And T have grown quite decrepit from old age?
Abdulia Y. AN, Translation of the Meanings of the Holy Quran,
Vol. [ (Beirut: Printing Production, 1946), p. 788

(22) Instead of the Classical - onc could suggest i or el
which would not violale any of Hemingway's rules of simple and

direct writing.

{23y leecan Short, Styke in Ficrion, p. 138
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Australia ; the English  quotaotin is  taken from Jock Marshall and
Russell  Drysdale, Journey among Men (London: Hodder & Stough-
tion, 1962),p. 126, as quoted by Horst Ruthrof, The Reader’s Cois-
truction of Narrative  (London: Routledge & Kegan Paul, 1981), pp.

139-190. ‘

(14) The term ‘mind style’ which is coined by Roaer Fowler, may “refer
to any distinctive linguistic presentation of an individunl  mental
sell™. See Rowzer Fowler, Linguistics and Novel (London:  Methuen,
1977, . 103,

(15) Geofirey N. Leech and Michae! H. Shost, Style in Fiction: A Ling-
istic Introduction to English Fictional — Prose ( London: Longman,
1981y, p. 206. Secatsothe extended stytistic analysis on - pp. 202-207.

(16)  There have been a few exceptions, suct as Hayden Carruth wha que-
stions the validity of the transiation of the murder episode in his Afier
The Stranger: naginary  Dialogues with Cames { N.Y.0 Mazmilian,
19633, pp. ds-41 and John E. Gale, "Does America Konow Tlie Sir-
anger? A Reuppraisat of a Transtation,” Medern fiction Stwlll,
Vol 2. Noo 2 (Summer, P74 pp. F39-147.

(i7y Cuk, p.o 155

(18) C.P. Hcealon, “Style in The Oii Mar and ri Doa
(1970), pp 11, and Harry Lovin, “iror Ohs
ost Hemingwey” in Eveoys in BI04
(N.Y.: Harcourt, g, 10
Phitips, Ermest Hemingwoy i Vit

pp. 27 & 20

(19) Wayne €. Bootlh, Tie Rietoric of fiction {(Chicage: The University
of Chicaco Press, 19615, pp. 21i-Is%

(20) Levin, pp 329-333. o

(21) Marmaduke Pickthatl, The Meaning of the Glorious Koran  (London:
Georpe Allen & Unwin, 1939}, p. 339, Compate the following  Lew-
nsitions ol the sentenee L S o cah 4

and 1 am now arrived at a great age,

and am decrepit? George Sale, The Korun {London:Frederick Warne
(1734], n.d), p. 297.

. ..and T have attained to the declining of old age?” A.J. Arberry,
The Koran Interpreted (London: George Allen & Unvin, 1955), p.
330.
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ational symposia also included useful discussions of basic concepts
associated with style. See Thomas Scbeok, ed. Style in Language
Mass,: The M.LT. Press, 1960), and Seymour Chatman, ed. Lifer-
ary Style: A Symposium (N.Y.: Oxford Univ. Press, 1971).

(2) See,forinstance, J.M. Murry,TlreProblemofStye (London Ox-
ford Univ. Press, 1960), pp. 4-5.

(3) C.F. Hockett, 4 Course in Modern Linguistics (New &ork
Macmillan, 1958), p. 556.

(4) Themost representative essay in this regard comes from the Prague
school member Jan Mukarovsky “Standard Language and Poetic
Language ,” in Paul L. Garvia, ed. A Prague School Reader on  Est-
hetics, Literary Structure | and Style (Washington :Georgerown 1iniv,
Press, 1964), pp. 17-30).

(5) Le stsyle... est une question non de technique mais de vision,” Marce!
Proust, “Le Temps Retrocuvé: A la Recherche du Temps Perdu vol.
I {Paris: Pleiade ed., 1909), p. 893.

