U SASG SASSU SASU AT SASSASASOA SASSN SASSA AT SASS SASS SASSN >0
Let all the strains of joy mingle in my last song - the joy that makes the earth flow over in the riotous excess <
2~ of the grass, the joy that sets the twin brothers, life and death, dancing over the wide world, the joy that v
’\‘ sweeps in with the tempest, shaking and waking all life with laughter, the joy that sits still with its tears on

-
A the openred lotus of pain, and the joy that throws everything it has upon the dust, and knows not a word. :’,
n~ from Gitanjali - Rabindranath Tagore .<’
" -
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If the translation of non-literary work is regarded as a skill, the translation of fiction and
poetry is much more of an art. In multilingual countries such as Canada, translation is
often considered a literary pursuit in its own right. It is yet to attain that status here in
India though the Sahitya Akademi has done much to encourage inter-lingual translation of
literary works of known merit. Some great writers have also made a name for themselves
as translators and the list includes writers such as Vladimir Nabokov, Jorge Luis Borges and
Vasily Zhukovsky.

Short Story

Translation of prose fiction poses fewer problems than the translation say of drama and
fewer still than the translation of poetry. In translating a story, for example, the translator
will face the routine problems of language, cultural contexts and allusions.

Consider the following extract from the story, Instalment by Bhagwaticharan Verma and
its translation in english
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® Extract from Instalment ®
14 "

¥ I had barely brought the cup close to my lip when | heard the horn of the car. ;&’
< Coming out in the corridor | saw that Choudhary Vishwambharsahaya, sitting in ~»
A his new Chevrolet Six was brutally pressing the horn. As soon as he saw me, he got
W down out of the car saying, “Hello, good evening Suresh”. W

v “Good evening, Choudhary Sahib! | was just going to have tea. You have come at
< the right time.

Choudhary Vishwambharsahaya was a stoutly built tall young man of about ,
< twenty-five years, of a dusky complexion. He had a long face whose features were f
<» very beautiful. His hair was parted tightly in the middle; the hair on his temple <
\. crept below the ears; he was clean-shaven. There was a thin layer of powder and

4y X Py 4
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v cream clearly visible on his face. He wore a striped long coat made of silk, and he =
v had a cap in his hand made of the same cloth. He was wearing a white pajama; he .
w hadnosocks on his legs, but wore a Grecian shoe of patent leather. W

~{7

v Choudhary Vishambharsahaya's father Choudhary Harsahaya was an ordinary .,
!‘S talukdaar of Awadh. Vishambharsahaya was the only child of his father, but after 4’
¢ aquarrel he came to Prayag. Though, there was a lot of likeness in the nature of ¢
v the father and the son, but deep differences would often come to surface v
v between them on trivial issues. W

.. The result was obvious! One day the son shut his father in the cabin meant for v
storing husks, and swearing to never come back to the village, he took the way to ;,S
¢ the city. After being lost for twelve hours which led to a lot of search his father
‘v was traced to the cabin. ¥

~r ...Having reached Prayag he rented a cottage at Civil Lines. At the time of leaving ~~
his home, he had carried a lot of cash with him, and then his mother would send
W her son two-three hundred rupees some how cutting on the expenses of the |,
< family. ¢

¥ “Buddy Suresh, | need three hundred rupees till evening. The whole day today | ¥
< tried every nook and corner of the city, but | couldn't arrange it anywhere. At the <~
A end, after being disappointed, | have turned to your door.”

¥ Ismiled, “Is that all? Take it now! Offering the tea to him | said. After waiting for a ¥
v moment | asked again, “After all, what kind of need has arisen?” v
g‘!(’ “Buddy, don't ask ?” 571’
v “Has any request come from any corner? | asked with an inquisitive look. v

<+ “No, there has not been any request, | assure you about this,” he said confounded. :‘\r

‘v Isensed that there was something fishy. “Listen Choudhary Sahib, don't pretend. ‘-
¥ Tell the truth. After all you need to take the money from me only!” I said laughing. ¥

\> “Brother, tomorrow | have to pay the instalment for the car, this is the only ‘.

¥ thing.” ¥
.1; “Well after all what has come upon your mind that you ended up purchasing a car, :;
W Whenyou can hardly meet your daily expenses?” | asked. W
A\V4 \d
:< Bhagwaticharan Verma :\
" - LHe L He X Iva ) 4’
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In a short story or a novel, physical description of characters is done to give a specific
imaginative identity to each of them. Now, read the description of Choudhary
Vishambharsahaya in the original Hindi text and then in the translated English text.
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¥ W
“\’ Choudhary Vishwambharsahaya was a stoutly built tall young man of about twenty- =
‘v five years, of a dusky complexion. He had a long face whose features were very
¥ beautiful. His hair was parted tightly in the middle; the hair on his temple crept ¥,
N below the ears; he was clean-shaven. There was a thin layer of powder and cream $
Y4 ) °

< clearly visible on his face. He wore a striped long coat made of silk, and he had a ¥

“r cap in his hand made of the same cloth. He was wearing a white pajama; he had no {v\r
v socks on his legs, but wore a Grecian shoe of patent leather. (Paragraph 3) v
~ ] Ji 4 Iw\:
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There are words or expressions which when translated literally into English will not only
create absurdity, but will also be very far removed from the expectations of a creative

language, like the translation of 9151 " as ‘body’. Pick out some such words from the above
paragraph.

Constder t/wfollomnﬁ expressions:

TS 954 % el gah o

T8 95T can be translated as

(i) tough body

(i1) muscular body
(iii)  strong figured
(iv) stoutly built

HY9 can be literally translated as

(i) mouth

(ii)  face

(iii)  visage

(iv)  countenance

7@ i SHEE

This expression can be literally translated as

(i) artificiality of the face
(i1) make-up of the face
(i1) structure of the face
(iv) facial features
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Which word, or expression in the options given above should be the most
appropriate translation, comideri#g the intended meaning of the word, or

&xprmiomimth&mwwt&xt?

Now look at this expression, R’I@?—{?’? %, Now try translating it word for word in English.

It would be:

i) beard-moustache clean

(

(ii) beard-moustache clear
(iii)  clean beard-moustache
(

iv)  cleanshaven

We have to look for the substitute expression in use in the English language that is ‘clean
shaven'- a translation perfect in the idiomatic context of the expression. This method
should be followed while translating many such expressions.

Every story is a product of a specific culture, and hence certain expressions are culture
specific. Look at this sentence that begins the fourth paragraph.

<Herd) forge-wTTe™ & fudl e S3ed o9y % B9 dieehsn 2|

Now, how will you translate '37a¥ & BI-HI2 Aeq®aR ¥ ; Pick out one of the following :

(i) Little talukkedar of Awadh?

(i) Small district collector of Awadh?
(ii)) Awadh’s little district collector?
(iv) Small talukkedar of Awadh?

If you translate Aol aR as district collector, which is the correct literal translation, this

word would be stripped not only of its cultural meaning but also of its historical
implication. Talukdaar is a popular last name, for instance, in Assam, which has
historical-political association. Further, this word suggests a history of political power.

Hence in translation, e 3R, should remain talukkedar.

Culture is marked by the presence in the language of that culture, typical idiom,
proverbs, and such other sayings, some of which have equivalents in the target language,




while others need to be given an interpreted translation. Take for an example 37& T
@i, Now though this idiom can be rendered in the English translation, it can be done

using adifferent object apple instead of a @I apple of one’s eye and not star of one's eye.

So, same sense is communicated by two different word-objects in Hindi and English,
which is how we understand the cultural contexts of translation.

Now, find the idiom in the extract of the story given above. Can you think of other idioms
with the grain <1<1 in Hindi?

Like,
(i) A Tl TS
(i) = S @

(i) I8 He 3R 7L 1 <l

The idiom 31a1 | R Il 2in the story has been translated as there was something fishy.

The interpreted meaning of the idiom has been given. This is because it is difficult to lift
the idiom literally and place it in the target language because of its cultural specificity.
We should therefore translate its interpretation. Now, similarly translate the above
idioms that use the word daal.

Endofthe Lesson - Review -Questions

7. Comprehension

a. How is the physical description of characters important in writing and translating a
Short Story?

b. What challanges would a translator face while translating character description
from a source text?

C. What problems would a translator confront while translating the idiomatic
language used in a Short Story?

d. How is a literary text a cultural product?

e. What constraints do the cultural contexts of a literary text present to a translator?

f. What considerations need to be kept in mind when translating a Short Story?

