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Notes on Contributors

ALEXANDER AFANASYEYV (1826-1871) was a Russian literary scholar, ethnographer and
collector of Russian folklore. As a part of his legal education in Moscow State University, he
took the course in Russian history and literature, which sparked his interest in the latter.
While still a student, he started publishing his works in literary journals, and then proceeded
to work for a state archive. During this period, he did most of his research on mythology and
Slavic folklore. He also collected Russian fairy tales from across the country, which were
published in 4 volumes between 1855 and 1863, with his remarks and comparative
commentaries on different versions of the tales. Afanasyev was one of the biggest
contributors to systematisation and analysis of Russian folklore.

DHARAMVIR BHARATI (1926-1997) stands as one of the most celebrated figures in the
landscape of modern Hindi literature. Living through the pivotal moments of India's history,
including its struggle for independence and the subsequent challenges of partition, Bharati's
works often delve into themes of existential despair and moral questions. Among his
numerous contributions to Hindi literature, Andha Yug stands out as a seminal work. This
play, set on the last day of the Mahabharata war, explores the moral decay and breakdown
of values at the end of the Dvapara Yuga. It is considered a masterpiece for its poignant
exploration of the futility of violence and the search for a new moral order in the aftermath
of chaos and destruction. His profound narrative style and intellectual depth make his works
a rich subject for translation, offering readers worldwide a glimpse into the philosophical
underpinnings of Indian society during a transformative era.

JAMIE-LEA CARTER is an undergraduate student of Linguistics and German at the
University of Manchester. Her academic interests include computational linguistics and
translation studies. She has collaborated on and edited the quarterly Writing on the Wall
publication for the charitable organisation Invisible Cities, showcasing poetry by people who
have experienced homelessness.

SANTIAGO CHAU PRINCIPE is a third-year BA (Hons) Linguistics student at the
University of Manchester. He is originally from Peru and has an interest in languages from
all around the world and their roles in society, and in intercultural communication. He has
co-published a report about the changes in the languages of Manchester based on the 2021
British census. He has written his BA dissertation on the characteristics and uses of Manx in
the public space. He speaks Spanish, English, French and has an interest in different writing
systems and pronunciations. He has produced various unpublished translations of academic
material and a few literary compositions, mainly from English to Spanish.

MAYA DONGAROVA was born in Moscow, Russian Federation. She is a student at the
University of Manchester, studying BA Liberal Arts. Maya has experience with the literary
medium, having written and sometimes published or adapted texts of different genres,
including short stories, poetry, screenplays. Has completed several courses on literary theory
and practice as part of extracurricular education in Russia.

SARA HAMDANI is currently undertaking an English Literature and French BA at the
University of Manchester. Her interest lies in colonial and post-colonial texts in the Maghreb
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world, with an article published in the student-led magazine Manchester Historian on the
role of women during the Algerian war of independence.

INES HEDFT is pursuing a bachelor’s degree in Linguistics and French at the University of
Manchester. While her primary focus lies in computational linguistics and syntax, Ines’s
academic interests extend to the realm of translation, particularly between Arabic and French.
With a profound appreciation for the nuances of language and culture, she harbours a keen
interest in bridging linguistic divides through the art of translation.

MAIA HUBBARD is an undergraduate English Literature and American Studies student at
the University of Manchester. Although she is only proficient in English, her interest in
translation lies in the exploration of cultural exchange and understanding through literature.
Engaging with translation allows her to delve into the nuances of language and bridge gaps
between diverse literary traditions, fostering a deeper appreciation for global perspectives
within her studies. Her work has been selected for publication in the student-led literary
journal Polyphony.

SUAH LIM is an undergraduate Film Studies and History of Art student at the University of
Manchester specialising in post-colonial artistic theory. Proficient in Korean, her mother
tongue, as well as English, her interest in translation studies lies in the transmutative process
between the exchange of languages, akin to the exchange an image undergoes between the
eye and the camera.

VINAY MAHAJAN (1954-), the poet behind Mat Banto Insan Ko, is an influential figure in
contemporary Hindi literature. Born in 1954 and raised in a modest family in Northern India,
Mahajan’s personal experiences with societal inequalities have significantly shaped his
worldview and literary voice. His poetry often reflects a deep empathy for the marginalised
and a passionate advocacy for social justice, making him a distinct voice for change in
modern Hindi literature. Apart from his literary endeavours, Mahajan is also known for his
activism. He has been actively involved in various grassroots movements that aim to address
and rectify social disparities. This intersection of literature and activism not only enriches
his writing but also ensures that his poems resonate with a sense of urgency and authenticity.

RENE PEPO RIiOS (1911-2000), writing under the pen name “Pepo”, was a Chilean
cartoonist who infused his creations with a unique blend of satire, wit, and cultural
references, that resonated with audiences across the Spanish-speaking world.

SHARVI RANA is an undergraduate Drama and English Literature student at the University
of Manchester. Proficient in her mother tongue Hindi, as well as English, her interest in
translation lies in the exchange of meaning across different cultures and the complexities that
arise in using English as a medium between two languages. Sharvi is a writer and actor,
devoted to empowering the global majority on stage and screen. She has performed her
poetry at the BOPIC Save Me a Seat Festival 2023 at 532 in Manchester. Sharvi also works
as an acting teacher with the theatre school Footlights and is currently working as a freelance
playwright with the Royal Exchange Theatre, writing the Young Company’s 2024 summer
show.

JOSEPH RIVIERE (1853-1883) was a French author who passed away at the young age of
30. Despite there being little known about him, he famously wrote “Le cadi et la fille du
marchand de savon™ as part of his story collection titled, Recueil de contes populaires de la
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Kabylie du Djurdjura. This collection was separated according to individual themes like
morals and domestic life. The text for translation was collected from the part regarding fables
and enigmas.

GEORGINA WILLOUGHBY is a BA (Hons) Linguistics student at the University of
Manchester, specialising in computational linguistics and child-language development. Her
primary research interest is in mapping the temporal development of children’s speech via
predictive modelling and artificial intelligence. Her interest in translation is from the
perspective of a monolingual speaker: as a social and cultural process. Her previous work
with the Undergraduate Scholars Programme, in 2023, involved digitally transcribing speech
for a public corpus.

YOLANDA XU is a BA (Hons) Linguistics and Sociology student at the University of
Manchester. Proficient in English and Chinese, Yolanda has a passion for multilingualism
and translation. She has completed coursework in translation and interpretation in China,
finding the subject deeply engaging. While Yolanda has translated poetry informally, she
appreciates the nuanced challenge of translating to meet the language habits and natural
cadence of different audiences. Her enthusiasm for languages and cross-cultural
communication shapes her academic pursuits and future aspirations.

JULIA ZELAZO is a first-year undergraduate at the University of Manchester, studying for
a BA (Hons) English Literature with Chinese. As a third-culture child, Julia grew up speaking
Polish, Spanish and English daily. This led her to develop a great appreciation for language
learning. This cumulated in her pursuing her interest in the intricacies of the intersection of
language and culture in higher education, combining her love of literature and language
learning. Acting as an intermediary in this project, she ensured that cultural meanings were
translated between the texts.



Introductory note

We are thrilled at the publication of the first student issue of Il Pietrisco Translations. The
issue has been conceived within the 2024 edition of the Undergraduate Scholars Programme,
an extra-curricular, non-credit bearing initiative of interdisciplinary research for
undergraduate students in the School of Arts, Languages and Cultures at the University of
Manchester.

The idea for this issue stemmed from a collective desire to revisit tales from our childhood,
stories that shaped our early imaginations and cultural understandings. Our team, driven by
nostalgia and a passion for these narratives, worked collaboratively to translate and interpret
these beloved stories for a wider audience. We encountered various challenges, such as
preserving the original charm and cultural nuances, while making them accessible for
contemporary readers.

For the Hindi, Hangeul, Chinese, and Spanish texts, we have not included an English version
due to numerous words and phrases lacking an equivalent, meaningful counterpart. For
example, certain words in Hindi have spiritual and material meanings that cannot be
accurately translated into English. Therefore, English only operated as a bridge-language to
carry universal meanings, rather than to be a literal translation.

In this issue, we feature a collection of translations that span multiple languages and cultures.
We begin with the storytelling of Joseph Riviére, translated by Sara Hamdani and Ines Hedfi.
Following this, Maya Dongarova presents a translation of Alexander Afanasyev’s Russian
folklore, with commentary on the cultural significance of these tales.

Next is the poetry of Vinay Mahajan and Dharamvir Bharati, translated by Suah Lim and
Sharvi Rana. This captures the emotive landscapes of contemporary Hindi literature. The
issue also includes a translation of the Hangeul folk tale “Heungbu and Nolbu” by Sharvi
Rana and Suah Lim, illustrating its themes of morality and familial duty.

