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   UNIT : 1    LITERARY TRANSLATION: CONCEPT  

       AND PARADIGMS 

 
 

 

  ::  STRUCTURE :: 

 

1.0  Objectives 

1.1 Introduction 

1.2.  Interpreting the concept of Literary Translation 

1.3.    Characteristics of Literary Translation  

1.4.    The literary translator  

1.5      Techniques of Literary Translation  

1.6. Let’s Sum Up 

1.7 Key Words 

1.8 Suggested Reading 

 Answers 

 

1.0  OBJECTIVES 

In this Unit, we shall learn about 

*  the concepts of literary translation 

*  chief characteristics of literary translation 

*  techniques of literary translation 

* skills required for a literary translator  

●  

On completion of this Unit, you should be able to understand 

The basic concepts of literary translation, its chief characteristics, 

techniques of literary translation, skills required for a literary 

translator 

 

1.1 INTRODUCTION 

Literal translation and literary translation are not synonyms.   

Literal translation occurs when a text is translated word-for-word 

from one language to another. It does not pay much attention to the 

meaning of the text as a whole. Such direct translation could result in 

unintelligible sentences and poor grammatical structures. On the other 

hand, literary translation is the process of translating creative prose 

and poetry into other languages. The primary aim is to make literature 

accessible to a wider audience base. This literature could be from 
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ancient literature to contemporary ones. It is crucial because it helps 

people understand the world around them. It is important for the 

translator to be faithful to the original.  

Literal translation, as stated earlier, refers to direct translation or 

word-for-word translation of a text done by translating each word 

separately without even looking at how the words are used together in 

a phrase or sentence. In translation theory, another term for literal 

translation is metaphrase (as opposed to paraphrase). It is also to be 

distinguished from interpretation. One serious drawback of literal 

translation is that it could lead to mistranslation of idioms.  

Interestingly, the term ‗literal translation‘ often appeared in the titles 

of 19
th
 century English translations of the classical Bible and other 

texts.  

Literal translation can also denote a translation that represents the 

precise meaning of the original text but does not attempt to convey its 

style or poetry.  

Often literal translation is cited as an example of how wrong it can be 

and the original meaning is totally lost. If one knows both the 

languages—the source and the target, as a reader, one can appreciate 

the pitfalls of literal translation. An oft-quoted example is: The spirit 

is willing, but the flesh is weak‖, was translated into Russian and then 

back into English it read: The vodka is good but the mutton is rotten.  

 CHECK YOUR PROGRESS 1  

State whether True or False: 
 

i) Literal translation and literary translation are synonyms. 

ii) Literal translation is also called metaphrase.  

iii) Literary translation attempts to make literature available in other     

languages. 

iv) Literal translation does not convey the style of the source text. 

v)English translations of classical Bible often contained the term 

‗literal translation‘.  

 

1.2 INTERPRETING THE CONCEPT OF LITERARY 

 TRANSLATION 

We should keep in mind at the outset that all translations are not 

literary translation. We know very well that the translation of a 

weather report, the interpretation of a witness statement in court, or a 

translation of the leaflet supplied with a medication – these were not 

instances of literary translation. Now, the question arises - what 

constitutes a literary text? It is difficult to define what constitutes a 

literary text, but there are three qualities that we might reasonably 

expect literary texts to have. Firstly, we generally expect literary 
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works to be fictional, which means they are created from the 

imagination, and not presented as bare fact, though they may be based 

on a true story/stories or situation/s. Secondly, we expect these works 

to employ ―literary devices‖, such as rhyme, meter, and figurative 

language, as well as techniques like repetition, alliteration, and 

symbolism, to a greater degree than non-literary texts. Next, we might 

want a literary text to have the potential to have certain cognitive 

effects on its readers, such as evoking emotions like joy, happiness, 

sadness, anger, or empathy, bringing about pleasure, helping the 

readers to organisation their thoughts about a situation or an entity. 

Having outlined these three broad qualities that constitutes a literary 

text, we must also keep this in mind that all these qualities can be 

found in non-literary texts as well.  

The translation of literary texts serves as a useful model for translation 

theory more generally because there is no body of writings that is as 

comprehensive, intricate and reflective of writing practices of 

different cultures as the body of literary works generated by humanity. 

Another reason for the central role that literary works have played in 

the development of translation theory is offered by cognitive poetics 

scholars such as Mark Turner, who held the view that the human mind 

is inherently literary, since the ability to use metaphor, or to be 

ambiguous, or to reflect what we say in how we say it (a literary 

device known as iconicity), are fundamental to all human thought. In 

this view, the human mind is by nature a ―literary mind‖.  

Literary Translation is a sub-discipline of Translation studies which is 

concerned with the translation of literary texts, and also the translation 

of any text in a literary way.  A translation is usually considered to be 

literary translation based on the nature of the source text. Thus, the 

translation of poems, plays, or novels are naturally understood to be 

obvious examples of literary translation. However, as we have 

suggested above, it is also possible to consider the translation of 

advertisements, songs, religious or philosophical texts as literary. To 

decide whether a translation of a text is indeed done ―in a literary 

way‖, we must analyse the literary qualities of the source text. Texts 

that are literary on the basis of fictionality, stylistic devices, or effect 

on readers, or a combination of these qualities, are likely to be 

translated in a literary way.  

Literary translators have sometimes been termed ‗double agents‘ as 

they seem to serve two masters: like spies who work for both sides, 

the original author and the reader in the target language. Just as a 

double agent will make likely compromises in his or her work, a 

translator must strike a balance as a text is ushered from one language 

into a new one.  
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That brings us to another important point in literary translation: the 

concept of ‗best translation‘. We should remember that there is no 

best ‗literary translation‘; there are different translations that work for 

different readers, depending on their interests and goals. The best 

translation for you is the one that meets your needs and preferences. 

When you understand the context and the goals of the translation, you 

are better able to see the choices the translator has made and how the 

translation may work, or fail to work, for you. Another important 

aspect of literary translation is that they are affected by the era and 

place in which they are done. These could be elements that are not a 

part of the original text like cultural or social views, a political slant 

and sometimes even religious language.  

For many works, particularly ancient ones, there may be many 

translations available. An ancient work may be translated in a way 

that sounds modern, or sometimes in a way that seems to capture 

ancient speech and rhythm. Some translations seek literal accuracy, 

possibly even at the cost of readability. On the other hand, some may 

take poetic license. Some translators keep epic poetry in verse form 

while there are others who prefer to turn it into prose. Translations 

may also vary greatly in the amount of supporting material that they 

provide in the form of introductions, glossary, footnotes etc.  

 CHECK YOUR PROGRESS 2  

Fill in the blanks with appropriate words/phrases: 

i)______ are generally fictional. 

ii)____________ have been dubbed as double agents. 

iii)Literary translation is accepted as a sub-division of 

______________. 

iv)Human mind by nature is a ___________. 

v)Rhyme, meter, figurative language etc. are known as __________. 

 

1.3 CHARACTERISTICS OF LITERARY TRANSLATION 

 It is one of the most rigorous and demanding categories of 

translation.  

 It is a combination of linguistic/structural patterns or stylistic 

features and the implied meanings or functions produced by them. 

 It is read as if it is the original.  

 It has the same style and contains the meaning and mood conceived 

by the author.  

 Literary translation places emphasis on form and expression. 

 It has to create a literary interpretation of the original work.  

 The ability to reinterpret is essential to producing a coherent, 

cohesive and meaningful literary translation. 



5 
 

 The literary translation should read natural in the target language. 

 As literary translation is a complex task, the translator is often 

viewed as a second author. 

 Difficulties in the process of literary translation are posed by 

linguistic complexity, cultural untranslatability and human 

interference.  

 CHECK YOUR PROGRESS 3 

Answer the following in one sentence: 

i) What does literary translation place emphasis on? 

ii)   What does literary translation have to do? 

iii)  Why is the ability to reinterpret essential? 

iv)  How should literary translation read in the target language? 

v)   In literary translation, who is viewed as the second author? 

 

1.4   THE LITERARY TRANSLATOR 

The literary translation theorist Nabokov says, ―The person who 

desires to turn a literary masterpiece into another language has only 

one duty to perform, and this is to reproduce with absolute exactitude 

the whole text, and nothing but the text‖.  

Dryden argues that the literary translator ―ought to process himself 

entirely and perfectly comprehend the genius and sense of the author, 

the nature of the subject, and the terms of the art of subject treated 

of‖. 

Schleiermacher writes: ―The translator must therefore take as his aim 

to give the reader the same image and the same delight which the 

reading of the work in the original language would afford any 

reader…‖. 

Literary translation requires a fast pace. The literary translator has to 

often work against the clock. Literary translators have to be highly 

experienced. The literary translator must follow the author‘s style. He 

should be able to preserve the ‗essence‘ of the original work. It has 

been said that a literary translation is halfway between conveying the 

original message and creating a new text. This clearly means that the 

translator has to juggle between the literal meaning of the source and 

the style and poetic elements in the target language. The literary 

translator is responsible for striking a balance that allows the reader to 

enjoy a seamless translation while simultaneously reflecting the 

character of the original book.  

Let us try to list the skills required for a good literary translator: 

 Excellent Cultural Knowledge: Required to bridge communication 

gaps between people from different backgrounds, especially when 
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slang, references or idioms are used as they may change meaning 

depending on the context.  

 Excellent Writing Abilities: Required to be able to work with 

different kinds of text styles--- formal, informal, poetic etc. 

 Fluency in source and target language: This can be developed by 

interacting with native users of both languages and will ensure 

appropriateness. 

 Sound Translation Judgement: Translation-related decisions 

should come instinctively.  

 Reading and Research Abilities: Reading in both source and target 

language as research in latest background information as well as 

changing jargon and vocabulary will ensure good literary 

translation.  

 Computing Skills: With a fast-growing technological world, this 

becomes essential at every stage.  

Every literary translator is likely to face one or some or all of these 

challenges: 

i) Idiomatic expressions and word play 

ii) voice and style 

iii) poetry and rhythm 

iv) untranslatable concepts 

v) time and setting 

vi) literal vs. creative translation 

vii) cultural equivalents and adaptations 

viii)footnotes and annotations 

 CHECK YOUR PROGRESS 4 

 Give one reason about the importance of each of the following: 

i)  Computing skills 

ii)  Reading and research ability 

iii) Cultural knowledge 

iv) Writing ability 

v) Fluency in source and target language 

 

1.5  TECHNIQUES OF LITERARY TRANSLATION 

As with every other form of translation, literary translation too relies 

on certain specific techniques. A good translator would have 

theoretical knowledge of these techniques and then apply them 

appropriately.  

A leading Translation specialist, Professor Amparo Hurtado Albir, 

defines five literary translation techniques. They are: 
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i) Adaptation ―whereby one cultural element is replaced by another 

which is typical of the receiving culture‖. This can be useful 

when translating slogans, advertisements etc.  

ii) Linguistic Amplification where ―new linguistic elements are 

added in the target text‖. This would mean using a paraphrase to 

explain a word which has no equivalent in the target language.  

iii) Compensation where ―a piece of information or stylistic device is 

moved to another location in the text, because it does not have 

the same effect if retained in the same place as in the original 

text‖.  

iv) Elision involves ―removing items of information in the original 

language text so that they do not appear in the target text‖. 

Literary translators are often compelled to do this as this elision 

improves the stylistic quality of the translated work.  

v) Borrowing is a translation used in literary translation where the 

translator in ―using a word or expression in the original text and 

placing it as it is, with no modification, in the target text‖.  

Most literary translators do employ these techniques for a good 

literary translation. The reader may not be aware of each one of them 

but the total effect of the translation depends to a great extent on the 

optimum and appropriate use of these techniques.  

. 

 CHECK YOUR PROGRESS 5 

Match the words in Column A with appropriate words/phrases in 

Column B: 

  

A B 

i)Adaptation a)stylistic device moved to another location 

ii)Linguistic Amplification b)one cultural element replaced by another 

iii)Compensation   c) removing elements from original text 

iv)Elision d) using a word from original text with no   

modification 

v)Borrowing e) new linguistic element added in target text 

 

1.6   LET US SUM UP 

In this unit, you have learnt: 

i) The basic concepts of literary translation,  

ii) its chief characteristics, 

iii) techniques of literary translation, 

iv) skills required for a literary translator 
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1.7    KEY WORDS  

adaptation, source language, target language, jargon, vocabulary, 

literary devices, skills, adaptation, elision, interpretation,  

 

1.8   SUGGESTED READING 

1. Boase-Beier, Jean, et al. The Palgrave Handbook of Literary 

Translation. Palgrave Macmillan, 2018. 

 

1.9   ANSWERS 

 

Check Your Progress1 

i)False ii) True iii) True iv) True v) True 

Check your Progress 2 

i)Literary texts ii) translators iii) translation studies iv) literary mind 

v) literary devices 

Check your Progress 3 

i)It places emphasis on form and expression 

ii)It has to create a literary interpretation of the original work 

iii)It is essential to produce a coherent, cohesive and meaningful 

literary translation 

iv)It should read natural in the target language 

v)The translator is viewed as the second author 

Check your Progress 4 

i)a fast-growing technological world 

ii)to keep pace with changing jargon and growing vocabulary 

iii)to bridge communication gaps between people from different 

backgrounds 

iv)to work with different kinds of textual styles 

v)to ensure appropriateness 

 

Check your Progress 5 

 

A B 

i)Adaptation a)one cultural element replaced by another 

ii)Linguistic 

Amplification 

b)new linguistic element added in target text  

iii)Compensation c)stylistic device moved to another location 

iv)Elision d)removing items from original text 

v)Borrowing e)using a word from original text with no 

modification 
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UNIT : 2                      LITERARY TRANSLATION:   

          METHODOLOGY AND APPROACHES 

 

 

    ::  STRUCTURE :: 

 

2.0 Objectives 

2.1 Introduction 

2.2 Definition and Kinds--- Methodology I 

2.3 Methodology (contd.) II 

2.4 Definition and Types—Approaches 

2.5 Let’s sum up 

2.6 Key words 

2.7 Recommended Reading 

 Answers 

 

2.1   INTRODUCTION 

As we already know, literary translation involves translating creative 

works from one language to another, which helps to promote shared 

values and revitalize literary sources. It also plays a role in shaping a 

reader‘s understanding of the world. Despite this, there is currently no 

widely accepted theory of literary translation. However, both theorists 

and practitioners agree that a translator should be able to preserve the 

author‘s style, meaning, and tone while translating the writer's 

creativity. It is worth noting that some theorists and practitioners use 

the terms technique, strategy, and methodology interchangeably. One 

way to approach this is by considering the purpose of the specific 

translation in terms of both the text and its function. 

 CHECK YOUR PROGRESS I 

Fill in the blanks with appropriate words/phrases: 

i) It is accepted that the translator of a literary text should be able to    

translate the style of the author. 

ii) Literary translation helps to revitalize literary sources. 

iii) It is necessary to preserve the author's style. 

iv) Technique and strategy are sometimes used interchangeably. 

Literary translation involves translating creative works. 
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2.2   METHODOLOGY I 

Methodology is the systematic, theoretical analysis of the methods 

applied to a field of study. In the context of translation, there are 

several well-known methodologies that have been accepted, including 

those pertaining to literary translation. 

As mentioned earlier, there are many theorists and theories. We shall 

look at a couple of the important ones, beginning with simple ones 

like borrowing. Jean-Paul Vinay and Jean Darbelnet suggest that there 

can be either oblique or direct methods of translation. They can be: 

i)Borrowing: This is used when an unknown concept or a new 

technical process is not yet available in the lexicon of TL. They could 

even be food items (eg, the Tamil ‗kanji‘ or ‗koozhu‘,) and do not 

have a Gujarati/Hindi equivalent. Translators may choose to retain the 

original Tamil and have a glossary of such terms.  

ii) Calque: In this form of borrowing, the translator may decide to 

borrow an expression or a compound word and then literally translate 

each of its elements. For example, ‗Adam‘s apple‘ is from French and 

‗beer-garden‘ is from German. Other common words in English from 

European languages include ‗superman‘, ‗hot dog‘, etc. They are also 

referred to as ‗loan words‘. Over time, some of these may become 

accepted in the target language. 

iii)Literal translation: This sounds correct only if both SL and TL 

belong to the same family. This may be difficult with idiomatic 

expressions or verbal phrases from Hindi to English or vice versa. (eg 

idiomatic expressions like ‗let the cat out of the bag‘, ‗pull a rabbit out 

of a hat‘; verbal phrases ‗give in‘, ‗give out‘, ‗give away‘) As we do 

not have conceptual dictionaries, our traditional dictionaries will not 

serve the purpose. The translator will not find ready-made solutions 

and will have to address the totality of the message to see if the 

translation is adequate. 

iv) Transposition: in this method, the translator replaces one word 

class with another without changing the meaning. It involves 

changing the sequence of parts of speech when translating. For 

example, the sentence structure is different in English and Hindi, with 

English following the SVO pattern while Hindi follows the SOV 

pattern. To illustrate, let‗s translate the sentence ‘I teach English' into 

Hindi, and the difference becomes evident. In this case, it is crucial 

for the translator to understand that it is possible to replace a word 

category in the target language without altering the meaning of the 

source text. However, there is no fixed theory to guide this process, so 
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translators must rely on their judgment to determine what sounds 

better and results in a more literary translation. 

v) Modulation: This variation in the form of the message may be 

dictated by the fact that a literal translation sounds awkward or is 

grammatically incorrect in TL. They can be free or fixed with the 

former suggesting that they have to be thought anew each time. 

Through modulation, the translator generates a change in the point of 

view of the message without altering the meaning of SL. Moreover, it 

may be done so that it does not sound awkward in TL. The reader in 

TL should be able to accept it as being natural.  

vi) Equivalence: these equivalences are usually fixed, such as the 

sounds of animals. For example, the English cow says ‗moo‘ while 

the Tamil cow says ‗amba‘. Similarly, if one were to hit their toe 

against a piece of furniture, most Indian language responses would be 

addressed to one‘s mother as ‘amma‗ in Tamil or ‘oh ma‗ in Hindi, 

but it can never be ‘oh mother‗ in English. It is more likely to be ‘Oh 

god‗. It is probable that within languages of the same family or in 

culturally similar regions, these equivalences would be the same. 

vii)Adaptation: This is often situational and would be related to the 

culture of the SL. In most Indian languages the expression of ‗page 

laagoon‘ (Hindi) would be there because of the shared culture. In non-

Indian languages ‗touch your feet‘ (which may be a literal translation 

of ‗page laagoon‘) would convey nothing. The translator would need 

to adapt it if he is to make any sense in TL.  

viii) Compensation: This method is employed when certain elements 

cannot be directly translated and some meaning may be lost in the 

process. For instance, in many Indian languages, there are two forms 

of the pronoun ‗you‘ - ‗aap‘ which conveys respect or a more formal 

address, and ‗tum‘ which is used among peers and is more informal. 

This distinction is deeply rooted in culture and cannot be simply 

translated word-for-word. Therefore, the success of translation in such 

cases depends on the translator‘s understanding of cultural nuances. 

As Louise M. Haywood points out, ―we have to remember that 

translation is not just a movement between two languages but also 

between two cultures... The translator exercises a degree of choice in 

his or her use of indigenous features‖. 

 CHECK YOUR PROGRESS II 

State whether true or false 

i) Compensation is used when something cannot be directly 

translated. 
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ii)  Translation is not just between two languages, but also between 

two cultures. 

iii) Literal translation is most challenging with idiomatic phrases. 

iv) The borrowed items never become part of TL.  

Methodology is a systematic and theoretical analysis. 

 

2.3  METHODOLOGY II 

Many theorists offer various techniques, some of which often overlap. 

Amparo Hurtado Albir, one of the leading specialists in translation, 

has defined five literary translation techniques: adaptation, linguistic 

amplification, compensation, elision, and borrowing. Let‘s examine 

each one in more detail: 

i) Adaptation is a technique in which one cultural element is replaced 

by another that is more typical of the receiving culture. It occurs when 

something specific to one language culture is expressed in a way that 

is familiar or appropriate to another language culture. It involves 

changing the cultural reference when a situation in the source culture 

does not exist in the target culture. This is particularly important in 

cases such as jokes that are specific to a particular region or caste in 

many languages of India, which are often untranslatable into non-

Indian languages. Therefore, adaptation becomes necessary in order to 

convey the intended message rather than just the literal meaning of the 

words. 

ii) Linguistic amplification is when the translator chooses to 

paraphrase a word that has no equivalent in the target language. It can 

be considered the opposite of the ‗linguistic compression technique‘. 

It involves extending a sentence or phrase to further explain, 

emphasize, or exaggerate certain points of a definition, description, or 

argument. 

iii) Compensation is a standard lexical transfer operation whereby 

those meanings of the SL text which are lost in the process of 

translation are rendered in the TL text in some other place or by using 

other means. It involves shifting a piece of information to another part 

of the translation where it has a greater effect. Compensation can be 

useful in instances of wordplay, such as a pun. According to vinay 

and Darbelnet, it is a stylistic translation technique where a nuance 

that cannot be put in the same place as in the original is placed at 

another point in the phrase, thereby maintaining the overall tone. 

Compensation can be either local, involving regional expressions, 

slang words, or distorted grammar, or global, where the translator uses 
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striking and idiomatic expressions in the TL to compensate for less 

than ideal situations in other areas. 

iv) Elision is the removal of certain items from the source text that are 

deemed unimportant or do not convey meaning in the target language. 

According to albir, elision is a process that involves eliminating 

information from the original text to ensure it does not appear in the 

target text. Elision is considered the opposite of the amplification 

process, as it aims to linguistically compress the text. 

v) Borrowing is the act of using a word from the source language, or 

even a third language if the target language lacks a suitable 

equivalent. As albir describes it, borrowing involves taking a word or 

expression from the original text and directly incorporating it into the 

target text without any modifications. This technique is not only used 

in the translation of literary texts but also finds application in medical 

and business translations. In some cases, borrowed words or 

expressions may be familiar to speakers of the target language or even 

untranslatable, thus not requiring further explanation. 

 Check your Progress III 

Match the words/phrases in Column A with the appropriate ones in 

Column B 

  A    B  

i) Elision is one of the 5 literary translation techniques. 

ii) Compensation involves the removal of non-important items. 

iii) Amplification involves the replacement of a cultural item. 

iv) Adaptation involves the shifting of information. 

v) Albir is the opposite of compression. 

 

2.4  APPROACHES 

In any translation activity, we must remember four basic factors: the 

message, the audience, the circumstances in which translation takes 

place, and the circumstances in which the message is received. 

Translation Studies is a constantly evolving area with new theories 

and approaches being added each day. However, for the purposes of 

this course, we will focus only on the major approaches, which are 

sometimes also referred to as contemporary translation theories. They 

are: 

Sociolinguistic: According to this approach, the social context defines 

what is translatable and what is not, as well as what is or is not 

acceptable. This approach believes that a translator is necessarily a 

product of their society. Our own sociocultural background is present 

in everything that we translate. Hence, translation is not primarily 
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linguistic but sociolinguistic because it involves the blend of language 

and culture, words and concepts, and semantics and pragmatics to 

understand the true significance of translation (as well as 

interpretation). 

Communicative: According to this approach, the focus is on 

translating meaning rather than language itself. Language is seen as a 

vehicle for the message, and instead of directly converting words, it is 

better to convey the meaning. This approach emphasizes the 

importance of rendering the contextual meaning of the source 

language so that both content and language are easily understood by 

the readers. Newark, who introduced the concept of communicative 

translation, believes that the majority of texts require communicative 

rather than semantic translation. According to him, translation is 

primarily a means of communication and aims to create an effect on 

the readers similar to that of the original text. He also argues that in 

communicative translation, the question is not whether it is a correct 

translation, but rather whether it is a satisfying one. 

Hermeneutic: according to Steiner‘s perspective that all human 

communication involves translation, this approach views translation 

as not a science but an ‗exact art‘. The translator must be able to 

become a ‗writer‘ in order to capture the intended meaning of the 

original author. This approach identifies four factors in the 

‗hermeneutical process‘: understanding the message of the text, the 

circumstances in which it was created, its situational context, and its 

position within a larger textual entity. Hermeneutical translation 

competence places a significant responsibility on the translator. 

Linguistic: The linguistic approach to translation theory began to gain 

ground about 50 years ago. This approach believes that every text for 

translation should be considered from the point of view of its 

fundamental units, namely the ‗word‘, the ‗syntagm‘, and the 

‗sentence‘. Douglas Robinson writes that for some translators, ―the 

entire purpose of translation is achieving equivalence. The target must 

match the source text as fully as possible‖. The linguistic approach to 

translation theory incorporates the following concepts: meaning, 

equivalence, shift, text purpose and analysis, and discourse register, 

which can be examined in the contexts of structural and functional 

linguistics, semantics, pragmatics, correspondence, sociolinguistics, 

and stylistics. 

Literary: This approach posits that translation is not solely a linguistic 

undertaking, but rather a literary one. According to proponents of this 

approach, language possesses a certain ‗energy‘ that is manifested 

through words and is shaped by cultural experiences. It is this energy 

that imparts strength and significance to language, and it is the 

responsibility of the translator-writer to convey it. Translated 
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literature often occupies a unique position within a literary system, 

simultaneously central and peripheral. 

Semiotic: This approach is based on semiotics, which is the study of 

signs and signification. Thus, translation is considered as a way of 

interpreting texts in which encyclopedic content varies and each 

socio-cultural context is unique. According to susan Petrilli, 

―translation is a phenomenon of sign reality and, as such, it is the 

object of study of semiotics‖. 

 CHECK YOUR PROGRESS IV 

Define the following: 

i) Semiotic Approach 

ii) Literary Approach 

iii) Linguistic Approach 

iv) Hermeneutic Approach 

v) Communicative Approach 

 

2.5   LET’S SUM UP 

In this unit you have learnt: 

* various methods of translation 

* different approaches to translation 

 

2.6   KEY WORDS  

Author, translator, linguistics, semiotics, literary techniques 

 

2.7   RECOMMENDED READING 
 

A. Chesterman: Memes of Translation 

 Jeremy Munday: Introducing Translation Studies: Theories and 

Applications 

M. Baker: In Other Words 

U. Eco:  A Theory of Semiotics 

 

 Answers: 

Check your progress I: 

i)creativity ii) literary sources iii) author‘s iv) interchangeable v) 

literary translation 

Check your progress II: 

i) true ii) true iii) false iv) false v) true 
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Check your progress III: 

 A   B 

i) Elision: the removal of non-important items 

ii) Compensation: shifting of information 

iii) Amplification: the opposite of compression 

iv) Adaptation: replacement of cultural item 

v) Albir: five literary translation techniques 

Check your progress IV 

i) Semiotic Approach: Based on semiotics which is the study of 

signs and signification 

ii) Literary Approach: Translation is not solely a linguistic activity, 

but rather a literary one. 

iii) Linguistic Approach: Translation should be considered from the 

perspective of fundamental units, such as words, syntagms, and 

sentences. 

iv) Hermeneutic Approach: the translator should have the ability to 

become a writer. 

v) Communicative Approach: Meaning has to be translated, not 

language.  

     

 

  



17 
 

       UNIT : 3      LITERARY TRANSLATION:   

         CHALLENGES AND LIMITATIONS 

 

 

    ::  STRUCTURE :: 

 

3.0   Objectives 

3.1   Introduction 

3.2   Challenges: An overview 

3.3   Literary Translator: Characteristics 

3.4   Challenges: Prose 

3.5   Challenges: Poetry 

3.6   Challenges: Drama 

3.7   Limitations 

3.8   Let’s sum up 

3.9   Key words 

3.10  Recommended Reading 

 Answers 

 

3.0   OBJECTIVES 

In this unit you will learn about: 

* features of literary translation that require special skills 

* challenges to be encountered in various genres 

overall limitations in the process 

3.1  INTRODUCTION  

Over the centuries, literary translation has undergone many changes. 

In recent decades, translation and translation studies have been 

included in the syllabus of many universities, particularly in India. 

Translation is now being recognized as equally important as creative 

writing. This recognition is due to publishers, as well as government 

and non-government agencies, acknowledging the significance of 

literary translations. The vastness, depth, and complexity of literary 

translation as a subject can be understood when we consider that the 

Oxford History of Literary Translation in English spans five volumes. 

The Booker Award for Translation is also held in high regard, 
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comparable to the award for creative works. Additionally, Amazon 

has shown support for literary translation, having already covered 15 

languages, including Indonesian and Hebrew, as early as 2016. 

However, it is concerning that translations are still only available in a 

few languages. The importance of literary translation extends beyond 

making writings from around the world accessible. It also plays a role 

in dispelling misconceptions about other cultures and bridging gaps 

between different societies. It is important to recognize that literary 

translation requires unique skills that differ from those needed for 

other types of translation. 

 CHECK YOUR PROGRESS I 

State whether true or false 

i) Literary translation has remained the same down the ages. 

ii) Today, Translation Studies is included in the syllabus of many 

Indian universities. 

iii) There is a Booker Prize for translated texts. 

iv) Translations are still only available in a few languages. 

v) The Oxford History of Literary translation in English spans five 

volumes. 