Explain with the help of suitable examples.
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2. Vocabulary - Explainthe following terms and concepts:
a. Idiomatic context (of translation)

b. Culture

C. Word for word translation

d. Interpreted translation

e. Cultural context of translation

3. Apfﬁcatiow

(i) Read the following excerpts taken from two Short Stories.
(i1) Read the prompts and complete translations.

(iii)  Answer the questions that follow.

(@) SR AN AT - Hed ¥l 7Y W HeaRT-e factw, o | qordl S e, seft-urt
T g3 e e, JIA-Tael I8, A TeH gU TH W YA & UH W He o,
SR Sl U et § Q0 i AT off | =8 U G SHM o 39 SHIE |l bl A, S S
O BT Y ST TS T Eiwent 9l g 1 & |

People called him Langar...

(b) o W & % A W AEH 9, el Rl et Mo-weid, Seg-Teg 3R W, S9!
S omeft R o=t e @ B gE: e foroett #1 @) fooielt & 9@ *1 g & T
wfean el W o 3R g8 oden W ot o 3 Teer 1w el § B1 @iel 1 e 3R
It 98 |

He was a fat man of average height...




iii.

Vi.

What impression does the source text create of the person described?

Is a similar impression created by your translated text?

In order to create a similar impression, did you have to interfere with the word-
structure and syntax of the source text in the process of translation?

While translating, were you tempted to add some new words and expressions in
the target language that were not present in the source text? Why?

What were the words or expressions most difficult to translate? Why?

What are the idiomatic expressions in the source text? Did you find them
challenging to translate? Why?
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Hindi Translation ENES
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S Writinﬁ Tasks - For your Porg‘oléo

(i) Read the first sentence of the story Instalment in source text as well as the target
text.

(i1) Answer the questions that follow:

=T 1 ST B eiSl © o & o TR g2 HieR i i G e

I had barely brought the cup close to my lips when | heard the horn of the car.

a. How does the translator create a different sentence structure in the target
language in order to accommodate the meaning of the source text into the target
text?

b. Does the writer use any additional word in the target text to completely express

the meaning implicitin the source text?

C. Pick out sentences from the source text whose translation in the target text has
involved change in the sentence structure and attempt other translation
possibilities. Is it also better to break up a sentence of the source text into more
than one sentence in the target language?
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d. In the case of translation of idioms, translator might find an equivalent or
approximate expression in the target language on other wise she/he needs to

translate the interpretation of the idiom, as in the case of gl T S el 2
6. J’tW t/wﬁ)lloW (dioms and translate them into E@l(k/bmwﬁéc/wuw
Wopﬂatewa}/.

Hindi Indians Translations

— fde1 =1 A1 s
— TRl T = =@
- T B ATl % =ed 9 Bl
~ S W S o1 drE

7. Work i&v_qroupof.F -6

(@) Choose a Hindi Short Story that has been translated into English.

(b) Read the story first in the original Hindi and then in its translation.
(c) Discuss its method of narrative in both tasks.
(d) Discuss any difference in both the texts in terms of th effects of the narrative

technique.

(e) Write a short essay on the overall impact of the story in Hindi and its English
translation, and the striking difference, if any in the context of its narration.

8 Ingroups Select three short-stories in Hindi and translate them into
ergl(}:/b collectivaé/. Exc/mnﬁ& with other groups, modgﬁ/ and make it a
pa/tty‘}/ow Porgfolc'o.
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Translatt
One Act p

Lesson «

In the case of drama, the translator besides facing the problems mentioned above in the
case of a short story also faces the problem of translating and recreating situations and
characters. A play, moreover, is written for stage. Hence the translation is done both for
reading and for performance on the stage. Hence, apart from certain common problems,
a translator of drama comes across specific problems. Drama is in fact the most popular
genre when it comes to translation. The classical Greek plays have come to us through
English translations. Our own Sanskrit plays have been translated in various Indian
languages and also in English.

Let us read the following extract from the play.
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Now read the translation of the above in English
From Raise the Curtain: Drop the Curtain.
(Upendranath Ashka). ~

As the curtain rises, the stage is seen, which is in a disordered state. In the
front a few curtains, wing and other stage objects are lying. On one side couch and X
chairs are kept. On the other side, throne and seats of the old times are lying
upside down. At one corner, large bows, quivers and two maces are lying. In the
open space, a table is kept, with a chair and the chair's wrong side is towards the -
table. With his back to the table, Bhagwant is sitting in front of the spectators. .
There is a letter in his hand that he is reading. To his right a man stands in a
respectful posture of slight bowing. The curtain rises slowly.

¥

¢ SLENTILENT LRI ILE
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= Bhagwant: (Reading for a moment, returns the letter with anger.) No, no, no, | S
[V . . . . . Y
X cannot do this. | have expressed my view on the free passes in the executive meeting

3, already. On the first day itself, | was absolutely against the free pass. You give this
letter to Dayaramji. If he wants, he can make it a free-show.

w (Disappointment hangs on his face, and he prepares to go back. Shyam enters perplexed with
X' anoteinhishand.)

<~ Bhagwant: Why, what's the matter Shyam? Why are you so perplexed?

‘> Shyam: Look at this, Bhagwantji, the concert is going to be in the evening, and Balbir
W has sent this letter now. (He gives the note to Bhagwant)

W Bhagwant: What is written? (Takes the letter and reads very quickly a high.)

. I have suddenly been taken ill by influenza. | have temperature of 103°. | also have a
\fé' severe headache. | have taken aspro but there is no relief. Yesterday | had come for
< the rehearsal all wet, and kept doing the rehearsal, and joined the practice session -
v in wet clothes, so it seems | have caught cold. | of course will try my best but perhaps
W thereisnowaylcan take part in the play tonight. (Finishing the letter and wrenching his
<\ face) perhaps there is no way | can take part in the play tonight. Oh, your perhaps is
“(; going to ruin us. (He mutilates the letter in his palm and throws it on the ground with anger)
¥ The play is in the night and the main actor is under the grip of influenza. When the *
. prey was in the front the bitch had pressure in the bowels. Oh roguish! Such is the
¥ problem with these amateur clubs. First you don't get good actors. And if somehow
< you arrange the actors, then all would want to become a hero. You overcome this -~
hurdle, you assign the roles, and then the rehearsals will not happen on time. If the
W, rehearsalsare completed and if after throwing many tantrums comes the occasion to |
¢ perform the play, everybody would want passes not only for themselves and their -
¥ relatives alone, but also their brothers-in-law. If you do not give someone will go
\v down with the influenza, while someone else would be down with typhoid. Someone ¥
3 would have sprain in his foot, while some other's leg would be broken. Someone's
 mother would get sick, while someone else’s

¢ father...

Y. Shyam: This is absolutely true. But cursing the amateur clubs would not help
., tonight's show. Tell instead what can be done now?If it's only about the passes, then
< |should visit him.

v Bhagwant: They want twenty passes. If you give them twenty, then what will you
W give to others. Those boys who are playing the female roles are asking for forty
<~ each. And then the club members and the bosses. It will so happen that so many
‘> people will come on passes that there would be no space left for those coming with
¥ tickets.

¥ Shyam: In that case big brother, | will make him understand this fact. Without
< Balbir, the concert will be a disaster.
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W W
“\” Bhagwant: Why would it be a disaster? Hari can do Balbir's part. Earlier he was ‘:
' supposed to play Yudhisthira. He has even memorized this part. ¥
E\'i' Shyam: And Hari’s... {v’
‘> Bhagwant: Diwan will do Harfs... ¥

E"i, Shyam: But brother, what is the need of these interchanges? | will go once to Balbir... E”\,

v [Hari enters panic-stricken] .
21’\, Hari: (Entering, with a panicky voice) Balbir has influenza. | am just coming from his {'{,
place. He has 103° temperature.

14 14
l’ \(’
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Activity 1 - Understanding Translation

a.  Letus look,atth&m/vﬁrft:mtmcmfthé: extract dU-9 TgH T 9
faedl aw < T Why do you think the playwright has given this extra
Dfommtiow?l; itto present:

(@) the situation?

(b) mood of the character?

(@) his feelings for the character?

(b) his style of writing plays?

Tick the correct option.

(@), (b), (c), (d), (aandb), (cand d)

Such information is very important in a play, as a play needs to be performed, and we need
to visualize the character and the scene. Now, what would be the most appropriate
translation of the above information in the text? We have translated it as Reading for a
moment, returns the letter with anger. But there are other possibilities like—

(a) He reads the letter for amoment and returns it with anger
(b) He reads the letter. He gets angry and then returns the letter.
(c) He gets angry as soon as he reads the letter, and he returnsit.
(d) Taking the letter, reading it and returning it with anger.