René Pepo Rios’ satirical comic strip, translated by Yolanda Xu, Santiago Chau Principe,
and Julia Zelazo, brings a humorous take on common societal issues. The final piece,
“Adding Feet to a Snake”, an ancient Chinese idiom translated by the same team, concludes
the Issue with a reflection on the perils of unnecessary embellishment.

We would like to thank the translators for their excellent contributions and their permission
to publish them in the journal. We are especially indebted to Marco Biasoli, Monica Boria,
Angeles Carreres, Catherine Franc, and Mukund Unavane for their suggestions on our work
in progress. We are also grateful to World Editors Chile SA for granting us permission to
publish an extract of the comic “Condorito 40 y Condorito” by René Pepo Rios (2010).

Finally, we would like to thank Il Pietrisco for the opportunity to publish our translation
project in their journal.

We hope you will enjoy the issue.

Georgina Willoughby, June 2024



JOSEPH RIVIERE

translated from the French by Ines Hedfi and Sara Hamdani, with the collaboration of
Jamie-Lea Carter

Le cadi et la fille du marchand de savon

Un cadi fit annoncer une réunion publique de toute sa ville: “Je vous proposerai une énigme,
dit-il aux citoyens je couperai la téte de toute personne qui ne saura pas I'expliquer: 1l y a un
arbre tres éleveé, l'arbre a douze branches, chaque branche a trente feuilles, chaque feuille a
cing fruits.” On se retira en attendant le jour suivant. Un marchand de savon dit a sa fille: “O
ma fille, prépare-nous ce qu’il y a de meilleur dans la maison, nous le mangerons.” — “Et
pourquoi, 6 mon pere ?” — “O ma fille, répondit-il, le cadi nous a proposé cette énigme: Il'y
aun arbre tres €élevé, I’arbre a douze branches, chaque branche a trente feuilles, chaque feuille
a cinq fruits.” — “O mon pére, l'explication est facile; I’arbre élevé, c’est le monde; les
branches sont les mois, les feuilles sont les jours, les fruits sont les cing priéres ; demain,
quand le cadi s’avancera pour vous trancher la téte, dis-lui d’attendre I’explication de son
énigme.” Le lendemain, le cadi dit au marchand de savon: “Eh bien, parie.” Et il I’expliqua.
Le cadi s’écria : Par ma selle, tu me diras qui te I’a expliquee. — “Seigneur, répondit le
marchand de savon, c’est ma fille.” Le cadi se tourna vers l'assemblée: “Je vous prends a
témoin de mon acte, j’achéte cette fille.” — “O seigneur, repartit le pére, moi, je suis un
marchand de savon ; vous étes notre cadi ; vous ne pouvez pas acheter ma fille.” Quelques
jours aprés, on alla chercher la nouvelle mariée. On lui amena un mulet chargé de farine, un
autre chargé d'argent, un autre chargé de beurre. Les messagers du cadi trouverent la fille
seule, ils déchargérent leurs présents, et la fille leur servit a manger. “Pourquoi étes-vous
montés sur vos mulets ?”” demanda-t-elle aux messagers. Eux de se regarder. “Ou est ton frére
7 — “Il est allé frapper et se faire frapper.” — “Ou est ta meére ?”” — “Elle est allée voir ce qui
N’a jamais été vu.” — “Et ton pere?” — “Il est allé¢ mettre 1'eau a I’eau.” Au moment de partir,
elle ajouta : “Dites a votre maitre: La terre a diminué d'une main, les eaux ont diminué dans
la mer, les étoiles ont diminué dans le ciel.” Ils se mirent en route. Ils se présenterent au cadi,
et lui dirent: “Seigneur, vous avez acheté une folle” — “Pourquoi est-elle folle?”” demanda le
cadi. Ils lui répondirent: “En arrivant, nous avons déchargé nos mulets, nous sommes montés
sur la terrasse, et elle nous a dit: Pourquoi étes-vous montés a mulet? Pourquoi n'avez-vous
pas 6té vos sandales? Nous lui avons demandé: Ou est ton frere? Elle nous a répondu : il est
allé frapper et se faire frapper.” — “C’est au jeu, interrompit le cadi, qu’il est allé frapper et
se faire frapper.” — “Et ta mere?” — “Elle est allée voir ce qui n’a jamais été vu.” — “Elle est
allée voir un nouveau-né,” ajouta le cadi. “Et ton pere?” — “Il est allé mettre I'eau a 1’eau.”
Le cadi reprit encore: “Il est allé au moulin; certes, elle n’est pas folle.” Les messagers
ajouterent: “Quand nous étions sur le point de revenir, elle nous a chargés de vous dire: “La
terre a diminué d'une main, les eaux ont diminué dans la mer, les étoiles ont diminué dans le
ciel.” — “Par ma selle, s’éria le cadi, vous me rendrez ce que vous m'avez volé.” — “Seigneur,
pardonnez-nous, répondirent les messagers, nous avons cru qu'elle n'était que la fille d’un
marchand de savon.” Ils repartirent, rapportérent: les présents et amencrent la jeune fille. On
la logea au premier étage. Le cadi lui dit: “Prends ce qui te plaira dans la maison, et visite
ton pere quand tu le désireras.” Un jour, un étranger vint chez son ami, il amenait une jument
qui devait mettre bas dans le courant du mois; son ami avait aussi une mule; on les mit
ensemble; durant une nuit la jument mit bas, mais soit dans 1’écurie, soit dehors, le poulain
suivait la mule, croyant que c’était sa mere. Les deux amis qui revendiquaient la propriété
du poulain se présentérent chez le cadi qui leur dit: “Laissez-les en liberte, celle que le poulain



suivra, est certainement la meére.” On les lacha, le poulain suivit la mule. L'autre réclama. Le
cadi dit au maitre de la mule: “Ce poulain t’appartient.” Le véritable propriétaire s'assit au
rez-de-chaussee de la maison du cadi et se mit a pleurer. La femme I’entendit du premier
étage et lui demanda ce qu’il avait pour pleurer ainsi: “On m'a enlevé ma jument, répondit-
il, elle avait un poulain, mon ami me I’a enlevé aussi en assurant qu'il appartenait a sa mule.”
— “Va dire au cadi, reprit la femme: Quand ta mule mettra bas, le monde sera anéanti.” Il
rapporta ces paroles au cadi qui s’écria: “Par ma selle, je veux savoir qui t’a ainsi renseigné.”
— “Seigneur, répondit 1’étranger, je pleurais au rez-de-chaussée de votre maison, quand une
femme m’a interpellé et m’a dit ces paroles.” — “Retire-toi en paix, repartit le cadi, et emmene
ton poulain.” Il alla vers sa femme: “Que dois-je te dire?” — “Seigneur, le pauvre homme
faisait piti¢” — “Prends dans la maison ce qui te convient le mieux.” — “Eh bien, je te
préparerai un biscuit.” Elle prépara au cadi un biscuit dont la moitié était assaisonnée
d'opium; le cadi mangea cette moitié et s’endormit; sa femme le mit dans une caisse et appela
ses esclaves: “Vous porterez cette caisse a tel endroit, leur dit-elle, c’est le cadi qui
I’ordonne.” Elle arriva a la maison de ses parents, ouvrit la caisse et réveilla son mari. “Qui
m'a apporté ici?” s’écria le cadi. Elle lui répondit: “Tu m’as permis d’emporter ce qui me
convenait le mieux dans ta maison, je t’ai apporté, car je te préfére a tout.”— “C’est bien,
repartit le cadi, commande désormais, je suis a tes ordres.”

The Cadi and the Soap Merchant’s Daughter

A cadi announced a public meeting for the whole town: “I will propose a riddle,” he said to
the citizens, “and I will cut off the head of anyone who cannot explain it: there is a very tall
tree. The tree has twelve branches, each branch has thirty leaves, each leaf has five fruits.”
They retired, awaiting the next day.
A soap merchant said to his daughter, “Oh my dear daughter, prepare the best of what we
have in the house, we will eat it.”
“And why, oh father?”
“Oh my daughter," he replied, “the cadi proposed this riddle to us: there is a very tall tree.
The tree has twelve branches, each branch has thirty leaves, each leaf has five fruits.”
“Oh father, the explanation is easy: the tall tree is the world, the branches are the months, the
leaves are the five prayers. Tomorrow, when the cadi steps forward to cut off your head, tell
him to wait for the explanation of his riddle.”
The following day, the cadi said to the soap merchant, “Well, speak.” And he explained it.
The cadi exclaimed, “By my saddle, tell me who explained it to you!”
“Lord,” replied the soap merchant, “it was my daughter.”
The cadi turned to the assembly, “I take you as witnesses to my action, I am buying this
girl.”
“Oh Lord,” replied the father, “I am a soap merchant; you are our cadi. You cannot buy my
daughter.”
A few days later, they went to fetch the new bride. They brought her one mule loaded with
flour, another loaded with silver, and yet another loaded with butter. The cadi's messengers
found the girl alone. They unloaded their gifts, and the girl served them food. “Why did you
ride your mules?” she asked the messengers.