{6) For apoststructuralist reading of Longinus’ treatise, see Suzanpe
Guerlac, “Longinus and the Subject of the Sublime” in Aew Literary
fistory, vol. XVI, Winter 1985, Number 2, pp. 275-289.

{7y 5 CCatiord, 4 !mcrmsnc Theory of Translation {Oxford: Osford univ,
Press, 1965 yp: i '

{8) Roman Jakebson ,“On linguistic Aspecy of Translation” in /g
guage in Literature, ed: Krystyna Pomorska and Stephen Rudy (Ca-
mbridge, Mass.: Harvard Univ. Press, 1987), p. 429.

{(9) George Steiner, After Babel: Aspects of Langunage and Translation
(N.Y.: Oxford Univ. Press, 1975), p. 260.

(10) Eisa Gress, “The Art of Translating” in The Wor!d of Translation,,
na. (N.Y.: PEN. American Center, 1971), p. 61: Peter \Tewmark
dppreaches to Transfation { Cambridge: Cambrldge Univ . Press,
1988), p. 121; and Edward Sapir, Language ( London: Harvest Boo-
ks, 1949}, p. 222, )

(11) Language of Fiction: Fssays in  Criticism & Verbal Analysis of the
English  Novel (London: Routledge and Kegan Paul, 1966), p. 23,

(12) H.G. Widdowson, Styfistics and the T eaching of Literature (London:
Longman, 1975), pp. 31, 81.

(13) The excerpts are taken from a Ph.Dthesis by Stephen Muecka (SM)
in the Department of Anthropology at the University of Wersteru




slator presented Hemingway to his Arab readers as a writer who is quite
relaxed in his prose, prone religious allusions, and given to abstractions
‘In other words, the Hemingway who had established his literary career &3
a master of objective , naked and razor-sharp style is being represented as
a writer who is fond of subjectivity, religious allusions, and verbal redun-
dancy. What this entails is that the tranlation has presented an ideotogi-
calty different view of Hemingway, because the translator has failed to
grasp the import of Hemingway's stylé. Itis no  wonder that a translator
who betrays a writer in the very essence of his literary fame should, even
in that opening sentence of the novella, commit an elementary geographic-
al error by translating “Gulf Stream’’ as a gulf’!

Excerpt B represents a closer translation to the original than excerpt A.
The only notable problern £ § the usc of the verb” tb “which suggests grand
style or classical Arabic (22). And any allusion to grand style vioiates
a basic component of Hemingway's style. Otherwise, excerpt B comes
very close to the original even inthe number of words: The opening Senle-
nce of The Old Man and the Sea  contains 27 words; excerpt B contains a
surprising 27 words ; whereas in excerpt A the translation has been stretched
to 37 words. '

A basic problem in literary translation s the absence of a terminolo-
gically viable theory which wouid account for differences in meaning, Style,
tone, and flavor between different transfaiions of the same tex.. To merely
emphasize faithfulness as opposed to unfaithfullness or accuracy as oppe-
sed to inaccuracy seems fc  beg the question. In literary translaion pri-
macy should be given to the style of the weiier or the world view embedied
in the work, which finds its expression in the way the writer employs
fanguage. A suecessful tran. lation is one which takes account of the uniquen-
ess of the style of the author as it is expressed in his particular language, bec-
ause no writing can ever be neuttal ot objectrve, since cevery “wriler Slants
towards .a particular mental set’” (23), and expiesses certain presupposi-

tions whether literary, aesthetic, or ‘cultural
The faiture of the transiator to grasp these variables entalis presenting a
ditferent set of values and ideologies from the ones intended by the author.
Notes
(1) For a clear discussion of the different meanings of “style” ir: modern
linguistics, see N.E. Enkvist, J.Spencer and M.J. Gregory, Linguistics
and Styfe (London: Oxford Univ. Press, 1967), pp. 23. Two intern-
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The opening sentence  of The Old man and the Sea introduces  the reader
to the tone of the novella,a one which is objective, downbeat, and a
little bit ironic, which gives the old man's painful expericnces a  heroic
touch. The first sentence is striking in the simpticity of its  individua! wor-
ds, a feature which dominates the novetla. (18) Charscreristiz of Heming-
way’s style i his insistence on showing rather than relling: the reader sho-
i reach his own couclus’ons rathes than receive them ready-made  [rom
the novelist.(19) Another feature of Hemingway's style which has been
ouserved by some of his  sensitive critics is the avoidance of abstraction
and the preference for the concrete , since the latter offers reality without
comment (20) .