Whic/von&oftha&v‘:tfwww:tagpropﬂat&tmmlaﬁom amﬁw@/.?

As you will observe, this expression helps to give you a clear picture about the character
Bhagwant (what he is thinking and how he is behaving); it also clarifies the context of the
play. This information is about the situation as also about the mood of our character,
Bhagwant. This could have been translated as He reads the letter for a moment and
returns it with anger, which reads as a more concise and direct expression that we aim and
appreciate generally in a language. But the effect that the playwright has created about
the situation and mood of the character in Hindi would be lost completely. Hence, we
translate it as Reading for a moment, returns the letter with anger, because, as you can
see this expression creates the feeling of the mood of Bhagwant and also creates a
curiosity in the readers as to what will be said or done next.
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In a play people talk and act. If each person has a distinct nature and character, don't you
think what they say should suggest a difference in their thinking and feeling?

Bhagwant and Shyam both face a problem. How differently do both react to it? Pick up two
utterances from the play, one each by Bhagwant and Shyam. Compare the expression in
original Hindi and then in the English translation. Do you think the translation is able to
communicate the overall difference in the nature and attitudes of the two characters?

Take, for example,

WS ... S S ek § 90 o US| 3R, TR 36 WS § J81 df 9erer &l S|

IATT .., 9 dl & S, T TH= Fofdl ol 19 § o1 d e 7 81 S| I8 wieu fo 3@ fwman
I S

A dramatic text, since it is located in the society and culture in a more significant way
than any other genre, uses various proverbs and oral forms. Do you find any proverb in the
above extract of the one-act play? Try translating the following proverbs or certain
proverbs from your mother tongue into English.

Look for the proverb in the source text that has been translated in the English text as
‘When the prey was in the front the bitch had pressure in the bowels and think what are
the other possibilities of translating it.

(i) the prey was before and the bitch had bad stomach?
(ii) seeing the prey before, the bitch had pressure in the bowels?
(iii)  thepreywasin the front and the bitch was not in the mood to eat it?

We must remember that in the translation of drama, it is not as important to carry over
the proverbs from the source language (Hindi, in this case) to their equivalents in the
target language (English). Preservation of the same dramatic effect and meaning in the
language of translation is the most important goal.

Activity 2

Pick outthe words andthe phrases Med/iwt/wrtaﬁ&dacriptiomft/wmwwm
t/wtujattaxtto describe:

Source text Target text

i) The setting

ii) The objects

iii) The characters
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Activity 3

(@) In drama, language is used to delineate the nature and mood of characters. Pick
out words and expressions from the source text and the target text that suggest
typicality of characters. Two are given as examples.

1) 7Y, &Y, el § =re TE L weha| 1. No, no, no, | cannot do this.
2) I% IfEu yrEdsi— 2. Look at this Bhagwantiji—
3) 3

4) 4,

5) 5

(b) From the above expressions mark out the expressions which under go some change
in the target text to express the intended weaning of the source text. One is done

foryour as example—
1, 51 1 € 7! Why, what's the matter Shyam?
Activity 4

(c) There are details given with in parenthesis in a dramatic text that explain
important meanings about character and situation. Pick out such details from the
source text and the target text. Two are given as examples.

Source text Target text

1) &eRT e 1 <l | He gives the note to Bhagwant.

2) gl T Siet sl e € Takes the letter and reads very quickly.

N
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Activity 5

The followmj words in the stage description of the source text ave culture-
:pecﬁo. Pickouttheir En:gl(k/vtrwlatiom

Source Text Target text
1) fHema
2) AEA
3) SrEHS
4) HHEA
5) R
6) TRIT

Endofthe Lesson - Review-Questions
1. Comprehension

a. Considering the fact that a dramatic text is used not only for reading but also for
stage-performance, what performance-related problems would a translator of a
play come across?

b. How would you go about translating a play from the source language (Hindi) to the
target language (English)?
C. What difficulties are faced by a translator when translating a play? Discuss with

the help of illustrative examples.

2. (/ocabula/)/— Explahut/wﬁl[owi&g terms and concepts:

a. Stage performance
b. genre
oral forms
3. Application
a. A dramatic text often contains words in Hindi that are culture-specific- Here are

some words in Hindi that are culture-specific. Translate them into English.
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GG
EERl
K&l
3lesl
SRR
Al
iy

AE-=R

oo gfe=m

b. In a dramatic text, or in any other literary text, one may come across words in the
Source (Hindi) text that come straight from the English language and do not have
Hindi equivalents. Pick out some such words.

1. Cinema 6.
2. Orchestra 7.
3 8.
4. 9
5 10.

4. Writing Task - Forth&Por?‘oléo

Read the extract given below and translate it into English.

R : T8 78 o1 & TR IR A1)
Wed : TR, f9 %1 81 7, GHq 1 9 7R R @ 2R R S ST 1 U i |

WH AN AC AT AR ...
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wea (fow tfimm & €oa gu) # of oNT 1 UR wET & ARa N W 9
‘ofE=g-ae’ § B9 € ored b1 U feRa em ey o F gE Tw A TR wwen of #9
S-SR e S & e e

WEd  : IO 0 e Fall fora &t oft smufa gR oA o W (oY 98 ame 3 W T
SR wE W oft) W, gret S| A 3T 1 i A Al

TIM ;U TS TWE I1E 1 3T 1 € T, G Al ek &% UR-H-|R U AR &

TS IfcIT, I8 99 99 8 1| 379 379 ot {gda & oifsa)

English Translation

After tramnslation, answer t%wgwtiom t%mtﬁ)llour

(i) While translating the information about character and situation given in the
parenthesis, did you face any problems? List them here.
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(iif)

o 9

o

Is there any information that is difficult to translate? List it.

Does the word-structure (syntax) need to be changed in order to recreate the
exact meaning in the target language? Why?

Project Work

Work in pairs. Select a Short one act play in the Source language.

Work on it individually.
Translate itinto English.
Compare your translations, and identify the differences in your translations.

Now, work together to arrive at one common translation, while discussing the
issues concerned.

Add both the copies of the translation in your Portfolio.

Also, record the points of differences that you may have and the process of
resolution.
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Dialogue is a mode of expression in drama, novel, short story, poetry and even non-fiction.
The major problems associated with the translation of a dialogue as opposed to an
expository text are very apparent.

A dialogue represents living oral speech - short forms and particular accents of a speaker
will be difficult to transfer to the other language.

Read this dialogue from Munshi Premchand'’s story Tl @ 9fd translated into English as
Wife into Husband

NS IEE NG LIS LIS LIS LIS MLC IS IEC IS VEC NS M EC NG I EC IS 1584 1 4€

¥ ¥
,2 U=t ¥ ufa :é

\\, TRt 98 A /3 9ud 5T F81 - el Fellerk M 3@ FAnfi! ¥
tﬁmﬁﬁﬁmmﬁw—ﬂﬁl v
‘\’ ‘g 3Tes aHE R 1 ¥
& v i & e A @ ¥
:‘,'ﬁw@a@waﬁwﬁn@aﬁﬁmﬁﬁﬁwﬁmwa&ﬁmmmﬁaﬂaﬁi‘\,'
g&’sﬁwazﬁﬁ@maﬁ—mm@a@a@ﬁmﬁm ;é’
;‘ﬁ,waﬁﬂm \i:
¥ ‘¥ & e o g oel s ¥
SR A A TRETE TET A, A 5 o T8l R g 8 U STl 1 UIed e ¥
¥ frre a3 sl forw s T T B ¥

v g
D) A/ . r 4 r d A/ 4 4 A/ r 4 . 4 4 ) 4 A & A
NS IS IS IS IS SIS LIS M EE IS LIS LIS I EE IS 1 EE IS 18

NS LENRT LS LT IS LIRS LS GRS LS OGRS LR S OGS A&
¥ Wife to Husband ¥
“(' Mr. Seth said something embarrassingly, Coming to all see the flower show tomorrow?' “(’
{‘{r No,'said Godavari, with a show of indifference. E;v\’
“(, ‘That show is very nice to see.’ :(’
{’\, T'm going to a congress meeting tomorrow.’ ¥

;&' Mr. Seth would not have been more shocked if the roof had fallen in on him or he <
~v would have caught the electric wire in his hand. With his eyes wide open, he said," <
v You're going to a congress demonstration?’