They looked at each other. “Where is your brother?”
“He went to strike and to be struck.”
“Where is your mother?”
“She went to see what has never been seen.”
“And your father?”



“He went to put water where there's already water.” Before leaving, she added, “Tell your
master: the land has decreased by a hand, the waters have decreased in the sea, the stars have
decreased in the sky.”
They set off. They presented themselves to the cadi and said, “Lord, you have bought a
madwoman.”
“Why is she mad?” asked the cadi.
They replied, “Upon arrival, we unloaded our mules, we climbed onto the terrace, and she
said to us, ‘Why did you ride mules? Why didn’t you remove your sandals?’ We asked her,
‘Where is your brother?’ She replied, ‘He went to strike and be struck—""
“It’s a game,” interrupted the cadi, “that he went to play and be played with.”
“‘And your mother?’ — ‘She went to see what has never been seen.’”
“She went to see a newborn," added the cadi.
“‘And your father?’ — ‘He went to put water where there’s already water.””
The cadi resumed, “He went to the mill; surely, she is not mad.”
The messengers added, “When we were about to return, she instructed us to tell you: the land
has decreased by a hand, the waters have decreased in the sea, the stars have decreased in the
sky.”
“By my saddle,” cried out the cadi, “you will return what you have stolen from me!”
“Sir, please excuse us,” replied the messengers, “we believed she was nothing more than the
daughter of a soap merchant.”
They left, bringing with them the presents and the young woman, housing her on the first
floor. The cadi told her, “Take whatever catches your eye in the house and visit your father
whenever you wish.”
One day, a stranger came to visit his friend, bringing a mare which was to give birth sometime
during that month. His friend also had a mule and they housed them together. One night, the
mare gave birth but, whether it was in the stable or outside, the mare followed the mule,
believing it to be its mother. The two friends, both claiming ownership of the mare, went to
the cadi, who told them, “Let them be unrestrained. The one that the mare follows is definitely
the mother.”
And so, they left them, and the mare still followed the mule. The real owner insisted it wasn’t
true. The cadi told the mule’s owner, “You there, this mare belongs to you.”
The mare’s true owner sat down on the ground floor of the cadi’s house and started to cry.
The young woman heard him from the first floor and asked him what had made him cry so.
“They’ve taken my mare,” he replied, “she had a mare. My friend took it from me, claiming
that it belonged to him.”
“Go and tell the cadi,” said the young woman, “when your mule gives birth, the whole world
will be destroyed.”
He took these words and presented them to the cadi who exclaimed: “by my saddle, I want
to know who taught you to speak so!”
“Sir,” replied the stranger, “I was crying on the ground floor of your house when a woman
called out to me and told me these words.”
“Leave in peace,” said the cadi, “and take your mare.” The cadi went to his wife. “What have
I told you before?”

“Sir, the poor man made me feel so sorry.”
“Take whatever in the house pleases you the most.”
“Oh, well then, I’ll make you a biscuit.”
She prepared the cadi a biscuit, of which half was seasoned with opium; the cadi ate this half
and fell asleep. His wife placed him in a case and told her workers, “You will take this case
to this specific place,” she told them, “it’s the cadi’s orders.”
She arrived at her parents’ house, opened the case and woke her husband up.



“Who brought me here?”

She responded, “You allowed me to take whatever I liked best in the house, and I took you,
since I love you over everything else.”

“That’s fine, from here on you’re in charge, I’m at your command.”

*kk

Context

The French text we have chosen is taken from a series of stories originating from the Kabyle
region of Djurdjura in Algeria. As the front page of these stories indicates, these tales were
‘receuillis et traduits’, collected and translated, by Joseph Riviére and edited by Ernest LeRoux.
Despite the inclusion of the word ‘traduits’, translated, the preface of the book states these
stories do not exist in written form, as they were dictated orally and noted by Riviére.

Very little is known about Riviéere aside from the fact that he died in 1883, a year after this text
was published in Paris. Of the editor however, much more is known, as he owned his own
bookshop in Paris, with a specific focus on orientalism and archaeology; his studies saw him
earn the ‘Légion d’honneur’— the highest French order of merit — in 1888.

Riviére’s collection of stories, Recueil de contes populaires de la Kabylie du Djurdjura,
discusses several key themes and is split into 4 parts: ‘morals’, ‘social and domestic life’,
‘fables and enigmas’, and ‘diverse subjects’. Riviere goes one step further and divides these
parts into subparts, though the text we have translated ‘The Cadi and the Soap Merchant’s
Daughter’ (‘Le cadi et la fille du marchand du savon’), is found in the ‘fables and enigmas’
section, under the ‘enigma’ subsection. The text itself follows a woman who answers the cadi’s
riddles correctly and is wedded to the man. As the story unfolds, we see the woman play the
cadi at his own enigmatic game and manages to beat him in a game of intellect that he had
devised.

This text was of particular interest since it challenged the belief that all 19" century women,
whether in France or in the Kabyle regions of Algeria, possessed little autonomy or
intelligence, with the main character using her intelligence to beat her husband at his own game.
Although this text and its subject matter is not ostensibly folkloric, we ask readers of our
translation to consider the many riddles found in this text, with the multiple instances of word
play in the story seeing the text follow a long tradition of fairy tales employing riddles.

The Kabyle oral tradition poses unique challenges for translation since it relies heavily on oral
retelling rather than written texts. This, coupled with the scarcity of written Kabyle texts, can
be attributed in part to colonialism, which marginalised indigenous languages like Berber in
favour of colonial languages such as French. Because of this oral tradition, it is therefore
difficult to determine whether this story has been preserved in either French or Arabic.

Commentary on the Translation

To translate from French rather than directly from the original Kabyle oral tradition was
influenced by the availability of French versions of Kabyle tales. Translating from French
introduced a layer of mediation that reflects the colonial history of Algeria, a history which
included the suppression of indigenous languages and narratives. Our translation is therefore
aimed at those who wish to explore Kabyle culture away from a French narrative and who
expect Kabyle terminology, hence our use of the noun cadi.
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In the context of Islamic jurisprudence, a cadi serves as a judge who presides over legal matters,
especially those pertaining to Islamic law. It originates from the Arabic gadr, which signifies a
judicial authority responsible for administering justice based on Islamic principles. When
translating cadi into English, several options exist, each carrying different connotations and
implications. The most straightforward translation would be ‘judge’, which captures the legal
aspect of the cadi's role. However, this translation may not fully convey the religious and
cultural dimensions associated with the term in Arabic and Kabyle contexts. Another option
would be to retain the French/Arabic term cadi, providing English-speaking readers with an
educational glimpse into the Kabyle culture, thus authentically preserving elements of the text.
Moreover, translating cadi from French adds another layer of complexity, given the colonial
history of Algeria and the linguistic dynamics shaped by French colonisation, which
marginalised indigenous arts and culture, leaving them to become dependent upon orality for
their survival. Therefore, translating Kabyle literature from French involves navigating the
colonial legacy and its implications for linguistic representation and cultural mediation. From
a post-colonial perspective, translating cadi into English raises questions about linguistic
hierarchies, cultural authenticity, and the power dynamics embedded in translation. Translators
must thus navigate these complexities with sensitivity and awareness of the cultural and
historical contexts involved.

Guiding our translation was the choice to either domesticate or foreignise our text (Venuti,
1995). In the original text, there are very few paragraph breaks and multiple sentences run on
for at least half a page. For this reason, we domesticated the text’s format to allow for easier
reading since the text’s use of riddles made it difficult to read without our readers needing to
work through paragraphs spanning multiple pages. However, our decision to maintain cadi as
it was written in the original text introduced a foreign element to the text. With our focus being
a post-colonial translation, we believe that preserving the noun cadi is a means of providing
the Berber origins of the story with a voice, as to translate it to ‘judge’ would be to dampen
this Islamic figure through using a Western equivalent of this term.

Another key issue we encountered was the lack of distinction between the formal and informal
you in English. This posed a problem as the cadi originally used ‘tu’ in the line translated as
‘you there, this mare belongs to you’. Two pieces proved vital in working through this issue.
Bosseaux (2006: 600) explains that ‘tu’ and ‘vous’ “reflect ... relative [positions] in the social
hierarchy”. Initially, we decided to translate this line as ‘this mare belongs to you, mate’, with
‘mate’ intending to convey this difference in social hierarchy. However, this did not seem
appropriate for the era of the tale, nor did it seem fitting for a cadi to say. We followed another
piece of work which discussed multiple examples in which they simply translate the ‘tu’ as
‘you’ (Bnini et al, 2020), although we expanded on this through the addition of ‘you there’ at
the start of the dialogue in a bid to convey this difference in hierarchies, rather than using a
particular subject pronoun.
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ALEXANDER AFANASYEV

translated from the Russian by Maya Dongarova with the collaboration of Georgina
Willoughby

Mapbs MopeBHa — OTpbiBok [lepBbiii

[...] Ocrancs VBan-1apeBUY OJIMH; LEIBIN O KM O€3 CecTep, U CTajI0 eMy CKY4HO.