Excerpt A opens with a sentence which is a quotation from the Koran.
Zcharia, who i addressing God, is surprised for being told that he would
beget a son:

He said : My Lord! How can I have a son when my wile

is batren and I have reached infirm o agel (21)

ul_..p o o RPN l-Lc LSJ'I IR f}w"; O S 3‘ oy dliy
The transtator adopts the fast sentence (i.e.,”I have reached iafirm old
age) with its grand eloquencein Arabicfor the direct, simpiz, and mono-
syllabic “old man”.

The c¢hoiceof the Koranic phrasingandits connotationwould have
been appmpmtc were it not for the fact that it opposes Hemingwy's
conviction of simple, direct, and secular style. The translator has aiso added
a whole sentence backtranslated as “but he is still crouching alone. in his
boat’” : Not only is the sentence redundant and saperfiuous but it aiso adds
an element of sentimental suspense since the old man is compared to an
animal waiting for a prey. The last sentence, backtranslated as “The sea
has.not endowed him with any sustenence” is too general and abstract,
and thus violates Hemingway's preference for the concrete over the abs—
tract (fish tather than sustenance). The translator has not merely commi-

tted a fewmistakes here and there, or has added a new sentence to the
original, but what is more important and far more serious is  that the tran-
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The extract comes from Camus’s famous novella L, Etranger, which,
upon its appearance, was immediately met with such enthusiasm and
praise that the tr.nstation was not challenged by another transtation, nor
was s accurasy questioned.(16).

Camus’s style in the novelly expesses an ! «ist ntial  conviction of
straightforwardness and clarity. The protagonist, Meursault, always opts
for clear-cut choices, avoids hesitation and vacillation, and his language
is described as “dire t ...., laconic, and stripped of structural complexit-

"N ,

‘F we examine the Fronch quetation, we find that the text consists of
a  Simrke senteni e rcordinated by the conjunction ef, the two
actions are independent of each other, “Je pourrai veiller” and “Je  rentre-
rai’”; whereas  in the Foglish version both actions depend on t e verb can,
znd thus the strugiure of the sentence is complicated and consequently
the transiiiion conveysaworld vi w of acharacter diam trically opposed
‘o that of the French version. Moreover, the verb veiflzr which  means
“keep th: wake’ has tesn unduly expanded to “'spand the ni ht there,
keepinz  the ususl vigil beside the body: ™ The onc's and terse three—word

rench has become a thirieen —word long English sentence. A similar
expansion of a simple sentence occurs when  Meursault is asked  about
Paris, and he answers “Cest salz,” (p. 70) which appears in - English  as
“A dingy sort of town, to my mind,” (p. 51). Meursault’s  choices are
either positive or negative, but the English version shows himas vacillat-
ing, apologeiic, and wordy, and hence the world view  of this character is
compromised .
4-  He was an otd man who fished alone in a skiff in the Guif Stream and

he thad gone eighty-four days now without taking a  fish

Ernes: Hemingvay, The Old Man and the Sea { London: Joa nthan

Cape, 1952),p. 5. 7
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The transiath n succceds in conveyin: the simpliciiy ol Ben''s vo.a-
butary but fails to take account ot his cenestization and  inexactness. The
second Scitence, “they were coming towsrd where the fag was” is rend-
ered as o e Op sy B which can br bachtranilated as.