NS ELERT LIS LT ILE S OGS HLE S LIS HLE S LIS HLE T &1 €
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NS IS LIS VLN LN M EE G I EC UG M EC IS VECINS VLIS LIS 1 5& 1S 1 5€
W W
< Yes, I will definitelygo!' Y
~’ 1 1 "
;&’ | do not want you to go. \‘(’
< If you do not care for me, then it is not my dharma to obey every order that you give <
¥ me.’ ¥
2\'<, Mr. Sgth said,. with poison filled in his eyes, '[if you go the meeting] something {'i,

 undesirable will happen, )
¥ A

A T T L T I T A A A T T TS

The first thing for us to remember in the translation of a dialogue is that a conversation
takes place between people who communicate to express thought, emotion or ideas or to
solve any problem. Therefore, it is not simply the language structure of the expressions
but also the intentions of the speakers that determine the correct translation in the target
language.

The question that Mr. Seth asks Godavari, el TdTeR T @A =@r? is translated as
'‘Coming to see the flower show tomorrow? But it could well have been translated as

(a) Will you come for the flower show tomorrow?
(b) Will you go to the flower show tomorrow?

(c) Are you going to see the flower show tomorrow?
(d) Will you be there at the flower show tomorrow?

But none would convey a sense of suppressed excitement about the show that Mr. Seth's
questions entails. He is really keen to go to the show with Godavari. More over he takes it
for granted that she will come with him. A translator of a dialogue, therefore, has to keep
in mind the thought process of the people in conversation to achieve desirable perfection
in her/his translation.

Dialogue translation, indeed, poses problems of a peculiar nature. Apart from the
problem of intentionality, elliptical expressions which signify the pressure of the moment

cause yet another problem to translators. For, instance, mark the last sentence, "TH&X 3

J il | fo R HET- S S Bl

EGIEl BN B is an example of elliptical expression, because the meaning is understated.

If you translate it literally- 'something undesirable will happen'- it conveys a threat that
seems incongruous to the context of the conversation and the relationship of the two
people involved in this conversation.

The problem from the point of view of the translator is that some or all of the ellipted
information may have to be explicitly stated in the equivalent target language for stylistic
reasons if not for the reasons of grammatical accuracy.

The expression used to make the ellipted information in the source text explicit is
indicated by square brackets. '[If you go the meeting] something undesirable will happen.

Note at the same time that the structural equivalent is stylistically inappropriate in
conversational English.
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Not only is implicit information expressed by speakers often made explicit in translation,
but explicit information is often made implicit or simply left unexpressed in translation.
For example, consider the utterances

G HIEHR cl-qH HIUH & STord o St
2, SRR ST

These have been translated as
With his eyes wide open, he said," You're going to a congress demonstration?'
"Yes, | will definitely go!’

Godavari's bold repartee, ' will definitely go!" is an instance of how a more explicit
utterance has been made implicit considering the dialogue conventions of the target
language.

Now read the following extract from the one-act play Ual Sat3l : U=t fimraft by
Upendranath Ashak and its English Translation once again.

WEd (8- TgHT i § faedt amd 39 gu) T, TE § aw T A Tkl H U &
T H 70 A | weiferfed 1t Hifen 3 g1 €1 vew KA W um 3 % § e fows €1 qw
7g faedt TaRs &1 % <1 A =R @ -9 W@ ¥ W o aw dae @)

(SAfe g eI U AT0F S 1 IR T B, T BT H Tk wean! fordl Hawa gan o
HAT)

Wed : F, 4, 910 F1 @ T UE e gy i 8l

VA ;T AT WEdSt, 9 i R EE B orell @ SR etk | 98 Taedl 99 € § (®eht
e Y ST 21)

WS ;7 <l TRl i SheTen o SeTwm: fRE 1 U Uik R TREEE € S| w
TR T Hr 371 S ferddt Y I 22 St fR 5 ot ShieR e s, ferd &5 ...

In the above specimen of literary dialogue, we encounter a typical translation problem
relating to what are called the discourse markers. The use of discourse markers for
indicating various types of conversational mores is quite common in dialogue although not
so in expository text. The basic problem they present in translation, human or automated,
is that any given marker has numerous possible translations and that these translations do
not appear to be based on a semantic analysis of the expressions used but rather on a
pragmatic analysis.




For instance, Bhagwant's desperate cry: T&l, 7!, 7&l, ¥ 98 &l & ¥, read in the
context of his character and mood, could variously be translated as

(a) ‘No, never, | will never do it’

(b) ‘No, not at all, I can never doit’

(c) ‘Oh! No, | cannot doiit'.

All the translations above are semantically quite different from each other and, for the
most part, semantically different from the source language expression. However, they are
similar in their discourse function, as a conversation opener.

Like wise the discourse marker ‘&, &1, <Td 1 2 TIM? can be translated as,

'Why, Why! What's the matter Shyam?' No doubt there are other possibilities as well. If we
translate it as 'Why, Why! What's the matter Shyam?' the meaning equivalent to that in the
source text would not be produced. The dramatic effect produced by placing the

exclamation mark after the repeated word, ‘&, 1" in Hindi would be completely lost if
we do the repetition Why, Why and place the exclamation mark after it in English. In the
target language English, using Why once would serve the same purpose as using #7, twice

would produce in Hindi in the same context. The key point, however, is that the selection
of a target language equivalent is based on the conversational function of the discourse
marker (Why (Why) What's the matter’, in this case).

Procedurally, then, the translation of discourse markers involves: identifying the
conversational function they are being used to mark and selecting an appropriate
equivalent in the target language given that function. The first entails a type of analysis,
that is, of conversational function, that is simply not very useful for expository text nor for
its translation, since it is, at best, an entirely one sided conversation. The author does all
of the talking and there is no specific addressee. Such actions as greeting, opening a
conversation, leave-taking, pre-announcing, confirming, accepting, rejecting, etc. are
not relevant to single party linguistic discourse. The second also is problematical. It
requires some set of target language stylistic constraints for selecting among the different
expressions for a particular function.

There were few, but sufficient examples of incomplete utterances in dialogues,
and they account for a talked-about aspect of dialogue translation. For instance, in the

above dialogue, Bhagwant says, ‘Tt & TR =1 @ o1 ST, fepedt &6} < 22 e, femeht
1 A SR g S, ferdt %1,

The last unit, T & A SUR 9g W@, fHE %1 =M. is an example of

incomplete utterance that gives problems to a translator, because the incompleteness in
the language structure may communicate a complete sense in Hindi but it may not be the
case in English. Or else, we could translate the expression as, Someone'’s mother would
get sick, while someone else's father..." thereby retaining the incompleteness of the
source text.
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The target language would require completeness of the utterance not only to
make complete sense but also for linguistic perfection. So the utterance may be
translated as, Someone's mother would get sick, while someone’s father would go unwell.

The first step in regard to the translation of incomplete utterances is to identify
them. The second step, as discussed above is to decide whether the incompleteness
should be recreated in the target language or cleaned up. Finally, whether recreated or
cleaned up, the translator must decide how to deal with it.

In the example above, the translator has decided to clean the incompleteness up
by completing the expression. That is to say, the translator must identify some fuller
version of the incomplete utterance that would cohere with the discourse. In this case,
that fuller version is attained by using the word go unwell.

Endofthe Lesson - Review-Questions

7. Comprehension

a. Discuss the process of translating dialogues, as you understand it. Use suitable
examples toillustrate your points.

b. How important is it for the translator to consider the intentionality of the speakers
in the translation of dialogues?

C. What are discourse markers? How are discourse markers liable to transformation

in the process of translation?
2. Vocabulary - Expladut/wﬁllowi&g terms and concepts

(a) Expository text

(b) Intentionality

(c) Elliptical expressions
(d) Implicit information
(e) Explicitinformation
(f) Discourse markers

(g) Conversational function




3. Apfﬁcatiom

a. Read (and then translate) in group & of 5-6 the following dialogue from
Bhagwaticharan Verma's Short Story ‘ T’

After translating the dialogue, answer the question that follow:

el TTeR, STeal well, ISt o well, Wl 6 <9 T2 W@l R
‘g Y= 8 91 1 8-SR <9 of o |1 | S
‘T, H 3T UG T ST I A W% R gu off | g R T

3R TR, SHA Tk Seh o WY 311@ @ied <, IR ol Rt 33d §U SHA el 319 37 T -
3N A T B F T T IR T A HIEHT B AR @)

TR 3T FeT-diel-gY e e ued| TR T SEd-3@d SA1E YR TE-srel |
“fET & g W T ST TR ®1 T, U 99 oR B ST g dl | A 96 G|
eI forat ST 9 !