— Iloliny, — TOBOPUT, — CECTPUIL UCKATh.

Cobparcs B myTh-A0POTY, MIEI-1Ie], BUIUT: JICKHUT B MOJIe PaTh-CHIIa TOOUTAS.
CnpammuBaer MBaH-11apeBuy:

— Konu ectb TyT %UB uenoBek, 0T30Buch! KTo mobus 3to Boiicko Benukoe?

— 910 Mapbs MopeBHa, nipekpacHas KOpoJieBHa, — OTO3BaJICsl YEH-TO roJIocC.

[Tyctuncs MBan-apeBuy Aajblile, NOAbEXall K MaTpaM OeJbIM, BBIXOAUJIA EMY HaBCTpPEUy
Mapsesa MopeBHa, pekpacHasi KOpOJIEBHA:

— 3npaBcTBYil, apeBud, Kyaa bor necet? Bosist uim HEeBOIISI B 1OpOTy 30BET?

— JloOpbie MOJIOALIBI IO HEBOJIE HE €3/1AT!

— Hy, o1 [1e10 He K Ccrexy, IOrocTH y MeHsI.

WBan-1iapeBry B maTpax HoueBaj, Mapbe MopeBHe 1moto0uics, eif My>Kem crall.
B3nymaniock nmpekpacHOM KOpPOJIEBHE IOBOEBATh. YXOAUT Ha BOMHY, a lBany-mapeBuuy
IIPUKA3bIBAET:

— Besne xonu, 3a BceM CMOTpPH, TOJIBKO B 3TOT UyJlaH HE Iisiau!

Tonpko Mapess MopeBHa 3a nopor, Opocuiicsi OH B 4ylaH, OTBOPHII JIBEpb, a Tam Koieit
beccmepTHbliid, ABEHAUATHIO LEensaMU npukoBaH. [Ipocut MBana-napesuya:

— Jlait HanmuThCS, TOOPBIN YesloBeK. JlecsTh JIeT He IUJI, He €J1, COBCeM ocraber.

[{apeBry nojan emy BeApO BOJIbI, OH BBINWJ U elle 3anpocuii. Kak BeIIWI TpeTbe Benpo,
TPSAXHYJI LIETSIMU U cpa3y BCe JBEHAALATh IOPBaJl.

— Cnacub6o, MBan-napeBuu! —ckazan Komelr beccmepthbiif. — He Bunars Teneps Tebe
Hukorna Mapsu MopeBHbI Kak ymei cBoux! — M BUXpeM BbIIETEN B OKHO, HarHai Mapbto
MopeBHy, IpeKpacHy10 KOpOJIEBHY, IOAXBATUI U YHEC K cede.

MBaH-11apeBUY ropeBai-ropeBall, IOTOM B ITyTh-1OPOTY CHAPSAIUIC:

— Bcee paBHo passinyy Mapsto Mopesny! [...]

Marya Morevna - Extract One

[Ivan, a prince, was living with his three sisters. When the time came to wed them, he found
them brave young men: shapeshifters who could transform into a raven, an eagle, and a
falcon. After all his sisters were wed, Ivan was left alone.]

[...] Ivan-tsarevich spent a whole year alone. At last, he became bored.

“I should venture out to look for my sisters,” he decided.

He set out, journeying for a long time. Finally, he came upon a defeated army.

“Is there anyone alive here?” Ivan-tsarevich called out, “who defeated this great horde?”
“That was Marya Morevna, the beautiful princess,” responded a distant voice.
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Ivan-tsarevich ventured further until he reached white marquees. There, he was welcomed
by Marya Morevna, the beautiful princess.

“Greetings, tsarevich. You travel to where? Fulfilling an oath that you had to swear?”
“Brave heroes always travel at their will!”

“If so, stay here as a guest, as it seems you’re not in a hurry.”

Ivan-tsarevich stayed at the marquees, was loved by Marya Morevna, and became her
husband.

One day, the beautiful princess desired to war. Before departing, she instructed Ivan: ‘take
care of everything and do as you please, but you must never open the lumber room!’

No sooner had Marya Morevna left, Ivan rushed to the lumber room and opened the door.
Inside, he found Koschei the Immortal, bound by many chains.

Koschei pleaded, “Get me some water, good man. I haven’t drunk or eaten in a dozen years
and have grown so weak.”

Ivan passed him a bucket of water. Koschei drank it all, promptly asking for more. Upon
finishing the third bucket, he clutched the chains and tore them apart all at once.

“Thank you Ivan-tsarevich!” said Koschei. “You shall never see Marya Morevna again!”
With that, he sped through the window, abducting Marya Morevna, the beautiful princess,
and took her to his lair.

Ivan-tsarevich grieved and grieved, but braced to venture out to look for Marya Morevna:
“I will find her no matter what!” [...]

skoksk

Mapsbs MopesHa - OTpbiBoOK Bropoii

[...] [Ipuesxkaer napeBuy kK Mapre MopeBHe, oHa OpocuiIach K HEMY:

—Kusoii, UBanymika!

— Iloenem co mHoi!

— borocsk, MBan-iapeBnu! Komeit toronut!

— Her, ne noronut! Teneps y MeHs1 60raTbIpcKHii KOHb, OH CJIOBHO NTHUIIA JETUT.

Cenu OHM Ha KOHS ¥ IOMYAJIUCh.

Kome#t beccmepTHbIi 1oMoO# BO3BpalaeTcs, Mo HUM KOHb JOOPBIi CIIOTBIKAETCS.

—Yto ThI, HECHITAs KJIA4Ya, CHOTHIKACIbCSA?

OTBeyaeT KOHb:

— MBan-niapeBny npuxoaui, Mapeto MopeBHy yBes.

— A MOJXXHO JIM X JOTHATh?

— Teneps y HEro KOHb OOraThIPCKUM, OH JyYIlle MEHS.

— Her, — roBoput Koiueli beccMepTHblii, — Bce paBHO NIOELy B IIOTOHIO.

Jlonro nu, KOPOTKO I — HarHal OH VBaHa-11apeBrya, COCKOYHII Ha3eMb U XOTel ObLIO ero
yIapuTh OCTpOH cabneit, na koHb MBana-mapeBuva ynapui konsitoM Komest beccmeprtroro.
Tot yman, a mapeBud TyT KaK TyT CO CBOEH MAJIALIECH.

Mapbs Mopena cena Ha KomieeBa koHs, a IBaH-11TapeBUY — HA CBOETO, U MOEXaJId OHU B
TOCTH: CIIepBa — K BOPOHY, [IOTOM — K OpJIy, a TaM — U K cokouty. Kyna Hu npuenyT, BcTpedaror
UX C paZOCTBIO.

— Ax, WBaH-11apeBuy, a y Mbl He yasuiu Teds Bunets! Hemapom ke Thl XJomoTal: Takon
KpacaBuilbl, Kak Mapbsi MopeBHa, BO BCEM CBETE HE HAWTH!
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ITorocTnmm OHH, IIOIIHPOBAIM MU IIOCXAaJIM B CBOC HApPCTBO, IMPUCXATIM U CTaJIM KUTh-
IIOXXUBATh, z[o6pa Ha>XuBaTh Ja MCIOK IIOIINBATh.

Marya Morevna - Extract Two

[On his quest to rescue Marya Morevna, Ivan visited his sisters and their shapeshifter
husbands. Each warned him that finding Marya Morevna would be difficult and requested
silver mementos to remember him by. Upon reaching Koschei's lair, Ivan attempted to steal
Marya Morevna three times. Each attempt ended in failure; Koschei caught him on his
mighty stallion, and on the third killed him. The silver mementos turned dark, alerting the
shapeshifter husbands to revive Ivan with the water of life. Once revived, Ivan returned to
Marya Morevna to learn about Koschei's stallion: a legendary warrior horse from Baba
Yaga. Ivan went to Baba Yaga, served her, then stole a stallion and escaped.]
[...] Ivan arrived to Marya Morevna. She rushed to him, “you are alive, darling!”

“Let’s go!”, said Ivan.

“I’m afraid, Ivan-tsarevich, that Koschei will catch us!”

“He will not! I have a warrior stallion now as swift as an arrow.”

Together, they mounted the stallion and galloped away. Meanwhile, Koschei the Immortal
was heading back home, and his mighty stallion was stumbling under him.

“Why are you stumbling, you ingrate nag?”’, Koschei demanded.

The stallion responded, “Ivan-tsarevich came and took Marya Morevna away.”

“Can we catch them?”

“He rides a warrior stallion now that is better than me.”

“And yet, I’ll go after them,” said Koschei.

Before long Koschei reached Ivan-tsarevich, jumped off his stallion and swung his sabre at
him. Ivan’s stallion struck Koschei with his hoof. As Koschei crumpled, Ivan struck him with
a club.

With Koschei defeated, Marya Morevna saddled his stallion, and Ivan-tsarevich rode his.
They went on to visit the raven, the eagle, and the falcon. Wherever they came, they were
met with joy.