3.2   CHALLENGES 

Though we are aware of the importance and relevance of Literary 

Translation, it has its own share of challenges and limitations. As 

Daniel Hahn sums up the challenges of literary translation, ―There‘s 

not a single word in any of the languages I translate that can map 

perfectly onto a word in English. So, it‘s always interpretative, 

approximate, and creative. Anything that is, itself, a linguistic quality 

will, by definition, be anchored in a particular language—whether it‘s 

idiom, ambiguity, or assonance. All languages are different.‖ 

On translating a specific word which is culture-specific, Urdu 

language translator Fahmida Riaz is of the opinion, ―Every piece you 

translate comes from the pen of an individual, so you have to give it 

an individual treatment. I try to retain the ambiance of the original 

culture, rather than the language, as it is reflected in the text.‖ here 

one could argue that the best translations are those done by the author 

himself, as Tagore attempted with the Gitanjali. However, Tagore 

later admitted that his English translation was different from the 

original Bengali, and he often rewrote many of the verses. Many 

critics believe that the English translation does not live up to the 

original Bengali. It is thought that Tagore‗s friends urged him to 

translate into English so that he could be known outside the ‘realms of 

his native land.‗ sisir Kumar Das comments that Tagore engaged in 

English translations to escape being ‘a mere Bengali poet.― Kothari 
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argues, ‖Tagore engaged in English translation for personal 

recognition,― and he did succeed by winning the Nobel Prize in 1913. 

This may be the reason why many regional writers in India want their 

works to be translated into English: to be known at the national level. 

Another question that continues to be asked is whether Tagore was 

catering to the Western concept of India. As Kothari points out, ‘The 

English Gitanjali began to exist in a transcendental space, where it 

had no connection with the other sides of Tagore‖s poetic and 

political career.‖ 

Today in India, Girish Karnad is the best example of a writer who 

translates his original Kannada plays into English. He has consistently 

emphasized that when the play is specific to a particular language, the 

idea of achieving a perfect translation is a myth. As he states, ―in 

translating this play, Hayavadana, I haven‘t attempted to maintain 

consistency when rendering the songs into English. Some have been 

presented in a loose verse form, while others have been given in a 

straightforward prose version.‖ modern translation theories highlight 

the fact that translations often become ‗transcreations,‘ resulting in a 

completely different form of aesthetic appreciation and sensibility. 

About the difficulties when translating fiction, best-selling author 

Patrick Rothfuss points out that problematic areas are even seemingly 

simple things like names which may convey a world of meaning in SL 

but mean nothing at all in TL. In the context of Gujarati it could be 

names of pols (house-clusters) of which there are about 360 today like 

‗fatasa‘ pol or even names of people like Aditi or Abhimanyu which 

carry the weight of tradition or myth in its meaning. 

 

 CHECK YOUR PROGRESS II 

Fill in the blanks with appropriate words/phrases: 

i) Translation often becomes ___________. 

ii) Pols in Ahmedabad are actually house-clusters. 

iii) Names become untranslatable because they could carry the 

weight of tradition or myth in their meaning. 

iv) Girish karnad is an Indian dramatist who has translated his 

own plays into English. 

v) Each play is anchored in a particular language. 

3.3  LITERARY TRANSLATOR: CHARACTERISTICS 

 A literary translator is different from other translators and hence has 

certain specific characteristics. Firstly, he should be well-read in 

literature so that he has a clear understanding of literary writings that 

he has to deal with. Secondly, he should have developed his writing 

skills in both SL and TL so as to be able to do justice to literary 

translation. Thirdly, he should have studied other texts by the same 
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author before he begins the process of translating a text. This will help 

him understand the style and tone of the author as well as appreciate 

the personality of the writer which often permeates through his 

writing. Fourthly, he must have enough creativity to replace words or 

phrases from SL if they sound artificial or wrong or inadequate in TL. 

This is also in the case of some information which may need to be 

shifted in its positioning to be effective in TL.  

A literary translator should strive to be faithful to the original while 

ensuring that the translation captures ‗the same pulse‘. However, it is 

important to avoid transforming the original into something dull and 

lifeless in another language. As Daniel Hahn points out, ―Taking 

something living and fresh and transforming it into something dull 

and dead in another language doesn‘t seem like genuine faithfulness 

to me‖. It is crucial to remember that literary translation is both an 

interpretative and a creative act. 

It is important to remember that while there may be certain skills that 

are required for all genres, each genre may also demand additional 

and specific skills. For example, a translator of drama must be able to 

contextualize the play in terms of time and place in order for it to be 

impactful. It is also crucial for the translator to consider whether the 

play will be read or performed on stage. A translator of poetry must 

possess a sensitive ear, as poetry combines both sound and meaning, 

and both aspects must be fully understood for a successful translation. 

Similarly, a translator of fiction must have a grasp of narrative 

techniques and the author's voice, whether overt or covert, in order to 

produce a high-quality translation. 

 CHECK YOUR PROGRESS III  

Give reasons: (in one or two sentences) 

The translator of poetry must possess a sensitive ear. 

ii)Information may need to be shifted in TL. 

A literary translator should strive to be well read in literature. 

The translator of prose should understand techniques of narration. 

A literary translator should study other texts by the same author, as it 

helps in understanding the author's style and voice. 

3.4  CHALLENGES: PROSE 

In this part, we will restrict ourselves to fiction as an example of 

prose. The setting or milieu, dialogues and character portrayal as 

narrative techniques, point of view and style and structure add up to 

the total effect of a novel. A translator should be aware of all these in 

SL and be able to produce it in TL. The translator Fahmida Riaz 

pointed out the difficulties of untranslatable words because of cultural 

differences. She gives the example of ‗sharmana‘ in Urdu which is 
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different from ‗felt shy‘, ‗blushed‘. ‗was embarrassed‘ etc. We can 

immediately think of many such associated words like ‗ghoonghat‘ 

which is more than ‗veil‘ etc. Words for attire like ‗angavastram‘, 

‗mundu‘, ‗davini‘ ‗thalappa‘ ‗chaniya-choli‘ etc. relationships like 

‗nanand‘, ‗jeejaji‘, ‗jhetani‘, ‗athangar‘ ‗sambandi‘, etc religious 

vocabulary like ‗panchamritam‘, ‗agni‘, ‗theertham‘ ‗abhishekham‘, 

‗farari‘ etc. food items like ‗kanji‘, ‗upma‘, ‗khaman‘, ‗kozhakattai‘ 

etc. parts of the house like ‗mittam‘, ‗tinnai‘, etc are some simple 

examples of words which may not have an equivalent in TL.  Certain 

culture-specific words like ‗namaste‘, ‗jijivisha‘ (means much more 

than hope), ‗hasrat‘,  etc. (Please note that the words mentioned here 

are from various Indian languages and may not have equivalents even 

in other Indian languages.) 

In describing natural regions or flora and fauna, translators may face 

difficulties as these may be unknown in other regions. Most often, 

they may resort to a description when a single word may not suffice, 

e.g., ‗cobbled‘, ‗wind-swept‘, ‗sun-drenched‘, ‗godhuli‘, etc. 

Another important aspect is the structure of the novel—linear or 

circular, point of view—first person or omniscient and other narrative 

details. It is important for the translator to ensure that these are 

translatable into TL and make necessary changes wherever required.  

 CHECK YOUR PROGRESS IV 

Make a list of ten culture-specific words from Hindi, Gujarati, or any 

other Indian language and find their equivalents in English. If a single 

word is not sufficient, use a phrase. 

‗jijaji‘ – brother-in-law is not specific enough, so it refers to the 

husband of one‘s sister. 

3.5 CHALLENGES: POETRY 

―Poetry is what gets lost in translation,‖ said the renowned poet 

Robert Frost. Many literary translators and theorists agree that 

translating poetry is more challenging than translating other genres of 

literature. A critic once remarked about Dryden‘s translation of 

Homer, ―It is great poetry but not Homer at all.‖ It is worth noting the 

process behind Dryden‘s translation of Homer. Even a talented poet 

and translator like Dryden approached translation with the passion of 

a scholar. He would sit with a favorite edition of Homer, such as 

Prateus, Ruaeus, Casaubon, or Cnipping, and carefully read the 

original text. He would often consult the Latin prose Interpretatio and 

study the accompanying annotations. When encountering a difficult or 

disputed passage, he would refer to other editors, compare their 

opinions, and ultimately choose to follow one authority or create his 

own interpretation. He also had one or more earlier English 
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translations, especially those written in heroic couplets, open before 

him. From these, he would occasionally borrow rhymes, phrases, or 

even entire lines and passages. This process sheds light on the 

translation of classical works, and although it may be easier to 

translate contemporary works, the process may not differ 

significantly. 

The challenges in translating poetry are further complicated by the 

fact that the ‗meaning‘ of the poem is the poem itself: not simply the 

sum of the meanings of its words, but rather the effect created by the 

intricate interplay between the words. As Dryden wrote in the 

dedication to his translation of Aeneid, ―His words are not only 

chosen, but also the positions in which he places them, for the sake of 

their sound. Anyone who moves them from the positions their master 

has assigned them to disrupts the harmony.‖ as a poet once remarked, 

the translation of poetry is a significant challenge due to the presence 

of ‗verbal emotional triggers‘. 

And thus, with every translation of a foreign poem, there are two 

possibilities: a new English poem of intrinsic interest may be born or 

a new interpretation of the original poem will now be available. 

A translator of poetry has to consider the rhyme, rhythm, figures of 

speech associated with sound, and meter. Since not all languages have 

the same sounds, the translator may need to find an alternate syllable 

in the target language that has the same effect on the reader. Often, 

these elements may be difficult to translate or sound artificial in the 

target language. Figures of speech such as puns, hyperboles, idioms, 

and symbols all present major challenges for the translator of poetry. 

Additionally, the form of poetry itself can pose a problem, as seen in 

the case of haiku or the heroic couplet. 

Let us remember that in translating poetry, the translator can choose 

any of these methods/strategies or even a combination of more than 

one. Some of the important ones are: phonemic, literal, metrical, 

rhymed, blank verse, poetry into prose, and interpretation. 

However, all of these challenges are not insurmountable, as the vast 

body of poetry translated throughout the world and across time has 

shown. 

Test your Progress VI 

Match the words/phrases in Column A with the appropriate ones in 

Column B 

 

A B 

i) Translation of Homer a) associated with sound 

ii)Dryden b) Dryden 

iii)Tough c) verbal emotional trigger 

iv)Translation of poetry- a challenge d) scholar-translator 
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v) rhyme and rhythm              e) translation of classics 

 

   

 

3.6    CHALLENGES: DRAMA 

When translating drama, one of the main challenges is dealing with 

the differences between reading a play and watching it being 

performed. For instance, when reading a play, one must imagine the 

gestures, accents, and voice modulations that greatly enhance the 

effect when the play is enacted. In this genre, the absence of the actual 

author is prominent, as the dramatist can only communicate through 

their characters, making it difficult for the reader to determine who is 

the actual mouthpiece of the author. This difficulty does not exist in 

fiction or poetry. 

Therefore, in translating drama, the translator requires special skills. 

Firstly, the translator has to understand the printed text well and be 

able to imagine the presentation of the play probably taking cues from 

stage direction etc given by the playwright. As the drama translator, 

Zuber-Skerritt pointed out: ―A play written for performance must be 

actable and speakable. Therefore, non-verbal and cultural aspects and 

staging problems have to be taken into consideration‖. He needs to 

ensure that he does not fall into the trap of misinterpretation arising 

out of linguistic or cultural difficulties. When the languages and 

cultures of SL and TL are very different, the translator may face 

problems arising out of dialects or social factors like gender, class, 

caste, social strata etc. Even within India, translation of a play like 

Girish Karnad‘s Nagamandala may pose serious problems because as 

the playwright himself has often reiterated its premise is basically 

‗Kannadiga‘ and maybe to some extent ‗pan-Indian‘. If a play has 

songs, the translation poses even greater challenges not only because 

of the musicality typical of each language but also because it is often 

loaded with cultural references to tradition, mythology etc. Word play 

etc is very common if the songs are in a playful mood and these do 

fall under the category of ‗lost in translation‘.  

Wallwarth argues, ―it is absolutely imperative when translating a play 

to translate it aloud and to listen carefully—even to savour—the 

various versions into which virtually every conceivable line can be 

translated‖. If the use of nasal sounds or sibilants has been 

intentionally used in SL, the translator may have difficulty achieving 

the same effect in TL. Many translation principles do not fit the bill 

for languages as varied as Swahili and Malayalam, for example. 

Often, translators are guided by the principle of integration into the 

TL culture as being of paramount importance. Hence, drama 
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translation practitioners are aware that their translation could fall into 

any of the following categories: adaptation, acculturation, rewriting, 

version, transplanting, naturalizing, neutralizing, recreation, 

transposition, assimilation, domestication, re-appropriation, etc., to 

name a few. 

We must remember that there cannot one single theory or yardstick to 

determine good translation of drama because both the original play in 

SL and the various translation down the ages have to accept what 

Brisset had said, ―drama as an art form is social and based on 

communal experience. It addresses a group of people in a particular 

place at a particular time. It grows directly out of a society, its 

collective imagination and symbolic representations, and its system of 

ideas and values‖. This is of paramount importance to the translator 

whether he is working with a national text or a foreign text. Aaltonen 

is of the opinion that the drama translator attempts to ―blur the 

borderline between the familiar and the unfamiliar‖. The translator 

needs to use a strategy to bring the discourse of the source text in line 

with that of the receiving theatrical system and the entire target 

society which will guarantee its acceptance and integration.  

 CHECK YOUR PROGRESS VI 

State whether true or false: 

i) The drama translator attempts to blur the borderline between the 

familiar and the unfamiliar. 

ii) Drama grows out of the collective imagination of a society. 

iii) Drama translation is the same whether it is to be read or staged. 

iv) Cultural differences between SL and TL do not matter. 

v) Girish Karnad wrote in Kannada. 

3.7  LIMITATIONS 

No two words are precise equivalents, just as no two leaves of a forest 

are exactly similar,― said Victorian translator Jowett. We have 

examined the challenges faced by translators in different genres. Now, 

let us explore some of the limitations and problems encountered by 

literary translators in the present day. 

Firstly, choice of literary text. This may often not be just limited to the 

taste or ability of the translator. If it is a living author, permission of 

the author and the publisher is just the beginning. The phrase ‗politics 

of translation‘ has been used and misused in many ways. Very simply, 

it refers to the purpose behind the translation, the social or political 

climate of the region/country where the translation takes place. Hence 

some texts may find more translators than required while others may 

be relegated to the dustbins of forgotten texts. Secondly, some 

governments encourage the translation of certain texts or dissuade 
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some for their own political agenda. Thirdly, the dearth of good 

translators with sufficient expertise in SL and TL. It is imperative that 

the process of ‗back-translation‘ should be encouraged in order to 

ensure the veracity and reliability of the translation. Fourthly, the age 

in which the translation is being done is a great limiting factor 

because just as the original text is born out of a specific time and 

place, so too is the translation. And if more than one translation of a 

given text is published in the same period, it may be worthwhile to 

look at the antecedents as well as the political agenda of the translator.  

The other limitations are common to all translations and are therefore 

not being repeated here. 

 CHECK YOUR PROGRESS VII 

Fill in the blanks with appropriate words/phrases: 

i) The other limitations are common to all translations. 

ii) contextual knowledge helps in checking veracity of the translation. 

iii)If the author is living, permission would be required for translation. 

iv) contextual knowledge is the first step for every literary translator. 

v) contextual knowledge is often misinterpreted to mean different 

things. 

3.8  LET’S SUM UP 

In this unit you have learnt about 

*Challenges in translating various genres 

* Specific skills required for the literary translator 

* Limitations in literary translation 

3.9  KEY WORDS 

transcreation, linguistic quality, sound and sense, actable and 

readable, figures of speech, culture-specific 

3.10  RECOMMENDED READING  

Bassnett, S.: Translation Studies 

Rita Kothari: Translating India 

Theo Hermans Ed.: The Manipulation of Literature: Studies in 

Literary Translation 

 

 Answers 

Check your progress I 

i) false ii) true iii) true iv) false v) true 

Check your progress II 
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i)transcreation ii) house clusters iii) myth/tradition iv) Girish Karnad 

v) linguistic quality 

 

 

Check your progress III 

As sound and sense cannot be separated in poetry. 

To make it sound natural 

To be able to translate well 

To produce a good translation 

To be able to understand the author 

Check your progress IV 

Unseen words need to be chosen by the student. 

Example: ‗sadubhai‘ (Gujarati) No English equivalent, hence 

‗husband of one‘s wife‘s sister‘. 

Check your progress V 

   

A B 

i)Translation of Homer a) Dryden 

ii)Dryden b) scholar/translator 

iii)Tough c) translation of classics 

iv) Translation of poetr                       d) verbal emotional trigger  challenge 

v) rhyme and rhythm e) associated with sound 

 

Check your progress VI 

i) true  ii) true   iii) false     iv) false    v) true 
 

Check your progress VII   

i) limitation 

ii) back-translation 

iii) author 

iv) choosing a literary text 

v) politics of translation    
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 UNIT : 4        TRANSLATION AND FORMS OF  LITERATURE 

 

 

   ::  STRUCTURE :: 
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4.7   Let’s Sum Up  

4.8   Key Words 

4.9   Recommended Reading 

 Answers: 

 

4.0   OBJECTIVES  

 

 In this unit you will learn about  

*Translation of various forms of literature 

*Challenges faced by the translator 

4.1 INTRODUCTION 

You already know that literary translation is the communication of the 

meaning of literature from a source language into a comprehensive 

version in the target language without causing any loss to the original 

message. The earliest literary translations were done even before the 

invention of paper and the printing press. Scholars probably used 

palm leaves initially. The Mahabharata, the Holy Bible, and The Holy 

Quran were among the earliest translations. Translation differs from 

language to language, culture to culture, and form to form. It is 

important to consider the translation of specific forms of literature, 

such as prose to poetry, essays to criticism, biography to 

autobiography, folklore to folk tales, diary to memoirs, fantasy to 

science fiction, and travelogues, among many others. Earlier, drama 

was considered one genre, but today we have a variety of genres, 
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including melodrama, farce, social drama, spiritual drama, and opera. 

Literary translation has unlimited scope today, with Coelho‘s ‗The 

Alchemist‘ being translated into 80 languages. Information 

technology has given momentum to literary translation, especially 

with the invention of internet services. The publishing industry has 

also made literary translations more easily available. In India, both 

government and non-government agencies have been established to 

promote literary translation. 

 CHECK YOUR PROGRESS I 

State whether true or false: 

i) The earliest translations began with the invention of paper. 

ii) the publishing industry has already made translations more easily 

available. 

ii) In literary translation, the original message is sometimes lost. 

iv) The Alchemist has been translated into 80 languages. 

Literary translation has received a significant boost in India today. 

 

4.2 ESSENTIAL FEATURES OF LITERARY 

TRANSLATION: POINTS TO REMEMBER IN 

LITERARY TRANSLATION 

Meaning is not fixed and can vary depending on interpretation. 

ii) Literary translation is more than just changing from one language 

to another; it is also a transfer to another culture. 

iii) Literary translation can vary from translator to translator as it is 

not merely the translation of words. 

iv) There may not be the possibility of complete faithfulness in the 

strictest sense. 

v) Academically, there is currently no established theory of literary 

translation. 

vi) Translation of technical texts is much easier as there is no 

creativity involved there. 

vii) Domestication, or imparting a local flavor, is an essential part of 

literary translation, and this must be done without negating the 

essence of the original text. 

 CHECK YOUR PROGRESS II 

Fill in the blanks with appropriate words/phrases: 

i)Imparting a local flavour in translation is called domestication. 

ii) Translation of technical texts is easier as there is no creativity 

involved. 

iii) literary translation is also a transfer of culture. 

iv) the meaning of literary translation is not fixed as it can differ 

according to interpretation. 

v) Literary translation is not merely translation of __________. 
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4.3 FORMS OF LITERATURE IN TRANSLATION: 

 POETRY 

The challenges of translating poetry are vividly described by Slutsky: 

―While translating verse,/You crash through a wall,/And with a 

bloody face,/You suddenly find yourself on stage,/Lit up by thousands 

of watts,/Facing thousands of eyes,/After having made your 

way/Through the brick, like a stream‖. It is generally agreed that a 

translator of poetry does not necessarily have to be a poet, but they 

should possess a ‗poetic sensibility‘. As Newmark once commented, 

―A successfully translated poem is always another poem‖. 

Probably, the earliest translations were of poetry all over the world 

like the great Indian epics as well as the Bible and the Koran. And yet, 

even today it is considered the most problematic and challenging: 

Francis calls it the ‗unanalysed black box‘. This is obviously because 

of the cultural prestige of poetry which requires time, effort and 

ingenuity to translate traditional rhyme, rhythm structures and the 

figurative language involved. The translator should be able to decide 

whether the beauty of that particular poem lies in its sound or sense 

and make the appropriate choice if required. In the translation of 

poetry, often Nida‘s concept of dynamic translation is preferred so 

that the meaning in TL will trigger the same impact on the audience as 

the original wording did in SL. Poetry translators have to bear in mind 

that in poetry, form and content cannot be separated. Lefever suggests 

a number of methods of translation of poetry: phonological 

translation, literal translation, rhythmic translation, interpretive 

translation, translation into prose etc. 

It is important to remember that the term poetry encompasses various 

forms such as narrative poetry, lyric poetry, epic poetry, and satirical 

poetry, as well as specific forms like ballads, elegies, and songs. Each 

of these forms may require different approaches in the translation 

process. When translating poetry, it is helpful to follow these steps: i) 

select the poet to translate, ii) research the background of the poet, iii) 

carefully analyze the poem, iv) identify any parallel texts, and v) 

utilize technology if necessary. 

Poetry translation is more than an activity; it is an act of creativity. 

The goal of translation should not be to make the poem more difficult 

to understand than the original. The guiding principle should be to 

preserve the essence of the poem without any losses or gains. The 

translator must strive to become the voice of the poet, ensuring that 

the translated version does not sound like a mere translation. 

The challenges in translating poetry are further complicated by the 

language-specific nature of figures of speech such as alliteration, 
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assonance, consonance, and onomatopoeia, which are related to 

sound, as well as rhyme and rhythm. 

 

 CHECK YOUR PROGRESS III 

Answer in one word/phrase: 

i) What should the translator of poetry have, even if they are not a 

poet? 

ii) Newark called a successfully translated poem an 'impossible 

possibility'. 

iii) What should the translator strive to become? 

iv) What does Francis call the translation of poetry? 

v)What is considered language-specific? 

4.4   FORMS OF LITERATURE IN TRANSLATION--  

 PROSE  

When we talk of prose, we include novels, short stories, essays, folk 

tales, memoirs, criticism, biographies, autobiographies, science fiction 

etc. Beginnings of translation of prose in Europe can be traced to the 

latter half of the 15
th

 century. It may be essential to understand that 

prose translation is different from poetry translation but that does not 

mean that it is easier. As with any other translation,  it has to carry 

meaning for the reader of TL. Benjamin Walter explains prose 

translation using the symbol of a tangent: translation is like a straight 

line or curve, which touches the circle (the original) in one single 

point and follows its own way later. An interesting simile I came 

across is that of Brazilian critics who consider translators to be 

‗cannibals‘ who devour the source text and create something totally 

new. Nida believes that translation should be ‗the closest natural 

equivalent‘ to the source- language message. Language has more than 

a communicative or societal and connective purpose in literary-prose 

translation. Prose narrative texts are dominated by literary and 

stylistic devices just as poetry is. Some modern novels like the stream 

of consciousness novels may use images and symbols that the 

translator has to pay special attention to. Other problems could arise 

from the use of word-play, ambiguity, irony and culture-specific 

literary devices. Occasionally, obscene language and four-letter words 

may seem difficult or even impossible for the translator. If dialects 

and neologisms are present, the translator may have to choose an 

appropriate dialect and also decide on which type of translation 

should be used: literal, functional, formal, ideational etc. In the Indian 

context, translation of Dalit literature can pose problems if the 

translator is not able to use an appropriate dialect in TL as dialect is 

part of the characterisation, and it suggests the true nature and the 

cultural and social background of the speaker.  
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As we have seen in the case of translating poetry, translating prose 

also presents specific challenges. The translator must be able to 

reproduce the content and style that already exist in the source 

language (SL) into the target language (TL). In prose, the main 

difficulties may arise from the unavailability of exact single word 

meanings, differences in grammatical structures, and language-

specific idiomatic expressions. As Sapir states, ―No two languages are 

ever sufficiently similar to be considered as representing the same 

social reality. The worlds in which different societies live are distinct 

worlds, not merely the same world with different labels attached‖. 

In order to ensure a successful literary translation of prose texts, the 

translator should adhere to the following principles: 
 

i)good understanding of SL 

ii)excellent control of TL 

iii) awareness of the subject matter being translated 

iv) deep knowledge of the idiomatic correspondences between the two 

languages 

v) the ability to choose between metaphrase and paraphrase as the 

situation demands 

Another interesting list of principles has been provided by Hillaire 

Belloc, who believes that each translator should view the proposed 

text as a structured whole. Belloc lists some of the principles as 

follows: 

The translator must regard the work as an integral unit. 

ii) The translator must decode each idiom individually. 

iii) The translator should have the ability to ‗alter courageously‘. 

iv) The translator must never ‗overstate‘. 

 CHECK YOUR PROGRESS IV 

Match the words/phrases in Column A with appropriate ones in 

Column B: 

  

A B 

i)Dalit literature a)Benjamin Walter 

ii)closest natural equivalent      b)15
th

 century 

ii)images and symbols c)Nida 

iv) European translation of prose d) stream of consciousness novel  

v)symbol of tangent e)appropriate dialect required 

 

4.5  TRANSLATION OF FORMS OF LITERATURE: 

 DRAMA 

The genre of drama includes comedy and tragedy, tragi-comedy and 

farce, the One-Act Play, and some theorists even include the Opera. 
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Translating drama is distinct from translating other genres due to the 

multiple relationships the translator must navigate simultaneously: the 

source text and the target text, the target text and the target 

performance, the target text and the target audience, and the impact on 

both the source language audience and the target language audience, 

among others. It is evident that the translator must possess a sense of 

theater. The earliest known translations of drama are the Roman 

translations of Greek drama around the 4
th

 century BCE. The Romans 

likely imported and translated numerous Greek texts, sometimes 

adapting them to suit the target audience. Even today, translations 

continue to serve as the basis for many national theaters. We must 

keep in mind that a written translation can differ significantly from a 

translation for the stage. 

Writing about translating of drama, Hamberg writes, ―It must 

characterise the speaker and thus seem genuine; it must characterise 

time and place as well as social class; it must not be ambiguous…. It 

goes without saying that an easy and natural dialogue is of paramount 

importance… otherwise the actors have to struggle with lines that 

sound unnatural and stilted…‖.  Gravier continues almost along the 

same lines when he writes: ―The translator must not also forget that 

the words of the play text when spoken at normal speed are captured 

only once by the audience… Each allusion must be transparent… 

Archaic grammatical forms must be avoided‖. The difficulties of 

translation of drama have been highlighted time and again with 

various points being stressed upon, as Wallwarth says, ―The dramatic 

translator must have a sense of the rhythm of speech patterns‖ and ―it 

is absolutely imperative when translating a play to translate it aloud 

and to listen carefully—and even to savour--- the various versions 

into which virtually every conceivable line can be translated‖. 

Pronunciation of names, humour, expletives etc. may also pose 

problems and need special attention. Music is another important factor 

that would pose problems for the translator of drama. The translated 

play is actually uprooted and placed in an entirely new cultural 

context. Some of the terms often used in translation of drama are: 

‗adaptation‘, ‗acculturation‘, ‗rewriting‘, ‗version‘, ‗transplanting‘, 

‗naturalizing‘, ‗neutralising‘, ‗transposition‘, ‗domestication‘ and 

many more. In the context of these terms, we can look at the words of 

Brisset who writes, ―drama as an art form is social and based on 

communal experience. It addresses a group of people in a particular 

place at a particular time. It grows directly out of a society, its 

collective imagination and symbolic representations, and its system of 

ideas and values‖. The translator of drama has to use a suitable 

strategy to bring the discourse of the source text in line with that of 

the receiving theatrical system and the entire target society which will 

guarantee its acceptance and integration.  
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 CHECK YOUR PROGRESS V 

State whether true or false: 

i)Drama is based on communal experience.  

ii) The translated play is uprooted and placed in a new cultural 

context. 

iii) The earliest translations were of Greek plays into Roman. 

iv) In a play, the audience can hear the same dialogue repeatedly. 

v) Music is another area of difficulty for the translator of drama, as 

highlighted in the previous text.  

 

4.6   UNTRANSLATABILITY IN LITERARY  

 TRANSLATION 

It is accepted by all theorists that every translator has to tackle the 

problem of untranslatability in all translations but this is particularly 

apparent in literary translation. The difficulty can be either linguistic 

or cultural. Terms on concepts not available in TL is an issue common 

for most languages. About linguistic untranslatability, Prof. Liu 

Biquing writes: ―The structure of language commonly shows the 

characteristics of the language, these characteristics can only be found 

in relative (sic) language… it may need to change the code completely 

in non-relative languages‖. Some of these are: i) Phonology as each 

language has its own phonemic system ii) Puns iii) Alliteration iv) All 

sound related figures of speech like assonance, consonance etc. 

Cultural untranslatability is apparent, as languages are embedded in 

specific historical, natural, social, and religious contexts. 

Untranslatability in the cultural context can arise from differences in 

beliefs, perspectives, and imaginaries. As Nida once emphasized, ―For 

successful translation, being familiar with two cultures is even more 

crucial than mastering two languages, as language holds meaning 

within its cultural backdrop.‖ at times, the translator may need to 

resort to interpretation instead of literal translation. 

In the translation of poetry, the issues may be different due to the 

close relationship between sound and sense. Some of these issues 

have already been addressed earlier in this unit. 