“ R R ThHT 3T e, ST a6 Th fod € - v S et df #fe & d=a fF A
EA-3@A...’ 3R T HEH Gk TEI: Sk S TRE Q J107 Fiehed TH W g IR Il B

English Translation

b. In the dialogue above, there are four persons involved. Raja Babu and his friend talk
about the former's meeting with Pyaari and her death, and Raja Babu recollects his
conversation with Pyaari minutes before she dies? There is also an imagined conversation
between Pyaari and her husband for whom she has been waiting eagerly. How do the
intentions of the speaker guide your translation of the dialogue?
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c. Which utterances did you find difficult to translate? Why?

d. What are the discourse markers in the dialogue? Do they change in the target language
or they remain the same as in the source language?

e. Which words in the dialogue do not lend easily to translation? Why?

e. Are there any implicit utterances in the dialogue that you decide to make explicit in the
translation or vice versa?
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4.

Writi«ﬁ Tasks - For Your Porg%léo

Given below is a short dialogue from the Hindi movie Sholay Translate it into
English.

- e emet & 2
- T, THR

= 1 & TR qH o, TR ot g AT STae 3 T, TSk o A fHedt o fiyen fea...

- A F1 B, R hifern ?
- TH q 3191 T @ 2, ThR. .
- qt 19 el ... ...

English Translation

After translating it, answer the questions that follow:

b)

c)

S.

Discuss whether any explicit utterance in the source text has been implicit in the
target text and vice-versa.

Explain whether making any utterance implicit in the target text may be due to
considerations of structural or semantic well-formedness, as for example in the

translation of =&t 3 &l & Tehal which can be made implicit as no never !

How important is the intentionality of the speakers in the translation of the
dialogue?

fera 3TeHt & 2 What function does this utterance perform as a discourse marker?

Project Work

Work in pairs. Select a short dialogue from a Short Story, a play and a movie each (in the
source language, Hindi)

S o0 T o

Work on it seperately

Translate it into English
Compare your translations
Identify your differences

Work upon a common translation

Write an essay on the problem’s of translating dialogues from various genres of
literature.
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Poetry is difficult to define in such a way as to distinguish it neatly from prose. But there
are some markers of poetry. First of all, poetry has lines of given length - eight-syllable,
twelve- syllable and so on (accordingly, the form is described as tetrameter, pentameter,
hexameter etc.). For example, the following line from Coleridge's Ancient Mariner,
'Alone, alone, all, all alone’is an eight-syllable tetrametric line. in Blank verse, which
doesn't have a fixed meter, each line has, none the less, a given number of syllables. It is
because of the line-length that a page of printed poetry looks so different from that of
printed prose.

Lesson,

Secondly, the poets often select words carefully for their sounds and use words so that the
sounds make a pattern. In the same line that we have quoted above, the two sounds ‘a’and
‘'recur again and again. This is called alliteration, which you have read about earlier.

Thirdly, in good deal of poetry, there isrhyme - that is, different lines of a poem end in the
same sound in the same stanza:

Alone, alone, all all alone=(n)
Alone on awide, wide sea=(i)

And never a saint took pity on = (n)
My soulin agony = (i)

In the above stanza the first and the third lines and the second and the fourth line (i)
rhyme.

Apart from these three features of line-length, meter and rhyme, there is, in poetry,
intensity of idea and emotion, which is achieved by the use of figures of speech such as
simile, metaphor, images and symbols.

While translating poetry, particularly translating texts belonging to different traditions, it
is difficult to translate the meter because metrical arrangements are tradition specific.
However, a translator can try to capture line-length and rhyme. In the case of the figures
of speech and imagery, same figure of speech or image or the parallel available in the
target language should be aimed at.

Now let us consider the following poem, #ifet &l T=¥T 95 ? It is a beautiful love lyric by
Mahadevi Verma and the poem poses all the problems of translating poetry.




e

W

\ oy &

SERINS ILRIS SIS SLR IS SIS GRS SIS ILR IS SIS GRS SR s W&

‘\\’ ﬁ < a a < ¥

W _ " Y

Y eifa el Wl ON? X

O R W A ¥

W 1V d

3 X :
|

;;(' Th G S ST, !“5 i

Y gHU UBEN HA A, S :

o I FIWR § A AR S A2 ¥ -

(Vg [Y4 |

;&’ =1 FeR 9y & faum, ;é’

ST e WA AW T, ¥

(Vg 8 1Y

x¢ =¥ ¥ |

i ST SO @IS 1 oFa Y 1 W W i

¥ Y

v - v

5 T W e d 3

~ wE Y g, we H fa, 3

v . <« v

iﬁqﬂ@ﬁ@w,maﬁaﬁm%mﬁw !é,

\(, ‘é

5 ST Bfa-w9 @1 EA, X

I T AR A, 3

o Su fue & @, o o e dw S 3

7 A\

\<’ .<’

v 3T R AT TS A &, W

A4 d

.‘} s fed a9 9a &, \1

v foe T forg w5 FE0n #1 we wiaRy o2 ¥

l(’ ‘qg]ﬁaﬂ‘ ‘é

NS LENRT LIS LT LIS LT LIS LT AL LGS LR T IS &

o5 SRS ILET LRI SRS IR R

¢ O my Companion,Whither do | send the m

4

: Letsread the translation in english

A\

‘> 0 my companion, Whither do | send the missive?

{"\, To whom should | send the missive?

¥

21!\, One, a stray memory of him,

¥ That my spirit alone knows

NSNS LS IS &S




3T#

o RIS IEINS SIS AT LS ST LR T LIRS SRS KIS HE S '/(‘;
\“(: Do | gijft the thrill of passion, or instead a deluge of tears ? :‘;
EI’, Unending foot falls forge a path g.,’
\" Reflected in the beat of the heart :

J&' In this eternal quest of mine, whatever else do | offer ? ;é’
¢ R
:71(’ Entering dreams through the pathways of the eyes :\g
¢ Mingling in my desire, blossoming in my sighs. ¢
"(' You are a part of me, whither should | send the missive ? l’
¥ ¥
‘> Lost forever a passing cloud ¥
{’, Like a whiff of camphor no longer around {";
¥ To that land, can | my spirit send ? ¥
¥ ¥
i; Leaves of life floating by, i,
Y Failing breath in countless signs, ¥
:<’ How do I open the entire saga of my life? :('
W W

¢ Translated by Dhananjay Singh ¢

[ V4 Y4
4 4
4@', SLEING LIS LIS SLEINS SLC IS LIS ILEINS SLC IS LIS ILE IS 18 0S v/:é

Translating poetry is the most creative exercise of all translations. It is because the
aesthetic feelings in poetry arise from aesthetic form that the words and expressions are
given, which are far different from the normal language of conversation. Hence, the
translator has to achieve the same aesthetic form in target language to produce similar
poetic feelings.

Read first this poem in original Hindi and then compare its translated version in English.
What, according to you should be the correct translation of the poem's title, “3ifeT gl

T 9 27 be?

(i) Friend, where the message | send?

(i1) Friend, where the message | should send?

(iii) O Friend, where should | send the message?

(iv) O my companion, whither do | send the missive?

You will observe that the translator has broken down the grammatical pattern of the
source text in the translation. The literal translation of the title, which also figures as
the first line of the poem, would be

'Friend, Where the Missive Should | Send?




But translated thus, much of the poetic effect is lost to us. The line reads as a matter-of-
fact and a dry expression. Since, in the original Hindi, the line contains a sigh of longing as
well as an expression of utmost intimacy with the person addressed, in order to retain the
same emotion, we add O as the marker of emotion. Friend would not be an appropriate

translation of '37fe?, instead we use ‘companion’

Again the word I is very significant in the context of the meaning of the poem. The

possible translations of E3IT could be

(@) Missive

(b) Word
() Message
(d) News

Discuss in groups on the suitability of each word.

In the best of all possible worlds, every word would have one and only one meaning. But,
as we all know, this is not the case. When a word has more than one meaning, it is said to
be lexically ambiguous. When a phrase or sentence can have more than one structure it is
said to be structurally ambiguous.

One of the primary differences between prose and poetry is seen in syntax. Poetry is an
arrangement of sounds and meanings rather than just words. In fact a poem very freely
disturbs the grammatical sequence to recreate the feeling, and rearranges the words to
create the emotive meanings possible through the target language. Hence, the
grammatical sequence found in the source text is broken, and so we have Whither do |
Send the Missive? which sounds unusual in itself but in the context of the poetic emotion it
is a better way to carry over the meaning of the original Hindi utterance.

Can you think of other examples of poetic syntax from the above poem where the words in
usual prose order are rearranged to produce the emotive effects?