“Ah, Ivan-tsarevich, we had lost hope to see you again! But no wonder you cared so much
to save Marya Morevna — there is not another one as beautiful as her!”

They stayed for a while, feasted, and headed back to their kingdom. There they happily lived
in splendour ever after.

Hkk

Iepbimko @unucra SAcna Cokoia - OrpbiBok IlepBbii

[...] Kapaynunu cecTpsbl, KapayJIuiId U OHAX/bl YBUJIEIIHU, KAK CHBIA COKOJI B OKHO BIIETEIL.
Torna Ha npyroii AeHb, KaK Ha JBOPE CTEMHEIO0, HaOpaiu CECTPhI OCTPBIX HOXKEN U HAThIKAIN
B paMy Ha OKHE CBETeJIKH KpacHo AeBullsl. Houbto npuneren ®unuct Scen Coxomn, 6uncs,
Ouics — He MOT MONacTh B TOPHUILY, TOJIBKO KPBUIBIIIKH OPAaHWII, TPyAb B KPOBb U3pe3all.
A 1ieBUIla CTIUT U HUYETO HE CIIBILIUT.
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— IIpomaii, neBuma! — ckazan oH ¢ o0uI0i U ropeusto. — Hyxen Oymy — Haiieb, TOIbKO
MPEKJe TPU IUIaThsl U30PBELIb, TPU Mapbl OAIIMAKOB U3HOCHIIIb, TPU [1OCOXA U3JIOMACIIb. . .
A nieBulla, XOTb M CIIBIIIUT CKBO3b COH PEYM HEMPHUBETIUBBIC, a BCTATh, MPOOYIUTHCS HE
MOKET.

K ytpy npocuynack. CMOTpHT: yXke CBETaeT. A SICHOTO COKOJia HeT Kak HeT. [JsHyna Ha
OKOIIIKO, a TaM HOXKU HATBIKaHbI, U C HUX ajasi KpoBb KamnaeT. BemiecHyna pykamu:

— 3HaTb, CECTPUIIBI CTYOMIIM MOETO JIpyTra MHJIOTO!

3arutakana, 3anpuunrtana. B ToT ke yac codpasack, monpomanack ¢ 0aTIONIKON 1 MyCTUIach
B JIOPOTY — HCKaTh Apyra mujoro, ®unucra Scna Cokoa.

[IIna oHa yepe3 ropsl BEICOKUE, YePe3 PeKU ObICTPbIE, 10 YUCTHIM JIyTaM, IO TEMHBIM JIECAM.
Vxe mapy OaliMakoB MCTOINTaja, OAMH MOCOX M3JIOMala, OJHO IUIaThe M3HOCWIA. Bpinuia
Ha MOISTHKY. CMOTPUT: CTOMT M30yIIKa Ha KypbUX HOXKAX, Tylda-CroJa IMOBOPaYUBACTCS.
[Topouwa K HEH, CTYUYHUTCS:

— M306ymika, u3bymka! Cranp K jJecy 3aaoM, Ko MHe nepenom! YKpoil MeHS OT TEeMHOM
HOYCHBKH!

M30ymika moBepHyIach, CBUIlA BONIUTA U BUIUT: JIexkHUT babda-sra Kocrsnas Hora. ['yOsI Ha
MOJIKE, @ HOC B TIOTOJIOK BPOC.

— ®y-dy-dy! — roBoput baba-sra. — [Ipexe TyT pycckoro n1yxy BUIOM ObUIO HE BUIATh,
CIIBIXOM HE€ CIBIXaTh, a HBIHYE PYCCKHI AyX MO BOJBHOMY CBETY IIaTaeTCsl, BOOYMIO
aBIsieTcs, B HOC Opocaercs! Kyna, kpacHast neBuna, myTh JepKullib? Jl0ro MbITaelb ajib OT
JieJia JIpITaeb?

— Ax, 6abymka! My >xenuxa csoero, @unucra Scua Cokona.

— Hy, munas, nanexo tede uaru! Xuser @unuct Scen Cokoa B TPUAECCATOM LAPCTBE U YKE
cocBaraH napeBne. Ctymaii kK Moell cecTpe, OHa TeOs Hay4HT, Kak Jpyra MUJIOrO pa3bICKaTh.
A BOT TeOe MOl oJapoK: cepeOpsHOE TOHIIE, 30JI0TOE BEPETEHIIE; CTAaHEeIlIb Ky/eNb MPSACTh
— 30510Tasi HUTKa moTsHeTcs. byner y Tebs nesecta duHMCTa MO MOAAPOK TOProBath,
HUYEro He OepH, a TOIBKO MPOCU Ha MUJIOTO TOCMOTPETb. |...]

Feather of Finist the Bright Falcon - Extract One

[A merchant had three daughters; the youngest was beautiful and hardworking, unlike her
dimwitted sisters. Before a journey, he asked what gifts they wanted. The older daughters
wanted silks and jewellery, while the youngest wanted a feather from Finist the Bright
Falcon. After three trips, the merchant found it. The youngest daughter summoned Finist, a
shapeshifting young man, using a spell on the feather. Finist and the girl fell in love, and he
visited her nightly, bringing exquisite clothes and jewellery, which she wore secretly to
events. Her sisters, never recognising her in disguise, grew suspicious upon seeing her wear
a beautiful piece of jewellery at home.]

[...] The sisters kept watch, and one night saw the bright falcon fly through the window. The
following day, when darkness fell, the sisters gathered sharp knives and planted them into
the window frame of the young beauty’s chamber. When Finist the Bright Falcon flew in that
night, he desperately struggled to get into the chamber, hurting his wings and chest. The girl,
sleeping soundly, heard nothing.
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“Farewell, girl!” Finist cried out bitterly, “If you want me — you will find me, but not before
you rip three dresses, wear out three pairs of shoes and break three staves...”

The girl could hear the surly words through her dream, and yet couldn’t wake up.

At dawn, realising Finist had not come, she saw the knives at her window, crimson with
blood and exclaimed, “my sisters must have harmed my dear friend!”

She cried and wailed, but in an instant braced, bade her father farewell, and departed to find
her dear friend, Finist the Bright Falcon.

She crossed high mountains, torrent rivers, vast meadows, and dark forests. She had already
worn out a pair of shoes, broken one staff, and tore one dress. She reached a glade and saw
a hut, standing on chicken legs, turning to and fro. Approaching, she chanted, “the hut, the
hut, face me you will, until the woods behind you spill! From darkest nights shield me you
will!”

The hut turned, letting the girl in. She entered and saw Baba-Yaga, the Limp Hag, lips
sagging to the floor, nose so long it reached the wall.

“Tut-tut-tut!”, said Baba-Yaga, “there have been times when humans dared not come in sight,
unseen and hushed, and now what? You ramble freely, unrestrained, your mortal spirit stinks!
Where are you headed, young beauty? A duty urges you, or do you flee from one?”

“Ah, granny! I’m looking for my betrothed, Finist the Bright Falcon!”

“Well, dear, a long journey awaits you! Finist the Bright Falcon resides in the farther-than-
farthest kingdom and is already betrothed to a queen. Visit my sister, she will tell you how
to find your dear friend. And take my gift: a gold spindle and silver whorl. The thread it
weaves is golden. When Finist’s bridge-to-be haggles over it, ask for nothing but to see your
darling.” [...]

koksk

[epbimko @unucra SAcna Cokoga - OTpbiBok Bropoii

[...] Bot kpacHas nesuna @unucta Slcna Cokona oOHMMaeT, a caMa IPUYUTALT:

— IIpocHuce-npoOyauch, Cokos MOH. IT0 s K Tebe Npulllia, HeBecTa TBOs!

A DUHHCT KPETIKO CIIUT, HUYETO HE CIBIIINT. YK OHA IUIaKaja, €ro 3Bajla, FOPIOUUE CIIE3bI
JIMJ1a — HE CIBILUT SCHBIN coKoJ. Bapyr ynania eMy Ha IIeKy ClIe3MHKa — ¥ KaK 000XIJIO ero!
B Ty e MHHYTY OH IIPOCHYJICS.

— AX, — TOBOPHUT, — 4TO-TO MeHs 000xkm0! — @unuct, Cokoa Moii! BOT y TpeTbio HOUEHBKY
s HaJl TOOOH CTOI0, CJIE3BI JIBIO, @ Thl HE CIIBIIINIIb, HA MOH CJIOBA HE OT3bIBACILILCS!

V3nan ee @unuct Scen Cokon, 00pagoBajcs Tak, 4YTo U CKa3aTh HENb3sl. A Korja y3Hall, Kak
€ro Lapula Topropaia, paccepauwics. Yoexaau OHU BIBOEM U3 LIApCKOTO JJ0Ma.