Various suggestions have been proposed to overcome the problem of 

untranslatability, such as word adaptation or word creation. Some 

translators opt to include a glossary or footnotes to clarify the 

meaning. 

Literary translation requires both skill and practice if it is to succeed.  

 

 CHECK YOUR PROGRESS: VI 

Fill in the blanks with appropriate words/phrases 

i)To clarify the meaning, some translators add a glossary at the end. 
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ii) In poetry, there is a close relation between sound and sense. 

iii) Untranslatability can be linguistic or cultural. 

iv) Language has meaning only in a cultural context. 

v) To succeed in literary translation, the translator needs both skill and 

practice. 

 

4.7   LET’S SUM UP 

In this unit you have learnt: 

In this unit you have learnt about literary translation of various genres. 

* problems in literary translation 

 

4.8  KEY WORDS 

 

genres, figures of speech, culture-specific, untranslatability, images, 

symbol 

 

4.9   Recommended Reading 

M. Baker : Encyclopedia for Translation Studies 

Chantal Wright: Literary Translation 

Mona Baker: In Other Words: A Course Book on Translation 

Susan Bassnett: Translation Studies 

 

 Answers:  

I i) false ii) true iii) false iv) false v) true 

II i) domestication ii) technical texts iii) literary iv) meaning v) words 

III i) poetic sensibility ii) another poem iii) voice of the poet iv) 

unanalysed black box v) figures of speech related to sound 

IV         A    B 

i) Dalit Literature requires the appropriate dialect. 

ii) Closest natural equivalence: b) Nida 

iii) Images and symbols c) stream of consciousness 

novel 

iv) European translation of prose d) 15
th
 century 

v) Symbol of tangent  e) Benjamin 

Walter 

V i)true ii) true iii) false iv) false v) true 

VI i) glossary ii) poetry iii) linguistic and cultural iv) cultural v) skill 

and practice 
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            UNIT : 5    TRANSLATING POETRY 

 

 

    ::  STRUCTURE :: 

 

5.0  Objectives 

5.1 Introduction 

5.2  The Elements of Poetry 

5.3 Objectives of Translating Poetry 

5.4  Challenges of Translating Poetry 

5.5  Strategies of Translating Poetry 

5.6.  Check Your Progress 

5.7 Let’s Sum Up 

5.8 Key Words 

5.9 Suggested Reading 

5.10 Answers 

5.11    Supplementary Reading 

 

5.0  Objectives 

In this Unit, we shall  

● Discuss the elements of poetry and the process of translating 

poetry 

● Examine the challenges of translating poetry 

● Translate poems from Gujarati/Hindi to English. 

On completion of this Unit, you should be able to  

● Identify the elements of poetry and the process of translating it 

● Outline the challenges of translating poetry 

● Translate poems from Gujarati/Hindi to English in a 

meaningful manner. 

 

5.1 INTRODUCTION 

Translating poetry is a challenging task that requires careful 

consideration. Poetry has unique elements that can greatly impact its 

meaning, making it more difficult to translate compared to other types 

of text. The main objective of this course is to provide a 

comprehensive understanding of the traditions, theories, and processes 

of translation, giving you insight into the meaning, context, and 
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process of translation through a historical perspective. This chapter 

delves into various approaches to poetry translation, exploring the 

intentions of both the author and translator, as well as the overall 

function of the text. 

5.2  THE ELEMENTS OF POETRY  

What is a poem? 

According to the Oxford English Dictionary, poetry is defined as ―The 

art or work of a poet‖. Translation is often considered to be an art as 

well. The task of a translator is to turn one form of art into another 

while preserving the aesthetic value of the original work. Therefore, 

in order to delve deeper into poetry translation, it is important to first 

understand what a poem is and what its key elements are. The visual 

distinctiveness of poetry on printed paper is one way to recognize 

poetry, but it is not the only way. Poetry can also be identified through 

spoken word performances, digital media, and even through oral 

tradition. 

Poetry is a form of literary expression that uses language to evoke 

emotions, express ideas, and create aesthetic experiences. It can take 

many forms, including free verse, sonnets, haikus, and epic poems, 

among others. It often employs literary devices such as rhyme, meter, 

imagery, and figurative language to create meaning and impact. 

Poetry is valued for its ability to convey complex ideas and emotions 

in a condensed and powerful way. Now, let‘s examine the key 

elements of poetry: 

Sound:Poetry uses sound intentionally to create an auditory 

experience for the reader. This includes the use of alliteration, 

rhyme, and repetition, which contribute to the musicality and 

impact of the language. Additionally, poetry often incorporates a 

specific rhythm or meter, which is the pattern of stressed and 

unstressed syllables in a line of poetry. This meter adds a musical 

quality to the language and enhances the overall effect of the 

poem. The rhythm of a poem, created by the meter, word choice, 

and phrasing, is referred to as its cadence. It can be fast or slow, 

smooth or choppy, depending on the poet's intention. Rhyme, the 

repetition of similar sounds at the end of words, is frequently 

employed in poetry to create a musical or lyrical effect. Rhyme 

can be exact or approximate and can occur at the end of lines (end 

rhyme) or within lines (internal rhyme). Poets use rhyme to 

emphasize certain words or ideas, create memorable patterns, or 

enhance the meaning of a poem. An example of rhyme and 

rhythm can be seen in the following nursery rhyme: 

 Twinkle, twinkle, little star, 

How I wonder what you are. 
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Up above the world so high, 

Like a diamond in the sky. 

 

In this nursery rhyme, "Twinkle, Twinkle, Little Star" is written in 

trochaic meter, which means that each line consists of trochees - two 

syllable pairs with the first syllable stressed and the second syllable 

unstressed. So, each line of "Twinkle, Twinkle, Little Star" consists of 

eight syllables with the stress falling on the first syllable of each pair: 

 TWIN-kle, TWIN-kle, LIT-tle STAR, 

HOW I won-der WHAT you ARE. 

The rhyme scheme is AABB, with "star/are" and "high/sky" being the 

rhyming words. The rhythm is an iambic tetrameter, which means 

each line has four iambs (two syllables with the first syllable 

unstressed and the second syllable stressed), creating a simple and 

gentle beat that is easy to recite and remember. 

Form:Poetry can take many different forms, such as sonnets, 

haikus, or free verse. Sonnets, for example, are poems that consist of 

14 lines and typically follow a strict rhyme scheme and meter. The 

form of a poem can help structure the content and meaning, and 

can add to the overall effect of the poem. Different forms of poetry 

can create different effects and convey different meanings. For 

example, sonnets are often used for love poetry because the strict 

structure creates a sense of order and control, which can reflect the 

idea of love as a structured and controlled emotion. 

Imagery:Poetry often utilizes vivid and evocative imagery to 

create a sensory experience for the reader. The use of metaphors, 

similes, and other figurative language can contribute to the 

distinctive and memorable quality of poetry. In William 

Wordsworth's poem "I Wandered Lonely as a Cloud," the poet 

employs vivid visual imagery to depict the beauty of nature: 

 

I wandered lonely as a cloud 

That floats high above valleys and hills, 

When suddenly, I saw a crowd, 

A host of golden daffodils; 

Beside the lake, beneath the trees, 

Fluttering and dancing in the breeze. 

 

In these lines, Wordsworth uses sensory language to create a mental 

picture of a beautiful scene in nature. The image of the "golden 

daffodils" beside the "lake" and "beneath the trees" evokes a sense of 

peace and tranquility, while the use of words like "fluttering" and 

"dancing" creates a sense of movement and energy. By using imagery 

in this way, Wordsworth is able to convey the beauty and power of 

nature, and to evoke a sense of wonder and awe in the reader. 
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Conciseness:Poetry often conveys meaning and emotion through a 

condensed form. The use of fewer words and the emphasis on 

precise language can create a unique and powerful effect in 

poetry. In Ezra Pound's poem "In a Station of the Metro," the poet 

uses only 14 words to convey a vivid and powerful image: 

The apparition of these faces in the crowd; 

Petals on a wet, black bough. 

In these two lines, Pound utilizes a metaphor to depict the faces of 

individuals in a congested train station as "petals on a wet, black 

bough." This analogy generates a striking image of faces that are 

delicate and beautiful, yet also vulnerable, akin to petals on a damp 

and dark branch. 

The use of concise language in this poem is particularly effective 

because it allows Pound to convey a lot of meaning in just a few 

words. The comparison between faces and petals creates a sense of 

fragility and transience, while the image of the wet, black bough 

suggests a sense of darkness and decay. 

It is important to note that conciseness is not a defining characteristic 

of poetic forms such as epics and ballads. Epics and ballads are long 

narrative poems that tell a story and often have a more expansive 

scope and length than shorter forms of poetry. In these longer forms, 

the focus is on the development of character and plot, and there is 

often more room for descriptive language and world-building. 

5.3  OBJECTIVES OF TRANSLATING POETRY 

The objectives of translating poetry can vary depending on the 

purpose of the translation and the intended audience. The most 

obvious objectives of translating poetry are to make it accessible to a 

wider readership who do not understand the original language, 

preserve the original work, and enable readers to experience the 

beauty and power of the poem in a different language. Some specific 

objectives of translating poetry may include: 

 

Transferring the original meaning:The primary objective of the 

translator is to accurately convey the meaning of the original 

poem in the target language while preserving the tone, style, and 

overall message of the original work. 

Capturing the poetic essence:In translating poetry, it is essential 

to capture the unique features of the original work that make it 

poetic, such as its rhythm, rhyme, and figurative language. The 

translator must strive to create a work that is not only accurate 

but also aesthetically pleasing in the target language, while 

preserving the tone, style, and overall message of the original 

work. 
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Conveying cultural nuances:Poetry often reflects the cultural 

values and traditions of the society in which it was created. 

Therefore, a translator must be sensitive to these nuances and 

strive to convey them as accurately as possible in the target 

language. 

Preserving the original work:Translating poetry also involves 

preserving the integrity of the original work, ensuring that it 

remains true to the author's vision and intent. 

In this way, we can say that the objectives of translation can vary 

widely, depending on the goals of the translator and the needs of the 

readers. However, the ultimate goal of all translations is to capture the 

beauty and power of poetry, irrespective of language or culture. 

In this unit, we specifically focus on translating poetry from 

Gujarati/Hindi to English and vice versa. Translating poetry from 

these Indian languages into English is a significant process that 

contributes to the preservation and promotion of India's literary and 

cultural heritage. It also facilitates literary exchange, collaboration, 

and market opportunities for Indian poets and publishers. It is worth 

noting that Tagore‘s "Gitanjali", originally written in Bengali, gained 

him international recognition and the Nobel Prize through its English 

translation. 

The question of readership is an important consideration when 

translating poetry. The translator needs to be aware of the intended 

audience and adjust their translation accordingly to make it accessible 

and engaging for them. Are we translating for an English-speaking 

readership in India itself or for a readership in a different culture? If 

the poetry is being translated for an English-speaking readership in 

India, then the translator may need to take into account the cultural 

context of India, including the languages and dialects spoken in 

different regions, as well as the traditions, customs, and beliefs of the 

people. They may also need to consider the nuances of the English 

language spoken in India, which may differ from other English-

speaking countries. For example, a word like શ્રાલણ, if we retain the 

original as ‗Shravan‘ for an English-speaking readership in India, 

there will be no problem. However, for a non-Indian English 

readership, we have to provide an additional explanation of Shravan 

in a footnote. In Indian culture, Shravan refers to the month of the 

Hindu calendar that usually falls between July and August. It is 

believed to be a month of devotion and penance, with many people 

observing fasts and performing religious rituals. In Gujarati poetry, 

Shravan is often used as a symbol of devotion and faith. Sometimes, 

Shravan also refers to tears that flow from the eyes of the poet, 

evoking a sense of sadness and longing for the divine or anything that 

is deeply cherished or loved. 



40 
 

 

5.4   CHALLENGES OF TRANSLATING POETRY 

―Poetry is what gets lost in translation.‖ 

~ Robert Frost (1874-1963), an American poet 

Is it possible to translate poetry from one language into another 

without losing meaning? Translation theorists often identify several 

key elements of poetry that can pose unique challenges to translators. 

These elements include Form and Structure. When it comes to 

poetry, form naturally plays an important role in literary texts, which, 

as Russian-American linguist Roman Jakobson notes in his essay ―On 

Linguistic Aspects of Translation,‖ is by definition untranslatable. In 

poetry, only the creation of a new text is possible: ‘creative 

transposition‘ can step into where traditional translation finds its 

limits in conveying the full meaning and nuance of a work. In literary 

texts, especially in poetry, the form and content are intricately linked, 

and any change to one will inevitably affect the other. The form of a 

literary work encompasses elements such as structure, style, tone, and 

language, all of which contribute to the meaning and effect of the 

work as a whole. Since the form cannot be detached from its meaning, 

the meaning can never be expressed in other ways. Therefore, 

paraphrase, commentary, translation by gloss, substituting one word 

for another, coining or borrowing new words from the source 

language – all of these methods that make the translation of a text 

practically possible – are insufficient when translating poetry. 

5.5   STRATEGIES OF TRANSLATING POETRY 

We have already seen how important it is for a translator to transfer 

the expressive and aesthetic values of poetic language into the target 

language and recreate the beauty of its rhythm, rhyme, and meter. 

Although no technique will cater to the translator‘s needs perfectly, 

the Belgian theorist André Lefevere (1945–1996)‘s Translating 

Poetry: Seven Strategies and a Blueprint, published in 1975, can be of 

great help in understanding a pragmatic approach to the issue of 

translation. Lefevere took Catullus's sixty–fourth poem as the source 

text and described seven different methods for translating poetry: 

phonemic translation, literal translation, metrical translation, verse-to–

prose translation, rhymed translation, free-verse translation, and 

interpretation. Let‘s take a closer look at each of these strategies. 

(1) Phonemic translation: It tries to reproduce the sound of the SL in 

the TL, simultaneously attempting to capture the sense. This is 

effective in translating onomatopoeic words but can often become 

very awkward as the meaning gets lost in the process. 
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(2) Literal translation:Literal translation that might distort the 

meaning as well as the stylistic aspects of the original. Let‘s look at 

William Wordsworth's most famous and perhaps most beloved poem, 

and its Gujarati rendering: 

MY heart leaps up when I behold 

A rainbow in the sky: 

So was it when my life began, 

So is it now I am a man, 

So be it when I shall grow old 

Or let me die! 

The Child is father of the Man: 

And I could wish my days to be 

Bound each to each by natural piety 

– William Wordsworth 

 

ભાર ું હ્રદમ ુઈછ઱ી ઩ડે છે જમાયે હ ું જોઉં છું 

ુઅકાળભાું એક ુઆન્દ્રધન ઴: 

એભ જ શત  ું ભાર ું જીલન ળરૂ થય ું ત્માયે ઩ણ,  

એભ જ છે જમાયે હ ું શાર ઩ ર ઴ છું: 

એભ જ યશ ેજમાયે હ ું ઘયડો થાઉં ત્માયે,  

કે ભયી જાુઈ તો ઩ણ! 

ફા઱ક એ ઩ ર ઴નો પ઩તા છે; 

ુ઄ને હ ું ુઇચ્છું છું કે ભાયા દદલવો 

વું઩કૃ્ત યશ ેએક-ભેક વાથે ક દયતી ધભમપનષ્ઠાથી 

પલલરમભ લડમઝલથમ 

(ુ઄ન ,પલલેક ભનશય ટેરય) 
 

 (3) Metrical translation:Translation in which there is an attempt 

at metrical reproduction. Like literal translation, concentrating 

on the meter might result in distortion of sense and the overall 

qualities of the text as a whole. Consider Ozymandias, a sonnet 

written in iambic pentameter by P.B. Shelley and its Gujarati 

translation in Shikharini meter: 

 

Ozymandias 

I encountered a wanderer from a bygone land, 

Who said—―Two vast and trunkless legs of stone 

Stand in the desert. . . . Near them, on the sand, 
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Half sunk a shattered visage lies, whose frown, 

And a wrinkled lip, and a sneer of cold command, 

Tell that its sculptor well those passions read. 

Which yet survive, stamped on these lifeless things, 

The hand that mocked them, and the heart that fed; 

And on the pedestal, these words appear: 

My name is Ozymandias, King of Kings; 

Look on my Works, ye Mighty, and despair! 

Nothing beside remains. Round the decay 

Of that colossal wreck, boundless and bare 

The lone and level sands stretch far away. 

– Percy Bysshe Shelley 

 

ઓઝઝભન્ડડવ  

(પળખદયણી) 

હ ું ભળ્મો એ ઩ યાતન ભરકના એ ઩પથકને, 

કહ્ ું જેણ ે– ―ભોટા ધડશીન ઩ગો ફે, ખડકના 

ભર ભાું ુઉબા છે... પનકટ યણભાું ત્માું જ ઩ડ્ ું છે 

તટૂ્  ું ભાથ ું, ુ઄ધ ું ગયક યણભાું, તેલય તીખાું 

ુ઄ને લુંકામેરા ુ઄ધય, ક્રૂય ુઅદેળની શુંવી, 

કશ ેછે પળલ્઩ીએ ુ઄દર જ ગ્રહ્યા બાલ વહ , જે 

શજીએ ફચીમાું ુઅ જડ ચીજ ઩યે અંદકત થુઇ, 

ટીકા તેભની જે શાથોથી કયીને ઩ો઴ણ કમો. 

દદર ેજે; ને ક ુંબી ઩ય લરલખત છે, ત્માું ળફદ ુઅ: 

ભશાયાજા છું, ઓલઝભન્ન્દ્ડવ છે નાભ ભાયો, ને 

જ ઓ ભાયા કામો, વફ઱ જન, થાઓ વહ  દ ુઃખી! 

– શલે ુઅજે ભોટા ક્ષમગ્રપવત બુંગાયભાું લધ  

ન ફીજ ું ફચ્ય ું કૈં , નજય પયકે ત્માું રગ ફધે 

ુ઄ટૂરી યેતી છે, વભથ઱, ુઈઘાડી, ુ઄વીભ ત્માું. 
– ઩વી ઝફળ ળેરી (અન.ુ: વલલેક ભનશય ટેરય) 

 

(4) Verse-to-prose translation:Verse–to–prose translation involves 

transferring the poem from the source language to the target 

language while changing its form. This means that there will be 
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no similarity in terms of meter, rhyme, etc., as the form of the 

target language poem is completely different. While this type of 

translation can capture the sense of the poem, the poetic qualities 

such as the sense, communicative value, and syntax of the original 

tend to be lost. 

(5) Rhymed translation: The translation tries to retain the rhyme 

scheme and metre of the original. This can end up in very clumsy 

translation as the translator 'enters into a double bondage' of metre and 

rhyme, which does no justice to the source text. 

 

Stopping by Woods on a Snowy Evening 

 

Whose woods these are I think I know. 

His house is in the village though; 

He will not see me stopping here. 

To watch his woods fill up with snow. 

 

My little horse must think it's queer 

To stop without a farmhouse near 

Between the woods and the frozen lake 

The darkest evening of the year. 

 

He gives his harness bells a shake 

To inquire if there is any error. 

The only other sound is the sweep. 

Of gentle breeze and soft snowflake. 

 

The woods are lovely, dark and deep. 

But I have promises to keep. 

And miles to go before I sleep, 

And miles to go before I sleep. 

– Robert Frost 

 

લન૊ છે શ્માભર 

કોનાું ુઅ લન, છે જ તો ભાયી જાણભાું, 

છે જોકે ઘય તો બરા એન ું ગાભભાું. 

ન થુંબતો ુ઄શીં ભને પનશા઱ળે 

જોતો બયાતાું લન ુઅ દશભ઩ાતભાું. 

ભાયા નાના ુ઄શ્વ એને રાગત  ું શળે 

પલલચત્ર યોકાણ ુઅ, ન ભકાન તો કશ.ે 
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લનો,પથજેરા લ઱ી ુઅ ત઱ાલની. 

લચ્ચે તપભસ્ત્રાબયી વાુંજ ળી રવે! 
 

શરાલીને શમ ઘુંટડીઓ ધ યા તણી 

જાણે ઩છેૂ:નથી, કોુઇ ભરૂ નથી ુઅ઩ની? 

સ્ક યુંત શ઱લા વ઩ાટા શલાના 

ને યેળભી દશભપપમય ભાત્રનો ધ્લપન. 
 

લનો છે શ્માભર, ગશયાું, ભજાનાું. 

઩યુંત   ભાયે છે લચન ઩ા઱લાનાું છે. 

સતૂા ઩શરેાું ગાઉં કેભ કા઩લાનાું, 

સતૂા ઩શરેાું ગાઉં કેભ કા઩લાનાું, 
 

અનલુાદ: ઉભાળકંય જ૊ળી 
 

(6) Blank verse translation:Blank verse translation is a type of 

poetic translation that follows the basic structure of the original 

text but does not strictly adhere to the rhyme scheme or metrical 

pattern of the source text. Instead, the translator uses a flexible 

approach to create a new poetic form that is compatible with the 

target language. Lefevere also notes that this translation can achieve 

a greater degree of accuracy. To understand blank verse translation, 

let‘s take Baji Prabhou by Sri Aurobindo, a poem that tells the 

dramatic tale of the heroic self-sacrifice of the Maratha warrior 

Baji Prabhou Deshpande. Consider the opening lines of the original 

English poem followed by its Gujarati rendering by Poojalal: 

 

Baji Prabhou 

 

A noon of the Deccan with its tyrant glare 

Oppressed the earth; the hills were shrouded in haze, 

And scorched and thirsty, the fields glared up 

Longing for water in the scorched fields 

Of streams long dead, both nature and man alike, 

Imprisoned under a bronze and brilliant sky, 

Sought an escape from that wide trance of heat. 

~ Sri Aurobindo 
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(ુ઄ન ષ્ટ ઩) 

જ લ્ભગાય ધખાયાએ ધયાને ત્રાવ ુઅ઩તા શોલાનો દેખામો. 

શતો દખ્ખણનો ભાથે ભધ્માહ્નકા઱ ગાજતો. 

(યથોધ્ધતા) 

તા઩થી ધખધખુંત ફાષ્઩ભાું  

ગાઢ લરન લગદયભા઱ વહ્યની, 

ઝુંખલામેર ફનેર તે છતાું  

વુંતયી વભ ખડી શતી સ્સ્થય. 

(પ્રશ઴ીણી) 

઩ાણીનાું ઝયણો ભમાું શતાું સ કાુઇ; 

ભ ૂુંજાુઇ ઩ટ ુ઄પતતા઩થી યહ્યા છે. 

ક્ષેત્રો તીવ્ર તયવ ઠાયલા સ્઩શૃાથી યહ્યા છે. 

એ સકૂાું ઝયાટ ું બણી વભીટ જોતાું. 

(સ્ત્રગધયા) 

કાુંવાના લણમલા઱ા ધગધગ ગગને જલા઱ાની ઝા઱ોભાું 

ફુંદી કયલાભાું ુઅલી શતી વૌ પ્રકૃપત, પ્રકૃપતના ભાનલીનેમ 

વાથે; 

઩઴ૂાની ુઈષ્ણતાની ુ઄વશ વભ શતી ુઈગ્રતા એકધાયી. 

તેના રામે બયેરા પ્રરમરમથી છૂટલા ફેમ છે ચ્શાતાું. 

~ ઩જૂારાર  

 

(7) Interpretation:Lefevere discusses versions and imitations under 

this head. Versions are those in which the substance of the SL text is 

retained and the form is changed. Imitation is that in which the 

translator produces a poem that is only marginally related to the SL 

text. Both are receptor-friendly texts but they acquire that quality at 

the expense of the original text. Let‘s take Tagore‘s Nobobarsha (or 

‗New Showers‘), a poem written in 1900, which celebrates the onset 

of rains, followed by its free verse Gujarati rendering by Meghani: 

 

My heart, like a peacock on a rainy day, 

spreads its plumes, tinged with rapturous colors of 

thoughts, 
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and in its ecstasy seeks a vision in the sky, 

with a longing for someone it does not know. 

My heart dances. 

~ Tagore 

 

નલી લ઴ાા 
ભોય ફની થનગાટ કયે 

ભન ભાયો થનગાટ કયે. 

ઘનઘોય ઝયે ચહ  ઓય, ભાર ું ભન ભોય ફની થનગાટ કયે. 

ફહ યુંગ ુઈભુંગના ઩ીંછ ઩વાયીને 

ફાદરસ ું પનજ નેનન ધાયીને 

ભેઘભરાય ુઈચાયીને ુઅક ર પ્રાણ કોણે કર-વાદ કયે. 

ભન ભોય ફની થનગાટ કયે. 

- ઝેલેયચુંદ ભેઘાણી 
  

Ultimately, it is the task of the translator to make choices about how 

to translate the poem, weighing factors such as accuracy, readability, 

and poetic effect. Due to the highly interpretive nature of poetry 

translation, there is often room for multiple translations of the same 

poem, each with its own unique strengths and weaknesses. The 

translator must be sensitive to the complexities of the source text and 

the target audience, and must strive to create a translation that 

captures the essence of the original poem while also standing on its 

own as a work of art. 

5.6   CHECK YOUR PROGRESS 

We have chosen two brief poems for you to translate. You can utilize 

any of the techniques that you have learned thus far for translating 

poetry. Be sure to make several draft versions before settling on your 

final translations. Afterwards, compare them with the translated 

versions in the Answers section. 

1. Translate the following poem by Niranjan Bhagat (1926-2018) 

from 'Pravaldveep‘, a group of poems included in the selected edition 

of 'Chhandolaya' (collection of rhyming poems): 
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ચર ભન મ ુંફુઇ નગયી, 

જોલા ઩ ચ્છ પલનાની ભગયી ! 

લગય પ઩છાની પભત્રો જેલાું; 

નશીં ઩ેટી નશીં લફસ્ત્રો રેલાું; 

ુઅ તીયથની જાત્રા છે ના ુ઄ઘયી! 

પવભેન્દ્ટ, કોંક્રીટ, કાચ, પળરા, 

તાય, ફોલ્ટ,દયલેટ,સ્કૂ,ખીરા; 

ુઆન્દ્રજારની ભરૂલે રીરા 

એલા ુઅ વૌ સ્લગમતણી વાભગ્રી! 

યસ્તે યસ્તે ુઈગ ેઘાવ  

કે ઩યલા઱ા ફાુંધે લાવ 

તે પ્શરેાું જોલાની ુઅળ 

શોમ, કા઱ યહ્યો છે કગયી! 
 

This one is "Sonnet 18," one of the best-known of the 154 sonnets 

written by the English playwright and poet William Shakespeare. 

 

Sonnet 18 

 

Shall I compare thee to a summer‘s day? 

Thou art more lovely and more temperate: 

Rough winds do shake the darling buds of May, 

And summer‘s lease hath all too short a duration: 

Sometime the eye of heaven shines too hot, 

And often is his golden complexion dimmed; 

And every fair from fair sometime declines, 

By chance or nature‘s changing course untrimmed; 

But thy eternal summer shall never fade 

Nor lose possession of that fair thou owest; 

Nor shall Death boast that you wander in his shade, 

When in eternal lines to time you grow, 

So long as men can breathe or eyes can see, 
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So long lives this and this gives life to thee. 

~ William Shakespeare 

 

5.7   LET US SUM UP 

In our discussion, we have seen that translating poetry is a difficult 

task, which requires special expertise. A poetry translator has to 

understand a poem written in the source language and transfer its 

meaning to the target language without fundamentally changing its 

form. Since form is an essential element of poetry, the translator must 

preserve the original form of the poem in its entirety, including all 

rhymes and metrical schemes as closely as possible. However, we 

have also noticed in this chapter that there are various approaches to 

translating poetry, and no translation can provide an exact 

reproduction of an original poem, regardless of how closely the words 

and metrical patterns are copied. All we can reasonably expect from a 

poetry translation is a recreation, a creative transposition, and an 

interpretation of the original poem in a new organic synthesis in the 

target language. 

 

5.8 KEY WORDS  

Poetic Form 
Poetic form refers to the structure and organization 

of a poem, which can be determined by factors such 

as the use of lines and stanzas, rhyme, and meter. 

There are various forms of poetry, including ballad, 

blank verse, elegy, epic, free verse, haiku, and 

limerick. 

Rhythm 
Rhythm can be described as the beat and pace of a 

poem. It is created by the pattern of stressed and 

unstressed syllables in a line or verse, known as the 

rhythmic beat. In modern poetry, rhythm can be 

enhanced through line breaks, repetition, and even 

spaces for silence. By utilizing rhythm, poets can 

strengthen the meaning of words and ideas in their 

poems. The specific rhythm of a poem depends on 

the meter chosen by the author. For example, iambic 

pentameter, which consists of five iambs per line, is 

commonly used in English poetry. One well-known 

instance of iambic pentameter is found in 

Shakespeare's "Sonnet 18." 

"Shall I| compare| thee to| a sum|mer's day?|" 

By separating each foot and emphasizing the stressed 

syllables, it is easy to read this passage in its 

intended rhythm. 

Rhyme 
Rhyme is the repetition of similar sounds at the end 

of words, often used to create a musical or lyrical 

effect in poetry. Rhyme can be either exact or 
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approximate, and it can occur at the end of lines (end 

rhyme) or within lines (internal rhyme). For 

example, words rhyme that end with the same vowel 

sound but have different spellings: day, prey, weigh, 

bouquet. Poets use rhyme to add emphasis, create a 

memorable pattern, or enhance the meaning of a 

poem. 