Look at these lines in original Hindi and their English translation.

(i) Yo 1 SUER § AT 31Y-9IR 3 & ?
(Do | gift the thrill of passion or instead a deluge of tears?)

iy T geit ® @ T, o @ w1 fRE <9 A 2

(You are a part of me, whither should | send the missive ?)

(i) U fAom & 3w ¥, o/ W i fRE a9 2
(To that land, can | my sprit send?)
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(iv) e WE fa@ a9a Feon &1 wen fowe o5 ?

(How do | pen the entire saga of my life ?)

As we have said poetry arranges words for their sound-value, and rhyme is a very
important requirement of poetry, which in translation may or may not be preserved. What
is the rhyme-scheme in the poem by Mahadevi Verma? Look at the following lines:

(@)
AAfer el d3w A5 2 (1)

# g W@ 99 7 (2)

(b)
T GfY 91 391, (3)

TH UBAM A i, (4)

(c)
St T Bfa-w9 F1 I, (12)

IS T SER-01 &, (13)
Idemfg'ﬁ/ t/wr/tymmﬁ words inthe above lines.

Read the English translation of the poem now, and point out the rhyme.

(a)
O my companion, whither do | send the missive? (1)
To Whom should | send the missive? (2)

(b)
Entering dreams through the eyes (9)
Mingling in my desire,blossoming in my sighs (10)
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Other than rhyme, images qualify the language of poetry. Some of the images used in
this poem are listed below:

(i)  'SY-9R WV (deluge of tears)
(i) =R =R (unending footfalls)
(i) ™39 9Y (Through the path of the eyes)

(iv) I8 9@ & (Leaves of life).

In these images, words/expressions have figurative meanings and not direct meanings.

What does 3 9T mean? Choose the right option.

(i) apath that eyes see

(i1) path that shows the eyes

(iii)  eyesof the path

(iv)  apath made up of eyes

(v) through the pathways of the eyes

3TY- 4R 3791 also has figurative meaning, because the weight of tears is not the actual

physical weight but the weight of sorrow and grief. The phrase =& et is also
figurative- things dissolve in water and not in thirst, and therefore, dissolving in thirst
means getting destroyed by thirst of love or desire. GSlcl h&UM" also has figurative

meaning. % UM, pathos, is a state of being, therefore, "Gsicl %0 simply means a pathos
that is expressed or a saga of love.

For all these reasons, many consider poetry the most difficult genre to translate, given
the difficulty in rendering both the form and the content in the target language. In 1959 in
his influential paper On Linguistic Aspects of Translation, the Russian-born linguist and
semiotician Roman Jakobson even went as far as to declare that poetry by definition
[was] untranslatable. In 1974 the American poet James Merrill wrote a poem, Lost in
Translation, which in part explores this subject.

Still more difficult is the translation of poems meant to be sung — sometimes referred to
as a singing translation. This is closely linked to translation of poetry, simply because most
vocal music, at least in the Western tradition, is set to verse, especially verse in regular
patterns with rhyme. A rudimentary example of translating poetry for singing is that of
hymns meant for singing in the church. In India translations from Valmiki, author of
recitational Sanskrit Ramayana or Tulsidas author of Ramacaritamanas in dohas ,
stanzas, meant to be sung, or of any medieval Bhakti poet will belong to this same class.
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Translation of such sung texts is generally much more restrictive than translation of
poetry, because in the former one has to retain the sound and verse structure as far as
possible. One might modify or omit rhyme in a singing translation, but the assignment of
syllables to specific notes in the original musical setting places great challenges on the
translator. There is the option in prose, less so in verse, of adding or deleting a syllable
here and there by subdividing or combining notes, respectively, but even with prose the
process is nevertheless almost like strict verse translation because of the need to stick as
close as possible to the original prosody. Other considerations in writing a singing
translation include repetition of words and phrases, the punctuation, the quality of
vowels and rhythmic features of the vocal line that may be more natural to the original
language than to the target language.

Endofthe Lesson - Review-Questions
7. Comprehensionand, Vocabulary

a)  tHow important is the tittle of a poem? Is i important because it
helps inintroducing

° the poem’s subject?

° the poet's emotions or feelings?
° the poem’'s metre?

° the poem's imagery?

Choose the correct options. How far does the title of the translated text of Mahadevi
Verma's poem reflect its subject, the central emotions/feelings, and also the metre?

b)  Marktherhyming pattern inthe sourcetext and the fewriyming words
created inthetarget text.

i) How many rhyming words do you find in the source text, and how many lines rhyme
in the target text?

i) Are the rhyming words in the target language translation of the rhyming words in
the source language?




iii)

(if)

Are the rhyming words in the target text interpretation of the meanings in the
source text rather than word equivalent of the source text?

In translation of poetry, is it very important to translate and recreate the rhyme?

The entirepoenis Mﬁrm/oqutiom thatth&poetawk;ké:dofaﬁm?

What are the interrogative words used in the source text?

What are the interrogative words used in the target text?

Do the interrogative words appear in different places in the syntax structure of the
source text and the target text? Why?

Inthepoem, the poet speaks about sending W:tn thebeloved

How many things does the poet want to send to the beloved?

Do the expressions denoting these things change in word-structure in the
translation? Why?
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(iff)

(iff)

1o,

(i)

(iff)

Are there certain things that the poet wants to send to his beloved difficult to
translate? Why?

There are words i&vtﬁ&pomot/mtdmot&t/wmt&m{aﬁom/dp
batwemtﬁ&poetmdké:édoved.

Which words in the poem express the poet's intimacy with his beloved?

Do these words have equivalents in English?

Are there other possible translations of such words?

The poet has used images to express and, suqgest her love and Zo@inﬁ for
her beloved.

Identify these images used by the poet ?

Do the images help you in developing better understanding of the poet's thoughts
and feelings?

Are some images difficult to translate in the equivalent word-structure?

Choose some images from any famous poem in Hindi and translate them into
English? What difficulty did you face in their translation?




Thevarious elements q‘poetr)/ are

Meaning
Feeling/emotion
Metre

Figures of speech
Imagery

Go back to Mahadevi Verma's poem. Read both the source text and the target text, and
write an essay on the translation of poetry along with these elements quoting examples
from the two texts.

h)

Whatis tﬁ&moodoft/wspeaker i#vt/wpom?l; itt/mtof
Pensive longing
Relaxed admission of love

Depressed wailing
Stoic indifference

Choose the correct option, and write a paragraph quoting examples form the source text
and the target text on how the poet and translator reflect the mood of the speaker
consistently throughout the poem.

£)

Does translation ofpoetr/v moreor less bejm/ widvﬁrst interpretatiomfth&
meaning oft/w source t&xt—mnd/t/wmrewriti#% the interpreted meaning
nthe target szﬁ&? Discuss 7uotinﬁ &xwla ﬁom the translated
uem'omofM ahadevi Verma's poem.

Apfﬂmtz‘om

In groups of 5-6, read the following poem and answer the questions that
fol[ow:

NS ILEINS LIS SLEINS IS SLEINS LIS SLEINS RIS SLEINS RIS SL- IS 148
! (a¥ (a¥

‘#{’ “feet Sedl-Siedt gord 2 J
¥ ¥
YV B ST U H T we, ¥
v e s TR - Y
Y T G ok T T delt ot Sed-Stedt et ©) ¥
v e Sedt-STeel sordn 2 v
Y o= yemn o e, ¥
Y el ¥ #iw ® gh- v

& gL

S L S AN 3 N L S A L S X Iy 3




NSRS RIS IEC IS EE NS LIS LIS LIS LIS RIS IS S-S L€
Y o o e # s Reer s §) ¥
;g el et gerdt © ;§
¢ ¢
¥ g fred @ AN R v
{vr # g forme feq ==e?- E;V'
v TE v e e og Y, s < | fagge @) ¥
{u\r feet Sedi-Sedt gerar 2 ¥
v BEYRE oo ¥

NS LIS LIS MLC I VLIS LIS MLC IS VLIS LI ILC IS VLIS I LC IS I LE

(i) Give a possible translation of the title of the poem. Discuss it among your group
and select the most appropriate title.

(ii) Identify the words or expressions that you find difficult to translate because of the
cultural dissimilarity between the source and the target language?

(iii)  How far do the emotions of the speaker get reduced or enhanced in the target
language?

(iv) During the process of translation of the lines did you encounter problems similar to
the prose translation or does the poetic nature of the source text set a limit on the
translation in a different way? Discuss with examples.

(v) Pick out the images in the poem. Do their compactness and precision suffer in your
translation? If so, why?

