igodes badsmagBm mge@®madn(z (3G (3maw ab. byy-
e 3odg 1985: 66-76), mogmadoMggmo 35bm amzngmal JmEgmamego-
@ 3mgdsado ,395b0bEGYembaba® (1933 B.). Mmamti(s 1339 3odzom, 1947
Baemb 8mb@g- 306 emmdan, bmmm dmgg0569800 3560bab gMsbo-m3g@msedo
»398b0bEGYomLEALY LomygG by FMobads domg®donb@gmBds Lty mo-
BoM3s omas 5-8mddgegdnsba domg@o ,dmms Gbmaggma®; Mm@
bobdo oMGME Mbgagmds s8me3omgdmow 3943bs darmg@n, MmBgmbacs

bogmdgmom onm ,398b0bEYsmMbBL 8m@nggda. Mo dggbgds semgd-
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Lo Bogogatnsbal domyd) »398b0bEYsMLBLY, ngo 1985 bgmb Bomds@)g-
b0 Ead 39&9Mdnmanlb m3gMabs s dommg@ob babgmdBogm ma@mab
L39b0Dg (o8adgmn oMaygmEn — JMI3mbaGmEal gogo gob@Goby do-
Fog0605b0, JmGgmaMagn s mndMg@mb sg&mta mmaa 30bmaMapmga) .

»398b0LEYomLBAL* b3g6obogol FmEagdab (309d0:

. Jotormm b3gbodg 1895 Brab 21 3onbl 30Mzgmom ©s060dbs o.
0035bsdg0molb Bogc 0bbzgbamgdamo ,395b0bEYgombbaL® 36 gda-ge.
303s g35996ygdwa: ,30M3gmo sbama 30gbs 39x3bob-Gyombabo. Ms8s
5 8mgd3gm. s 7 by, dmms Gabomeggmab 3953bab-&yombbooash, Lob-
396mE 3OmMDo© 3300390 gdgmoa. GaGagmalb Gmmb JgobEmamgdl
L. 3. bgndmbady, bgbE6-sM K Sb0L MMl dgobEmmmqgdl 3. 6. 3gmognd-
300bo“. bamzomn abss, Hm3 mdomaba@o 3Ggdngmal dgbobgd asdgmda
0bgm®Bo(300(3 30 96 3obmagbms. 880l dg8ga ngngg 30gbs Jmmonbdacs
Rom@obosm, dogmod L3gd@ogmoa adoyma dbabomdgdals dmbsbomgmdom
domonsb dofyg Fbo@zdmo bomabbobs ymggoms s Labmgsmgdals
LAY sIGmmgds(z ao8mnbaggz0s (sb3Mnmgdam ab. xsbgmady 1937: 68).

. 1912 Bemob 24 ogdgFigomb Jmmanbob mge@®mdan dbabomd 3. doti-
39mb 039039 ©3nasdlb ,398bobEYembaba® 6 8mddgogdowm 3ol Jo-
9639 Lab3gbmm3g godmzgmgdyma. 580l dgbobgd ,babombm gsbgmn®
(1912, 538) sd3gmmgdom BgMms, Mm3 Labdmasmgdsd Mbos ©ogdmb
©3 3oadmb dofmggmabbsot ,dossdmam doMms sdg356a mogbgonin
badogmo”;

. 1952 Bemals 12 300bL 3. s@gndzomds bmbndal 3gsgmaone 0b-
LEGNG30 BaMmBmomanbs & EMsdsGmmoa Lzgbs ,398babLEYsMLbNESE®
(s@gndgoma 1966:).