Creative 

Transposition 

Creative Transposition, as discussed in the 

previous text, refers to the process of taking a work 

of art or literature and transforming it into a new 

medium or context while still retaining its essence. 

This approach allows for more flexibility and 

creativity than a traditional translation, as it is not 

limited by differences in language and culture. 

 

5.9   SUGGESTED READING 

1. Landers, Clifford E. Literary Translation: A Practical Guide. 

Multilingual Matters Ltd, 2001. 

Written in an engaging, witty, and accessible style by clifford E. 

Landers, a prolific literary translator, literary translation: A practical 

guide provides a concise overview of techniques and tools for 

translating literary works. This book will prove especially useful and 

instructive for prospective as well as professional translators. 

2. Lefevere, André. Translating Poetry: Seven Strategies and a 

Blueprint. BRILL, 1975. 

This book explores the challenges and opportunities involved in 

translating literature, with a specific focus on poetry. The 

investigation is centered around a comparison between Catullus' sixty-

fourth poem and English translations of it published between 1870 

and 1970. Various strategies for translation are analyzed, and their 

relative strengths and weaknesses are discussed. The book also aims 

to elucidate the role that translation and translation studies should play 

within the larger field of comparative literature. Topics covered 

include metrical translation, translating poetry into prose, rhyme, 

blank verse, imitation, tradition, societal attitudes, assumptions about 

literature, and the intersection of translation and the study of 

literature. Additionally, the book provides guidelines for translating 

poetry and literature more broadly. 

3. Malmkjær, Kirsten, and Kevin Windle, eds. The Oxford Handbook 

of Translation Studies, Oxford Academic, 2012. 

Intended as a reference work and practical guide to the field, The 

Oxford Handbook of Translation Studies is designed to benefit those 

working professionally as translators and interpreters, as well as 

students and researchers in the field of translation and interpreting 
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studies and related disciplines. Published in 2012, this comprehensive 

handbook covers the history of translation theory and practice from 

the time of Cicero to the digital age. It provides in-depth analysis of 

all major translation processes, offers critical accounts of research, 

and examines competing theoretical perspectives. The handbook also 

explores various types of translation, including sacred texts, poetry, 

fiction, and sign language, as well as remote, consecutive, and 

simultaneous interpretation in legal, diplomatic, and commercial 

contexts. In part III, the book focuses on the translation of written 

texts, covering nine major types such as prose, drama, poetry, song, 

children's literature, public service, legal, scientific (including 

technical and medical), and more. 
 

5.10 ANSWERS 

 

Check Your Progress 

1.  

Come, let‘s go to Bombay city, 

That tailless crocodile 

Where people are like paintings 

Unknown, yet friendly, nevertheless. 

You need neither bags nor bedding; 

Not arduous, this pilgrimage. 

Cement, concrete, stones and glass, 

Wires, bolts, rivets, screws and nails 

Surpass the rainbow‘s magic; 

Of such stuff this paradise! 

Grass will grow one day in every street, 

The coral build its home here, 

Before that happens, go if you will 

Time beckons you to come. 

— A translation of "Mumbai Nagri" by Rita Kothari and Suguna 

Ramanathan 

 

2. 

કશ,ે ુઈના઱ાનો દદલવ ત  જને કેભ કહ ું હ ું? લધ  છે ત  ું એથી પપ્રમ, ુઅપધક 

ુઈષ્ભાવબય છે: ુઈનાળૂ ફૂરો ને ઩લન લવભો, કેભ ફચવ ું? લ઱ી ુઈના઱ોમે 

દદન ગણતયીના જ ટકળે: 

કદી ુઅકાળી નેણ લધ  ઩ડતા તેજ ફનતા, 

કદી ુઅ કાુંપતમે કનકલયણી ઝાુંખી ઩ડતી; 
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ુ઄ને રૂ઩ા઱ાના વભમ લીતતા રૂ઩ લીતતા, 

ુ઄કસ્ભાતે મા તો ક દયત તણા કા઱ક્રભથી; 

ુઈના઱ો તાયો ુઅ કદી નદશ લીતે, ળાશ્વત શળે, ુ઄ને કોણ કા઱ે પલરીન ન થળે 

તલો રૂ઩, ન ખોંખયે મતૃ્ય : ુ઄લગત જુઇ ત  ું પયી યશ,ે જમાયે ત  ું જીલે છે 

ુ઄જય-ુ઄ભયા ુઅ કલનભાું: 

શ્વવે છે જમાું સ ધી ભન ઴ ુ઄થલા આંખ નીયખે, 

જીલે ત્માું સ ધી ુઅ, જીલન ધયળે એ જ ત  જને. 

- પલલરમભ ળેકવપ઩ુ઄ય 

(ુ઄ન લાદ : પલલેક ભનશય ટેરય) 

 

5.11   SUPPLEMENTARY READING 

Multiple translations of Robert Frost‘s famous poem ‘Stopping by the 

Woods on a Snowy Evening‘ by eminent Gujarati poets are presented 

here for comparative critique. These translations provide insights into 

how different translators adopt various strategies to convey the 

poem―s tone, imagery, and emotions. These strategies include 

balancing literal accuracy with capturing the essence of the original, 

choosing specific words to maintain rhythm, and adapting cultural 

references to make the poem more accessible to Gujarati readers. 

Each translation offers a unique perspective, and collectively, they 

enrich our understanding of the poem‖s complexities. These 

translations illustrate the point that the 'perfect' translation of any 

poem is an elusive goal, and the diversity of translations allows 

readers to explore many facets of the original work and appreciate its 

beauty from multiple angles. 

 

(૩) હશભવધં્માએ વ લનભા ંવલયાભ 

કોનાું મ ુઅ લન શળે ? જયી હ ુંમ જાણ ું 
જેન ું યહ્ ું ઘય તશીં રઘ  ગ્રાભ ભધ્મે 

જાણે કશીંથી કદી એ પલયભેર હ ું છું 
જોતો ઘણ ું લન ફધ ું પનજ ફપમ છાય ું. 
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ુઅ ુ઄શ્વ જે તર ણ તે મ જનો પલભાવે 

ળાને મ હ ું પલયભતો, નદશ કે્ષત્ર-ગેશ 

઩ાવે ુ઄શીં-લયવની ઘનઘોય વાુંજ 

થીજમાું તરાલ-લનની લચભાું ઩ડી ત્માું. 
કુંઠે યહ્યો યણકતો ઘઘૂયો શરાલી  
કશતેો ભને કળીમ ભરૂ થતી નશીં ને? 

ફીજો યહ્યો યલ ુ઄શીં શ઱લા વભીયનો. 
઩ીંછાું વભાન, ઝયતા મદૂ  ફપમનો લ઱ી. 
કાુંતાય છે ગશન શ્માભર યમ્મ યમ્મ 

-ભાયે ઩યુંત   લચનો-ફહ  ગાઉં કા઩લી 
ઘેયાુઇ જાઉં નદશ પનિંદય તેની પ્શરેાું 
ઘેયાુઇ જાઉં નદશ પનિંદય તેની પ્શરેાું 
પપ્રમકાુંત ભલણમાય 

     (‘વભીય’ ભાથંી) 

 

(૪) નીંદય ઩શરેા ંજવુ ંજરૂયી 
હ ું જાણ ું કે કેનાું લુંન 

ગાભભશીં ઘય કોન  ું ુ઄શીં ? 

લન ઩ય છામો ફયપ નીયખલા 
હ ું થુંભ્મો, એ જોળે નશીં! 
 

નેવ નશીં ુ઄શીં ઩ાવે તોમ 

થીજમા વયલય, લનની લફચ 

થળે ુ઄શ્વને થોભ ું કેભ ? 

વુંધ્માન  ું અંધાર ું ગીચ ! 
 

ભરૂ નથી ને ? એવ ું ઩છૂલા 
ઘઘૂયીઓને શળુ શરાલે; 
નાદ શલાનો શૈમે શ઱લા 
દશભ ધયભયયલ કળો લફછાને ! 
 

લન ુઅ ઊંડા, સ  ુંદય શ્માભ: 
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઩ણ ભાયે કયલાનાું કાભ 

જોજનના કૈં જોજન દૂય 

નીંદય પ્શરેાું જવ ું જરૂય..... 
-નીંદય પ્શરેાું જવ ું જરૂય ! 
 

સયેુળ દરાર   (‘વવભવધ’ ભાથંી) 
 

(૫)  એ વક હશભા઱ી વાજંે લન ઩ાવે અલ્઩ વલયાભ 

 

ુઅ લન કોનાું છે એનો ભને કૈક ખ્માર છે. 

એન ું ઘય ટો જોકે ગાભભાું છે; 

એનાું લનોને ફયપથી ુઉબયાતાું જોલા હ ું ુ઄શીં થોડ ુંક પલયમ્મો 

઩ણ એ તો ઩ોતે ુઅ નશીં જ એ 

 

લયવની વૌથી લવભી વાુંજે 

ુઅવ઩ાવ ક્ાુંમ ખોયડ ું નથી છતાુંમ 

લન ુ઄ને થીજેરા વયોલયની લચ્ચે ુઅભ ુ઄ટકવ ું 

ભાયા તયલદયમા તોખાયને તો ફેહ ુંદૂ જ રાગળે; 

ડોક ું ધણૂાલી એ ગ઱ે રટકતી ઘઘૂયીઓને યણકાલે છે 

જાણે કે ઩છૂલા કે કળી ભરૂ તો નથી થતી ને! 

ુ઄શીં ફીજો કોુઇ ઩ણ ુ઄લાજ શોમ તો તે ભાત્ર 

શ઱લા લશતેા ઩લનનો, ઩ીંછો જેલા ઝયભયતા ફયપનો. 

લન તો સ  ુંદય, શ્માભ ુ઄ને ગાઢાું છે જ.  

઩ણ ભાયે ભાયાું લેણ પનબાલલાનાું છે. 

ુ઄ને કેટરાુંમે જોજને જલાન ું છે. 

નીંદયતાું ઩શરેાું, નીંદયતાું ઩શરેાું કેટરાુંમે જોજન જલાન ું છે.  
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સયેુળ દરાર    (‘કવલતા’- અંક ૪૪ ભાથંી) 

(૬) હશભાચ્છાહદત વધં્માએ વ અયણ્મવલશ્રાભ 

ુ઄યણ્મો ુઅ કોનાું? ભનડ ું મ જ એ ધાયત  ું યશ.ે  

યશ ેએનો સ્લાભી પનજ ઘય પલળે ગ્રાભની ભશીં, 

છતાું તે ના જોળે ુ઄શીં ુ઄ટકી યશતેાું કદી ભને.  

ુ઄યણ્મોને એનાું પનયખ ું હ ું દશભાચ્છાદદત ફન્દ્માું. 

દદવે વુંધ્મા શ્માભા લયવબયભાું વૌથી ગશન ! 

ુ઄યણ્મો ુઅ ફાજ , વયલય ફીજે જાભી જ ગય ું. 

પલવાભાને ભાટે ક દટય નલ એકેમ પનયખ ું. 

રઘ  ઘોડો ભાયો ભન ભશીં યહ્યો પલસ્સ્ભત ફની.  

શરાલે એ ફુંધો, યણકી ુઉઠતી ઘુંટડી ફધી.  

઩છેૂ છે એ યીતે : “ ભરૂ કળી તભાયી થતી નથી ?” 

કયાુંની લ઴ામને ઩લન-રશયી ભુંદ પ્રવયે.  

ધ્લપન ુઉઠે તેથી નીયલ લનભાું એ પયી લ઱ે. 

ુ઄યણ્મો છે ઘેયા ું, ગશન, ભનને ભોદશત કયે 

છતાું ભેં ુઅ઩ેરાું લચન કયલાું ઩ારન ઩ડે.  

ુ઄ને પનરા ઩લેૂ 

જલાન ું છે ભાયે ઩થ મ જ યહ્યો દીધમતભ છે. 

ુ઄ને પનરા ઩લેૂ 

જલાન ું છે ભાયે ઩થ મ જ યહ્યો દીધમતભ છે.  

ળાવંતકુભાય જ. બટ્ટ    (‘કવલર૊ક’-અંક ૫૮ ભાથંી)   
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(૭) જવુ ંશજી જ૊જન૊ 
 

મ જ ભન યહ્ ું જાણી કોનાું લનો ુ઄શીં ઝૂરતાું 

ત્મશીં ઘય યહ્ ું જો કે એન ું લચોલચ ગાભભાું 

તદપ઩ નશીં એ બા઱ે આંશીં ભને પલયભેરને 

લન નીયખતો એનાું ુઉબાું છલામર ફપમથી.  

કશ ું ુ઄ટ઩ટ  રાગે ભાયા ખડા રઘ  ુ઄શ્વને 

ળીદ ુ઄ટકતો ?! ઩ાવે એકે્ક દદવે નશીં ખોયડ ું ! 

વયલય ઩ણે થીજેલ ું ને ુ઄શીં લનયાજજભાું 

લયવબયની વૌથી કા઱ી દડફાુંગ પનળાભશીં. 

શમ પનજની ફાુંધેરી ઩ેરી ધ  યા તણી ઘઘૂયી 

શળુ શળુ શરાલીને ઩છેૂ: ‘થતી કળી ભરૂ ના?’ 

ુ઄યલ વઘળુું ધીયે વ્શતેી શલા શળુ સવૂલે 

દશભ લયવત  ું ઩ીંછા જેવ ું સ  કોભ઱ ભાત્ર હ્યાું. 

ગશન લન ળાું વોશ ેરૂડાું ઘટાભમ શ્માભ઱ાું 

઩ણ લચન કૈં ફાકી ભાયે યહ્યાું શજ  ઩ા઱લાું 

ઢળુું નીંદયભાું તે પ્શરેા ું કૈં જવ ું શજી જોજનો  

 

દેલેડર દલે    (‘કવલર૊ક’- અંક ૧૭૭ ભાથંી) 
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UNIT : 6    TRANSLATING DRAMA 

 

 

::  STRUCTURE :: 

 

 

6.0  Objectives 

6.1 Introduction 

6.2  Introduction to Drama and an Overview of Indian 

 English Drama & Indian Drama in English  

  1. Drama: Literary Genre, Elements, Types and 

     Connection with Theatre 

  2. Indian English Drama 

  3. Indian Drama in English Translation 

6.3 Challenges of Translating Drama 

6.4  Strategies of Translating Drama 

6.5  Translating Portions of Drama:  Text, Translation 

 and Discussion 

6.6.  Check Your Progress  

6.7 Let’s Sum Up 

6.8 Key Words 

6.9 Suggested Reading 

 Answers 

 

6.0  OBJECTIVES 

In this Unit, we shall  

 Understand drama as a literary genre, its elements, types, and 

its connection with theatre. 

 Discuss the development of Indian drama in English and also 

Indian drama in English translation. 

 Examine the Challenges of Translating drama 

 Strategies of Translating Drama 

 Practice translating portions of drama from Gujarati to English 

and vice-versa 

On completion of this Unit, you should be able to  



57 
 

 Explain the definition of drama, its elements, types, and its 

connection with theatre. 

 Outline the development of Indian drama in English and also 

Indian drama in English translation. 

 Discuss the challenges faced when translating drama. 

 Discuss the strategies of translating drama. 

 Translate excerpts of drama from Gujarati to English and vice 

versa. 

6.1 INTRODUCTION 

In the previous Unit, we discussed the challenges and strategies of 

translating poetry. In this Unit, we will focus on another literary 

genre: drama. 

First, we shall see what drama really is, the different types, and how 

closely it is linked to theatre. After that, we' shall move on to 

checking out the development of Indian drama written in English and 

also Indian drama translated in English from Indian regional 

languages. Then, we'll discuss the problems we generally encounter 

when translating drama, and delve into the strategies to translate 

drama effectively. Lastly, through practical exercises, we aim to 

provide you with hands-on experience in drama translation.  

While you engage in hands-on practice, it is important to reiterate that 

proficiency in translation comes with consistent practice. 

Understanding the complete context is essential before translating a 

text. And, to fully understand the context, we need to read the entire 

text first. However, due to limitations in terms of time and space, we 

can only provide you with selected excerpts of the plays, and not the 

entire works. Nevertheless, we strongly recommend that you read the 

complete plays on your own later. 

6.2  INTRODUCTION TO DRAMA AND AN OVERVIEW 

OF INDIAN ENGLISH DRAMA & INDIAN DRAMA IN 

ENGLISH 

1. Drama: Literary Genre, Elements, Types and Connection with 

Theatre 

In literature, drama refers to the representation of both fictional and 

real-life events through the medium of written dialogues, which can 

be in prose or poetry. These dramatic compositions are brought to life 

through performances on various platforms, including stages, screens, 

and radio broadcasts. These creative works are commonly referred to 

as "plays," and they are crafted by individuals known as "playwrights" 

or "dramatists." 

The origins of drama can be traced back to ancient civilizations where 

communal rituals, storytelling, and performance converged. Ancient 
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societies, including the Greeks, Egyptians, and Hindus, utilized 

religious rituals to convey myths and legends through music, dance, 

and role-playing. The Greeks of the 5th century BCE played a 

significant role in shaping drama, with playwrights like Aeschylus, 

Sophocles, and Euripides creating tragic plays that explored human 

dilemmas and divine intervention, while comedic playwrights like 

Aristophanes used humor to comment on societal issues. Roman 

theatre adapted Greek drama, incorporating farce and pantomime. The 

Middle Ages witnessed the emergence of religious-themed drama 

such as mystery and morality plays, which aimed to educate and 

moralize through Biblical stories. The Renaissance sparked a renewed 

interest in ancient texts, as exemplified by Shakespeare's diverse 

plays. Similar developments also took place in Asian cultures, with 

Chinese opera, Japanese Noh theatre, and Indian Sanskrit dramas. 

These historical and cultural influences collectively contribute to the 

rich tapestry of drama's origins and evolution. 

Next, let us briefly discuss the elements of drama. It was the Greek 

philosopher Aristotle who outlined six key elements of drama in his 

work The Poetics (c.335 BC): 

1. Plot (Mythos):The plot, also known as mythos, refers to the 

sequence of events that make up the story. 

2. Character (Ethos): The individuals driving the narrative. 

3. Thought (Dianoia):The underlying ideas and themes 

explored in drama are known as thought or dianoia. 

4. Diction (Lexis):diction (Lexis): The choice of words and 

language used. 

5. Music (Melos):The rhythm and harmonious elements. 

6. Spectacle (Opsis):The visual aspects, including costumes 

and sets. 

In fact, these elements are intricately intertwined and inseparable in a 

drama. The interplay of plot, character, thought, diction, music, and 

spectacle collaboratively weaves the fabric of a compelling theatrical 

experience, where each element enhances and complements the 

others. 

Now, let‘s explore the classification of drama. Dramas are categorized 

based on the mood, tone, and actions portrayed in the plot. Some well-

known types of drama include: 

 Tragedy:tragedy explores the depths of human suffering and 

the role of fate, often depicting characters who face grave 

consequences. 

 Comedy:comedy: comedy uses humor and satire to highlight 

societal absurdities and human quirks. 

 Historical Drama:historical drama brings history to life, 

depicting important past events and figures. 
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 Melodrama:Focuses on intense emotions and moral conflicts, 

often portraying clear heroes and villains. 

 Modern Experimental Drama:modern experimental drama 

challenges traditional storytelling by playing with time, 

language, and structure. 

 Musical Drama:musical drama incorporates music and songs 

into the plot to enhance storytelling. 

 Absurdist Drama:absurdist Drama questions the meaning of 

life and reality in a nonsensical way. 

 Farce:farce emphasizes exaggerated humor and improbable 

situations for comic effect. 

 Tragicomedy:tragicomedy is a genre that blends elements of 

both tragedy and comedy, combining serious and funny 

moments. 

As we know, drama is often written for stage performance and has 

certain specific features that make it performable. Drama, in its 

essence, is the written script that forms the foundation of a theatrical 

production. It encapsulates dialogues, characters, emotions, and plots 

that come to life when performed on the stage. Theatre, on the other 

hand, is the dynamic medium through which the drama is realized. It 

involves actors embodying characters, speaking the dialogues, and 

bringing the narrative to life through their performances. Theatre adds 

dimensions of visual and auditory elements, such as costumes, sets, 

lighting, and sound effects, creating a multi-sensory experience that 

captivates and engages the audience. In essence, drama provides the 

blueprint, and theatre is the canvas on which it is vividly painted, 

making the stories, emotions, and messages resonate with audiences 

in a profound and unforgettable way. 

2. Indian English Drama 

Presenting a concise history of Indian English drama is a challenging 

task, so we will only touch upon key practitioners. The origins of 

Indian English drama can be traced back to the colonial period when 

English gained prominence as a language of communication due to 

British rule. During this time, a growing number of Indian writers 

began using English as a medium to express their creative and 

intellectual ideas, and drama became an essential avenue for cultural 

exploration and self-expression. While the colonial context heavily 

influenced the early works, these playwrights were able to infuse their 

unique Indian perspectives, traditions, and societal concerns into the 

narratives. 

Indian-English Drama had its humble beginning with the publication 

of Krishna Mohan Banerji's The Persecuted (1831), a social play that 

explored the conflicts between East and West. However, the true 

starting point of English Drama in India can be traced back to Michael 
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Madhusudan Dutt's Is This Called Civilization? in 1871. This play 

served as a satire, criticizing the excessive and misguided actions of 

the young Bengal generation under the guise of reformism. 

The pre-independence era saw the emergence of several stalwarts in 

Indian-English drama, including Rabindranath Tagore, Sir Aurobindo, 

T.P. Kailasam, A.S.P. Ayyar, Loba-Prabhu, Harindranath 

Chattopadhyaya, and Bharathi Sarabhai. These playwrights made 

significant contributions to the growth and development of Indian 

English drama. 

Rabindranath Tagore (1861–1941), a multifaceted literary genius, 

made pioneering contributions to both literature and drama. His play 

The Post Office (1912) is often regarded as a cornerstone in Indian 

English drama. This emotionally poignant play explores themes of 

human connection, isolation, and the quest for liberation. Sri 

Aurobindo (1872–1950), a visionary philosopher, poet, and spiritual 

leader, also made significant contributions to Indian English drama. 

His works include five complete and six incomplete verse-plays 

written between 1891 and 1916. The five complete plays are Perseus 

the Deliverer, Vasavadutta, Rodogune, The Viziers of Bassora, and 

Eric the King of Norway. 

Quite a few playwrights have played a pivotal role in shaping Indian 

English drama in the post-independence era, and notably, Nissim 

Ezekiel stands out for his distinctive contributions. His work, 

exemplified by Three Plays (1969), featuring Nalini A Marriage 

Poem, The Sleep-Walkers, and Song of Deprivation, explores the 

complexities of urban middle-class existence, the capriciousness of 

modern romance, the allure of American culture, and the layers of 

hypocrisy and restraint within contemporary Indian society. Ezekiel's 

plays resonate with sharp critiques and insightful reflections, shedding 

light on the multifaceted aspects of Indian society during his time. 

In recent times, Indian English drama has gained significant 

importance, with emerging talents like Mahesh Dattani and Manjula 

Padmanabhan bringing fresh energy to this genre of literature. 

Dattani's impactful plays, including Where There's A Will, Dance Like 

A Man, Bravely Fought The queen, Final Solutions, and Tara, delve 

into the darker aspects of existence, portraying the stark, unattractive, 

and sorrowful facets of life. On the other hand, Manjula 

Padmanabhan‘s works often explore dystopian themes and challenge 

societal norms. One of her notable plays is Harvest, which presents a 

future where the rich can "harvest" organs from the poor. This 

powerful dark satire sheds light on the ethics of organ trade and 

economic inequality. Another significant play, Lights Out, deals with 

the issue of 'gang rape,' probing various questions pertaining to the 

exploitation of women in society and at home. In the play, she 

presents a world where females have no identity. Her plays are 
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characterized by their exploration of societal issues, use of 

symbolism, and ability to provoke contemplation on the human 

condition and its potential future trajectories. 

3. Indian Drama in English Translation 

We have explored the history of Indian English drama, and now let‘s 

briefly delve into the history of Indian dramas originally written in 

regional languages and later translated into English, either by the 

authors themselves or by others. India boasts a rich heritage of full-

length poetic plays known as Sanskrit Dramas, primarily composed in 

Sanskrit. These plays skillfully blend classical Sanskrit with Prakrit 

and other vernacular languages. Spanning an impressive span of 

almost 1,200 years, this tradition holds the distinction of being the 

world's longest-standing and unbroken lineage of performing dramatic 

texts. The history of Indian plays written in various regional 

languages and subsequently translated into English is a testament to 

the diversity and cultural richness of India's theatrical heritage. These 

translations provide glimpses into the vibrant traditions of different 

linguistic communities. From ancient Sanskrit dramas to 

contemporary regional plays, numerous works have been translated in 

order to make them accessible to broader audiences and to bridge 

language barriers. 

Of all Sanskrit dramas, Kalidasa‘s Shakuntala holds the distinction of 

possibly being the first Asian play to be translated into Western 

languages. It is also one of the earliest Sanskrit works to be translated 

into English. Sir William Jones, a famous orientalist, accomplished 

this feat in 1789. The publication caused a sensation, with five 

editions printed in just two decades. It was also translated into 

German (1791) and French (1803), further highlighting its cross-

cultural impact. This paved the way for its translation into other 

Western languages, demonstrating its enduring significance. 

Other than the Sanskrit dramas in English, one of the earliest and most 

influential figures in Indian drama, Rabindranath Tagore, saw many 

of his works translated into English. His plays, such as Chitra (1914), 

The Post Office (1912), Sacrifice (1917), Red Oleanders (1926), 

Chandalika (1933), Mukta Dhara (1922), Natir Puja (1926), The 

King of The Dark Chamber (1910), The Cycle of Spring (1917), and 

Sanyasi (1884), are representative of the Indian ethos and display a 

unique blend of simplicity and complexity, conventionality and 

modernity. However, Rabindranath Tagore's plays have a lyrical and 

introspective nature that makes them more suitable for reading and 

contemplation on the page rather than performance on the stage. 

Moving forward in time, contemporary Indian drama in English 

translation has boldly pushed boundaries and explored new ideas in 

themes and techniques. It has drawn inspiration from history, myths, 
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and legends, resulting in the creation of exciting and popular plays. 

Playwrights like Mohan Rakesh (Hindi), Badal Sircar (Bengali), Vijay 

Tendulkar (Marathi), and Girish Karnad (Kannada) have not only 

gained fame in their respective languages but have also made 

significant contributions to modern Indian drama, allowing it to 

thrive. Mohan Rakesh, deeply influenced by Marxism, vividly 

portrays the struggles of individuals, both men and women, trapped in 

socio-economic inequalities and cultural dominance in his plays, such 

as One Day in Ashadh (1958) and The Great Swans of the Waves 

(1973). These narratives eloquently illuminate the societal plights and 

aspirations of his characters, marking a departure from the norm. 

Vijay Tendulkar's powerful works like Shantata! Court Chalu Aahe 

(1967) and Badal Sircar‘s Evam Indrajit (1974) challenge societal 

norms, while Girish Karnad's Tughlaq (1964), a tragedy and political 

satire on the Nehruvian era of Indian politics, delves into historical 

allegories. These playwrights have used Indian English as a medium 

to reflect the diversity and dynamism of the nation, enriching the 

tapestry of Indian literature and drama. This era has witnessed the 

fusion of traditional elements with contemporary narratives, 

contributing to the growth of a distinct Indian English theatrical 

tradition. 

6.3.  CHALLENGES OF TRANSLATING DRAMA 

Translating drama presents several challenges due to the intricate 

interplay of cultural, linguistic, and theatrical elements. Let‘s discuss 

some of the key challenges: 

1. Cultural Authenticity 

Dramas often incorporate cultural elements from their source 

language, including references, idiomatic expressions, social norms, 

historical contexts, and specific values of the originating culture. 

Preserving cultural authenticity presents a significant challenge in 

translating drama, as it requires accurately conveying the cultural 

nuances, references, and societal norms embedded in the source 

language to the target language. For example, Shakespeare's Julius 

Caesar includes a reference to the Lupercal festival, which is deeply 

rooted in Roman history and culture but may not be familiar to an 

Indian audience. In such cases, the translator faces the dilemma of 

either retaining the original reference and potentially confusing the 

audience or adapting it to something more recognizable and relatable 

within the Indian cultural context. One approach to maintaining 

cultural authenticity in drama translation is to retain the reference to 

the Lupercal festival while providing explanatory footnotes. 
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2. Historical /mythological Context 

Dramas often contain historical mythological context intrinsic to the 

source language and culture. When translating the historical context 

of drama into target language, the primary challenge is to find 

equivalents for events, figures, and cultural elements that might not be 

well-known in the target culture. This often involves substituting 

historical events from SL‘s history with analogous events from TL‘s 

history or mythology. For mythological context, translators need to 

identify comparable figures, myths, and legends from Indian 

mythology that correspond to those in the source drama. This involves 

maintaining the symbolic significance and character traits of the 

original figures while adapting them to fit the cultural and 

mythological context of India. Translators must also consider the level 

of familiarity the target audience has with the original context. 

Detailed explanations or footnotes might be required to provide 

necessary background information. 

3. Character Names and Places 

Translating character names and places in drama poses intricate 

challenges, as these elements often carry cultural, historical, and 

symbolic weight. The character Bottom, known for his humorous 

name and transformation into an ass, might lose its comedic impact in 

translation. A direct translation could result in the loss of the play's 

whimsy, necessitating creative adaptation. Similarly, the forest of 

Athens could require recontextualization to align with local setting, 

considering both geographical and cultural factors. Finding culturally 

equivalent names, preserving wordplay, and maintaining character 

identity can be complex. Ensuring phonetic resonance and historical 

accuracy while adapting to the target culture's linguistic nuances 

requires careful consideration. 