(vi)  Identify the rhyming words in the source text. Is it important to recreate the
rhyme in the target language? Discuss among yourselves.

b) Read/t/wﬁllowmﬁ extractfroma tindipoem by Kedarnath Singh ¢

NS LIS LIS LIS LIS LIS LIS LIS LIS LIS LIS L& L&

W !V
< g1 Sftee TE aRE S X
e @ e £
L ;
g R g T Y x
¢ AR B2 ¢
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1\% , partner, which translation, according to you, is better and why.
{l’ (A) E;'I’
‘¢ “Will the life end in this manner, ¥
¥ Inliving andin living from ¥
:; Words to words :;
gg’ And in this continuous duel of living?” :‘u’
Y4 (Y4
y © v
' “Shall life pass only like this ¢
' From words to words ¥
E"’, To be alive, to be alive, to be alive 31’,
¥ The constant tussle! a

NS LIS MEC IS VLIS H& I

(a) Better 'representation’
of the poet's original
theme and intention.

x

&

l‘
&

N
‘>\

A

Parameters Translation A Translation B

(b) Choice of appropriate
words matching the theme.

(c) Economy of words
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Endofthe Unit - Review-Questions

® a0 T

.—h

Compre/wmiom

What make the translation of fiction and poetry different from the translation of
non-literary works.

What are the basic problems that the translator of a short story might face?
What is literal translation ?

Why does'nt literal translation work in the translation of literary texts ?
Adramatic text is written primarlly for performance on a stage, in streets etc.

Does that make it more located in the culture and hence complex to translate?
Give your considered views with the help of suitable examples.

What are the typical difficulties a translator of a dialogue may face?
Why is it difficult to translate discourse markers?

How challenging is it for the translation of poetry to retain the astheltic form and
feelings of the source text?

(/ocabular)/
Explain the weaning offol[om@ words and expressions with suitable
&xamfla.

Problem of language (in translaion),
Allusions

Absurdity

Expectation of a creative language
Intended meaning

Idiomatic context

Historical-political associations

Cultural context of translation
Interpreted meaning

Recreating situations and characters(in translation)
Intentions of the speakers'(in translation)
Intentionality

Elliptical expressions

Grammatical well-formedness

Implicit information (in translation)
Explicit information (in translation)
Discourse markers

Aesthetic form




3. Writing Task - For the Por?%léo

w.  Gewbelowis apoemin tindi. Its Englishtranslation is inrandomorder.
Armngath&stmuza; tftk&trwlatedtaxtimtﬂdrpmper order and write
th&trwlatiomaﬁm.
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1 Passion and Compassion ¥
¥ Peacefully! ¥
¢ For a white! ¢
¥ And lose myself ¥
¢ In sweet and charming dreams ¢
v Forsaking my ¥
Jr Entire grief S
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\ / \

You
Make your tears of love
Overflow to me,
| -
Will make
The splendour of heaven
To stoop down
At your feet!
You -
Tell a story
Of enchanting love,
Listening which
| -
Can sleep

You
Create music [rhythm]
In heart,
|
Will sing
The song of life!

In this way
Let our age go on
dwindling,
let the waning wick of love
Go on burning
In both our hearts!
Let the mutual emotion
And compassion
Of our living souls
Go on cherishing!
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b)  Hereisawextractfromthe short story by Omprakash Valmiki. Read the
extract and complete the English translation given.
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This is an incomplete translation. Complete it individually and then exchange it with a
partner. Modify and put in your Portfolio.

It was the evening of 8 july 1970. | had arrived at the hostel of the Ordinance Factory
Traning Institute with my meagre belongings. The Institute’s van was standing outside
Kalyan station. Many others had also come from Jabalpur. The hostel was at a scenic
spot at the foot of Ambernath hill. Among the Ordinance factories this Institute and
its hostel hold a special place. The technicians trained here are counted amongst the
best technicians and draftsmen. The evenings were lively in the hostel. Along with
gymnastics and indoor games' facilities, the hostel also had a swimming pool and a
library | was greatly excited when | saw the llibrary. It was in this library that | read
Pasternak, Hemingway, Victor Hugo, Pierre Louis, Tosltoy, Pearl Buck, Turgenev,
Dostoyevsky, Stevenson, Oscar Wilde, Romain Rolland and Emile Zola. It was here
that | read the entire works of Rabindranath Tagore and Kalidasa.

Threr were ten students in each room in the hosiel. With me were Sudama Patil
(Maharashtrian, Bhusaval), V.K. Upadhyay (Kanpur), P.C. Mridha (Bengali), K.C.Roy
(Bengali), Dilip Kumar Mitra (Bengali), B.K. John (Katni,M.P), Gaur Mohan Das
(Bengali, Calcutta),and Gulati (Sikh). Sudama Patil and | soon became fast friends.
He was also a connoisseur of literature.He loved theatre. Every Saturday and
Sunday, both of us went to Bombay to see plays. Once in a while, if there was goood
show in the middle of the week then we had to sneak out quietly.The hostel was
locked at ten every night. One could get caught while scaling down the wall. Many a
time we got into the hostel through the path by the drain.

One day | happened to chance upon the gate key. | went to the factory and cut
myself a spare key. As soon as we had the spare key, our problem we solved.

But we were caught one day. The guard used to go to sleep by midnight in the
veranda of the library.We would unlock the gate quietly and get in. Once inside, we
would lock the gate again. That day, the guard happened to be awake. He shouted
when he saw us unlocking the gate. The lock had already opened, and we were inside.

He threatened to complain to the warden. | asked him, What will you complain
about?

‘That you came in from outside after unlocking the gate, he said...

Omprakash Valmiki
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4. Project Work - Worki«/jrouf{ offo'x

i)  Take asimple short story

ii)  Translateitinpairs

iii)  Shareyour translated story with the other members of the group
iv)  Note down and discuss the point of differences

v)  Reviseyourdraft

vi)  Addityour Portfolio

b. (i) Take an One-Act play in Hindi
(i)  Work together and translate the play into English.

335




	Page 1
	Initial Pages.pdf
	Page 1
	Page 2
	Page 3
	Page 4
	Page 5
	Page 6
	Page 7
	Page 8
	Page 9
	Page 10
	Page 11
	Page 12

	UNIT 1 ALL.pdf
	Page 1
	Page 2
	Page 3
	Page 4
	Page 5
	Page 6
	Page 7
	Page 8
	Page 9
	Page 10
	Page 11
	Page 12
	Page 13
	Page 14
	Page 15
	Page 16
	Page 17
	Page 18
	Page 19
	Page 20
	Page 21
	Page 22
	Page 23
	Page 24
	Page 25
	Page 26
	Page 27
	Page 28
	Page 29
	Page 30
	Page 31
	Page 32
	Page 33
	Page 34
	Page 35
	Page 36
	Page 37
	Page 38
	Page 39
	Page 40
	Page 41
	Page 42
	Page 43
	Page 44
	Page 45
	Page 46
	Page 47
	Page 48
	Page 49
	Page 50
	Page 51
	Page 52
	Page 53
	Page 54
	Page 55
	Page 56
	Page 57
	Page 58
	Page 59
	Page 60
	Page 61
	Page 62
	Page 63
	Page 64
	Page 65
	Page 66
	Page 67
	Page 68
	Page 69
	Page 70

	UNIT 2 ALL.pdf
	Page 1
	Page 2
	Page 3
	Page 4
	Page 5
	Page 6
	Page 7
	Page 8
	Page 9
	Page 10
	Page 11
	Page 12
	Page 13
	Page 14
	Page 15
	Page 16
	Page 17
	Page 18
	Page 19
	Page 20
	Page 21
	Page 22
	Page 23
	Page 24
	Page 25
	Page 26
	Page 27
	Page 28
	Page 29
	Page 30
	Page 31
	Page 32
	Page 33
	Page 34
	Page 35
	Page 36
	Page 37
	Page 38
	Page 39
	Page 40
	Page 41
	Page 42
	Page 43
	Page 44
	Page 45
	Page 46
	Page 47
	Page 48
	Page 49
	Page 50
	Page 51
	Page 52
	Page 53
	Page 54
	Page 55
	Page 56
	Page 57
	Page 58
	Page 59
	Page 60
	Page 61
	Page 62
	Page 63
	Page 64
	Page 65
	Page 66
	Page 67
	Page 68
	Page 69
	Page 70
	Page 71
	Page 72
	Page 73
	Page 74
	Page 75
	Page 76
	Page 77
	Page 78
	Page 79
	Page 80
	Page 81
	Page 82
	Page 83
	Page 84
	Page 85
	Page 86
	Page 87
	Page 88
	Page 89
	Page 90