. 1960 Bgemb 3Mogmgalb 3mg@umds mgo@mds (3mmmbgma) dm-
obym ,398b0bEYsmMLLaL® ma@aMsGnMmnm-mgsGHemumMa gombgs (3m-
q85 ma6adbs gyo bogn®bzad, 0blb39bnMgdol s38mE0 agm cmogem Mg-
gobm&o — 3@abmog gm@mosthmgzo, dbs@gemn — 8o6nsd GoMmo(z30,
3nbogomuMoE googmmds sbs@mma batdosbnd, (3933980 oas Bdoa-
693 3963m3L 308 (go@FomMo mdaemobo 1960: 50);

° 1966 Bemals 27 Lggd@gddgmb, Gmbomseggmal o 0ndormgbosb
053538069300, ,398b0LEGYIMLEAL” 3MgdagMs gondsmms dmms Ggb-
9390l mgo@®Mdo. 3m33mbazonl s3@mG0 aym Mg30D gdMarndy;
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©33adgmada: 3. 393933m0, d. 3mdabody, a. gmEsbas, G. LEYMY, b.
boBobgon o a. Jogmemady. MggobmGms ghmmdmoag 6539dgzomb bo-
deagnmm Lobg Bab3gb s@®Baem RbomEndgomBs s Bobgoem cds6ndgomaBs;
bo@gatn m. mamobodgomo, dmEgmamoga o. batgzgo. BoyyMgdgmds
1339 980800sbgg a(3mEs, MHmd L3gd@ogzmb jo oM, ™M@ gMsGnEmem-
M35 3m33mdazosl Bobogms. 380@mdsz bgfes a. domadady:
»Obmeggmolb mge@ ol 8nge Bogombam ,39560LEYsMLIBLT oM o3l
3698 9bbogdo, L3gd@ozmem 0bmeydmogb* (d3o6sdady 1967: 18). 3ma-
3mbaoob o38mML 0bb39606 93530 dgdm3ysgms JmbeHmdgmo s sb@n-
3960 JmEm. gb ogm dbs@zGmmoa joombzs oadmmo 80bsbbzgbgdao.
8mbsbomgmdebgb: LaMmam bodeMosdy, bobsnws 3396M9bRbamady, Lo-
mm3g yobhgmo, dgmgs Robags, an@ed Lamomady, gfmbn dobgasmady,
dabn@o dbogdofnady, 3m@Bg Bobatadg, abs gngmdgomo, dgms JaMosb-
53-goemon, bmadem xamgmo, xgdsmm dmbosgs, gondgd domamsdgaemn,
gos dogModgamn, @egom 3039103300, 8gMad magady, ans 3@ emMady,
amao batsdady...

o 53039 3gMomeda dscdal ;go@™mds ambomb dggm gomogsebdy
mos (30b 9393 oas BMaEmb bamzsdal ,Gboseggmoa®; mbolb babagbm
090@®8s — ©. 3obEModal ,mgaqgbos Hombmeggmbg®; Mdomabol babme-
m-bodgm@bgm 0bLEB0GME 30 snwas 0. 383gmal 3ogbs ,Gmbmeggma®,
Hmdgmo(z 3mGo s@MY GYodnmol ;mgo@®mds gobobmMzogme.

e 2003 Bemab 15 ;gdgigomob gobgom ,24 Losmdn® ondgdws 0b-
B9e30 BmdgcE LEPYONLMb, HggobmEmds bodmasmgdsl subys,
03 0bygdos ,398b0LEYIMLIEDG® Fndomdal. 0b@gfzan bgsbosmnin
0mBmAbs, ods Mggabmmolb byMgomo o9 zgmmmds s8sm om-
8mfbs, L3gd@ozmo 396 onwas. 2014 Bgmb obgs 3300bgb L3gd@o3-
ol dgbobgd @s 3sbggbo sbgmn ogm: ,398boLEYIMLILDY" medstsga
3m(3bggb0s. oo Fuma o6 Ignmwgds, 300 somsbo 8gymas. dg8admas,
033085 B3gd@o 3o mofmada Mmool LEomabEnzsdon, JogFod obos(s
gfmo bggbs, Mabsmobol as3gxgds bm3d ¢bos aymb oby owadeemo,
™3 dobgwg, gb J39ysbs dmngfo s dnEaMos... sbgon LndwnwMyg aodslb
©5 3bmmmE Bogbsm o6 Mbos aMRgb* (,Mgo@nban®, 18.09. 2014).