4. Dialogue Flow 

Another challenge in translating drama is to ensure the seamless flow 

of dialogue. This involves preserving the rhythm, tone, and emotional 

impact of the original dialogues while making them feel natural in the 

translated version. For instance, in the translation of Shakespeare's 

Romeo and Juliet, the iconic balcony scene's passionate exchange of 

words between Romeo and Juliet must maintain its lyrical and 

heartfelt quality, despite linguistic differences. Similarly, the witty 

repartee in Oscar Wilde's The Importance of Being Earnest demands 

careful attention to maintain its humor and timing. 

5. Theatrical Playability  

Unlike poetry or novels, drama is often written for stage performance, 

demanding a balance between linguistic accuracy and theatrical 
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effectiveness. Translators must not only convey the words but also 

capture the play's potential on stage, considering timing, emotions, 

character relationships, and visual elements. This intricate process 

involves bridging linguistic faithfulness and the vibrant experience of 

a live audience, which illustrates the complexity of translating drama 

from written text to captivating performance. 

6.4   STRATEGIES OF TRANSLATING DRAMA 

Translators face various challenges in the process of translation, 

including finding equivalence and truthfully representing linguistic 

and cultural nuances. Translation theorists have proposed different 

methods and approaches to effectively translate drama. In this context, 

Lawrence Venuti‘s concept of "foreignizing" and "domesticating" 

translation strategies is particularly useful. Translators can employ 

strategies such as Foreignization, Domestication, and Adaptation to 

make a culturally and linguistically different text more accessible to 

target language readers. Now, let's discuss these strategies in more 

detail. 

1. Foreignization  

Foreignization is the strategy of retaining information from the source 

text, and involves deliberately breaking the conventions of the target 

language to preserve its meaning. However, conveying the meaning 

convincingly from the source text to the target text is not an easy task, 

as the linguistic nuances of both texts must be considered. For 

example, Narbheshankar Pranjivan Dave (1871-1952) translated 

Shakespeare's Hamlet into Gujarati in 1917, using a literal, word-for-

word approach. Dave closely follows the original text and maintains a 

high degree of fidelity to it by choosing prose as the medium and 

word as the unit of translation. He retains the original setting, names 

of characters, and formal structure of acts and scenes to ensure that 

the essence of the original is captured in its entirety. Additionally, 

Dave provides footnotes to explain his word-to-word translation, 

demonstrating his use of precise equivalents to retain the original tone 

and temper. 

English: 

Queen: did he receive you well? 

Ros: most likely a gentleman. 

Guil. But with much forcing of his disposition. 

Ros. Niggard of question; but, of our demands, Most free in his reply. 

 

Gujarati: 

યાણી: તભાયો વત્કાય એણ ેવાયો કમો શોમ? 

યોઝ. તદ્દન વજ્જનની જેભ. 
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લગલ્ડ. ઩ણ ઩યાણ ે઩યાણ ેથામ છે તેલો. 

યોઝ. પ્રશ્ન ઩છૂલાભાું કોળદયમા; ઩યુંત   ુ઄ભાુંથી જોુઇએ તો જલાફ ઘણા 

ભોક઱ા ભનના. 
 

2. Domestication 

Domesticating drama involves adapting a theatrical work to suit the 

cultural, linguistic, and social context of the target audience while 

maintaining the core themes and emotional impact of the original. 

This process includes modifying dialogues, cultural references, 

settings, and even theatrical elements to resonate with the audience's 

sensibilities and enhance their engagement with the performance. In 

his Gujarati translation of Shakespeare's Hamlet, Narbheshankar 

Pranjivan Dave also employs various strategies to domesticate the text 

and make it culturally relevant to the Gujarati audience. For example, 

he adapts Ophelia's songs to the ragas used in contemporary Gujarati 

and other musical genres like chabakha and Marashiyas. Dave 

provides explanatory footnotes about these ragas and their 

appropriate contexts. He also reimagines the Grave-diggers' songs and 

certain passages of the play as rhyming couplets to maintain the 

rhythmic quality and accessibility. Additionally, he collaborates with 

a friend to translate a passage into Harigeet chhanda. This showcases 

how domestication involves cultural integration and a deep 

understanding of both source and target languages. 

3. Adaptation 

Adaptation strategy involves altering certain elements of the play to 

suit the target culture while retaining the core themes and ideas. This 

strategy goes beyond direct linguistic translation and may entail 

altering names, settings, cultural references, and even plot details to 

make the play more relatable and accessible to the new audience. For 

instance, the 19
th
 century Gujarati poet and reformer Dalpatram‘s first 

play in Gujarati literature, Lakshmi Natak, is an adaptation of the 

Greek play Plutus by Aristophanes. While Dalpatram replaced the 

Greek god of wealth with Lakshmi, the Hindu goddess of wealth, at 

the same time, he drew heavily from the Bhavai folk tradition of 

Gujarat for the dialogues. Similarly, another Gujarati play of the same 

era Bhat-nu Bhopalu (1867) penned by Navalram pandya, is based on 

Henry Fielding's The Mock Doctor (1771), a play which in its turn 

had been adapted from French playwright Moliere's Le Medecin 

malgre lui. Recent example can be given of Mihir Bhuta's Gujarati 

adaptation of Shakeaspeare‘s play All’s Well That Ends Well as Maro 

Piyu Gayo Rangoon (2012). Bhuta creates a very specific context for 

his adaptation with all its little details in place. His characters belong 
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to the Gujarati community in India in the 1920s, and the action moves 

between an imaginary village called Rasoli in Saurashtra, the great 

megapolis, Mumbai and Rangoon, a coveted trading post in Burma. 

The names of the characters are also changed. The heroine Helena 

becomes Heli and the hero Bertram become Bharatram. Apart from 

adaptations for the stage, Hindi films such as 'Maqbool,' 'Omkara,' 

'Haider,' 'Goliyon Ki Raasleela Ram-Leela,' and 'Qayamat Se 

Qayamat Tak' stand out as finest examples of adaptation of 

Shakespearean plays.  

6.5     TRANSLATING PORTIONS OF DRAMA:  TEXT, 

 TRANSLATION AND DISCUSSION 

Let us now consider a section of a drama and examine how dialogues 

can be translated. In fact, dialogues form the core of a play. The 

importance of dialogue in translating drama cannot be overstated, as it 

is the primary medium through which characters' thoughts, emotions, 

conflicts, and interactions are conveyed. Dialogues are not just a form 

of communication between characters; they also encapsulate the 

essence of the play's themes, relationships, and overall narrative. 

Effective handling of dialogue is essential in translating drama to 

ensure the authenticity and impact of the original work is maintained. 

Let‘s examine a passage from the opening scene of a famous Gujarati 

play Mandodari (1998) by Varsha Adalja. Varsha Adalja is a leading 

Gujarati playwright, novelist and short story writer. Her play 

Mandodari presents a woman's struggle with fate and the hovering 

clouds of war. The eponymous character from the Ramayana, the wife 

and chief Queen of the asura King Ravana, becomes the mouthpiece 

of all wives and mothers suffering from the battles that men fight to 

satisfy their greed and their egoistic pursuits of love and lust. In 

contrast to Mandodari's conventional portrayal as a passive, 

submissive, and devoted wife, Adalja presents her as challenging 

Kaldevata, the Lord of Death, and asserting her raj dharma. This 

background information will help you understand the passage better. 

Read both the original and the translated version. 

 

ભદં૊દયી 

લ઴ાા અડારજા 

(સ યલબ પ્રલેળે છે, એ કા઱ને જોુઇ ળકતી નથી.) પ્માદાું ઓ ગોઠલી રે, 

સ યલબ. (સ યલબ એક લસ્ત્ર ઩ાથયે છે, છે પ્માદાુંઓ ગોઠલે છે, ભુંદોદયીના 

ુઆળાયે ચારી જામ.) દેલ! પ્રથભ દાલ તભાયો. (કા઱ યભત વાભે જોુઇ યશ.ે 

એક પ્માદ ું ુઈઠાલી ુ઄ને મકેૂ. ભુંદોદયી ધ્માનથી જોતી શોમ, પ્માદ ું ુઈઠાલલા 
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જામ ત્માું ળોયફકોય... ુ઄યે મખૂમ! ુઉબો યશ.ે.. ઩કડો ... એને... ઩કડો ... 

કાલરકા ગબયામેરી દોડતી 

ુઅલે છે.) 

કાલરકા: દેલી... દેલી! કોુઇ વાધ  ડો છેક નથી જે ુઅલલાની મોગ્મ જગ્મા ભાટે 

ુઅવ્મો શોમ. 

(ભાથેથી જટા –દાઢી –મછૂ કાઢતો યાલણ ુ઄ત્મુંત ક્રોધાલેળભાું વાધ  લેળે 

અંદય ુઅલે છે.) 

યાલણુઃ મખૂમ દાવી! રુંકાપધ઩પતને યોકે છે? 

(ગબયામેરી કાલરકા પ્રણાભ કયતી ચારી જામ. ભુંદોદયી શવી ઩ડે છે. 

પવિંશાવન ઩ય પ્રકાળ. યાલણ ત્માું ગલમબયી મ રાથી ફેવે છે.) 

ભુંદોદયી:  ુ઄યે, સ્લાભી ુઅ઩? ુઅ છદ્મલેળભાું હ ું ઩ણ ુઅ઩ને ન  ઓ઱ખી 

ળકી તો એ લફચાયીનો ળો દો઴? 

યાલણ:    ુઅલો ભાયી વભી઩ ુઅલો, દેલી. હ ું લનપલશાય કયલા ગમો શતો. 

ભુંદોદયી:   જાણ ું છું. ખફૂ પ્રવન્ન છો, રુંકેળ! 

યાલણ:   કોુઇ ઩ણ ઩ ર ઴ન ું લચત્ત પ્રવન્ન થુઇ જામ, ુ઄યે! વાત ક ઱ ધન્દ્મ થુઇ 

જામ એલી ઘટના ુઅજે ફની છે દેલી! 

ભુંદોદયી:  શ ું ુઅ઩ને ભશાદેલે કોુઇ દદવ્મ ુ઄સ્ત્ર ુઅપ્ય ું છે કે ઩ નુઃ બ્રહ્માજીએ 

ુ઄દ્ભુત લયદાન  ુઅપ્ય ું છે? 

યાલણ:   નશીં નશીં. એક ુ઄ણભોર યત્ન ભળ્ય ું છે. 

ભુંદોદયી:  લનભાુંથી યત્ન? ભને તો એભ કે યત્ન તો વાગયભાુંથી જ પ્રાપ્ત 

થામ. 

યાલણ:   દેલી! ુ઄મોધ્માના યાજા દળયથના, જ ુંગરભાું બટકતા ઩ ત્ર યાભની 

઩ત્ની વીતાન ું હ ું  ફરાત ્ુ઄઩શયણ કયી રાવ્મો છું. 

કા઱:   (કા઱ ઩ય પ્રકાળ) ુઅ ભાયી પ્રથભ ચાર દેલી. 

ભુંદોદયીુઃ  ુ઄શો દેલ! વતી વીતાન ું ુ઄઩શયણ? ના ના. ુ઄વુંબલ. શ્રીયાભના 

વાભર્થમમનેકોણ નથી જાણત  ું? લાસ દક નાગના ભસ્તકના ભલણનેઆંચકી રેલો 

શજી સ રબ છે ઩ણ શ્રીયાભ વભી઩ેથી જાનકીન ું શયણ કયવ ું દેલો ભાટે ઩ણ 

ળક્ નથી. 
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યાલણ:   ભામાલી યાલણ ભાટે શ ું ુ઄વુંબલ છે? હ ું ુ઄લરોદકની પલદ્યાનો 

વાધક. કેભ દેલી! સ્લાભીના ળૌમમ ઩ય ુ઄લાક ફની ગમાું? 

ભુંદોદયી: શ ું ફોલ ું? એક ગબર  સ્ત્રીન ું છદ્મલે઴ે ુ઄઩શયણ કયવ ું એભાું ભને કોુઇ 

શયૂલીયતાનાું દળમન થતાું નથી. 

યાલણુઃ  ભશાયાણી! 

ભુંદોદયીુઃ ુ઄શો! તભે શ ું કય ું નાથ, શ ું કય ું! 

યાલણુઃ ભુંદોદયી! એક વાભાન્દ્મ લાત ઩ય ુઅલો ુઅક્રોળ તભને ળોબતો 

નથી. 

ભુંદોદયી: દળાનન! એક સ્ત્રીન ું ુ઄઩શયણ ુઅ શ ું વાભાન્દ્મ લાત છે? 

યાલણ: દેલી! હ ું કોણ? ુ઄સ યવમ્રાટ, ભને જે ગભે તે ફરાત ્  રુઇ રેવ ું ભાયો 

ુ઄પધકાય. વીતા ન ું ળીત઱ રૂ઩ ભાયાભાું બડબડ કાભાસ્ગ્ન પ્રગટાલેછે. ફાજ 

જેભ ઝ઩ટ ભાયી પળકાયને ઩કડે એભ એણ ેભાયા હૃદમને ઩કડય ું છે. 

ભુંદોદયીુઃ પત્રભ લનપલજમીને ુઅ ળબ્દો મ ખે ળોબતા નથી. 

કા઱ુઃ શાય સ્લીકાયી રો, ભુંદોદયી. શલે બી઴ણ ય દ્ધ ખેરાળે. સ્લમું ભશાદેલના 

ત્રીજા રોચન જેલો જે કા઱ઝા઱ દાલાન઱ વભગ્ર નગયીને ફા઱ીને બસ્ભ 

કયળે, યાલણ વીતાને નશીં, ભને ુ઄શીં ખેંચી રાવ્મો છે, ભશાયાણી. 

ભુંદોદયી: નશીં. હ ું ઩ણ ભાયી ચાર ચારીળ, બપલતવ્મની રુંકેળને જાણ 

નથી. હ ું એભને વભજાલીળ. 

કા઱: શલેનો દાલ તભાયો છે, દેલી. 

(કા઱ ઩ય પ્રકાળ પલરીન.) 

 

Mandodari 

V ARSHA ADALJA 

Translation by K. L. Vyas 

 

(Kaaldevata looks at the game. He picks up a pawn, examines it, and 

replaces it on the board. Mandodari watches him and picks up 

another pawn. There is some commotion followed by shouts: 'Stop 

that fool. Catch him, catch him' Kalika rushes in.) 

 

Kalika: Devi, someone dressed as a sadhu has entered our palace. 

(Ravana enters angrily, dressed in a sadhu's attire. He pulls off his 

beard and wig.) 
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RAVANA: You foolish dasi, how dare you stop Lankadhipati, 

the king of Lanka? 

(Frightened, Kalika bows and quickly leaves. 

Mandodari chuckles. The spotlight shifts to the 

throne. Ravana strides arrogantly towards the 

throne and takes a seat.) 

MANDODARI: My lord, is it you? If I find it difficult to recognize 

you in this disguise, how can the poor maid? It is 

not her fault. 

RAVANA: Well, I went for a walk in the forest. 

MANDODARI: Yes, I can see that you are very happy. 

RAVANA: Anyone would be happy with the interesting 

events that occurred. Not only me, but many 

generations of asuras will also be happy. 

MANDODARI: Has Mahadev Shiva given you a new weapon or 

has Brahma granted you another boon? 

RAVANA:  No, no. I have acquired a precious diamond.  

MANDODARI: A diamond ... from the forest? That is strange. 

(Smiling.) I thought diamonds could be found in 

the oceans.  

RAVANA: Devi, I have abducted Seeta, the wife of Prince 

Rama, the son of King Dasaratha of Ayodhya, 

from the forest.  

(Light focuses on Kaaldevata.)  

KALDEVATA: This is my first move.  

(Light moves back to Ravana.)  

MANDODARI: 0 lord, what have you done? Abducted Devi 

Seeta? That is impossible. Who does not know of 

Lord Rama's valour? It is easier to snatch the gem 

from Vasuki, the king of snakes, than Seeta from 

Rama. That is impossible.  

RAVANA: Nothing is impossible for Ravana, the great 

wizard, the mayabi. Don't you know that I have 

the art of invisibility? You are stunned and 

speechless at your husband's prowess? Do you 

doubt my powers? 

MANDODARI: What shall I say? Kidnapping a helpless lady 

cannot be an act of valour. I don't find any bravery 

in it.  

RAVANA: Maharani! 

MANDODARI: (Anguished) oh what have you done, my lord! 

RAVANA: To become so perturbed at such a trivial matter 

does not suit you, Maharani 
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MANDODARI: But Dashanana, kidnapping a helpless woman is 

not a trivial matter. 

RAVANA: Who am I? Am I not Samrat Ravana, the mighty 

asura? It is my right to take anything that pleases 

me. Seeta's beauty pleased me; it aroused the 

wildfire of passion within me. So I seized her like 

a falcon seizes its prey. 

MANDODARI: These words do not befit the victorious conqueror 

of the three worlds. (Light focuses briefly on 

Kaldevata.) 

KALDEVATA: Admit defeat now, Mandodari. Soon there will 

begin a terrible war. The fiery third eye of 

Mahadev will open and turn the golden capital of 

the asura into ashes. Ravanasura has not brought 

only Seeta, he has also brought me with him.  

MANDODARI: No, I shall also play my game. Lankesh is 

unaware of the future. I shall explain to him the 

consequences of his actions. 

KALDEVATA: All right. It is now your turn, Devi. (The light 

moves away from him.) 

 

 

 

Discussion: 

Let us now examine the translated text given above and see how this 

passage was translated. There are some crucial aspects to consider: 

Cultural Authenticity: Retaining Original Terms in Translation 

The first thing that stands out is the retention of local linguistic and 

cultural expressions in the English translation of the Gujarati play. 

Terms such as "Sadhu," "Dasi," and "Devi" have been intentionally 

preserved in their original form, without being translated into English 

equivalents. This decision is driven by the aim to maintain the cultural 

and linguistic authenticity of the source material. These terms carry 

nuanced meanings and cultural implications in the original language 

that may not be fully captured in translation. For example, "Sadhu" 

signifies a revered holy person or ascetic in Indian culture, "Dasi" 

holds historical connotations of a female servant or attendant, and 

"Devi" represents a goddess. By keeping these terms unchanged, the 

translation strives to convey not only their literal definitions but also 

the profound cultural, religious, and historical resonances they 

embody. This approach enables the audience to have a more 

immersive and genuine experience, allowing them to engage more 

intimately with the play's cultural backdrop. 
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Names of Characters and Places: 

 Original (Gujarati): "મખૂમ દાવી! રુંકાપધ઩પતને યોકે છે?" 

You foolish dasi, how dare you stop Lankadhipati, the king of Lanka? 

The term "Lankadhipati", retained in English translation, directly 

translates to "the king of Lanka." However, the addition of "the king 

of Lanka" in the English translation helps readers who may not be 

familiar with Indian epics like the Ramayana understand the 

significance of Ravana"s title and role in the story. It demonstrates 

that translation involves more than just word-for-word substitution; it 

also requires adaptation and augmentation to facilitate effective 

communication across linguistic and cultural boundaries. 

Historical/Mythological Context: 

Original (Gujarati): "ુ઄મોધ્માના યાજા દળયથના, જ ુંગરભાું બટકતા ઩ ત્ર 

યાભની ઩ત્ની વીતાન ું હ ું ફરાત ્ુ઄઩શયણ કયી રાવ્મો છું." 

Devi, I have abducted Seeta, the wife of Prince Rama, the son of King 

Dasaratha of Ayodhya, from the forest. 

The historical/mythological context in this passage is rooted in the 

Ramayana, one of the most revered and well-known ancient Indian 

epics. The Ramayana tells the story of King Rama's quest to rescue 

his wife, Seeta, who has been abducted by the demon king Ravana. 

The characters and events from the Ramayana are part of the larger 

Indian mythological tradition, and they carry symbolic and cultural 

significance. The historical/mythological context assumes a certain 

level of familiarity with the Ramayana, which might be present in the 

audience's cultural background. This allows the playwright and the 

translator to engage the audience's existing knowledge. 

Dialogue Flow: 

Original (Gujarati): "ુ઄યે, સ્લાભી ુઅ઩? ુઅ છદ્મલેળભાું હ ું ઩ણ ુઅ઩ને ન 

ઓ઱ખી ળકી તો એ લફચાયીનો ળો દો઴?" 

My lord, is it you? If I am unable to recognize you in this disguise, 

how can the poor maid? It is not her fault. 

We understand the importance of maintaining an authentic and natural 

dialogue flow when translating a drama. It is crucial for the translated 

script to resonate with the audience, just like the original. In this 

English translation, the natural flow of dialogue is preserved, 

capturing Mandodari‘s surprise and questioning tone through 

expressions such as 'My lord, is it you?" and "how can the poor 

maid?" 
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Playability 

The playability of Mandodari by Varsha Adalja lies in its ability to 

seamlessly convey the emotional depth, conflict, and character 

dynamics while maintaining its natural rhythm and theatrical essence. 

The dialogue flow in both the original Gujarati and the English 

translation ensures that the actors can effectively deliver the lines, 

capturing the essence of each character and their interactions. For 

instance, in the passage, Mandodari's confrontation with Kaldevata is 

an exemplar of playability. It is a scene where Kaldevata and 

Mandodari are shown engaged in a board game and take their turns. 

The exchange between them is emotionally charged, with Mandodari 

challenging the actions of Kaldevata and Ravana. In the original 

Gujarati, lines like "હ ું ઩ણ ભાયી ચાર ચારીળ." (I shall play my game 

too) and Kaldevata's response "શલેનો દાલ તભાયો છે, દેલી!" (All right. 

It is now your turn, Devi.) capture the rhythm of a heated argument. 

The translation ensures that this emotional intensity is retained while 

making it easily deliverable by actors. Apart from dialogues, stage 

directions provided by the author such as lighting cues in 

"Mandodari" serve as a vital tool that amplifies the playability of the 

drama.  For instance, when Ravana enters and sits on the throne, a 

spotlight is directed towards the throne area, isolating it from the rest 

of the stage. This draws the audience's attention to the significance of 

Ravana's presence and establishes him as the central figure in that 

moment. The throne can be illuminated in a way that adds to Ravana's 

aura of authority and power. 

6.6 Check Your Progress 

 

(1)  

Julius Caesar (1599) 

A history play and tragedy 

William Shakespeare 

ANTONY 

Friends, Romans, countrymen, lend me your ears;  

I come to bury Caesar, not to praise him. 

The evil that men do lives after them; 

The good is oft interred with their bones; 

So let it be with Caesar. The noble Brutus 

Hath told you Caesar was ambitious: 

If it were so, it was a grievous fault, 

And grievously hath Caesar answer'd it. 

Here, under leave of Brutus and the rest— 

For Brutus is an honourable man; 

So are they all, all honourable men— 



73 
 

Come I to speak in Caesar's funeral. 

He was my friend, faithful and just to me: 

But Brutus says he was ambitious; 

And Brutus is an honourable man. 

He hath brought many captives home to Rome 

Whose ransoms did the general coffers fill: 

Did this in Caesar seem ambitious? 

When that the poor have cried, Caesar hath wept: 

Ambition should be made of sterner stuff: 

Yet Brutus says he was ambitious; 

And Brutus is an honourable man. 

You all did see that on the Lupercal 

I thrice presented him a kingly crown, 

Which he did thrice refuse: was this ambition? 

Yet Brutus says he was ambitious; 

And, sure, he is an honourable man. 

I speak not to disprove what Brutus spoke, 

But here I am to speak what I do know. 

You all did love him once, not without cause: 

What cause withholds you then, to mourn for him? 

O judgment! thou art fled to brutish beasts, 

And men have lost their reason. Bear with me; 

My heart is in the coffin there with Caesar, 

And I must pause till it come back to me. 

 

(2)  

Waiting for Godot (1953) 

tragicomedy in 2 acts 

By 

Samuel Beckett 

VLADIMIR: 

We're waiting for Godot. 

ESTRAGON: 

(despairingly). Ah! (Pause.) are you certain it was here? 

VLADIMIR: 

What? 

ESTRAGON: 

That we were to wait. 

VLADIMIR: 

He said by the tree. (They look at the tree.) Do you see any others 

around? 

ESTRAGON: 

What is it? 

VLADIMIR: 

I don't know. A willow. 
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ESTRAGON: 

Where are the leaves? 

VLADIMIR: 

It must be dead. 

ESTRAGON: 

No more weeping. 

VLADIMIR: 

Or perhaps it's not the season. 

ESTRAGON: 

Looks more like a bush to me. 

VLADIMIR: 

A shrub. 

ESTRAGON: 

A bush. 

 

6.7   LET US SUM UP 

Upon completing this unit, you have achieved the following 

outcomes: 

1. Understanding of Drama:You can now explain the concept 

of drama, its various types, and their close connection with 

the world of theatre. 

2. Insight into Indian Drama:You have gained an overview of 

Indian English Drama as well as Indian dramas translated 

into English. 

3. Challenges of Translating Drama:You can identify and 

articulate the unique challenges that arise when translating 

dramatic texts. 

4. Strategies for Translating Drama:You have gained an 

understanding of effective strategies employed in 

translating drama, which enables you to navigate linguistic 

and cultural nuances. 

5. Translation Skills:Through practical exercises, you have 

developed your skills to translate excerpts of drama between 

Gujarati and English. 

 

6.8   KEY WORDS  

 

Drama: A drama is a form of literature that is specifically 

created to be performed in front of an audience. It 

involves the depiction of fictional or non-fictional 

events through the enactment of written dialogues, 

which can be in prose or poetry. Dramas can be 

presented on stage, in film, on the radio, or even on 
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the street. Plays are the most common type of 

dramas, and the individuals who write them are 

referred to as ―playwrights‖ or ―dramatists‖. 

Playability/Performability:Playability/Performabilit

y in the context of translating drama refers to the 

extent to which a translated play retains its 

suitability for performance on the stage while being 

presented in a different language and cultural 

context. It encompasses various factors that affect 

the effectiveness of the play's performance, 

including dialogue, pacing, humor, cultural 

references, and overall dramatic impact. 

Speakability Speakability in translating drama refers to the art of 

preserving the natural rhythm, flow, and 

effectiveness of dialogue while transitioning it from 

one language to another. It involves ensuring that 

the translated dialogue is not only accurate in terms 

of meaning but also easily spoken and performed by 

actors on stage. 

 

 

6.9   SUGGESTED READING 

1. Malmkjær, Kirsten, and Kevin Windle, eds. The Oxford Handbook 

of Translation Studies. Oxford Academic, 2012. 

The Oxford Handbook of Translation Studies is intended as a 

reference work and practical guide to the field. It is beneficial for 

professionals working as translators and interpreters, as well as for 

students and researchers in the field of translation and interpreting 

studies and related disciplines. The book covers the history of 

translation theory and practice from Cicero to the digital age. Part III 

of the book focuses on the translation of written texts across nine 

major types, including prose, drama, poetry, song, children's 

literature, public service, legal, and scientific (including technical and 

medical) translation. 

2.Wilson Rita, and Brigid Maher, eds. Words, Images and 

Performances in Translation. Continuum, 2012. 

This book, a collection of essays, highlights the important role 

translation studies plays in exploring how words, sounds, and images 

are translated and reinterpreted in new socio-cultural contexts. The 

volume presents fresh approaches to the role that translation, in its 

various forms, plays in enabling and mediating global cultural 

exchange. It includes an innovative mix of literary, cultural, and inter-

semiotic perspectives and represents a wide range of languages and 
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cultures. The contributions are all connected by a shared focus on the 

place of translation in the contemporary world and the ways in which 

it can shed light on questions of inter- and hyper-textuality, 

multimodality, and new media in contemporary cultural production. 

 

3. Zuber Ortrun, ed. The Languages of Theatre Problems in the 

Translation and Transposition of Drama. Pergamon Press, 1980 

This book focuses on the various problems in the verbal and 

nonverbal translation and transposition of drama from one language 

and cultural background into another, as well as from the text onto the 

stage. It encompasses a collection of previously unpublished essays 

that specifically address translation issues unique to drama. These 

essays are written by playwrights, literary translators, theorists, 

scholars, and teachers of drama and translation studies. 

 

 Answers 

 

જુઝરમવ વીઝય 

અનલુાદક: શવમખુ ફાયાડી 
 

પભત્રો, યોભનો ને દેળફુંધ  ઓ, વાુંબ઱ો ભને! ુઅવ્મો 

છું હ ું વીઝયને રામક અંજલર ુઅ઩ેરી છે. કા઱ા કાભો ભાનલીનાું જીલનને 

એના વાથે વુંફુંપધત કયે છે. 

મતૃ્ય  ઩છી, શ બ કાભો એનાું જીલતાું રોકો ભરૂી જામ છે! વીઝયન ું બાગ્મ 

એના વાથે વુંફુંપધત કયે છે. 

એ તો, બોગવ્ય ું ને બોગલળે! 

઩ણ ભશાન બ્ર ટ્વે કહ્ ું: 

વીઝય ભશત્લાકાુંક્ષી શતો! ભશત્લાકાુંક્ષા ભાનલીનો દો઴ ગણામ – એ દો઴ની 

ભશત્લાકાુંક્ષા છે. 

વજા મ એણ ેબોગલી – ુઅ જ ઓને ! બ્ર ટ્વ તો વન્દ્ભાનનીમ વ્મસ્ક્ત છે. 

ુઅદયણીમ એલા એના વાથીદાયો! 