	UNIT 3 ALL.pdf
	Page 1
	Page 2
	Page 3
	Page 4
	Page 5
	Page 6
	Page 7
	Page 8
	Page 9
	Page 10
	Page 11
	Page 12
	Page 13
	Page 14
	Page 15
	Page 16
	Page 17
	Page 18
	Page 19
	Page 20
	Page 21
	Page 22
	Page 23
	Page 24
	Page 25
	Page 26
	Page 27
	Page 28
	Page 29
	Page 30
	Page 31
	Page 32
	Page 33
	Page 34
	Page 35
	Page 36
	Page 37
	Page 38
	Page 39
	Page 40
	Page 41
	Page 42
	Page 43
	Page 44
	Page 45
	Page 46
	Page 47
	Page 48
	Page 49
	Page 50
	Page 51
	Page 52
	Page 53
	Page 54
	Page 55
	Page 56
	Page 57
	Page 58
	Page 59
	Page 60
	Page 61
	Page 62
	Page 63
	Page 64
	Page 65
	Page 66
	Page 67
	Page 68
	Page 69
	Page 70
	Page 71
	Page 72
	Page 73
	Page 74
	Page 75
	Page 76

	Unit 4 ALL.pdf
	Page 1
	Page 2
	Page 3
	Page 4
	Page 5
	Page 6
	Page 7
	Page 8
	Page 9
	Page 10
	Page 11
	Page 12
	Page 13
	Page 14
	Page 15
	Page 16
	Page 17
	Page 18
	Page 19
	Page 20
	Page 21
	Page 22
	Page 23
	Page 24
	Page 25
	Page 26
	Page 27
	Page 28
	Page 29
	Page 30
	Page 31
	Page 32
	Page 33
	Page 34
	Page 35
	Page 36
	Page 37
	Page 38
	Page 39
	Page 40
	Page 41
	Page 42
	Page 43
	Page 44
	Page 45
	Page 46
	Page 47
	Page 48
	Page 49
	Page 50

	UNIT 5.pdf
	Page 1
	Page 2
	Page 3
	Page 4
	Page 5
	Page 6
	Page 7
	Page 8
	Page 9
	Page 10
	Page 11
	Page 12
	Page 13
	Page 14
	Page 15
	Page 16
	Page 17
	Page 18
	Page 19
	Page 20
	Page 21
	Page 22
	Page 23
	Page 24
	Page 25
	Page 26
	Page 27
	Page 28
	Page 29
	Page 30
	Page 31
	Page 32
	Page 33
	Page 34
	Page 35
	Page 36
	Page 37
	Page 38
	Page 39
	Page 40
	Page 41
	Page 42
	Page 43
	Page 44
	Page 45
	Page 46
	Page 47
	Page 48
	Page 49
	Page 50

	Appendix.pdf
	Page 1
	Page 2

	back.pdf
	Page 1

	Initial Pages.pdf
	Page 1
	Page 2
	Page 3
	Page 4
	Page 5
	Page 6
	Page 7
	Page 8
	Page 9
	Page 10
	Page 11
	Page 12

	UNIT 1 ALL.pdf
	Page 1
	Page 2
	Page 3
	Page 4
	Page 5
	Page 6
	Page 7
	Page 8
	Page 9
	Page 10
	Page 11
	Page 12
	Page 13
	Page 14
	Page 15
	Page 16
	Page 17
	Page 18
	Page 19
	Page 20
	Page 21
	Page 22
	Page 23
	Page 24
	Page 25
	Page 26
	Page 27
	Page 28
	Page 29
	Page 30
	Page 31
	Page 32
	Page 33
	Page 34
	Page 35
	Page 36
	Page 37
	Page 38
	Page 39
	Page 40
	Page 41
	Page 42
	Page 43
	Page 44
	Page 45
	Page 46
	Page 47
	Page 48
	Page 49
	Page 50
	Page 51
	Page 52
	Page 53
	Page 54
	Page 55
	Page 56
	Page 57
	Page 58
	Page 59
	Page 60
	Page 61
	Page 62
	Page 63
	Page 64
	Page 65
	Page 66
	Page 67
	Page 68
	Page 69
	Page 70
	Page 71

	UNIT 2 ALL.pdf
	Page 1
	Page 2
	Page 3
	Page 4
	Page 5
	Page 6
	Page 7
	Page 8
	Page 9
	Page 10
	Page 11
	Page 12
	Page 13
	Page 14
	Page 15
	Page 16
	Page 17
	Page 18
	Page 19
	Page 20
	Page 21
	Page 22
	Page 23
	Page 24
	Page 25
	Page 26
	Page 27
	Page 28
	Page 29
	Page 30
	Page 31
	Page 32
	Page 33
	Page 34
	Page 35
	Page 36
	Page 37
	Page 38
	Page 39
	Page 40
	Page 41
	Page 42
	Page 43
	Page 44
	Page 45
	Page 46
	Page 47
	Page 48
	Page 49
	Page 50
	Page 51
	Page 52
	Page 53
	Page 54
	Page 55
	Page 56
	Page 57
	Page 58
	Page 59
	Page 60
	Page 61
	Page 62
	Page 63
	Page 64
	Page 65
	Page 66
	Page 67
	Page 68
	Page 69
	Page 70
	Page 71
	Page 72
	Page 73
	Page 74
	Page 75
	Page 76
	Page 77
	Page 78
	Page 79
	Page 80
	Page 81
	Page 82
	Page 83
	Page 84
	Page 85
	Page 86
	Page 87
	Page 88
	Page 89
	Page 90
	2a.pdf
	Page 1


	UNIT 3 ALL.pdf
	Page 1
	Page 2
	Page 3
	Page 4
	Page 5
	Page 6
	Page 7
	Page 8
	Page 9
	Page 10
	Page 11
	Page 12
	Page 13
	Page 14
	Page 15
	Page 16
	Page 17
	Page 18
	Page 19
	Page 20
	Page 21
	Page 22
	Page 23
	Page 24
	Page 25
	Page 26
	Page 27
	Page 28
	Page 29
	Page 30
	Page 31
	Page 32
	Page 33
	Page 34
	Page 35
	Page 36
	Page 37
	Page 38
	Page 39
	Page 40
	Page 41
	Page 42
	Page 43
	Page 44
	Page 45
	Page 46
	Page 47
	Page 48
	Page 49
	Page 50
	Page 51
	Page 52
	Page 53
	Page 54
	Page 55
	Page 56
	Page 57
	Page 58
	Page 59
	Page 60
	Page 61
	Page 62
	Page 63
	Page 64
	Page 65
	Page 66
	Page 67
	Page 68
	Page 69
	Page 70
	Page 71
	Page 72
	Page 73
	Page 74
	Page 75
	Page 76
	3a.pdf
	Page 1

	UNIT 3 first page.pdf
	Page 1


	Unit 4 ALL.pdf
	Page 1
	Page 2
	Page 3
	Page 4
	Page 5
	Page 6
	Page 7
	Page 8
	Page 9
	Page 10
	Page 11
	Page 12
	Page 13
	Page 14
	Page 15
	Page 16
	Page 17
	Page 18
	Page 19
	Page 20
	Page 21
	Page 22
	Page 23
	Page 24
	Page 25
	Page 26
	Page 27
	Page 28
	Page 29
	Page 30
	Page 31
	Page 32
	Page 33
	Page 34
	Page 35
	Page 36
	Page 37
	Page 38
	Page 39
	Page 40
	Page 41
	Page 42
	Page 43
	Page 44
	Page 45
	Page 46
	Page 47
	Page 48
	Page 49
	Page 50

	UNIT 5.pdf
	Page 1
	Page 2
	Page 3
	Page 4
	Page 5
	Page 6
	Page 7
	Page 8
	Page 9
	Page 10
	Page 11
	Page 12
	Page 13
	Page 14
	Page 15
	Page 16
	Page 17
	Page 18
	Page 19
	Page 20
	Page 21
	Page 22
	Page 23
	Page 24
	Page 25
	Page 26
	Page 27
	Page 28
	Page 29
	Page 30
	Page 31
	Page 32
	Page 33
	Page 34
	Page 35
	Page 36
	Page 37
	Page 38
	Page 39
	Page 40
	Page 41
	Page 42
	Page 43
	Page 44
	Page 45
	Page 46
	Page 47
	Page 48
	Page 49
	Page 50

	Appendix.pdf
	Page 1
	Page 2

	preface.pdf
	Page 3

	Appendix.pdf
	Page 1
	Page 2