[ToyTpy xBaTmiace napuua MyXa: HM ero HeT, HM pabortHuusl! Ilpukazanma nomanei
3aJI0)KNUTh — U B noroHro! Ho He pornana, ux yx u cienos He Buaars! Jla u To ckas3ars:
Corpelnia, 4yKoro >KeHuXa MpUBOPOXKUIIA, ITOTOM €ro MpeaBayia: Ha 3a0aBbl MEHsJA.
ITonenom!

Ouytuncsa @unuct Scen Cokosl co CBOEH CYKEHOM BO3JIE €€ IoMa POAUTENbCcKoro. Benen
co3BaTh 00sIp, KHA3EW U BCAKOTO JPYTOro YMHY JIOACH.

— Paccynure, nronu 100pbie, ¢ KOTOpPOW >XKeHOW MHE BeK Kopotarb? C TOW JIM, 4TO MEHS
toproBasia? Wnm ¢ TOW, 4TO pajgM MEHs NpoLUIa 4epe3 Jeca ApEeMydue, depe3 MECKH
CBIITy4HeE, Yepe3 ropbl BEICOKHE, Uepe3 peKu Iryookue?
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Jlroqu B 0MH roj0C penmuim: ObITh €My C TOH JKEHOM, 4TO pajy HETO TPU M0ocoXa U3jaoMaa,
TPH Mapbl OAIIMaKOB U3HOCKIIA, TPH TUIAThsI H30pBaa.

B tpyObI 3aTpyOmiy, B IMMyIIKK 3aITaJIWiIg, TTHP cOOpaiv, uX oOBeHYa H!

Ha Toii cBanp0e 1 s ObUI, BUHO TIHJI, IO yCaM TEKJIO, a B pOoT He nonano. Haxenn Ha MeHs
KOJIITAK — M HY TOJIKATh!

Feather of Finist the Bright Falcon - Extract Two

[The girl continued her journey and visited two of Baba Yaga's sisters. Both bestowed gifts
to barter with the queen. They explained to the girl that the queen bewitched Finist to make
him marry her. Finally, after ripping three dresses, wearing out three pairs of shoes and
breaking three staffs, the girl reached the queen s palace and requested to become a servant.
Each night, the girl would display Baba Yagas’ gifts. The queen would notice them and sell
the girl a night with Finist in return for them. Each night, the girl sat beside Finist, trying to
wake him, but to no avail. Finally, on the third night...]

[...] The young beauty hugged Finist the Bright Falcon, and wept, “wake up, my Falcon. It’s
me, your betrothed!”

Yet, Finist was fast asleep, oblivious to her pleas. She cried, and wailed, and called him, but
nothing stirred him. Suddenly, the beautiful girl’s tear fell upon his cheek — and burned him
so! He awoke in an instant:

“Ah, something burned me!”

“Finist, my Falcon! It’s now the third night I’ve spent by your side, crying over you; without
you hearing, without you responding!”

Upon recognising her, Finist was speechless with joy. When he learned of the queen handing
him in exchange for trinkets, he was outraged. And so, they fled from the queen’s palace.

In the morning, the queen couldn’t find her husband or her servant. She ordered to harness
the horses and set off in pursuit, but the trail had already gone cold. That she deserved: she
erred, bewitched a lover, and then betrayed him and sold him for trinkets. It served her right!
Finist the Bright Falcon and his betrothed returned to her father’s house. Finist ordered to
gather all gentry, boyars, dukes, and such: “it is for you, good men, to judge who I shall
spend my life with: the one that sold me? Or the one that crossed dense forests, coarse sands,
high mountains, and deep rivers to find me?”

The people unitedly decided, he shall be with the wife that broke three staves, wore out three
pairs of shoes and ripped three dresses to reunite with him.

The trumpets blew, the cannons fired, a feast was set, and they got married!

I feasted there, I drank some wine, I soaked my beard - my throat stayed dry. Got in a fight
— and had to flight, but that’s alright.

sksksk

Context

These tales were originally documented by Alexander Afanasyev, a prominent 19th-century
Russian folklorist. Afanasyev’s collections, which were first published between 1855 and 1863,
are crucial in the study and preservation of Slavic folklore. The reception of these tales has
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been largely positive, with scholars appreciating Afanasyev’s meticulous care in preserving the
original text’s integrity. While the original publication years and authors are unknown, without
Afanasyev’s contribution the tales may not be as renowned as they are today.

The tales selected for translation demonstrate the thematic and stylistic diversity of Russian
fairy tales. ‘Marya Morevna’ is filled with magical realism, featuring the protagonist Ivan
Tsarevich and his encounters with Marya Morevna and Koschei the Immortal. This story
combines adventure, romance, and the classic battle between good and evil, showcasing a high
narrative register with dialogues that capture the oral storytelling tradition.

‘Feather of Finist the Bright Falcon’, on the other hand, is a tale of love and determination. It
portrays a young woman's quest to reclaim her enchanted lover, Finist the Falcon, overcoming
obstacles laid by her own family and beings like Baba Yaga. This story not only highlights the
formulaic linguistic features of Russian fairy tales, but also emphasises the agency of its female
protagonist, which is a recurring theme in Slavic folklore.

Russian fairy tales reflect the beliefs, values and social structures of their eras. Renowned for
their emotional intensity, and the rich expressiveness of language and style, these differ from
English fairy tales with a more restrained emotional landscape (Levitskaya, 2018). This
translation project focuses on the representation of female characters, particularly their stance
throughout history.

The portrayal of women in Russian fairy tales evolved from the Pre-Christian to the Christian
periods. Pre-Christian tales portrayed women as the protagonists, with high social standing and
defined objectives, while men were passive and guided by the desires of others. This dynamic
shifts in Christian period tales, where men emerge as proactive, heroic figures, and women are
relegated to passive roles, or villains (Lopukhova, 2009).

The tales of ‘Marya Morevna’ and ‘Feather of Finist the Bright Falcon’ are from a transitional
period. They feature strong female characters: Marya Morevna is a renowned princess and
warrior, and the heroine in 'Finist the Falcon' actively seeks her beloved. Yet, male characters
evolve through the tales, gaining willpower; Ivan-Tsarevich saves Marya Morevna, and Finist
takes the girl back to her kingdom and marries her. Despite their initially proactive roles, the
women become victims of men’s poor actions, indicating a portrayal of gender roles that
reflects the societal changes of the time.

Baba Yaga’s role in the tale ‘Marya Morevna’, indicates this tale is more recent. Baba Yaga
symbolises the boundary between life and death: in the Pre-Christian era, she was a helper to
the protagonist, while in Christian times she became a villain. While she aids the protagonist
in ‘Finist the Falcon’, she is an obstacle in ‘Marya Morevna’, indicative of the tale’s more
modern origins.

During the translation process, the translator had an opportunity to reflect on the gendered
narrative’s influence on her cultural upbringing. The project piqued interest in the diversity of
Russian fairy tales and the social processes that preserved Pre-Christian narratives to this day.
Russian culture still exhibits remnants of Pre-Christian culture in the form of holidays,
narratives, art, and hence played a role in forming the translator’s cultural background.
Therefore, the social role of women was transmitted to the author through both Pre-Christian
and Christian lenses, creating a complicated self-identity.
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Commentary on the Translation

The translation was a hybrid of source-language and target-language approaches. An SL-
oriented approach preserves the original languages vocabulary (names, concepts, magical
objects, and spells/sayings), as well as rhythm and grammatical style. A TL-oriented approach
better contextualises the text for English readers.

Some examples employing an SL-oriented translation include:

1. Preserving the title ‘Tsarevich’ rather than translating it as ‘Prince’ to maintain Ivan-
Tsarevich’s traditional role and social status.

2. Preserving other original names like ‘Baba Yaga’, opting not to substitute it with the
generic title ‘a witch’, to keep her cultural symbolism as globally recognised character.

3. Faithful translation of dialogue and actions to preserve the content of traditional Russian
folklore narratives, particularly the development of female characters and their
narratives, and concluding the tale, ‘Feather of Finist the Bright Falcon’, with a first-
person exposition: indicative of the Russian folklore style.

Conversely, the TL-oriented approach adapted the original text to make it more accessible to
English-speaking readers:

4. Russian fairy tales often use present tense to describe timeless actions, which does not
have a direct equivalent in English. Since English fairy tales conventionally use past
tense, the translator substituted instances of timeless actions for this.

5. Some Russian terms were too meaning-specific to be understood by English speakers.
The term ‘Tpunessaroe napcto’ (literally ‘Thrice-nine kingdom’) means a ‘land that is
very far away’. To preserve the grammatical form and preserve clarity, it was
substituted with ‘Farther-than farthest kingdom’.

6. Russian fairy tales are rich with established sayings, such as spells. To replicate the
canonical nature of such phrases, the translator turned them into rhymes. An example:
‘the hut, the hut, face me you will, until the woods behind you spill! From darkest nights
shield me you will!’, addresses the cabin where Baba Yaga lives. It is not a rhyme in
Russian, but is typically in every tale featuring Baba Yaga.