યજા ુઅ઩ી વશીએ ભને વીઝયને અંજલર ુઅ઩ી! 

વીઝય તો દોસ્ત ભાયો, પ્રભાલણક, ન્દ્મામપપ્રમ છે. 

઩ણ બ્ર ટ્વે તો કહ્ ું: 
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વીઝય ભશત્લાકાુંક્ષી શતો. 

ુ઄ને બ્ર ટ્વ તો ખફૂ ભાનનીમ વ્મસ્ક્ત છે! 

વીઝયે તો કેટરામ શયૂલીયોને નભાવ્મ! 

ખુંડણીથી યાજમના ખજાનાઓ છરકાવ્મા. 

એભાું તભને ભશત્લકાુંક્ષી રાગ્મો વીઝય? 

ગયીફોનાું આંસ ું જોુઇ એની આંખો બીની થતી. 

ુઅકાુંક્ષા તો વ્રજ વભી કઠોય શોમ, 

ને છતાું  

બ્ર ટ્વે કશી દીધ  ું; વીઝય ભશત્લાકાુંક્ષી શતો. 

ુ઄ને બ્ર ટ્વે તો વન્દ્ભાનનીમ વ્મસ્ક્ત છે! 

માદ કયો, 

વીઝયને વાભૈમાભાું યાજમ ક ટ ભેં ધમો – ત્રણ લાય! 

઩ણ મ ક ટ એણ ે઩ાછો ઠેલ્મો છે - ત્રણ લાય! 

ભશત્લાકાુંક્ષી કશળેો એને? 

છતાું બ્ર ટ્વે તો કશી દીધ  ું ભશત્લાકાુંક્ષી શતો વીઝય! 

ને વાચેવાચ બ્ર ટ્વ તો ભાનનીમ વ્મસ્ક્ત ભોટી! 

બ્ર ટ્વની લાત ભાયે ખોટી નથી ઠેયલલી. 

હ ું તો કશલેા ુઅવ્મો જાણ ું છું જે હ ું 

એક લે઱ા તભે વૌએ એને ફહ  સ્નેશ ુઅપ્મો, ુઅદય ુઅપ્મો. 

વાચો ુ઄ને લાજફી સ્નેશ શતો. 

તો ઩છી એને નાભે ટી઩ ું આંસ ૂું ઩ાડલા 

દદરચોયી કેભ કયો તભે? 

ન્દ્મામનો ઩ારન કયીને બમાનક ઩શ ઓને તો઱લલો! 

ભાનલીન ું ભાનવ્મ શ ું શાથતા઱ી દુઇ ફેઠ ું? 

ક્ષભા કયો, હ ું વીઝયની પલદામથી શચભચી ગમો છું! 

ળાુંત ઩ડો ભાયો ભન, થોડો જયા, પભત્રો ભાયા! 
 

ગ૊દ૊ની યાશભા ં(Tr. 1990) 
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અનલુાદક: સભુન ળાશ 

વ્રાદડપભય: ુઅ઩ણ ેગોદોની યાશભાું જોુઇએ છીએ. 

એસ્રેગોન: ુઅ-ુઅ-ુઅશ! (ુ઄ટકે) ુઅ એ જ જગો શતી ને- તને ખાતયી તો છે 

ને? 

વ્રાદડપભય: ળેની? 

એસ્રેગોન: એ જ કે યાશ ુ઄શીં જોલાની છે. 

વ્રાદડપભય: એણે ુઅ ઝાડ ઩ાવે કશલે  ું. (તેઓ ઝાડ તયપ જ એ છે.) તને ફીજાું 

દેખામ છે? 

એસ્રેગોન: ળેન  ું છે એ? 

વ્રાદડપભય: ખફય નથી ભને, પલરો શળે. 

એસ્રેગોન: ઩ાુંદડા ક્ાું છે? 

વ્રાદડપભય: ભયેલ ું રાગ ેછે. 

એસ્રેગોન : ઝાઝો કળો ખયખયો નશીં.  

વ્રાદડપભય: ુ઄થલા એભ ફને કે એની ુઅ ુઊત   ના શોમ. 

એસ્રેગોન: ભને તો ઝાડી જેવ ું રાગ ેછે. 

વ્રાદડપભય: એક ઝાડવ ું  

એસ્રેગોન: એક ઝાડી  
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      UNIT : 7    TRANSLATING FICTION 

 

 

   ::  STRUCTURE :: 

7.0  Objectives 

7.1 Introduction 

7.2  1. The Scene of Indian Fiction in English 

 2. The Remarkable Rise of Translation of Indian 

 Fiction 

7.3 Challenges of Translating Fiction 

7.4  Strategies of Translating Fiction 

7.5  Passage from Fiction: Text, Translation and 

 Discussion 

7.6.    Check Your Progress  

7.6 Let’s Sum Up 

7.7 Key Words 

7.8 Suggested Reading 

 Answers 

 

7.0  OBJECTIVES 

In this Unit, we shall  

● Discuss the Scene of Indian Fiction in English and the 

Remarkable Rise of Translation of Indian Fiction 

● Examine the challenges of translating fiction 

● Strategies of Translating Fiction 

● Translate fiction from Gujarati to English and vice versa. 

On completion of this Unit, you should be able to  

● Outline the Scene of Indian Fiction in English and the 

Remarkable Rise of Translation of Indian Fiction 

● Examine the challenges of translating fiction 

● Examine the strategies involved in translating fiction 

● Translate fiction from Gujarati to English and vice versa. 

 

7.1 INTRODUCTION 

In the previous unit, we explored different challenges that arise when 

translating poetry and the various techniques and approaches used to 
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overcome these challenges. In the realm of translation studies, the 

practice of translating literary prose emerged at a later point in 

comparison to the translation of poetry. While the translation of 

poetry has a long and rich history, dating back to ancient times, the 

systematic translation of literary prose gained prominence relatively 

recently. Fiction falls under the category of literary prose. Fiction 

describes something that is imaginary or invented. The term fiction is 

generally used in reference to creative works written in prose, or 

ordinary language which does not follow a meter, as in poetry. Works 

of literary fiction may fall into sub-genres such as fantasy, science 

fiction, adventure, historical, romance, and mystery. While types of 

literature in the fiction genre include the novel, short story, and 

novella, the discussion in the Unit is restricted to the novel/ novella 

and does not cover short story. Furthermore, the discussion is centred 

on the novel/novella written or translated in English, and translated 

into Gujarati from English. Before we delve into the challenges of 

translating fiction to or from English or practice translating a passage, 

it is crucial to briefly examine the landscape of Indian fiction in 

English and English fictions translated in regional languages. 

7.2.1 The Scene of Indian Fiction in English  

The scene of Indian fiction in English translation has seen a 

significant evolution and growth over the years, showcasing a diverse 

array of narratives, themes, and voices from the rich literary traditions 

of India. Works by renowned Indian authors have been translated into 

English, making them accessible to a global readership. From classic 

novels to contemporary stories, Indian fiction in English translation 

offers a glimpse into the complexities of Indian society, culture, and 

human experiences. Although the first Indian novel in English, 

Bankim Chandra Chatterjee's Rajmohan's Wife, appeared in 1864 

which set the stage for the emergence of the novel as a form of 

literary expression in India, the output of novels penned originally in 

English remained rather lower for a century as compared to the novels 

written in regional Indian languages. It was indeed Salman Rushdie's 

Midnight's Children, published in 1981, that completely transformed 

the Indian novel in English and opened up a mass market for English 

fictions in India. A number of Indian English writers like Vikram 

Seth, Amitav Ghosh, Upamanyu Chatterji, and Amit Chaudhuri have 

made significant contributions in the field of the English novel. Indian 

English fiction received a significant boost when Arundhati Roy won 

the Booker Prize in 1997 for The God of Small Things. Twenty-five 

years later, and another Booker Prize (awarded in 2008 to Aravind 

Adiga for The White Tiger), the genre continues to flourish, with 

academics, journalists, diplomats, professionals from diverse fields 

and backgrounds actively participating in the process. 
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7.2.2 The Remarkable Rise of Translation of Indian Fiction 

Indian Literatures in English Translation, which had been dormant for 

a while, experienced a strong revival in the 1980s due to the sudden 

growth of Indian Writing in English. Publishers in the national capital 

and elsewhere started releasing translations of literary works in Indian 

languages alongside a consistent stream of Indian Writing in English 

titles. Initially, finding bilingual experts for accurate translations was 

challenging, as individuals entered the translation field with passion 

but limited formal education, given the modest rewards, which 

remains true today. As a newcomer to the market, the genre of 

translation had to cultivate its own audience, but it eventually gained 

momentum and established itself over time. This success was largely 

attributed to its unique ability to bring settings and narratives from 

across the nation into English for the first time. The recognition 

garnered by Geetanjali Shree‘s novel 'Tomb of Sand,' translated from 

Hindi by Daisy Rockwell, as the first book in any Indian language to 

win the prestigious International Booker Prize in 2022, has shed light 

on other outstanding translations of books from Indian regional 

languages being published in the country. Renowned translators such 

as Daisy Rockwell, Arunava Sinha, GJV Prasad, Jerry Pinto, Shanta 

Gokhale, Tahira Naqvi, Rakshanda Jalil, Muhammed Umar Menon, 

among others, play a significant role in introducing translated Indian 

literature to global audiences. Publishing houses like Aleph Books 

have been consistently releasing short story collections from various 

regional languages, including bengali, Odiya, Hindi, Tamil, 

Assamese, and Gujarati. Similarly, other publishers such as Westland 

Books, Speaking Tiger Books, Women Unlimited, Niyogi Books, 

Juggernaut, and Harper Collins have also been actively publishing 

translated works from diverse Indian languages. 

 

7.3   CHALLENGES OF TRANSLATING FICTION 

Translating prose is in no way easier than translating poetry or drama. 

Let us explore the challenges that translators encounter when 

translating a book and then consider potential solutions to address 

these issues. 

1. Translating Titles, Names of characters & Places: 

Translating titles, proper names of characters, and places is a crucial 

aspect of fiction translation. Names often hold cultural and linguistic 

significance, requiring translators to decide whether to maintain the 

original names or adjust them to fit the phonetics and meaning of the 

target language. For example, consider the name 'Don Quijote," the 

iconic protagonist of Miguel de Cervantes" Spanish novel. Direct 
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transliteration could lead to 'ડોન સ્ક્લકઝોટ" or ડોન સ્ક્લગઝોટ in 

English as "Don Quixote,― preserving phonetics but losing the 

Spanish origin. Renowned Gujarati playwright C. C. Mehta translated 

the hero‖s name as ડોન દકશોટે. On the other hand, adapting the name's 

meaning could yield "Sir Quixote" in English, retaining the chivalrous 

implication at the expense of the original name's uniqueness. These 

choices significantly impact readers' perception of the character and 

the cultural essence of the story, underscoring the complex challenges 

of translating proper names in fiction. 

2. Translating Cultural Nuances  

Fictional works often contain cultural references, idioms, and nuances 

that may not have direct equivalents in the target language. English 

lacks precise counterparts for terms like janoi, dhoti, raita, puri, 

halwo, lota, etc. Additionally, common kinship terms in indian 

languages such as kaka, Mama, Bhabha, Phooa, Masa are all 

translated simply as ‗uncle‘ in English. Gujarati idioms like ખાખયાની 

લખવકોરી વાકયનો સ્લાદ શ ું જાણે (meaning ‗Good things in life cannot 

be appreciated by someone who has never experienced them‘) or ક્ાું 

યાજા બોજ ુ઄ને ક્ાું ગાુંગો તેરી? (meaning ‗It is pointless to compare a 

pauper with a prince‘) lack direct English translations. In the diverse 

cultural landscape of India, translators must navigate varying customs, 

lifestyles, philosophies, beliefs, and linguistic sensitivities to convey 

these nuances effectively to the target audience. Strategies such as 

footnotes, endnotes, or glossaries can be employed to elucidate 

cultural references without disrupting the narrative flow. For example, 

Dhiruben Patel‘s Gujarati translation of Mark Twain‘s The 

Adventures of Tom Sawyer/ ટોભ વોમયનાું ઩યાક્રભો includes glossaries 

at the end to explain Christian and American cultural allusions like 

The Law of Moses, The Sermon on the Mount, David and Goliath, the 

Fourth of July, and the Cherry Tree Myth. 

3. Translating Dialects and Slang 

Dialect is a variation of a language that is distinguished from other 

varieties of the same language by its pronunciation, vocabulary, 

grammatical constructions, and syntax. Dialects reflect regional 

(geographical), ethnic (national and racial), and social (class, age, 

gender, socioeconomic status, and education) backgrounds of the 

speakers. Novelists often use dialect to add depth, authenticity, and 

flavor to their characters and settings. Dialect can help convey a 

character's background, personality, and cultural context. For 
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example, in The Color Purple by Alice Walker, the character Celie's 

dialect reflects her African American background and upbringing in 

the American South. Translating dialects creates more of a challenge 

for a translator as it is not easy for a translator to reproduce the result 

in the target language. Let‘s take the English translation of Joseph 

Macwan‘s novel આંગલ઱માત/ The Stepchild. The first paragraph of 

the first chapter has words such as ‗ુઈઠતાુંલેંત‘ (as soon as he/she 

wakes up), ‗બ઱બાુંખર ું‘ (early morning), and ‗ુ઄ડાયાની ઝાું઩રી‘ 
(fence-like gate made of barb–wires) which are typical dialectical 

expressions that seem to be lost in translation. The translation of these 

words does not echo the dialectical tone of the original. The original 

novel is full of regional and dialectical features reflected in idiomatic 

expressions and proverbs. While translating these dialectical 

expressions, the translator has either resorted to ‗word-to–word' 

translation or omitted the expressions altogether. For instance, the 

proverbial expressions such as, ―Patel, the paado (he-buffalo) and 

pardhi (hunter) are never to be trusted,‖ ―Thus spoke the saint after a 

silence of twelve years,‖ or ―Chicken of the house… as good as daal – 

jaggery of the house… as good as mud,‖ are translated word-to-word 

or the translation is given in brackets. 

4. Translating Humor and Wordplay 

Translating humor and wordplay fiction requires creativity, linguistic 

agility, and an understanding of cultural nuances. Wordplay and 

humor are often deeply rooted in language-specific elements, 

idiomatic expressions, and cultural references, making their 

translation a delicate task. Daisy Rockwell, whose translation of 

Geetanjali Shree‘s 2018 Hindi novel Tomb of Sand won International 

Booker Prize in 2022 admits that the extensive wordplay and unique 

prose style in Shree‘s novel required seven drafts before she even sent 

it to editors. Consider this expression from Shrilal Shukla‘s satirical 

Hindi novel Raagdarbai वर्तमान शिऺा-ऩद्धतर् रास्रे् में ऩड़ी हुई कुतर्या 
है, जिसे कोई भ़ी ऱार् मार सकर्ा है and its English rendering by Gillian 

Wright thus, ‗The present education system is like a pariah bitch lying 

in the road which anyone can kick.‘ 

7.4   STRATEGIES OF TRANSLATING FICTION 

We have discussed some of the key challenges of translation and 

learned how they impact the translation process. Now, let‘s explore 

strategies to overcome these translation challenges. 
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1. Adaptation 

An ―adaptation‖, also known as ―free translation‖, is a translation 

procedure whereby the translator replaces a social, or cultural reality 

in the source language with a corresponding reality in the target 

language, this new reality would be more usual to the audience in the 

target language. This method aims at maintaining the elegance and 

intelligibility in the target language at the sacrifice of the form of the 

source language, but without changing the main cultural message of 

the original. For instance, two literary translations of George Orwell‘s 

novella Animal Farm: A Fairy Story (1945) are available in the 

Gujarati language: ઩શ યાજમ (1947) translated by Jayanti Dalal and 

ચો઩ગાુંન  ું યાજ (2015) translated by Harendra Bhatt. While ઩શ યાજમ 

retains the original names of the characters in the translated text, 

ચો઩ગાુંન  ું યાજ is a free adaptation of the original novel. Here, the 

translator has renamed the source text‘s characters by giving them 

regional names reflecting the Gujarati language and its culture. For 

instance, the character Mr. Jones is renamed as ઩ળાબાુઆ ઩ટેર 

(Pashabhai Patel), Benjamin as યતન (Ratan) and Boxer as ચેતક 

(Chetak).  

2. Linguistic Amplification 

This translation technique involves incorporating additional linguistic 

elements into the target text, essentially adding information that was 

not present in the source language text. This process often entails 

using a paraphrase to clarify a word or concept that lacks a direct 

equivalent in the target language. 

 

3. Compensation 

Compensation is a translation technique in which a piece of 

information or a stylistic element is moved to a different location in 

the text to maintain its impact, as it may not have the same effect if 

left in its original place. The primary goal of this technique is to make 

up for any losses that occur during translation. Compensation proves 

particularly useful in handling wordplay. In cases where translators 

struggle to adapt a pun, they may choose to introduce a different play 

on words elsewhere in the text. 

 

4. Elision 

The fourth technique of literary translation is elision. Elision involves 

omitting certain information from the original language text, ensuring 

it does not appear in the target text. Similar to linguistic compression, 

elision contrasts with the amplification process. Translators often need 
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to condense information from specific parts of the text being 

translated. This necessitates the removal of non-essential elements to 

enhance the stylistic quality of the translated work. 

 

5. Borrowing 

Borrowing is a technique often used in literary translation. This 

translation technique involves ―using a word or an expression in the 

original text and placing it as it is, with no modification, in the target 

text.‖ the borrowed word or expression can come from a third 

language, be a familiar expression in the target language, or even an 

untranslatable expression not worth explaining. The borrowed word or 

expression is typically written in italics. These borrowed words are 

eventually naturalized and domesticated in the target language. For 

example, English words like ‘Car,‗ ‘Bus,‗ ‘Train,' 'Terminal,' 'Airport,' 

'Table,' and 'Smartphone' have been naturalized in Indian languages. 

Similarly, a significant number of words, idioms, and expressions 

from regional languages are retained in Indian novels translated into 

English. Daisy Rockwell, in her translation of Geetanjali Shree's 

novel 'रेर् समाधध' into English as 'Tomb of Sand,' retained many Hindi 

words. For instance, she kept the Hindi words 'Beti' and 'antakshari' in 

the sentence: 'Beti was busy playing antakshari, singing at the top of 

her lungs on the train chug chug chug with her posse.' 

7.5   PASSAGE FROM FICTION: TEXT, TRANSLATION, 

 AND DISCUSSION 

Let‘s now examine the opening passage from the historical fiction 

ગ જયાતનો નાથ (1918), authored by the renowned Gujarati writer 

K.M.Munshi. This novel is part of a historical trilogy that includes 

઩ાટણની પ્રભ તા (The Glory of Gujarat), ગ જયાતનો નાથ (The Master 

of Gujarat), and યાજાપધયાજ (The Emperor), portraying the 

unification of Gujarat during the rule of the Chalukyan kings between 

the ninth and twelfth centuries. Two English translations of the novel 

are accessible: The Master of Gujarat (1995) by N.D. Jotwani and 

The Lord and Master of Gujarat (2018) by Abhijit Kothari and Rita 

Kothari. We will compare the initial passage from these two English 

translations with the original Gujarati text and analyze while 

considering the points mentioned earlier in this discussion and 

previous sections. For better referencing, we will break down the 

passage into individual sentences, followed by their English 

translations. The first translation is by N.D. Jotwani, and the 

second translation is by Abhijit Kothari and Rita Kothari. 



86 
 

 

વુંલત ૧૧૫૪ના પળમા઱ાની એક યાતે કડકડતી ઠુંડી ઩ડતી શતી. 
Translation 1 NDJ:It was a dark and bitterly cold winter night in 

the year 1154. 

Translation 2 AKRK:translation 2 AKRK:It was a freezing night 

in the winter of Samvat, 1154. 

(2) ઩ાવે લશતેી વયસ્લતીના નીયનો ગુંબીય યલ યાપત્રની શનૂ્દ્મતાભાું 

બમજનક રાગતો શતો; તેના વીકયોથી ળીત઱ થમેરો ઩લન, પળમા઱ો 

ભ રાલી ચોભાવાની શીક઱ન ું બાન કયાલતો શતો.  
Translation 1 NDJ:In the deep dark silence of the night, even the 

serene sounds of the river Saraswati flowing nearby seemed 

ominous. A chilly breeze, moist with the river's touch, carried the 

echo of the owl's hoot. 

Translation 2 AKRK:The solemnly flowing waters of the 

Saraswati resounded fearfully in the stillness of the night. The 

moist breeze rising from the river made the atmosphere feel more 

like monsoon than winter. 

(3) યાપત્ર એલી શતી કે ઘયને ખણૂ ે કે પપ્રમતભાની વોડભાું જ ઩ડયા યશવે  ું 

઩વુંદ ઩ડે; છતાું ચાયવો-઩ાુંચવો ભાણવ ઩ાટણને વાભે દકનાયે ુઈઘાડાભાું 

઩ડયા શતા.  
Translation 1 NDJ: It is a night on which one would wish to be 

warmly snuggled up at home or with the beloved. And yet a few 

hundred people were camping that night on the banks of the 

Saraswati, across from Patan. 

Translation 2 AKRK: . It was a night when one would prefer to curl 

up at home next to one‘s beloved. Yet, the bank across the city of 

Patan was occupied by about 400 to 500 people. 

(4) કેટરાક છૂટીછલાુઇ તા઩ણી કયી ટાઢ ુઈયાડલાનો પ્રમત્ન કયી યહ્યા શતા; 

ફાકીના તા઩ણીઓની ુઅવ઩ાવ સુૂઇ ગમા શતા ુ઄થલા તો સલૂાનો પ્રમત્ન 

કયતા શતા; ગણ્માગાુંઠયા ઊંઘલાનો પલચાય નશીં શોલાથી ટૂુંદટય ું લા઱ી ફેવી 

યહ્યા શતા.  
Translation 1 NDJ:A few isolated groups of people had lit small 

bonfires to ward off the biting cold. Some were attempting to steal 

a bit of sleep near the fires, while others were satisfied to huddle 

over them in the darkness. 

Translation 2 AKRK: Some tried to ward off the cold with bonfires; 

others slept or tried to sleep around the scattered fires. A few, not 

planning to sleep, sat curled up anxiously. 
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(5) અંધાયાભાું તા઩ણીનાું ુ઄સ્સ્થય ફ઱તાું, પલલચત્ર ઓ઱ાઓ ઩ાડી, યાપત્રને 

લધાયે બમુંકય ફનાલતાું શતા. ુઅખો દેખાલ જાણે પ઩ળાચોન ું વુંભેરન શોમ 

એલો રાગતો શતો. 
Translation 1 NDJ: The unsteady fires threw macabre shadows all 

around, making the night even more terrifying – almost as if 

phantoms or spirits were dancing eerily around the fires. 

Translation 2 AKRK: In the darkness, the flickering of the flames 

cast eerie shadows and filled the night with dread. The whole scene 

appeared to evoke a gathering of ghouls. 

 

Discussion: 

Let us now examine the translated text provided above and observe 

the alterations made during the translation process. The numbers in 

brackets correspond to the sequence of sentences. 

In the translated text in Translation 1 NDJ, there is no mention that 

the year 1154 is actually a Samvat 1154. Vikram Samvat, a Hindu 

calendar, is generally 57 years ahead of the Gregorian Calendar. This 

might confuse the English reader as they would assume the year to be 

1154 AD because nearly all modern English-language written history 

uses the Gregorian calendar. Translation 1 NDJ could have also 

considered converting the Samvat year into the Christian year to make 

sense to the target readers. 

 

(2) It is advisable to break down complex sentences into two separate 

sentences, a strategy both translators have employed. However, in 

Translation 1 NDJ, the entire phrase ‗પળમા઱ો ભ રાલી ચોભાવાની 

શીક઱ન ું બાન કયાલતો શતો‘ is omitted in the English translation. The 

Gujarati term શીક઱, which means ‗excessive cold owing to rain,’ is 

not present in Translation 2 AKRK. However, due to the lack of 

direct equivalents in the target language, the translator/s have 

chosen a sense-to-sense translation by describing a moist breeze 

that creates an atmosphere resembling the monsoon. 

 

(3) The author has mentioned ચાયવો-઩ાુંચવો ભાણવ specifically but 

Translation 1 NDJ renders it as ‗a few hundred people‘. The impact 

of ચાયવો-઩ાુંચવો ભાણવ becomes vague and dull in ‗a few hundred 

people‘. Translators must ensure that the numbers are accurately 

understood and convey the intended meaning. 
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(4) The Gujarati expression ટૂુંદટય ું લા઱ી ફેવવ ું is translated sense-for-

sense as ‗huddle over (the fires)‘ in Translation 1 NDJ, while 

Translation 2 AKRK opted for a word-to-word translation as ‗sat 

curled up’. 

 

(5) The expression યાપત્રને લધાયે બમુંકય ફનાલતાું શતા translated 

word-to-word as ‗making the night even more terrifying‘ in 

Translation 1 NDJ carries more sense and force than ‗filled the night 

with dread‘ in Translation 2 AKRK. 

 

7.6    CHECK YOUR PROGRESS 1 

Translate the following passages from the selected fiction works. Pay 

special attention to the words and expressions that have been 

highlighted. 

 

(1) Gujarati Fiction 

ક્ર૊વય૊ડ : ફદરાતા વભાજનુ ંપ્રવતઝફિંફ 

લ઴ાા અડારજા 

 

ઘાઘયી વુંકોયી ક મ દ નીચ ેફેવી ગુઇ ુ઄ને પ઩ત્ત઱નાું ઩લારા ંઆંફરીથી 

ઘવીઘવીને વોના જેલા ઝગભગતાું કયી દીધાું. શ઱લે વાદે ઝાઝંયના ભીઠા 

ઠભકા વાથે ગાતી યશી 

યંગતા઱ી યુંગતા઱ી યુંગતા઱ી યે 

યુંગભાું યુંગતા઱ી 
ઘડીબય સ ધી ઘભૂયીઓ ખાતાું એને ગયફા રેલાન  ું ફહ  ભન થુઆ ગય ું. ત્માું 

઩ુંડમા ભાસ્તયની ઘેયા ુ઄લાજે બભૂ વુંબ઱ાુઇ. 

―ક મ દ! ઠ૊માની જેભ કાું ફેઠી? ુઅ કાઝિમા શકુ્રાચામાને ુઈડાડ.‖ 

શાથ ઩શો઱ા કયતી ક મ દ શલાભાું ુઉડતી શોમ એભ રશયેાતી ઓવયી તયપ 

દોડી. એકવયખ ું કા કા કયતો કાગડો ુઉડીને ઩ી઩઱ાની ઘટાભાું બયાુઇને 

ગળં પાડત૊ યહ્યો. ઩ુંડમા ભાસ્તય યો઴ભાું ઘયૂક્યા. 
 

(2) English Fiction 
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     Animal Farm (1945) 

George Orwell 

Napoleon sent for pots of black and white paint and led the way down 

to the five-barred gate that gave on to the main road. Then Snowball 

(for it was Snowball who was best at writing) took a brush between 

the two knuckles of his trotter, painted out MANOR FARM from the 

top bar of the gate and in its place painted ANIMAL FARM. This 

was to be the name of the farm from now onwards. After this, they 

returned to the farm buildings, where Snowball and Napoleon sent for 

a ladder to be set against the end wall of the big barn. They explained 

that through their studies of the past three months, the pigs had 

succeeded in reducing the principles of Animalism to Seven 

Commandments. These Seven Commandments would now be 

inscribed on the wall, forming an unalterable law by which all the 

animals on Animal Farm must live forever after. With some difficulty 

(for it is not easy for a pig to balance himself on 

A ladder was brought forth, and Snowball ascended with some 

difficulty, with Squealer positioned a few rungs below him holding 

the paint-pot. The seven Commandments were meticulously inscribed 

on the tarred wall in bold white letters, making them legible from a 

distance of thirty yards. 

THE SEVEN COMMANDMENTS 

1. Whatever goes upon two legs is an enemy. 

2. Whatever goes upon four legs, or has wings, is a friend. 

3. No animal shall wear clothes. 

4. No animal shall sleep in a bed. 

5. No animal shall drink alcohol. 

6. No animal shall kill any other animal. 

7. All animals are equal. 

(3) World Literature in English Translation 

One Hundred Years of Solitude (1967) 

Gabriel García Márquez 

TRANSLATED FROM THE SPANISH BY GREGORY RABASSA 

 

Many years later, as he faced the firing squad, Colonel Aureliano 

Buendía was to remember that distant afternoon when his father took 

him to discover ice. At that time Macondo was a village of twenty 

adobe houses, built on the bank of a river of clear water that ran along 

a bed of polished stones, which were white and enormous, like 

prehistoric eggs. The world was so recent that many things lacked 

names, and in order to indicate them it was necessary to point. Every 

year during the month of March a family of ragged gypsies would set 

up their tents near the village, and with a great uproar of pipes and 

kettledrums they would display new inventions. First they brought the 

magnet. The train that brings outside civilization—foreign progress, 
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foreign wonders, and foreign trouble—to Macondo. A heavy gypsy 

with an untamed beard and sparrow hands, who introduced himself as 

Melquíades, put on a bold public demonstration of what he himself 

called the eighth wonder of the learned alchemists of Macedonia. He 

went from house to house dragging two metal ingots and everybody 

was amazed to see pots, pans, tongs, and braziers tumble down from 

their places and beams creak from the desperation of nails and screws 

trying to emerge, and even objects that had been lost for a long time 

appeared from where they had been searched for most and went 

dragging along in turbulent confusion behind Melquíades‘ magical 

irons. ―Things have a life of their own,‖ the gypsy proclaimed with a 

harsh accent. ―It‘s simply a matter of waking up their souls.‖ 

 

7.7  LET US SUM UP 

     In our discussion of, we have seen that translating fiction is just as 

tricky as translating poetry – and can often be more so. There‘s the 

need to stay true to the original text while not translating it literally. 