“They were appreaching the flag. ” Besji’s sentence reveals a “mind
style” which works with approximations, =ith  visual memory, and with
things @ . he imagines them rather than thiz:s as they aref . 14) The transla-
ticn swegests somcthing else: it shows Bnjiasa person whose mind
works svith exact tocations and things. Th: orizinal  sontence shows that
in Bendi’s world “primacy seems to be  gwen to the visual ficld in which
objectss reside rather than the objess themseives. (15}

The: second infelicity appenrs in the thisd sentence, “Luster was hun-
ting im the grass by the flower tree” trupslucd as p domg ot OO

Caogll et G o5 backtransd Jded a5 MLuster was  szarching  In the

 prass mear Lhe fiower tree.” The cifferenes  between the two versions lies

Cin the werb chosen: Benji's “hunt” reveaka basic misundesstanding  not

’ only of the game but alio of causality, chatis the movements of the
players and the course of the pame are bevend 1S comprehension  ,and
the whole game has been reduced to a vers primitive game, that is of hunt

" and huating®. Also for Benji the at sence of causality, and  his inability to
understand the intricasies of the ganme imposes severe limitations on h's
view of the world bevause  Benii haunts fie golf course simply to 1 ear bis
ssister’s : ame, “Caddy,” being oftun calld as “Caddie.’ Benji's worid is
s mple, primitive, ard lacks coherence. The translation faiis to show this
and hence misrepresents the idio€’s concestion o the world by normali--
zing his deviant vocabulary, ard his deviznt world.

3- Airzsi, Je Pourrai veilier el je revtrerai demain  soir. Albert Camus.
L’Ezranger ( Paris: Galimard, 1957 ), p. 9.
“Then 1-anspend tiie night there, keeping the usual vigil beside the body,
and e back by timorrow evening.’
Albert Camus, The Outsider’ trans. Steart Gilbert ( London: Heincmann,
1971 . p. 1E .

* For a normal Luman being of average inteltigence, “hunt” and “sza-
rch”  should wean npearly  the same thing; for Benji, “scarch™  would
repres nt an absuiaction beyond his mental capacity. Moseover, the
verb *“hunt” conforms to Benji’s practice of substituting ‘common
core” terms for technical ones (eg., table for ree ). See Note No 15,p .204.
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then he finished them ...
but we was stitl frightened o™ him you
know { laughs )
( SM: thev killed him in the end didn’t they?)
yeah killed him after ( from teanscript of orafly pressnted
talz (i3)
Obviously, the English text represents the white man'’s understanding of
the Atoriginal world and the sequence of events, as represented by the
“civiiizing”" rendition of the story from Pidgin  Erglish. The English ver-
ston is prosaic, matter—oi—luct, and logical. It ¢nds with the  white man’s
supremacy over the natives, whercas the P’&’gin version k- drzmatic, int-
ense, and is intended to show the Aboriginat as a hunter and a SUTVivor.
The differences between Lhe two  lexts represent differerces in styles . The
semee event which is viewed by the Fnglish asa  vioiation of law, is consi-
dered = heroic deed by th2 Aboriginals. The diffurence in 9yle  has entai-
led a different world because the English version “breathes peace and
sereqity, “whercas the Aboriginal suggests bellicosity, defiance, and vioi-
e ce. [nshort, the translation fails because it misrepresents the Aboriginal
world and reflects o different cutture and a differen: attitude.
2~ Through the fence, between the curling tiower spaces,
[could s2e them hitting. They werc coming tow 5d  where
the flag wasand I went along ine fence. Luster was
nupting in the prass by the fiower tree.
Witiam Faulkner, The Seund and the Furr(N.Y. ; Alfred AL
Kuepi, 1929y, p. 1.
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The opening sentences of Wiliam Faulkner's  The Sound and the Fury
show how scenes  and events are filtered through Benii Compson’s mind,
the thirty—three year old idiot who is observing a game ol golf. His desc-
ription revcals ¢ style which betraysa world view that can be described as
chil 'ish, visual, and extremely limited.
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ively few votunteers. Worse, other aborigines Who were smartigunder
injustices inflicted by Pigeon ( concerned, as usual, with women gpined
the whites. Soon, however, Pigeon, Captain and Ellemara ambushd and
slaughtered two more white men in Winjana Gorge.  These waxBurke
and Gibbs, who confident in their long (riendship with the lociitribes,
had refused to arm themselves cven after hearing of the death a&ichur-
dson. ' '