The editor preserved the original fairy tales’ charm and wonder while adapting stylistic
elements to mirror the flow of traditional English fairy tales. Active voice is used to engage
readers and maintain the tension inherent to folklore. Further, in the ‘Feather of Finist the Bright
Falcon’, the final line, ‘spilled quite more wine than got inside’, was kept despite this
structure’s lack of use in English. This was to maintain the whimsy of traditional Russian
folklore.

By balancing faithfulness to the source content with accessibility for the target audience, the
translations are a bridge between Russian cultural heritage and English-speaking readers. They
offer a vivid insight into the nuanced portrayal of female characters and societal values
embedded in Russian folklore.
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a1 HRTSH (VINAY MAHAJAN)

translated from Hindi to Hangeul (via English) by Suah Lim (with the collaboration of
Sharvi Rani and Maia Hubbard)
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Context

Originally written for a street play in 1985, Mat Banto Insan Ko is a poem written by Vinay
Mahajan. It advocates for unity by recognising our shared humanity, originating from the rich
tradition of Indian social and philosophical poetry. The poem is a call against the segmentation
of society based on caste, creed, or socioeconomic status, themes deeply rooted in the socio-
political context of India. Its translation into English and subsequently into Hangeul (the
alphabet for the Korean language) allows its message to resonate with the horrific struggles of
the Korean people under decades of colonisation by the imperial rule of Japan (1910-1945), as
well as the subsequent devastation of the proxy war waged by the United States and the Soviet
Union using Korea as its scapegoat (1950-1953) that led to the partition of Korea into “North”
and “South”.

Commentary on the Translation

Translating this poem into Hangeul involves not only linguistic accuracy but also the adaptation
of its cultural sentiments, which are integral to its core message. We used our version of an
English translation for this task and decided to refrain from doing a word-to-word translation.
Certain words, such as SI¢l, have spiritual and material meanings in Hindi, and cannot be
accurately translated into English, thereby losing the cultural essence of the poem. To overcome
this, we refrained from doing a literal translation and focused on carrying the universal message
of unity and peace across two languages. We wanted to maintain the rhythmic patterns in
English by capturing the essence of the poem. Thus, the translation process became an
intercultural dialogue, enriching the original by placing it in a new cultural context, and inviting
Korean readers to engage in a universal struggle against inequality and division. This approach
helps bridge gaps between diverse audiences, fostering a global conversation on equality and
human rights.
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YHAR HRd! (DHARAMVIR BHARATI)

translated from Hindi to Hangeul (via English) by Suah Lim (with the collaboration of
Sharvi Rani and Maia Hubbard)
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Context

Written in 1953, Andha Yug is a seminal Hindi verse play by Dharamvir Bharati. It explores
the ethical dilemmas of the last day of the Mahabharata war, underscoring the destructive
impact of violence and moral decline as a consequence of war. Bharati’s play implicitly
compares the conflict of the Mahabharata War to India’s independence from the colonising
British rule in 1947, the British Raj’s role in leaving a partitioned and politically chaotic India,
and the enmity between Muslims and Hindus as a result of the partition and years of encouraged
violence. The narrative is shaped by an age that is devoid of reason and peace even after the
Pandavas win the Mahabharata War. Andha Yug questions the meaning of dharma and revenge,
reflecting on the politically tumultuous partition of India.

Commentary on the Translation

The play’s translation from Hindi to English and subsequently to Hangeul extends its
philosophical and cultural reach, allowing it to resonate with an international audience, each
experiencing its profound moral and political inquiries within transcultural contexts. The
original Hindi script is imbued with intense poetic devices such as free verse, which often
changes to poetic verse to highlight a change of emotion. The text is embedded with rhyme
schemes, cultural motifs and Indian folk songs between acts, thereby challenging translators to
maintain its lyrical quality and depth in English and Hangeul. It also includes certain words
that have mythological meanings, such as seami. We decided not to translate such words to

carry one language's cultural essence into another. The English version serves as a bridge,
capturing the poetic essence and thematic gravity of the original, while the Korean translation
further navigates the nuanced expressions of despair and ethical conflict, adapting them to a
cultural framework that values deep introspection and moral philosophy.

This multilayered and post-colonial translation process not only brings out the universality of
the play’s themes—such as the moral responsibility of individuals in times of crisis—but also
highlights unique cultural perspectives on duty to one’s family, destiny, and the human
condition. Korean readers, familiar with their own historical narratives of conflict and moral
reflection, will find Andha Yug’s themes both alien and intimately relatable, making the play a
poignant addition to global literature on war and peace. The translation, therefore, acts as a
medium for cross-cultural dialogue and understanding, enriching the global literary landscape
with India’s rich mythological and philosophical heritage.
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Context

The tale of Heungbu and Nolbu (or Heungbu-jeon, with jeon meaning legend) encapsulates a
narrative rich with themes of morality, karma, class inequality, and familial duty. It follows two
brothers Heungbu, kind and humble, and Nolbu, greedy and duplicitous. When Heungbu’s
virtuous character brings him good fortune even after Nolbu cheats him out of his share of their
father’s inheritance, Nolbu’s attempts to emulate Heungbu’s success grow increasingly
disastrous. The tale ends with Nolbu finally realising his foolishness, and with Heungbu
forgiving his misdeeds despite it all. This specific excerpt, translated first from Hangeul to
English and subsequently to Hindi, retains the folkloric essence of the story while navigating
the challenges posed by linguistic transitions. Heungbu and Nolbu is one of just five surviving
tales performed through pansori, a storytelling medium that thrived in both popular and literati
communities of the Joseon dynasty (1392-1897) and is still enjoyed today. A typical pansori
performance involves the collaboration between a standing vocalist, who narrates and acts out
the chosen text through a mixture of song and speech, and a seated drummer whose rhythmic
percussions add to the flow and dramatic-comedic beats of the story.

Due to Heungbu-jeon’s distribution as oral tradition, the constant reiterations and adaptations
of its iconic tale over hundreds of years mean that no original creator is known, and that the
details of its story were in constant flux. Historians have dated the first transcript of one form
of the legend to 1833, but its status as a cultural, artistic and collective work belonging to the
authorship of the Korean people adds to the universal character of its themes. Notable differing
versions include an 1833 transcript in Song Joon-ho’s literature collection, or the 25-page
booklet dated to 1865, as well as countless storybook adaptations. This translation primarily
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relies on a transcript of Heungbujeon published anonymously on Davincimap, a free digital
archive for classic Korean literature and scholarship.

Commentary on the Translation

If the themes of national loss and devastation in Mat Banto Insan Ko and Andha Yug represent
the fortitude of the people of India, subjected to the horrors of colonisation and Partition under
British imperialism, the folk-comedic themes of punishment and forgiveness in Heungbu-jeon
act to balance our entry by demonstrating the flourishing literary traditions of Joseon before 35
long years of colonisation at the hands of the Japanese. This post-colonial interpretation of
Heungbu-jeon explores the ideas of grotesque realism and carnival spirit outlined in the seminal
work Rabelais and His World (1941) by literary critic Mikhail Bakhtin. The emphasis on
grotesque defecation seeks to degrade the folk body, contrary to the classic images of the clean,
collected noblemen at the top of the Joseon dynasty’s highly stratified class structure. As
pansori was often performed for peasants by peasants, debasing the celebrated noble body was
to engage in carnivalesque laughter that involved a necessary lowering of the high, spiritual,
and ideal abstractions of the upper classes. The translation’s celebration of the united joy of the
lower classes also carries an optimistic hope and longing for the peaceful reunification of
Korea. Its journey from Hangeul to Hindi, through English, invites readers to indulge in the
universal comedy of the story, through the uniting experience of the liberated, orificial,
decolonised body.
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translated from the Spanish by Santiago Chau Principe, Yolanda Xu and Julia Zelazo
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Context

Condorito is a Chilean comic magazine created by René Pepo Rios. First published in 1949 in
the Chilean magazine Okey, Condorito quickly became one of Latin America’s most
recognisable comic characters. The comic featured the titular condor, the Chilean national bird,
on his adventures in a small Chilean town. The popularity of the comic is largely attributed to
its layman humour, utilising popular archetypes and stereotypes such as “the mother-in-law,”
“the drunk,” “the angry and jealous wife,” as well as its commentary on contemporary politics,
as the essence of the jokes (Corvalan 2019: 1).

Condorito remains an integral part of Chilean identity, with the 2019 Minister of Culture, Art
and Heritage adding that Condorito “makes us recognise ourselves, since each of its characters
has some characteristics of our identity”” (Corvalan 2019: 1). Linguistically, Condorito comics
are characterised by colloquial Spanish peppered with puns, regional slang, and linguistic
humour. Pepo’s writing style is lively and fast-paced, featuring short, punchy dialogue that
complements the visual gags and slapstick humour of the illustrations.