Fiction, especially novels, often span several hundred pages, making 

it a formidable task to accurately convey the intricacies of the 

narrative, characters, and themes. A further complication is the 

assumed knowledge of the reader. We have learned how references to 

customs, practices and traditions may be easy to understand when 

reading a novel in one‘s own language, but it is indeed a challenging 

task for the translator to successfully transfer the embedded cultural 

nuances of the original language to a reader from different linguistic 

backgrounds who might not be acquainted with its unique cultural 

aspects. Noted German Jewish philosopher, and cultural critic Walter 

Benjamin (1892-1940) has said that the translator not only reproduces 

the source text in the target language, but in doing so, he also modifies 

and enhances the structure and ethos of the target language. Thus, the 

role of the translator is that of the one who facilitates the negotiating 

dialogue between source text and target audience. Let‘s hope that 

translators of Indian fiction continue their efforts to transcend cultural 

boundaries, ensuring that readers can access the fresh and vibrant 

narratives of Indian literature/s, and in this way, enrich and promote 

indigenous literature across the globe. 
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7.8   KEY WORDS 

 

Adaptation Adaptation is a technique whereby one 

cultural element is replaced by another 

that is typical of the receiving culture. 

Linguistic Amplification Linguistic Amplification refers to the 

act of adding extra information in the 

target language text that was not 

explicitly mentioned in the source 

language text. 

Compensation Compensation refers to making 

adjustments or sacrifices in one aspect of 

the translation to effectively convey 

another aspect. This might entail 

sacrificing literal accuracy to maintain 

the intended meaning, style, or cultural 

nuances. 

Elision Elision in translation involves omitting 

specific elements from the source text 

to produce a more succinct and fluid 

translation in the target language. 

Borrowing Borrowing is a translation technique 

that involves using in the target text the 

same word or expression found in the 

original text. The word or expression 

borrowed is usually written in italics. 

These borrowed words are later 

naturalized and domesticated in the 

target language. For instance, the 

borrowed words from English like Car, 

Bus, Train, Terminal, Airport, Table, 

Smartphone have been naturalized in 

Indian languages. 

 

 

7.9    SUGGESTED READING 

1. Landers, Clifford E. Literary Translation: A Practical Guide. 

Multilingual Matters Ltd, 2001. 

Written in an engaging, witty, and accessible style by a prolific 

literary translator, this practical guide offers a concise overview of 

techniques and tools for translating literary works. This book will be 

particularly beneficial and instructive for aspiring and experienced 

translators. 
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2. Malmkjær, Kirsten, and Kevin Windle, eds. The Oxford Handbook 

of Translation Studies, Oxford Academic, 2012. 

Intended as a reference work and practical guide to the field, for the 

benefit of those working professionally as translators and interpreters, 

as well as for students and researchers in the field of translation and 

interpreting studies and allied disciplines, The Oxford Handbook of 

Translation Studies covers the history of the theory and practice of 

translation from Cicero to the digital age. It examines all major 

processes of translation, offers critical accounts of research, and 

compares competing theoretical perspectives. The handbook considers 

all kinds of translation from sacred texts, poetry, fiction, and sign 

language to remote, consecutive, and simultaneous interpretation in 

legal, diplomatic, and commercial contexts. Part III specifically 

focuses on the translation of written texts of nine major types: prose, 

drama, poetry, song, and children's literature; public service, legal, 

and scientific (including technical and medical) translation. 

 ANSWERS 

Check Your Progress 1 

(1) Gujarati Fiction 

Crossroad 

By Varsha Adalja 

Translated from Gujarati by Jenny Bhatt (An English translation 

of Varsha Adalja’s award-winning Gujarati novel to be out in 

2024) 

The translated piece can be accessed at: 

https://wordswithoutborders.org/read/article/2022-10/crossroad/ 

 

Gathering her skirts, Kumud sat down and scrubbed the brass cups 

with tamarind, making them shine brightly like gold. Gracefully 

tapping her feet, she kept singing in a soft voice to the sweet sound of 

her anklets. 

A joyful clapping, a joyful clapping, a joyful clapping, re 

With joy, a joyful clapping 

For a moment, she was deeply tempted to whirl herself around, dance 

the garba. Then, a loud shout was heard in Pandya Master‘s deep 

voice. 

―Kumud! Why are you rooted there like a stump? Get rid of this one-

eyed Shukracharya!‖ 

Stretching her arms out, Kumud ran toward the verandah as if she 

were gliding through the air. A crow had settled into the thick of the 

peepal tree and was cawing in a persistent, full-throated manner. 

Pandya Master growled in anger. 

 

https://wordswithoutborders.org/read/article/2022-10/crossroad/
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(2) English Fiction 

઩શયુાજ્મ (૧૯૪૭) 

જમતંી દરાર 

 

ને઩ોલરમને કા઱ા ુ઄ને વપેદ યુંગના કૂુંડા ભુંગાવ્મા ુ઄ને વહ ને રુઇને યસ્તા 

઩ય ુઅલેરા ઩ેરા ઩ાુંચ બોગ઱લા઱ા દયલાજા ુઅગ઱ ુઅલી ઩શોંચ્મો 

એટર ેરખલાભાું હ ુંપળમાય એલા સ્નોફોરે ફને્ન ઩ુંજા લચ્ચ ે઩ીંછી ઩કડીને 

દયલાજા ુઈ઩ય રખેરા ‗ભેનોયલાડી‘ ળબ્દોને ભ ૂુંવી નાખ્મા ુ઄ને એની 

જગ્માએ ‗઩શ યાજમ‘ એ ળબ્દો રખ્મા. ુઅજની ઘડીથી ુઅ લાડો એ નાભે 

ઓ઱ખલાનો શતો. ુઅ ઩છી એ રોકો અંદયના ભકાનો ઩ાવે ગમા. ુ઄શીં 

સ્નોફોર ુ઄ને ને઩ોલરમને ભોટા લુંડાની દીલાર વાભે એક વીડીને ટેકલાલી 

દીધી. ફીજા પ્રાણીને વભજણ ઩ાડતાું એભણ ે કહ્ ું કે છેલ્રા ત્રણ ભાવના 

વતત ુ઄ભ્માવે એભણ ે ઩શ લાદના પવદ્ધાુંતોને ભાત્ર વાત ુઅજ્ઞાઓભાું 

વભાલી દીધા છે. ુઅ વાત ુઅજ્ઞાઓ શલે ુઅ દીલાર ુઈ઩ય રખલાભાું 

ુઅલળે ુ઄ને ઩શ યાજમભાું જીલતાું વલમ પ્રાણીના વ્મલશાયને ભાટે શલે ઩છી 

એ જ એક ુ઄પય કામદો ગણાળે. કોુઇ ઩ણ ડ ક્કય ભાટે વીડીના ઩ગપથમાું ઩ય 

સ્સ્થય યશવે  ું એ ઘણ ું મ શ્કેર શત  ું. સ્નોફોર વીડી ુઈ઩ય ચડયો. સ્ક્લીરય ફે 

઩ગપથમાું શઠેે યુંગન ું કૂુંડ ું રુઇને ુઈબો શતો. ત્રીળ ગજ ુઅઘેથી લાુંચી ળકામ 

એટરા ભોટા ુ઄ક્ષયે સ્નોફોરે કા઱ી દીલાર ઩ય વપેદ યુંગભાું ુઅજ્ઞાઓ રખી 

તે નીચે મ જફ શતી – 

વાત આજ્ઞાઓ 

(૧) ફે ઩ગ ેચારત  ું શોમ, એ ુઅ઩ણ ું દ શ્ભન છે. 

(૨) ચાય ઩ગ ેચારત  ું શોમ ુ઄થલા તો ઩ાુંખોલાળુું શોમ તે ુઅ઩ણ ું 

        પભત્ર છે. 

(૩) કોુઇ ઩ણ પ્રાણી ક઩ડાું ઩શયેળે નદશ. 

(૪) કોુઇ ઩ણ પ્રાણી ઩થાયીભાું સળેૂ નદશ. 

(૫) કોુઇ ઩ણ પ્રાણી દાર  ઩ીલી નદશ. 

(૬) કોુઇ ઩ણ પ્રાણી ફીજા પ્રાણીનો ઘાટ નદશ કયે. 

(૭) વલમ પ્રાણી વભાન છે. 
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(3) World Literature in English Translation 

વો લ઴મ એકરતાનાું 

~ ગેલબ્રમેર ગાપળિમા ભાકમ લેઝ 

ુ઄ન લાદ: યલીન્દ્ર ઠાકોય 

 

લ઴ો ઩છી પામદયિંગ સ્કલોડને પનશા઱તાું પનશા઱તાું કનમર ઓયેલરમાનો 

બ્યએૂન્દ્ડીમાને ઩ોતાના પ઩તા તેને દશભ ળોધલા રુઆ ગમા તે દૂયની ફ઩ોયન ું 

સ્ભયણ થય ું. તે વભમે ભેકેન્દ્ડો ગાભડ ું શત  ું – ભાટીનાું લીવ ઘયોન ું ુ઄ને ઘયો 

પ્રાગૈપતશાપવક ઈંડા જેલા શ્વેત, ચભકતા ઩ર્થથયોને દકનાયે લશતેા પનભમ઱ 

નીયને કાુંઠે ફાુંધેરા શતા. સનૃ્ષ્ટન ું પ્રગટીકયણ તદ્દન તાજ ું જ શત  ું. તેથી 

ુ઄નેક લસ્ત  ઓ નાભશીન -ુ઄નાભી શતી. પ્રત્મેક લ઴ે ભાચમ ભદશના દયમ્માન 

ચીંથયેશાર જજપ્વીઓનાું ક ટ ુંફો ુઅ ગાભડા ઩ાવે તેભના તુંબઓૂ તાણતા 

ુ઄ને ફુંવી કે ઩ડઘભના તાર ેકોરાશર કયીને તેઓ નલી ળોધો પ્રદપળિત 

કયતા. વહ  પ્રથભ તેઓ રોશચ ુંફક રાવ્મા. ર ક્ષ દાઢી ુ઄ને ર લાુંટીલા઱ા ફે 

શાથ ધયાલતા, ઩ોતાને પભલ્કલીુઅડાઝ તયીકે ઓ઱ખાલતા એક લજનદાય 

જજપ્વીએ, ઩ોતે જેને ભેકેડેપનમાના પલદ્વાન કીપભમાગયોનો ુઅઠભી ુ઄જામફી 

કશતેો શતો તે ુ઄જામફી એક વાશવી જાશયે પ્રદળમન તયીકે મકૂી. ઘયેઘયે જુઇ 

તેણે ધાત  ની ફે ઩ાટોને જોયથી ઘવડી ુ઄ને ભાટરાઓ, તાલડાઓ, 

ચીપ઩માઓ, દેલતા યાખલાનાું રોશ઩ાત્રોને તેભને સ્થાનેથી નીચે ઩ડતાું 

દેખી ુ઄ને ખીરાઓ ન જડલાથી કીચડૂાટ કયતા ભોબોને તથા ફશાય 

નીક઱લા ભથતા સ્ક્રૂઓ તથા દીઘમકા઱થી ગ ભ થમેરી લસ્ત  ઓને – જમાું 

તેભને ળોધલાભાું ુઅલી શતી તે સ્થ઱ોથી – ફશાય નીક઱તી પનશા઱ી તથા 

ુઅ ફધાને પભલ્કલીુઅડાઝના જાદ ુઇ રોશચ ુંફક ઩ાછ઱ પનયુંક ળ ુ઄લસ્થાભાું 

ઢવડાતી નીયખી પ્રત્મેક જણ નલાુઇ ઩ામ્ય ું. ‗લસ્ત  ઓને ઩ણ ઩ોતાન ું જીલન 

શોમ છે,‘ જજપ્વીએ કઠોય ુઈચ્ચાયે પનલેદદત કય ું. ‗જરૂય શોમ છે ભાત્ર તેભના 

ુઅત્ભાઓને જગાડલાની.‘ 
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7.11    SUPPLEMENTARY READING AND PRACTICE 

Read the passages selected from a variety of prose forms in English 

and Gujarati and their translation in either of the languages. First, 

translate the paragraph yourself, and then you can compare it with the 

provided translation. 

 

(1) Christian Allegory 

 

The Pilgrim's Progress (1678) 

John Bunyan 

AS I walked through the wilderness of this world, I lighted on a 

certain place where was a den, and laid me down in that place to 

sleep; and as I slept, I dreamed a dream. I dreamed, and behold, I saw 

a man clothed with rags, standing in a certain place, with his face 

from his own house, a book in his hand, and a great burden upon his 

back. I looked, and saw him open the book, and read therein; and as 

he read, he wept and trembled; and, not being able longer to contain, 

he broke out with a lamentable cry, saying, "What shall I do?" 

 

માત્રાકાયી (૧૮૪૪) 

યેલયંડ વલઝરમભ ફ્રાલય 

હ ું ુઅ દ પનમારૂ઩ી જ ુંગરભાું પયતો પયતો એક જગ્માએ જુઇ ઩શોંચ્મો; ત્માું 

એક ગ પા શતી, તેભાું હ ું સુૂઇ ગમો. જમાયે હ ું ઊંઘતો શતો ત્માયે ભને સ્લપ્ન 

ુઅવ્ય ું. તે સ્લપ્નભાું ભેં પાટાુંતટૂા લગૂડાું ઩શયેેરા ભાણવને એક જગાભાું 

ુઈબેરો જોમો. તેન  ું ભોં ઩ોતાના ઘયની દદળાથી ુ઄લળુું પેયલેલ ું શત  ું. તેના 

શાથભાું એક ઩ સ્તક શત  ું, ને તેની ઩ીઠ ઩ય એક ભોટો ફોજ શતો. ભેં તેને 

઩ સ્તક ુઈઘાડીને લાુંચતો જોમો. લાુંચતા લાુંચતા તે યડતો શતો ુ઄ને ફીકથી 

ધ્ર જતો શતો, ઩છી ઩ોતાન ું દ ુઃખ દાફી ન ળકામાથી તેણ ેભોટે ઘાુંટે પલરા઩ 

કયતા કહ્ ું કે, ―હ ું શ ું કર ું?‖ 

 

(2) Historical Fiction 

A Tale of Two Cities (1859) 

Charles Dickens 

It was the best of times, it was the worst of times, it was the age of 

wisdom, it was the age of foolishness, it was the epoch of belief, it 

was the epoch of incredulity, it was the season of Light, it was the 

season of Darkness, it was the spring of hope, it was the winter of 

despair, we had everything before us, we had nothing before us, we 
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were all going direct to Heaven, we were all going direct the other 

way--in short, the period was so far like the present period that some 

of its noisiest authorities insisted on its being received, for good or for 

evil, in the superlative degree of comparison only. 

 

ક્રાન્ડતની કથા 

~ ચાલ્વા હડકડવ 

અનલુાદ: જમડત ઩ાઠક 

 એ જભાનો વાયાભાું વાયો શતો તેભજ ખયાફભાું ખયાફ ઩ણ શતો; 

ડશા઩ણનો શતો તેટરો જ ફેલકૂપીનો શતો, શ્રદ્ધાનો શતો તેલો જ ુ઄શ્રદ્ધાનો 

શતો, એ ય ગ પ્રકાળનો શતો તેટરો જ અંધકાયનો શતો; ુઅળાની લવુંત શતી 

ને શતાળાની પળપળય શતી;ુઅ઩ણી ઩ાવે ફધ ું મ શત  ું ુ઄ને કશ ું મ ન શત  ું; 

ુઅ઩ણી ગપત સ્લગમ તયપની શતી ને નયક તયપની ઩ણ શતી. – ટૂુંકાભાું 

કશીએ તો એ જભાનો ુઅજના જભાનાને એટરો ફધો ભ઱તો શતો કે કેટરાક 

ુ઄પતમ ખય ુ઄પધકાયીઓ, વાયી ફાફતોભાું કે નઠાયી ફાફતોભાું,એની 

ગણતયી ુઅત્મુંપતક યીતે જ થામ એલો ુઅગ્રશ યાખતા શતા.  
 

(3) Historical Fiction 

કયિ ઘેર૊ : ગજુયાતન૊ છેલ્ર૊ યજપતૂ યાજા (૧૮૬૬) 

નદંળકંય ભશતેા 

એક બાટના કપલત ુઈ઩યથી જણામ છે કે ગ જયાતના એટર ેગ જ્જૉય દેળભાું 

વુંલત ૮૦ય એટર ેુઇ.વ. ૭૪૬ના લ઴મભાું એક ળશયે સ્થા઩લાભાું ુઅવ્ય ું શત  ું. 

ભશા લદ વાતભ ને ળપનલાયે ઩ાછરા ઩શોયના ત્રણ લાગતે લનયાજનો 

હ કભ જાશયે થમો. જમોપત઴ પલદ્યાભાું ઘણા પ્રલીણ એલા જૈન ભાગમના 

જોળીઓને ફોરાલી પ્રશ્ન કીધો, તે લખતે તેઓએ ળશયેના જન્દ્ભાક્ષય 

ત઩ાવીને પ્રકટ કીધ  ું કે ુઇ. વ. ૧૨૯૭ ભાું તે નગયનો નાળ થળે. ુઅ નલા 

ળશયેન ું નાભ ુ઄ણદશર઩ ય ઩ાટણ ઩ાડ્ ું. શભણાું તે ઩ાટણ ુ઄થલા કડી 

઩ાટણ એ નાભથી ઓ઱ખામ છે. ઩ાટણ ળશયેને શભણાું જમાયે જોુઇએ છીએ 

ત્માયે ત્માું ુઅગ઱ ઩લેૂ એક ભોટ ું તથા ુઅફાદ ળશયે શત  ું, એલી ઘણી જ 

થોડી પનળાનીઓ ભારભ ઩ડે છે. ળશયેના કોટની ુઅવ઩ાવ ઊંડ ું ખોદતાું 
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કોતયેરા ુઅયવના ઩ર્થથયો નીક઱ે છે. લ઱ી ત્માુંના યજ઩તૂ યાજાઓએ લાલ, 

ક લા, ત઱ાલ, ુ઄ને દશયેાું પલગેયે ફાુંધેરાું તેઓ ુઈ઩ય કા઱ચક્ર પયલાથી, 

તથા મ વરભાન રોકોના ધભાુંધ઩ણાથી, તે સ્થ઱ે ઘણીએક રડાુઇઓ 

થલાથી, તથા ભયાઠાઓના ુ઄જ્ઞાન઩ણા તથા ઩ૈવાના રોબથી તેઓભાુંનાું 

જે થોડાુંએક ફચેરાું છે તેઓ બાુંગીત  ટી ુ઄લસ્થાભાું શભણાું નજયે ઩ડે છે; તો 

઩ણ એ તો પનશ્ચમ કે એ ળશયે ુઅજથી વાતવો લ઴મ ુઈ઩ય એક ભોટા યાજાની 

યાજધાની શત  ું. તેના ભશત્લ તથા ળોબા પલળે ઘણાએક કપલઓ તથા 

ુઆપતશાવકતામઓ રખી ગમા છે. 

 

Karan Ghelo: Gujarat’s Last Rajput King (Tr. 2016) 

Tulsi Vatsal 

From the writings of a bard, we know that in the Samvat year 802, 

that is AD 746, a certain town was established in Gujarat. Vanraj‘s 

decree was proclaimed in the waning hours of the night, at three 

o‘clock, on the Saturday of maha vad satam. Learned astrologers of 

the Jain sect were summoned and, after studying the charts, 

prophesied the destruction of the town in AD 1297. This new town 

was named Anhilpur-Patan, now known as Patan or Kadi-Patan. 

Today, there are hardly any signs to suggest that Patan was once a 

large and thriving city. Huge blocks of marble lie abandoned in the 

vicinity of the fort. The passage of time, attacks by Muslim fanatics, 

constant wars, and the ignorance and greed of the Marathas have 

reduced the stepwells, pinds, and temples constructed by the Rajput 

kings to ruin. Even so, it is clear that 700 years ago Patan was the 

capital of a powerful kingdom. The greatness and splendor of the 

town have been described by a number of poets and chroniclers. 

 

(4) Novella/Absurdist Fiction 

 

The Metamorphosis (1915) 

Kafka, Franz 

(Translator: Ian Johnston) 

One morning, when Gregor Samsa woke up from unsettling dreams, 

he found himself transformed in his bed into a monstrous vermin. He 

lay on his hard, armor-like back and saw, as he lifted his head slightly, 

his brown, arched abdomen divided into stiff, bow-shaped segments. 

From this height, the blanket, on the verge of slipping off entirely, 

could barely hold its position. His many legs, pathetically thin in 

contrast to the rest of his body, waved helplessly before his eyes. 
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ભેટભ૊પોવીવ 

~ ફ્રાડઝ કાપકા 

અનલુાદ: વળયી઴ ઩ચંાર 

ગ્રેગોય વાભવાએ એક વલાયે ુ઄સ્લસ્થ કયી મકેૂ એલાું સ્લ઩નોભાુંથી જાગીને 

જોય ું તો તે ઩ોતે એક ભવભોટા જ ુંત  ભાું પેયલાુઇને ઩થાયીભાું ઩ડયો શતો. તે 

તણે ઩ોતાન ું ભાથ ું જયા ઊંચ ું કય ું ુ઄ને જોુઇ ળક્ ું કે તેની ભયૂી, લક્ષેદાય ઩ીઠ 

વખત શતી, જે વખત ઩ટ્ટાઓભાું લશેંચાુઆ ગુઇ શતી. એ ઊંચાુઇ ઩ય યજાુઇ, 

જે ઩યૂી ઩યૂી વયખી યશી ળકતી ન શતી, ઩યૂી ઩યૂી વયખી યશરેી ન શોમ તે 

ફાજ  ઩ય વયી જલાની ુ઄ણી ઩ય શતી. ઩ોતાના ુ઄નેક ઩ગ, જે તેની 

ળયીયની વાથે ત  રનાત્ભક ઩ાત઱ા છે, તેની આંખો વાભે ુ઄વશામ યીતે 

ુઈડતી શતી. 
 

(5) Existential Novel 

THE PLAGUE (1947) 

Albert Camus 

TRANSLATED FROM THE FRENCH BY Stuart Gilbert 

When leaving his surgery on the morning of April 16, Dr. Bernard 

Rieux felt something soft under his foot. It was a dead rat lying in the 

middle of the landing. 

 

On the spur of the moment, he kicked it to one side and, without 

giving it a second thought, continued on his way downstairs. Only 

when he was stepping out into the street did it occur to him that a dead 

rat had no business to be on his landing, and he turned back to ask the 

concierge of the building to see to its removal. It was not until he 

noticed old M. Michel's reaction to the news that he realized the 

peculiar nature of his discovery. Personally, he had thought the 

presence of the dead rat rather odd, no more than that; the concierge, 

however, was genuinely outraged. On one point, he was categorical: 

"There weren't no rats here." In vain, the doctor assured him that there 

was a rat, presumably dead, on the second-floor landing; M. Michel's 

conviction wasn't to be shaken. There "weren't no rats in the 

building," he repeated, so someone must have brought this one from 

outside. Some youngster trying to be funny, most likely. 
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પ્રેગ ( Tr. ૧૯૯૮) 

અનલુાદ: યાજેડર જ૊઴ી 

૧૬ભી એપપ્રરની વલાયે ડોક્ટય દયમો જમાયે ઓ઩યેળન થીમેટયની ફશાય 

નીકળ્મા ત્માયે એભને ઩ગ નીચે કોુઇક નયભ ઩દાથમનો સ્઩ળમ થમો.  વીડીની 

લચોલચ ભયી ગમેરો ઉંદય ઩ડયો શતો. ડોકટયે ઩ગ લડે ઠેવ ભાયીને ઉંદયને 

એક ફાજ  ખવેડી દીધો ુ઄ને એ અંગ ેલધાયે કશ ું પલચામામ પલના વીડી ઩યથી 

નીચ ેુઈતયલા રાગ્મા. ઩ણ વડક ઩ય જતા ઩શરેા એભને પલચાય ુઅવ્મો કે 

ુ઄ભાયી વીડી ઩ય ુઅ ભયેરો ઉંદય ક્ાુંથી ુઅવ્મો શળે? એટરે એભણ ે

લફલ્ડીંગના ચોકીદાયને ફોરાવ્મો ને ઉંદયને ફશાય પેંકાલી દેલા કહ્ ું. ુઅ 

વાુંબ઱તાની વાથે વદૃ્ધ ચોકીદાય ભાુઇકર ેજે પ્રપતબાલ દળામવ્મો એ જોુઆને 

ડોક્ટયને થય ું કે લાત એટરીફધી વાભાન્દ્મ નથી. એભણ ેતો ખારી એટલ ું જ 

પલચાય ું શત  ું કે ‗ભયેરો ઉંદય ુઅ યીતે ઩ડેરો શોમ એ પલલચત્ર કશલેામ‘ ફવ, 

એટલ ું જ, એનાથી લધાયે કુંુઇ જ નશીં. ઩ણ ભાુઇકર તો ઘણો ફેચેન થુઆ 

ગમો શતો, એ ફફડતો શતો, ‗ુઅખા લફલ્ડીંગભાું એક ઩ણ ઉંદય નથી તો ુઅ 

ઉંદય ુઅવ્મો ક્ાુંથી?‘ ડોકટયે એને વભજાલતા કહ્ ું, ‗ઉંદય જ શતો ને? એભાું 

શ ું થુઆ ગય ું, શેં એં એં?  વીડી ઩ય ુઅલીને ભયી ગમો શળે.‘ ઩ણ ભાુઇકરને 

ખાતયી શતી કે ઩ોતાની લાત એકદભ વાચી છે. ુઅખા લફલ્ડીંગભાું એક ઩ણ 

ઉંદય છે જ નશીં. કોુઇ ફશાયથી નાખી ગય ું શળે. કદાચ તોપાની છોકયાઓ 

઩ણ નાખી ગમા શોમ! 

 

(7) Philosophical Novel 

વયસ્લતીચરં (વકેં્ષ઩) (1960) 

ગ૊લધાનયાભ વત્ર઩ાઠી  

વકેં્ષ઩કાય: ઉ઩ેડર ઩ડંમા 
 

નાગ ગમો ુ઄ને થોડી લાય થુઆ શળે એટરાભાું તો ફાલાઓન ું ટોળુું 

વયસ્લતીચુંરન  ું ળયીય જમાું ઩ડ્ ું શત  ું તે જગા ુઅગ઱ ુઅવ્ય ું. ુઅળયે ત્રીળ 

ફાલાઓન ું ઝૂુંડ શત  ું ુ઄ને વૌની લચ્ચ ેએક યથ શતો. તેને ફ઱દ ન જોડતાું 

ફાલાઓ જ ખેંચતા શતા. ફાકીના ફાલાઓભાુંથી કેટરાક કયતાર, ડપ, 
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કાુંળીઓ, લગેયે રુઆ લગાડતા શતા. કેટરાક ઩ાવે ભાત્ર ભળારો શતી. 