2016 beob 03emabdo 0bgg as3Mgmms 0bgm@mdszns, Gm3 @. LB9-
o Egbosggmab ge@®do ,398b0bEGYomMLIBL® ©asdl (msndlbn 2016:).
o930 IR MO (3 SFom.

dmmEcAmabogmds Gyboggmmmmann@ds  33mmg3903s ©OL-
o 3oegy gfmo bosbmg: ,39560LEYombebe" Lonyg@ e Bystmuoss
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358mygbgdmmo oo 0bamobym Mmsds@mansdn s gb Rsbl mamnsd
dgqL3amab (,(30339em0bn”), BFSBLOL dmMBMBEB LS s xmMb Bmg@RgFob
30gbgddn (,gzomabGgmn®; 8989 o oM 83xg”), Hm3mgdai momddob
9fnEOMms© dgaddbs 8g-17 Loy zmbab doMgzgm smbmgmmadn s Moc-
Mgbo@ 3m3mmomymoa aym abgmobob cgo@moma@m bzgbody 89-17-19
Lo 3bggdda (3G (3emo 0b. babmadadg 2008: babmodadg 2014: 110-122).
Bggbo oBMom, dmms GHbooggmob ,398bobEYSMLBOLY ©oadals
q4L3960396@ g0 Iggams, Mowasb 3mgdal s@ba(s s 8603369mmda(s,
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Baroque World-view in the Sequels of
“The Knight in the Panther’s Skin”

Cycle of sequels of “The Knight in the Panther's Skin” is the anthology of
new literary trend which was generated in Georgian reality. In these sequels is ex-
pressed world-view opposite to Rustaveli’s poem. In the sequels are dominating
notions such as “falseness”, “unreliability”, “hypocrisy”, “badness” of this world,
and the metaphor “Life is a dream”. On the basis of the analysis of this material
can be concluded that the Baroque style was formulated in Georgia by the end of

the XVI century, it was generated by the life itself and it is the Georgian Baroque.

Key words: Baroque, Sequels of the Knight in the Panther’s Skin, dishar-
mony, falseness, “Life is a dream”.
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Crisis of human worldview at the end of 16" century lead to creation of the
new style in the art and literature, which lasted for entire 17" century and which is
known as Baroque. In Europe, Baroque is the cultural and art style epoch cover-
ing 16™ and 17™ centuries, though, in different countries its commencement and
completion differ significantly. For illustration, French Baroque was from 1570
to 1660, whereas Slovak Baroque scopes are from 1650 to 1780. This was the age
of dramatic strain and peripety.

Baroque Age is characterized with emphasis on religious issues in the entire
Christian world and this showed up in different ways: in some places (Western
and Eastern European countries) these were fierce religious confrontations and
wars between Christian confessions, in the other places (in Georgia) this was
fierce battle of Orthodox Christians against Moslem invaders.

Spirit of the Baroque artist is disturbed; therefore, his pieces are marked with
emotions. Antithesis became the major means for Baroque thinking and percep-
tion. Baroque person suffered of the feeling of internal discord. The essence of
this period is its antithesis nature. These are the matter (nature) — spirit (god);
secular world — divine world; harmony — disharmony; sensationalism — spiritual-
ism; temporal — eternal; etc.

By the reason of deep crisis, chaos and generally dark atmosphere, character-
izing epoch of baroque, people had the feeling of hopelessness, they had doubts
and distrust to the temporal life and therefore, they sought the only lively truth
in the transcendent world, the afterworld. Worldview, dramatically different from
the renaissance humanism gave birth to the new creative vision of reality and this
was reflected by the characteristic methods.

In the studies dealing with the Georgian Baroque, we are first of all attracted
by the sequels (majority of them are anonymous) of Rustaveli’s “The Knight in
the Panther’s Skin” (XII century), written during the next centuries. They are as
follows:

1.  Avtandil’s First Testaments to His Son;

2. Tariels’ Testament Told While Dying;

3. One More Testament and Blame on Life by Tariel and Nestan-Darejan
Written By Jozef Thbileli.

This Testaments are followed by the three chapters:

1. Death of Tariel and His Wife;

2. Avtandil’s Testament Uttered by Him at the Moment of Aproach of His
Death;

3. Avtandil’s One More Testament Told While Dying;
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Also additional chapters to the poem:

1.  Death of Avtandil and His wife Tinatin;

2. Pridon’s Sobbing and Weeping While Visiting Both Places;

3. Pridon is Grieving Deeply and Mourning for Tariel, Nestan-Darejan,
Avtandil and Tinatin.

In my opinion cycle of sequels of “The Knight in the Panther’s Skin” is the
anthology of new literary trend which was generated in Georgian reality. It is not
just an exercise of a pen by a scribbler on a theme of “The Knight in the Panthers
Skin” at leisure time, (more so as Rustaveli finished his work with an optimistic
note), but it is a desire of a suffering soul to express his emotions, expressing it
through the most adored by him heroes. This is equalization of his own self with
the heroes of Rustaveli. Moreover, this is a picture of the world and life, which is
imprinted in emotions and minds of definite epoch.

Baroque is known for its trend to reflect ruin of harmony, replacement of
harmony with disharmony, beauty — with ugliness, deformity. Thus, for example,
in these sequels Rustaveli’s young and pleasant to look at heroes undergo such
transformation:

“Senility make Tariel and his wife ugly and unattractive,
After eighty years of life they became blind, wrinkled, feeble” (2065: 3-4)".

Let’s compare Nestan-darejans description in Rustaveli’s poem:

“That madan was called by the name Nestan-daredjan. When she was seven
years old she was a gentle and wise maid, moonlike, not equaled by the sun
in beauty; from her how can heart bear separation adamant or forged?” (315).

and Tariel’s characterization in the The Knight in the Panther's Skin:

“They was a certain stranger knight; he set weeping on the bank of the stream,
he held black horse by the rein, he looked like a lion and a hero; his bridle, ar-
moire and saddle were thickly bedight with pearls; the rose (on his cheek) was
frozen in tears that welled up from his woe-stricken heart” (84).

* Due to the fact that non of The Knight in the Panthers Skin's sequels are translated into Eng-
lish, here and in what follows I suggest my close translation — M.N.
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The fact that the creator of this strophe from the “Death of Tariel and His
Wife” purposefully transforms and imitates poetic images of Rustaveli is appar-
ent from the cited strophe. In such inverse perception of beauty we feel deep
pessimistic attitude that is dictated by ugly reality, ugly reality finds expression
in ugly artistic image.

Aesthetics of this anonym continuer, how strange it may seem, immediately
responds to the aesthetics of the great representative of Baroque, such as Gongora
(1561-1627). It may quite be that the period of activity of these two persons, the
anonymous Georgian interpolator and the famous Spanish poet, coincide with
each other. Besides, it is also important that these two authors are processing
themes of other poets: Georgian author — those of Rustaveli, while the Spanish
author, those of Torquato Tasso. To draw a parallel between the above cited stro-
phes I will bring here one of the well-known verses of Gongora — “7ill gold of
you hair sways”, which represents a paraphrase of one of the sonnets of Torquato
Tasso. When in Tasso’s sonnet the contrast between youth and old age is empha-
sized, Gongora opposes not youth and old age, but life and death, while in the last
strophe he says directly that the gold of hair will not be changed by silver, but this
very beautiful lady will turn into earth, dust, nonentity. Such stylization in Gon-
gora’s verse pursues to make more profound tragic sounding, perception of an
original. World outlook of the above cited anonym continuator of “The Knight in
the Panther s Skin” confronts to the aesthetic credo of Rustaveli: “Senility make
Tariel and his wife ugly and unattractive”, “After eighty years of life they became
blind, wrinkled, feeble: this is all what he sees in his sunny heroes. There should
have been a specific mentality in the epoch to make a person express himself in
this form (Nachkebia 2009: 26-27). “Avtandil’s Testament Uttered by Him at the
Moment of Approach of His Death” is written with the same mood:

“Everybody living in this world will never avoid this, ...they lost interest to-
wards beauty of the world, their love and mind become weaker, love — freezing
and they became indifferent towards each other” (2068).

There is other strophe expressing similar attitude:

“I would say that transient world is like a shadow! [....] It quickly rotes,
wears out as a fabric of head-dress...” (2070)

Here we have to pay attention to the comparison of the transient world to
the shadow, which is one of the stable images of European literature of Baroque
epoch. That the transient world is merciless, it was already stated by the author
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of the second testament of Tariel, but he didn’t compare the life with the shadow;
this is a new note in the creative activity of continuers of The Knight in the Pan-
ther's Skin.