The reception of Condorito has been overwhelmingly positive, cementing its place as an iconic
cultural phenomenon. The comic strip’s clever humour, coupled with its colourful characters
and universal themes, transcends linguistic and cultural barriers, appealing to audiences of all
ages. Condorito has become a cultural ambassador of sorts, representing a distinct Latin
American comedic sensibility, and endearing itself to generations of readers. However, in
recent times, there has been a shift towards the reception to the comic. Modern critics have said
that many of the jokes that were previously regarded as an example of “white humour” (“humor
blanco”) are based on harmful stereotypes. However, many critics still defend the comic
against, what they see as, a rise in “political correctness”.

The magazine’s editorial director said about Condorito’s humour: “It didn’t use politics or
religion. It is not racist. Condorito laughs with people and not at people. This is what has
allowed him to survive until our times, where television displays a type of humor that is
aggressive or full of double entendres” (Montes 2015: 1). Comments like these only further
exemplify the divided modern reception to the comic.
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Commentary on the Translation

We chose this comic strip not only for its witty humour, but also because we felt that the joke
translates across all cultures. Corruption is a motif we decided would be universally
understood, and so we chose to explore it through this translation. The scheming Condorito
reflects many of our inner childhood impulses, and thus creates a mutual cultural
understanding. We also believe the transition from a text about a mischievous child to one that
is a lesson for children will tie in the translations in this Pietrisco Translations Issue to the
wider theme of childhood tales.

The lack of wider allusions and symbolism in the text allowed us to mostly utilise literal and
word-for-word translations. This was mainly due to the role visual cues occupy within comics.
Drawing on the ideas of Jakobson, the presence of illustrations allowed us to use inter-semiotic
translation, defied as “an interpretation of verbal signs by means of signs of nonverbal sign
systems” (Jakobson 2000: 114). We did not have to translate descriptions of surroundings or
actions, which would provide us with the challenge of translating connotations and allusions
into the target language. Rather, we were able to focus solely on translating the speech of the
characters.

Not all aspects of the translation could be handled with literal translations. We encountered
challenges when naming the characters due to the multifaceted meanings often associated with
literary names. In literature, names are utilised to refer to a variety of a character’s traits: age,
gender, characteristics and status. Condorito, for example, uses a diminutive form of the word
Condor — the national bird of Chile. The diminutive carries its own associations in Spanish:
they apply a layer of affection, creating a subtext that the character is not mature and is given
the space to make mistakes, lessening the reader’s judgment of them. Diminutives also “make
the world less frightening by making it smaller and friendlier”, making their use in a comic
very successful as it further focuses the reader on the jokes as opposed to the implication of
Condorito’s actions (Sifianou 1992: 158).

However, whereas Spanish uses a set of suffixes (-ito, -ita) to express this, Chinese diminutives
vary. In a name consisting of two characters, the second character may be doubled to make it
affectionate and intimate. Another way is to add JL (‘er) to the end of the character’s name.
However, we found that it has the opposite effect and makes the name sound more formal.
Another option we considered was adding an [ (‘a). Ultimately, we took the analytical
approach. Héagg states that “diminutive meaning can either be expressed synthetically, most
commonly through suffixation (Sp. jpobrecito! or jpobretin!), or analytically, through
periphrastic constructions (Eng. poor little thing!)” (Hagg 2016: 8).

Despite the availability of the option of using a synthetic approach in translating Condorito, we
used the latter approach. Adding /)> (xiao, lit. little) to % (tujui, lit. Vulture) work in the
same way as adding ‘little’ in front of a pronoun in English. Further examples of this can be
seen throughout the comic — such as translating ‘ninito’ (little boy) into /NI A (xiao pengyou,
lit. little friend).
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UNKNOWN

translated from the Chinese by Santiago Chau Principe, Yolanda Xu and Julia Zelazo

EMEARE (Adding feet to a snake)

EEAANTESIEE R, SGMETIE D —El. MNEShammEd:
“ReiB L ANEA, —DABERER. (D iF GELD £t bmig, %
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La historia del dibujo de la serpiente con pies

Habia un funcionario que se encargaba de las ceremonias de sacrificios del Estado Chu. Un
dia les regal6 a sus seguidores un zki de vino. Estos seguidores discutieron entre si: “Este zAr
de vino no es suficiente para todos nosotros, pero seria un montdn para uno solo. Dibujemos
todos serpientes en el suelo. La persona que termine primero se queda con el vino”. Al cabo
de un rato, una persona termin6 su dibujo y levanto el zAi, preparandose para beber el vino.
Sostuvo el vino con la mano izquierda y, luego, con la derecha, sigui¢ dibujando su serpiente
y dijo: “Le puedo dibujar pies a esta serpiente”. Antes de que pudiera acabar los pies, otra
persona termin6 su dibujo, le arrebato el vino y le dijo: “Las serpientes no tienen pies. jPor
qué se los dibujaste?”. Y en eso se bebio el vino. Finalmente, la persona que le dibujo pies a
su serpiente perdid su vino.

skoksk

Context

The idiom “[H[FEHSE” reflects a concept of unnecessary addition to an already functioning
piece, akin to adding feet to a snake, which is unnecessary because a snake already moves
without them. These Chinese idiomatic expressions, called chengyu (FiE), typically consist
of four characters and are akin to the Western metaphors; they are associated with a story or
plot that is seen as the source of the expression. Most chengyu originate from the pre-Qin
classical Chinese literature, although many of the authorship has been lost.

“HEEEAR AL is largely believed to originate from the Spring and Autumn Period where the story
was used by Chen Zhen (a governor of the Jing province) to persuade General Zhao Yang to
not attack the city of Qi after capturing the eight cities of Wei. Now the story serves as a
reminder that going too far is as bad as not going far enough.
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Commentary on the Translation

We chose this text due to its continued popularity of use in modern culture. Despite it not being
amongst the most popular idioms in modern use, it is still one widely taught to children and
amongst the first ones to be taught to Chinese language students. The Chinese speaking part of
the team were already familiar with the tale, and so we found some comfort in translating the
childhood lesson of avoiding excess.

Our team consists of a native Chinese speaker, a Chinese and Spanish student, and a native
Spanish speaker. Thus, our methodology consisted of translating the text from the Chinese into
English and then into Spanish. Our mutual knowledge of English allowed us to work together
despite a lack of mutual knowledge of the original and target language. Despite the challenge
of translating the text from and to two very lyrical and embroidered languages, we found using
English as a middle language very useful. The lack of familiarity of languages between the
native speakers meant we had to allocate more time and effort into explaining the cultural
significance, allusions of words and the intended flow of speech. We believe this extra step
resulted in a more detailed understanding of the text, and thus a more faithful translation.

As we began the translation, we originally followed Newmark’s V diagram translation method
(Newmark 1991). We attempted to translate it using the word-for-word translation and Literal
translation suggested by Newmark. However, as we progressed, we found it difficult to
translate the lyricism and imagery found in the Chinese version of the idiom, with the
translation coming out too stilted and lacking flow. A reader without the knowledge of the
cultural context of the idiom will only reach a surface level understanding of the text. We
realised how much having a Chinese speaker on our team aided our understanding and
translating of the text, and how lost we would be without an insight into the culture. Thus, we
shifted our work into prioritising the flow of the language, as well as prioritising the translation
of the function of the story in its original language.

Following this, we shifted our translation approach and followed Nida’s Functional
Equivalence Theory (Nida 1969). Utilising this approach, we focused on achieving what Nida
describes as “the closest natural equivalent to the source-language message” (Nida 1964: 166).
This enabled us to exercise some flexibility in our translation. We defined this goal as achieving
a translation that not only achieves the natural flow of the target language but achieves a
proximity to the original text without having to be a mirror image of it.

Some words denoted cultural elements foreign to a Spanish-speaking audience. This was a
challenge since a choice had to be made between keeping the word as a foreign element or
explaining it paraphrasing its meaning. For example, zA7 (‘wine container’) was initially
translated as ‘cantaro’ (‘pitcher, jug’). This falsely conveyed the idea that the container was
vase-like, with a narrow opening and a wide base, whereas zAi is a cylindrical container. There
was no neutral word in Spanish, so it was maintained in Chinese. Instead, for the Chinese term
i ‘officer in charge of sacrifices’, paraphrasing was chosen since it could easily be
explained with a noun phrase in Spanish such as ‘funcionario que se encargaba de las
ceremonias de sacrificios’ (‘officer who is in charge of the sacrificial ceremonies’).

Many sentences and constructions needed to be reworded to sound more natural in Spanish,
since they repeated nouns or words already mentioned. For example, linking words had to be
changed from their literal translations to adjust the flow of the Spanish text, where ‘later on’
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should have been properly translated as ‘mas tarde’ (lit. ‘later’) but was changed to ‘al cabo de
un rato’ (lit. ‘in a bit’).

We found our change in approach largely beneficial. By prioritising the functionality of the
text, we believe we arrived at a translation that reflects the functionality of the text. By
switching to a free translation, using less-literal expressions to convey meaning, we believe we
communicated the sense of the idiom successfully (Zhang and Wang 2010).
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