Today this country breathes peace and sercnity. ( From Jmney
ameng Men ) ‘

Now compare the previous narrvive with the following Abozmal
material based on a recording of the same events:

alright he took all the anuirunition ...
take-im down the cave.

put it all his ammunition there, guns and ali,
he might 2 been train  laughs

oh yes he was still fighting.

oh no chince. he was kesp fighiing,
Pigeon was still lighting.

he had a ostrich inside his paddock ( laughs )
he had his 1i" paddock you know.

you know and er Figeon home.

Sh he was a real bushman that {ctia. real
real bushman. '

used to be on a mountain.

thcy can't hardly find ‘cus they can’t See—imn.
he’s having the leaves front him and all ihe
tong ieaf an’ he right behind the teaf.

used to be in the rock you know ( SM :men )
had a few trick that felta ( taughs)

( SM: How'd he finish up?)

oh?

( SM: How'd he fini:h up 7}

he was finished ah un ah ..

that was good while he kecp that [ight og
goin’

titl um places were getting more bigger
and bigger see ?
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misrepreseniation((2.) But these appellations ars id: just imoressionistic
and fail to show whers the fransiation has not been successfut or how the
loss affects the way the reader responds to the work, but they essentially
point to a basic weakness in transfation practice. Sometimes, especially
in modern Lterature whore stvle assumes  Supreme importance, the auth-
or deliberately expresses his mode of existence or his vision in a style uni-
gue to that vision. Modern Hterature becomes even more problematic
when toxts noted for their stylistic subtlety are translated into different
tnnguages or cultures, The wuthor’s particular moce of vision is severely
compromised  when traasiated into a different culture and the translate
version hocomes o text with a different effect, a different meaning. Let us
ewamiinie some narrative texts and sez how the translator’s fzilure to cap-
tur2 the style involves o distortion of the text, a misrepreseniation of
tne aurhor, :nd a compromise of his vision.
- The {irst exampic comes om an Australian Aboriginal oral narrat-
ive, and the Ssame material Vtranslated” into Eaglish nafrative, and
Be culled intralinsueat  transtation, if we adopt Jakobson's terms.

Cair W
itis the siory of an Abotiginul ouilaw, Pigeon, who tried 10 entist the

paiives to et the whites:

I Twnnet Creek ] was once the hiding-place, and the last ditch stand, of
Sandemary, aiss called  Pigeon. In oae way, Pigeon was a kind of black
Wiliam Walltace. He tricd to deive the white iavader from the land.
Pigeon was a “black—tracked” in ths emoloy ol the Wasnra Austral-
iaw police in the ‘nineties of the last century. Oa patrol with Constabls
Richardson he personally capturzd the notorious Elleinara, a tribal out-
law and cattle spearcr of the Kimberleys. But befors Pigeon got Ellemara
pack to Richardson’s camp, the captive had psisuaded him that black
shoutd not be in leagie with white, and that Pigeon should join Elismara
im 2 struggle against all Europeaus. That night, Pigeon, and another tra-
cker, pactain, murdered the siceping Richardson. They libzrated ths pri-
soners and took tothe b 1 with tke guns and ammunition that the while
men had taught them to u ¢, They heped that every aboriginal in the terr-
itory would join the movement, and that the white man would be erased

from the landscape:
Of course it did not happen that way. By and large, the white men
wito Seitied in the area ha treated the nasives fairly. Pigson found relat-
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Roman Jakobson has suggested three types of translation—rewording,
translation proper, and transmutation:

(1) Intralingual transiation or rewording 15
an interpretation of verbal signs by means of
other signs of the same language. “(2) Inter-

lingual translation or transtation proper iS

an interpretation of verbal signs by meass
of signs of some other language. (3) leter-
semiotic translation or transmutaiton IS an
interpretation of verbal signs by means of
signs of non verbal systems. (8)

Rewording is used within the same language when , for instance, a pesm
is paraphrased into & piece of prose. Translation proper is the interpretation
of verbal signs from one  language 1nto the verbalsigns  of another. Tans-

“mutation 15 the interpretation of verbal Signs by non-verbal signs (such a3
~a ballet version of a play,or 2 poem based on a painting). Drawing on
C Plerce’s semiotic theory and f:xpamiing Jackobson's observation, Steiner
offers the following cryptic  definition: “Translation... iv the perpetual,
inescapable condition of signification. (5)”

If we combine the concept of style as the writer’s individual vision
which finds its best expression in his verbai signs and transiation as the
interpretation of those verbal signs from 2 source language (SL) by mea-
ns of other verbal signs into a target language ( TL f, we have narrowed
down the signification of these terms. Unfortunately, however, 1o act of
transleticn i¢ deone without considerable differences between the SL. ver-
sion and the TL verSion. Theie IS almost a inanimous agreement that
‘hose differences are due to “loss”  in meaning, import, flavor, etc.
Scholars have invariably attributed that 10s3 to the inability of the trans-
lator to capture the “context” of the werk, its “register”, or the “matrix”
of the language(10.) That toss has been called “unfaithfulness”, “inadeq-
uacy,” or * infidelity.” David Lodge, for instance, 5ays:

The loss i5 felt not on th: level of ‘mere sense’

hut in the higher categories of Richards’s levels

of meaning, or what iy sometimes cailed, in

modern linguistics, ‘delicacy’ . {(11) .

Another critic hes gone 8o far as to claim that loss in translation entails




Style in Transtation
Abstract
Adran K. Alkdulla, Ph.D.

Of the myriad definitions of style, the concept of a writer’s vision
ol the world as it is expressed through his language is adopted in this
paper. Transiators who fail to take account of this view ol style misrepre-
sent the author and compromise his world view. Different ¢xamples from
different langeages arc discussed from this perspective. The researcher
affirms that in modern literature style assumes an important role in the
writer’s handling of the subject matter and style also becomes the vehi-
cle through which the writer expresses his mode of existence. 1f a transi-
ator ignores the intricasies of a style, he ignores the essence of writer and
consequently distorts his world view.

Style in Trapsiaticn

The concept of style has been a subject of endless controversy, and
what corstitutes the esscnce of style is stiti hotly debated.(1) It is ciaimed,
for irstance, that style refers to that personai idiosyncrasy of expression
by which we recognize a writer (2} Others say that style is nothing but a
mattel of personal choice since a writer can deliberately change his che-
ice of words, sentence lengths, adjectives, cte. according to his subject
matter. Such a view 15 ncotly expressed by a noted linguist who states
that “two utterances in the same ianguage which convey approximately
the same informatior:, but which are different in their tinguistic structure,
can be said to differ in style.”(3)Still another group regards deviation from
tie norm as uindamental to any study of style.(4) Others agree with Proust
that style is not a “matter of technique, buta rode of vision.”(5) This view
of style, although associated with modernism, is actually one of the oid-
est, and is the subject of Longinus’ On the Sublime where style is not reg-
arded s an embellishment, deviation, technique, or choice but as the
highest achievement of Literature where passages of clevated style “trun-
sport” the reacer into a state of ecstasy or “exultation”.(6}The conception
of style which I will be using licre refers to the writer’s unique vision wh-
ich {inds its best expression in his peculiar linguistic preferences, choices,

and eccentricities .
Translation is defined as an “operation performed on languages: a

process of substituting a text in one language for textin another. (7)”
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