As to a theme of turning into nobody, it is expressed by the epithets of rot,
decay and wear, withering of youth’s flower and exclamations expressing the
highest tragic tension: “Sky, fall down together with your stars, celestial bodies,
what are you doing there?”

“Merciless”, “not to be trusted” “false”, “instant” (2039) “breeze”, “evil
wind” (2075) “put as a trap” (2079) “hard time” (2103) life in Avtandil s Testa-
ment acquires new definition, interpretation, new description; this is a “life —
shadow”:

“I say this merciless life resembles the shadow” (2070)

Shadow is one of the main motifs in European Baroque; it is encountered in
the poetry of the epoch of Baroque as well in dramaturgy and philosophical works
of that time. Many inherent, characteristic features of Baroque depend on the
poet’s perception of reality; a writer of the epoch of Baroque strives to understand
what common is among objects, phenomena and for it, he addresses comparison:
comparison is one of the main leading logical and artistic approaches, tools of
this epoch. It is through this way that becomes possible to draw parallel between
phenomena and objects. A poet of Baroque, striving to show peculiarities of the
reality imagined by him, considers any phenomenon or objects as a base for com-
parison. Therefore it is not unexpected that incompatible objects are compared,
are equalized. This idea of reflection, where all objects have their copies, which
are not externally their adequate, but irrespective of it, reflect its essence, was
widely spread in peculiarities of Baroque style. With this in view the mirror motif
and together with it, a motif of shadow is most interesting. West European and
Slavonic Baroque poets and philosophers were attracted by the main property of
a mirror — reflection. In the titles of many works you will find the word “mirror”.
On the one hand it was generated thanks to a theory of mimesis, that is reflection,
and on the other hand it took origin thanks to didactic trend in literature. When
a reader used to look in the “literary work — mirror”, he perceived better his sins
he was to abandon (Sofronova 1982: 84). In Georgian Baroque we rarely meet
a motif of mirror; instead, at the very starting stage of Georgian Baroque, we
clearly see a motif of a “shadow”, “life — is a shadow”, as the deepest tragic emo-
tion of a man, to express his earthly life essence we often meet it in sequels of 7The
Knight in the Panther s Skin and by the use of this motif, it comes into touch with
European Baroque, irrespective of the fact that in Georgian historic reality it was
generated as one of the main metaphors expressing life disharmony:
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“I say this merciless life resembles the shadow” (2070, 2)
“There is no evening, nor morning in earthly life, there is only dream and
shadow” (2106, 1-2).

This is a declaration of human doom, his nonentity, vanity of this life and this
could be thought only by a man who in this life couldn’t see light, by the wide
meaning of this world, and couldn’t see exit from this horrific reality. The XVI
century Georgia formed fertile soil for such emotions because of its unfortunate
historic fate.

Therefore, free and frisky hymn of Rustaveli, full of love to mundane life
and faith was replaced in the sequels of The Knight in the Panther s Skin by pes-
simistic mood and worldview of authors, most of whom remaining unknown. In
the sequels written by them they reflect spiritual atmosphere of those centuries
which severe the The Knight in the Panther’s Skin and the “so-called period of
the Renaissance”. This was period of war with Mongols and defeat of Georgia,
disintegration of the state, social disparity — it is namely the hard period when
“the strong wind blows”. This is why we can state convincingly that those who
wrote sequels of The Knight in the Panther's Skin were not the scribblers moti-
vated with just a whim; they were persons who expressed spiritual, moral attitude
of the whole Georgian nation in the heaviest period of Mongol’s yoke and ruin of
Georgian statehood. Their mood required different literary style. Georgian study
of literature calls it “motif of sorrow for the world/life” (Motif of reproach”),
while a generalized European term for it is “Baroque”. As a result of analysis of
the above offered material we can conclude that the Baroque style was formu-
lated in Georgia by the end of the XVI century, it was generated by the life itself
and it is the Georgian Baroque.
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