કેટરાકની ઩ાવે રાુંફી ુઈઘાડી તરલાયો શતી. એક જણની ઩ાવે બગલા 

યુંગનો ઊંચો ઝુંડો શતો, તે યાતે્ર ઩ણ ુઈના઱ાના ઩લનના વ઩ાટાથી 

પયપયતો શતો. યાખથી બયેરી જટાઓ, બસ્ભથી બયેરાું ભા઱ાઓના બાયથી 

રચી ઩ડતાું ુ઄ધાું ુઈઘાડાું ને ુ઄ધાું બગલે લગૂડે ઢુંકામેરા કા઱ાું પ્રૌઢ 

ફ઱લાન ળયીય, પવિંશલાઘને ઩ણ ડયાલતી ુઅખા લનભાું ઩ડઘા બયતી 

જાડી પાટી બજનની પનબમમ બભૂો, ુ઄ને એકાુંત બમુંકય જ ુંગરભાું બજનની 

રશભેાું ુઈન્દ્ભત્ત ઩ડતા ઩ગના ધફકાયા – ુઅ વલમથી ુઅ ુ઄રભસ્ત 

જોગીઓન ું ટોળુું ુઅખા જ ુંગરને, ચડી કયી, વય કયત  ું રાગત  ું શત  ું. પા઱ો 

બયતા બયતા, ત્રાડો નાખતા નાખતા, ભળારોની ગ પાઓભાુંથી ુઈછા઱ા 

ભાયતા શોમ તેભ ધવતા ધ઩તા લફશાભણા ફાલાઓ વયસ્લતીચુંરના ળયીય 

઩ાવે ુઅલી ઩શોંચ્મા. ભશાર રની ુઅવ઩ાવ લીંટ઱ાુઇ લ઱તા બમુંકય 

ગણોના ટો઱ા ઩ેઠે ુઅ ટોળુું વયસ્લતીચુંરના ળયીય ઩ાવે ુઅલી ઩શોંચ્ય ું. એ 

ચગદાુઇ જામ તે ઩શરેાું ભળારોન ું ુ઄જલાળુું એની ઩ય ઩ડલાથી વૌની 

ુઅગ઱ ચારતો ફાલો ચભક્ો,ખચક્ો. વલમ ટોળુું ુઈભ ું યહ્ ું. ગાડીભાુંથી 

જોગીશ્વયે બભૂ ઩ાડી: ‗ભોશન઩ યી, શ ું છે?‘ ભોશન઩ યી ફોલ્મો: ‗ગ ર જી, 

ભાણવન ું ળયીય ળફલત ્઩ડેલ ું છે. ુઅજ્ઞા શોમ તો જોઉં કે જીલે છે કે ળફ છે.‘ 

ગ ર જીએ ધ્માન ધયી ુઅજ્ઞા કયી: ‗ફચ્ચા, એ ઩ ર ઴ને ઊંચકી રે, 

શ્રીજગદીળની ુઇચ્છા છે કે સ ુંદયલગદય ભઠનો ુઅ ઩ ર ઴ ુઈત્ક઴મ કયળે ુ઄ને 

ત્માુંના વાધ  ગોંવાુઆઓ જતે દદલવે એના ુઅપશ્રત થુઆ યશળેે. ફચ્ચા, એને 

જીલની ઩ેઠે જા઱લજે. એ ભશા઩ ર ઴ થળે ને વાધ  વુંત એના ચયણાયપલિંદની 

વેલા કયળે.‘ 

 

Saraswatichandra (Abridged) (2006) 

Govardhanram Tripathi 

Epitomized by: Upendra Pandya 

Translated by: Vinod Meghani 

A while after the king cobra disappeared into the thicket, they reached 

the spot where Saraswatichandra lay. Between thirty of them they had 

one chariot. Several of the mendicants had hitched themselves to pull 

the wagon while some others played a variety of cymbals and drums 
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in their hands. A few carried torches while others held long naked 

swords. One of them held aloft a tall staff atop which fluttered a 

saffron-colored banner in the sweltering swirls of summer winds. All 

the swarthy-complexioned, half-naked, sinewy and saffron-clad 

middle-aged mendicants gracefully carried on their heads ash-filled 

pendants like nests. Their fearless and loud chants of bhajans 

reverberating through the horrendous wilderness scared away lions 

and tigers. Their lusty footfall sensually thudded in beat with the 

profound bhajans. The band of stout–bodied ascetics kept advancing 

like an invading, conquering army. The frightening ascetics leaping 

and bellowing, dashing and rushing in a frenzy, like torches spurting 

out of a grotto, like swirling fiery attendants of Maharudra, reached 

the spot where he lay. Saraswatichandra was saved from being 

trampled by a torch that illuminated the spot. The sight of his body 

startled the mendicant in the lead, who flinched and brought the entire 

band to an abrupt halt. Jogishwar - their head- called out from the 

chariot, ―Mohanpuri, what‘s the matter?‖ Mohanpuri called back, 

―Guru-jee, a man‘s body; almost lifeless he looks. If you command, 

I‘ll check if he is breathing or not.‖ The Guru went into a state of 

meditation for a moment and then instructed, ―Son, lift him up. God 

wills that this man brings prosperity to the hermitage and, ultimately, 

heads the inmates of the hermitage and earns their devotion. Take care 

of him like a precious gem. He is destined to be a great man. Ascetics 

and saints will worship his feet that are sacred as lotuses. 
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UNIT : 8     TRANSLATING NON-FICTION 

 

 

::  STRUCTURE :: 

 

8.0  Objectives 
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8.4  Translating Nonfiction:  Text, Translation and 

 Discussion 

 Check Your Progress  

8.5 Let’s Sum Up 

8.6 Key Words 

8.7 Suggested Reading 

 Answers 

 

8.0  OBJECTIVES 

In this Unit, we shall  

● Understand the difference between Fiction and Nonfiction 

● Examine the Challenges of Translating Nonfiction 

● Strategies of Translating Nonfiction 

● Practice Translating Portions of Nonfiction from Gujarati to 

English and vice-versa 

On completion of this Unit, you should be able to  

● Explain the fundamental difference between nonfiction and 

fiction and how it impacts translation decisions. 

● Explain the Challenges of Translating Nonfiction 

● Explain the Strategies of Translating Nonfiction 

● Translate excerpts of nonfiction from Gujarati to English and 

vice versa 

 

8.1 INTRODUCTION 

In previous chapters, we delved into the intricate world of translating 

poetry and drama, where the focus was on capturing the essence of 

literary works. Now, we shift our attention to a different realm: 

translating nonfiction. Just as we have seen how translating literature 
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involves artistry and cultural sensitivity, the translation of nonfiction 

comes with its own set of challenges and nuances. Nonfiction, rooted 

in reality and factual information, spans genres such as scholarly 

essays, historical accounts, journalistic reports, scientific research, 

personal memoirs, and more. This diversity reflects the breadth of 

nonfiction's purpose: to inform, educate, and enlighten. As we embark 

on this chapter, we'll explore the strategies and considerations 

involved in successfully translating nonfiction, allowing us to bridge 

languages while preserving the authenticity and significance of real-

world content. Furthermore, in this chapter, we'll also engage 

ourselves in hands-on practice. This means we'll be actively 

translating specific nonfiction passages and texts. This practical 

exercise will allow us to apply the concepts we've discussed and gain 

a better understanding of the challenges and strategies involved in 

translating nonfiction content effectively. 

8.2 CHALLENGES OF TRANSLATING NONFICTION 

It‘s a common perception that translating nonfiction is easier than 

translating poetry, fiction, and drama, but this perception can be 

misleading. Translating nonfiction is no walk in the park. In fact, it 

can be just as challenging, if not more so, than translating fiction. 

Let‘s discuss some key challenges of translating nonfiction. 

Factual Accuracy  

In nonfiction, accuracy is of paramount importance. Whether it's a 

scientific paper, a historical account, or a self-help book, the translator 

must ensure that every piece of information is translated with 

precision. Any error could have serious consequences. For instance, in 

a cookbook, a recipe might specify the amount of salt needed in 

tablespoons, such as "2 tablespoons of salt." Translating this 

accurately is essential, as using too much or too little salt can 

significantly affect the taste and quality of the dish. 

Cultural Nuances and Context 

Cultural nuances and context often present significant challenges for 

nonfiction translators. Translating nonfiction content, especially 

humor, satire, and cultural references, often poses significant 

challenges. What might be easily understood by Gujarati-speaking 

audiences may not have the same impact when translated for English-

speaking readers. For instance, consider translating પળક્ષકોન  ું ફશાયલટ ું, 
a humorous piece by Shahbuddin Rathod, a renowned Gujarati 'dayra' 

artist. Dayro is a traditional form of Gujarati storytelling and stand-up 

comedy that often includes humorous anecdotes and observations 

about everyday life. In this humorous narrative, Shahbuddin Rathod 

presents comical scenarios involving teachers. The trouble begins 
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right from translating the title of the piece due to its local and 

colloquial nature. While the term ફશાયલટ ું generally implies outlaw-

like actions and carries a serious tone, in this context, it's used in a 

light-hearted and farcical manner, where teachers attempt outlaw-like 

behavior but quickly give up. So, shall we translate the title as 

Teachers’ Revolt? or a more light-hearted and playful translation 

could be Teachers' Misadventure a better choice? Even if we translate 

the title, how can we ensure that English readers who are not familiar 

with the context – the peculiarities of Gujarati teachers, the intricate 

details of their working conditions can still comprehend and enjoy the 

humor in the content? These are the challenges that translators will 

need to address. 

Translating Idioms 

Nonfiction works, such as advertisements and news articles, often 

feature idioms and culturally specific expressions that can pose a 

challenge in translation while preserving the intended meaning and 

impact. Idioms, being rooted in cultural and linguistic nuances, may 

lack direct counterparts in other languages. In news reporting, 

idiomatic expressions can enhance the narrative, yet they may prove 

difficult to convey accurately to an international readership. Likewise, 

in advertising, idioms are utilized to craft memorable slogans or 

resonate with a particular demographic. Translators must meticulously 

assess the cultural context, tone, and objective of the nonfiction 

material when determining whether to directly translate idioms, seek 

equivalent expressions, or adapt the content to align with the target 

audience's cultural norms and expectations. This process entails a 

nuanced approach that demands both linguistic proficiency and 

cultural awareness. 

Translation or Transliteration? 

In nonfiction, especially when dealing with specialized terminology or 

cultural concepts deeply embedded in the source language, the 

translator faces a crucial decision. Should they opt for translation, 

which involves conveying the meaning of the term in the target 

language, or should they choose transliteration, which involves 

representing the term's pronunciation in the target script while 

retaining its original form? The decision hinges on several factors, 

including the nature of the content, the target audience, and the goals 

of the translation. The target audience also plays a crucial role in this 

decision. If the translation aims to introduce a foreign concept to a 

general audience, translation might be more appropriate. However, if 

the audience consists of scholars or individuals with a specific interest 

in the source culture, transliteration might be favored to maintain 

authenticity. Furthermore, whether to provide footnotes for 

transliterated terms or whether to translate foreign concepts with or 
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without explanations adds another layer of complexity to the 

translator's dilemma. 

8.3.  STRATEGIES OF TRANSLATING NONFICTION 

Retaining Factual Accuracy 

Retaining factual accuracy is paramount in nonfiction translation. 

Nonfiction works, whether they are scholarly articles, historical 

records, or instructional guides, aim to provide precise and 

dependable information to the audience. In the realm of translation, 

seemingly simple elements such as measurement units can present 

intriguing obstacles. Various cultures and regions may employ 

different measurement units, necessitating the translator to accurately 

convert the measurements to units commonly utilized in the target 

culture. An example from Gandhiji's autobiography highlights the 

complexity of translating measurements. Gandhiji shares a doggerel 

credited to Narmad, a prominent Gujarati writer of his era. 

અંગ્રેજો યાજમ કયે, દેળી યશ ેદફાુઇ 

દેળી યશ ેદફાુઇ, જોને ફેનાું ળયીય બાુઇ 

઩ેરો ઩ાુંચ શાથ ઩યૂો, ઩યૂો ઩ાુંચવેને. 

English Translation of this reads thus: 

 

Behold the mighty Englishman  

He is four cubits tall. 

Because he is a meat-eater 

He rules the Indian small. 

In the Gujarati original, the phrase ‗઩ેરો ઩ાુંચ શાથ ઩યૂો‘ literally 

means ‗Five hands tall‘. Now, the challenge in translation is to convey 

the height measurement accurately while making it relatable to the 

English-speaking audience. In English, the concept of measuring 

height in ‗hands‘ is less common, especially in modern contexts. 

Instead, English typically uses feet and inches for height 

measurements. To address this, Mahadev Desai, the translator, chose 

to convert the measurement from ‗hands‘ to ‗cubits.‘ In this case, the 

translation ‗four cubits tall‘ conveys the idea of a significant height 

while providing an approximate measurement that English-speaking 

readers can relate to. It's not meant to be an exact conversion but 

rather a way to make the description more understandable in English. 

Cultural Nuances and Context 

In the world of nonfiction translation, one of the most fascinating 

challenges lies in dealing with cultural subtleties. These nuances can 

profoundly affect how we understand and interpret a text. To illustrate 
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this intriguing aspect, let's revisit Gandhiji's autobiography. In the 

autobiography, there's a poignant moment where he recounts his 

father's passing: 

Gujarati Original: પ઩તાશ્રીને ઩ોતાના ુ઄લવાનની ુઅગાશી થુઆ ચકૂી શતી. 

તેભણ ેવાન કયીને રખલાની વાભગ્રી ભાગેરી. કાગ઱ભાું તેભણ ેરખ્ય ું : 

‗તૈમાયી કયો.‘ 
English Translation: My father had forebodings of the upcoming 

event. He gestured for pen and paper and wrote: ‗Prepare for the last 

rites.‘ 

Here, the translator faces the challenge of translating the Gujarati 

phrase ‗તૈમાયી કયો‘. The literal translation, ‗Prepare yourselves‘ or 

‗Ready yourselves,‘ while grammatically accurate, could potentially 

lead to a misinterpretation. It lacks the specific cultural context and 

significance that the original Gujarati phrase conveys. In Gujarati 

culture, તૈમાયી કયો carries a profound sense of preparation for 

something as solemn as the last rites, which are deeply rooted in 

customs and rituals. Mahadev Desai's choice to use "Prepare for the 

last rites" showcases a deep understanding of the cultural nuances and 

emotional weight of the original phrase. By opting for ‗Prepare for the 

last rites,‘ Desai ensures that English-speaking readers grasp the 

gravity of the moment and the significance of the preparations being 

made. 

Translating Idioms 

We often encounter figurative expressions that convey a meaning 

different from the literal interpretation in various forms of media like 

news articles, advertisements, TV shows, or movies. For instance, 

consider headlines such as ‗જી-20 ફેઠકથી ચીનના ઩ેટભાું તેર યેડાય ું.‘ 

these headlines feature an intriguing idiom in Gujarati: ઩ેટભાું તેર 

યેડાય ું. Would a literal translation to English as ―China got oil in his 

stomach‖ be appropriate? Certainly not. The idiom does not imply 

literal consumption of oil. It is commonly used idiomatically to 

convey someone getting upset or agitated, similar to the English 

expression 'hot under the collar." therefore, in this context, it would 

signify, "following the G-20 meeting, China became upset." hence, 

when translating such expressions, we must identify an equivalent 

idiom in the target language that conveys the same sentiment. 
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Transliteration  

Transliteration involves representing words from one script or 

alphabet into another, often preserving the phonetic or visual 

characteristics of the original term. This method is particularly useful 

for technical or specialized terminology, proper nouns, or terms that 

have become internationally recognized. In fields like medicine, 

engineering, or computer science, many terms are standardized and 

widely recognized globally. Transliteration can help maintain 

consistency and clarity, as these terms may not have direct equivalents 

in the target language. For instance, ‗DNA‘ remains ‗DNA‘ in many 

languages as it's an internationally accepted abbreviation. Another 

example is the term "Corona" or "COVID" is often transliterated into 

Gujarati as "કોયોના" (pronounced korona) or "કોપલડ" (pronounced 

covid). These transliterations aim to make the term recognizable and 

pronounceable for Gujarati speakers while maintaining its global 

recognition. Alternatively, in Gandhiji's autobiography and other 

Gandhian literature, readers often encounter numerous terms such as 

Ahimsa, Satyagraha, Sarvodaya, Swadeshi, Swaraj that constitute the 

core of Gandhian ideology. These terms are intentionally presented in 

their original transliterated form from the source language, typically 

Gujarati or Sanskrit. This choice is made to maintain the authenticity, 

cultural richness, and clarity of these central Gandhian concepts. It 

ensures that readers can connect with the profound cultural and 

philosophical context from which these terms emerge while 

respecting the legacy and teachings of Mahatma Gandhi. 

8.4  TRANSLATING NONFICTION:  TEXT, 

 TRANSLATION AND DISCUSSION 

Now, let‘s venture into the inner world of translating nonfiction. In 

this section, you'll find nonfiction text and its corresponding 

translation, followed by insightful discussions. To facilitate 

convenience and enhance your grasp of the translation process, we've 

dissected the entire passage into individual sentences, each 

accompanied by its corresponding translation. Alternatively, for 

longer passages, we've segmented them into concise lines, making 

them more manageable and comprehensible for translation purposes. 

This approach aims to provide you a clear and detailed insight into the 

intricacies of translating nonfiction content.  

The first passage is from 'We Are Poor but So Many,‘ the book by Ela 

Bhatt, which illuminates her remarkable journey in founding the Self-

Employed Women's Association (SEWA) and evolving it from a 

small group into a potent trade union and bank with global 

implications. The following passage is excerpted from the preface of 
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Mahatma Gandhi's ‗My Experiments with Truth,‘ reflecting on the 

decision to document one's life journey. Gandhiji's autobiography was 

serialized in Gujarati from 1925 to 1929 under the title 'વત્મના 

પ્રમોગો‘. The English translation, carried out by Mahadev Desai, was 

released in two volumes in 1927 and 1929. Desai's translation was 

distinguished by its sensitivity and mastery of the English language. 

What distinguishes the English Autobiography is that it had the 

advantage of Gandhiji's personal review and likely his active 

participation in the translation process. This translation was executed 

during a time when Gandhiji had little leisure due to his intense 

political engagements, and Mahadev Desai, despite his demanding 

role as Gandhiji's secretary, committed himself to this literary duty. 

(1) Memoir (Original Language: English) 

We Are Poor but So Many: The Story of Self-Employed Women 

in India (2005) 

Ela R. Bhatt 

Translated in Gujarati as ‘ગયીફ, ઩િ છૈએ વ કેટરાં ફધા!ં’ (2007) 

Translated by: Himanshi Shelat  

An urban world is a literate world, where the written word reigns 

supreme. 

ળશયેી દ પનમા પળલક્ષત છે. રખામેરો ળબ્દ ુ઄શીં વલો઩યી છે. 

The illiterate are at a disadvantage because entire systems pass them 

by. 

ુ઄પળલક્ષતો ુ઄શીં ન કવાનભાું છે કાયણકે ઩યૂી વ્મલસ્થાઓ તેભને ુ઄ટકાલે છે. 

Public notices, street signs, newspapers, legal documents, bank 

accounts, and employment advertisements are all out of their reach. 

જાશયે નોદટવ, યસ્તાની પનળાનીઓ, ુ઄ખફાયો, કામદાકીમ દસ્તાલેજો, ફેન્દ્ક 

ખાતાુંઓ ુ઄ને નોકયીની જાશયેાતો એભની ઩શોંચ ફશાય જ યશ ેછે. 

They are forced to remain local, among things they know and people 

they trust, in order to survive.  

વરાભત યીતે ટકી યશલેા ભાટે એભણ ે એક જ સ્થ઱ે, ઩ોતાને ઩દયલચત 

લાતાલયણ ુ઄ને પલશ્વાવ કયી ળકામ એલા રોકોની લચ્ચે જ જીલવ ું ઩ડે છે. 

Often considered slow-witted and unskilled, they are thought to be 

poor, fit for nothing more than manual labor. 

એભની લખતોલખત ુ઄઩ાતી ઓ઱ખ ુઅલડત પલનાના વમ દામની છે. 

ળયીયતોડ શ્રભ પવલામ એભની કળી ઩ાત્રતા સ્લીકાયતી નથી. 
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Such individuals number in the millions, constituting the backbone of 

India‘s informal economy. 

ુઅલી પ્રજા કયોડોની વુંખ્માભાું ુ઄ને એ જ દેળના પલનાના ુ઄થમળાસ્ત્રની 

કયોડયજ્જ  છે. 

Adult education continues to remain a distant dream for the majority 

of India‘s illiterate population. 

પ્રૌઢપળક્ષણ દેળના ુ઄પળલક્ષતો ભાટે શજી ઩ણ એક વ઩ન ું જ છે. 

There are no schools teaching basic literacy skills to the working 

poor. 

ગયીફ શ્રભજીલીઓને લાચલા ુ઄ને રખલાની ભ  ू઱ વાક્ષયતા કૌળલ્મો 

પળખાલનાયી કોુઇ ઩ણ ળા઱ાઓ નથી. 
Who can afford to spend day after day, year after year, in school when 

survival is at stake? 

જીલન ટકાલલા વુંઘ઴મ કયતા વમશૂને યોજયોજ, લ઴ોલ઴મ પનળા઱ે જલાન ું 

ક્ાુંથી ઩ારલે? 

The kind of education that is needed is one that caters to the needs of 

the working people. 

એભને એલા પળક્ષણની ુઅલશ્મકતા છે જે એભને ુઈ઩મોગી શોમ તેવ  ું જ 

ુઅ઩ી ળકે 

The working poor want to be able to read the text on a land title so 

that they are not cheated; they want to write letters to their loved ones; 

they want to read newspapers; they want to keep accounts and open 

bank accounts and take loans at low interest rates by signing their 

name on documents they understand, and much more. There are no 

schools to teach these things. 

જભીનનો દસ્તાલેજ લાુંચી ળકામ એલી ુઅલડત જોુઇએ જેથી છેતયાુઇ ન 

જલામ. સ્લજનોને કાગ઱ રખી ળકામ, છા઩ાું લાુંચી ળકામ, દશવાફ યાખી 

ળકામ કે ફેંકભાું ખાત  ું ખોરી ળકામ, ઓછા વ્માજે રોન રુઆ ળકામ, 

દસ્તાલેજો લાુંચીને તે ઩ય વશી કયી ળકામ એ પ્રકાયન ું ુ઄ક્ષયજ્ઞાન જોુઇએ. 

ુઅવ ું ળીખલલા ભાટે કોુઇ ળા઱ાઓ નથી. 

Discussion 

Literal Translation 

As you may have observed, the text utilizes a word-for-word or literal 

translation approach. This method is particularly effective for 

nonfiction pieces, especially when they convey factual information, as 
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it preserves the accuracy and integrity of the original content. The 

Gujarati translation closely mirrors the structure and wording of the 

original English sentence. For example, "Such people are in the 

millions" is translated as "ુઅલી પ્રજા કયોડોની વુંખ્માભાું." 

Factual Accuracy 

Factual accuracy in nonfiction translation is crucial as nonfiction texts 

typically involve real-world information, historical events, scientific 

data, and other factual details. ‗We Are Poor but So Many‘ contains 

various terms related to economics, law, women"s empowerment, and 

government programs. The accuracy of facts is essential as the excerpt 

from the book discusses the challenges, dreams, and necessities of the 

working poor. The translation effectively maintains the numerical 

value and significance of "millions". The term "કયોડોની" clearly 

indicates a large number, ensuring that the quantitative aspect of the 

original text is preserved in Gujarati. Similarly, translating "informal 

economy' as 'પલપધલત ભા઱ખા ફશાયના ુ઄થમતુંત્ર' accurately conveys 

the idea of an economic system operating outside formal, regulated 

structures. 

Sentence Splitting 

An urban world is a literate world, where the written word reigns 

supreme. 

Gujarati Translation: ળશયેી પલશ્વ એક પળલક્ષત પલશ્વ છે, જેભણ ેરખામેરો 

ળબ્દ પ્રધાન યીતે યાજી કયે છે. 

You must have noticed that the first sentence in the passage here is 

translated in two separate Gujarati sentences. We wonder why the 

translator chose to split the sentence into two separate statements 

when the same sentence can be translated using the conjunction "જમાું" 

in Gujarati. This would have resulted in a single sentence like: "ળશયેી 

દ પનમા પળલક્ષત છે જમાું રખામેરો ળબ્દ વલો઩યી છે.' this translation 

strategy is called Sentence Splitting. It is employed to enhance clarity 

and readability in nonfiction texts. It involves taking a long or 

intricate sentence from the source language and dividing it into 

shorter, more straightforward sentences or phrases in the target 

language. This strategy ensures that each idea is conveyed distinctly 

and that readers can easily follow the text. However, the original 

English sentence is not particularly long or complex. The translator's 

decision to split it into two separate sentences in the Gujarati 

translation serves a specific purpose: to make the message more 

impactful. 
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(2) Preface to an Autobiography (Original Language: Gujarati) 

વત્મના પ્રમ૊ગ૊ અથલા આત્ભકથા (૧૯૨૭) 

પ્રસ્તાલના 

ભ૊શનદાવ કયભચદં ગાધંી 
Translated in English as The Story of My Experiments with 

Truth (1927) 

Translated by: Mahadev Desai 

ચાય ુ઄થલા ઩ાુંચ લ઴મ ઩લેૂ પનકટના વાથીઓના ુઅગ્રશથી ભેં ુઅત્ભકથા 

રખલાનો સ્લીકાય કમો શતો; ુ઄ને ુઅયુંબ ઩ણ કયેરો. 
Four or five years ago, at the insistence of close associates, I 

consented to pen my autobiography. 

઩ણ એક ઩ાન ું ફૂરસ્કે઩ન ું ઩રૂ ું ન થય ું તેની લજશથી મ ુંફુઇની જલા઱ા 

વ઱ગી ુ઄ને ભાર ું ુઅદય ું ુ઄ધરૂૂું યહ્ ું. 
I made the start, but scarcely had I turned over the first sheet when 

riots broke out in Bombay, and the work remained at a standstill. 

ત્માય ઩છી તો હ ું એક ઩છી એક એલા વ્મલવામોભાું ઩ડયો કે છેલટે ભને ભાર ું 

મયલડાન ું સ્થાન ભળ્ય ું. 
Subsequently, a sequence of occurrences led to my incarceration at 

Yeravda. 

બાુઇ જેયાભદાવ ઩ણ શતા. એભણ ેભાયી ઩ાવે એલી ભાગણી કયી કે ફીજાું 

ફધાું કાભ ઩ડતાું મ કીને ભાયે ુઅત્ભકથા તો ઩શરેી જ રખી નાખલી.  
Sjt Jeramdas, who was one of my fellow prisoners, urged me to set 

aside all other tasks and complete the writing of the autobiography. 

ભેં એભને જલાફ ભોકલ્મો કે ભાયો ુ઄ભ્માવક્રભ ઩યૂો ન થમો છે, ુ઄ને તે ઩યૂો 

થતાું સ ધી હ ું ુઅત્ભકથાનો ુઅયુંબ ન કયી ળક ું. 
I replied that I had already planned a study schedule for myself, and I 

couldn't consider starting anything else until completing this course. 

ભને જો ભાયો ઩યૂો વભમ મયલડાભાું ગા઱લાન ું વદ્બાગ્મ પ્રાપ્ત થય ું શોત 

તો હ ું જરૂય ત્માું જ ુઅત્ભકથા રખી ળકત. ઩ણ તેને ઩શોંચલાને શજ  ભને 

એક લ઴મ ફાકી શત  ું. તે ઩શરેાું હ ું કોુઇ ઩ણ યીતે ુઅત્ભકથાનો ુઅયુંબ ઩ણ 

કયી ળક ું એભ નશત  ું, એટર ેતે યશી ગય ું. શલે સ્લાભી ુઅનુંદે પયી ઩ાછી એ જ 

ભાગણી કયી છે. ુ઄ને ભેં દલક્ષણ ુઅદિકાના વત્માગ્રશનો ુઇપતશાવ ઩યૂો કમો 

છે, તેથી ુઅત્ભકથા રખલા રરચામો છું.  
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I would have completed the autobiography if I had spent my entire 

sentence at Yeravda, as there was still a year remaining to reach that 

goal. Since I have already completed the history of the Satyagraha 

movement in South Africa, I am now inclined to write the 

autobiography for Navajivan. 

સ્લાભીની ભાગણી તો એલી શતી કે ભાયે ુઅખી કથા રખી નાખલી ુ઄ને 

઩છી તે ઩ સ્તકાકાયે છ઩ામ. 

ભાયી ઩ાવે એકવાભટો એટરો વભમ નથી. જો રખ ું તો ‘નલજીલન‘ને વાર  

જ રખી ળકામ. ભાયે ‘નલજીલન‘ વાર ું કુંુઇક તો રખલાન ું શોમ જ. તો 

ુઅત્ભકથા કાું નશીં ? સ્લાભીએ ુઅ પનણમમ કબરૂ કમો, ુ઄ને ુઅત્ભકથા 

રખલાનો શલે ભને ુ઄લવય ુઅવ્મો. 
The Swami wanted me to write it separately for publication as a book. 

However, I have no spare time. I could only write a chapter week by 

week. Something has to be written for Navajivan every week. Why 

should it not be the autobiography? The Swami agreed to the 

proposal, and now I find myself hard at work. 

઩ણ ુઅ પનણમમ કર ું છું એટરાભાું એક પનભમ઱ વાથીએ, વોભલાયે હ ું ભૌનભાું 

શતો ત્માયે, ભને ધીભેથી નીચેનાું લાક્ો વુંબ઱ાવ્મ: 

But a God-fearing friend had his doubts, which he shared with me on 

my day of silence. 

"તભે ુઅત્ભકથા શ ું કાભ રખલાના છો? એ તો ઩પશ્ચભની પ્રથા છે. ઩લૂમભાું 

કોુઇએ રખી જાણી નથી. ુ઄ને શ ું રખળો ? ુઅજે જે લસ્ત  ને પવદ્ધાુંત તયીકે 

ભાનો છો તેને કાર ેભાનતા ુ઄ટકી જાઓ તો ? ુ઄થલા પવદ્ધાુંતને ુ઄ન વયીને 

જે જે કામો ુઅજે કયો છો તે તે કામોભાું ઩ાછ઱થી પેયપાય કયો તો ? તભાયાું 

રખાણને ઘણાું ભન ષ્મો પ્રભાણભતૂ વભજી ઩ોતાન ું લતમન ઘડે છે તેઓ ખોટી 

યીતે દોયલાુઇ જામ તો ? તેથી વાલધાન યશી શાર તયત ુઅત્ભકથા જેવ ું કુંુઇ 

ન રખો તો ઠીક નશીં ?" 

‗What has set you on this adventure?‘ he asked. ‗Writing an 

autobiography is a practice peculiar to the West. I know of nobody in 

the East having written one, except amongst those who have come 

under Western influence. And what will you write? Supposing you 

reject tomorrow the things you hold as principles today, or supposing 

you revise in the future your plans of today, is it not likely that the 

men who shape their conduct on the authority of your word, spoken or 

written, may be misled? Don‘t you think it would be better not to 

write anything like an autobiography, at any rate just yet?‘ 



113 
 

ુઅ દરીરની ભાયા ભન ુઈ઩ય થોડીઘણી ુ઄વય થુઇ. ઩ણ ભાયે ુઅત્ભકથા 

ક્ાું રખલી છે ? ભાયે તો ુઅત્ભકથાને ફશાને વત્મના ભેં જે ુ઄નેક પ્રમોગો 

કયેરા છે તેની કથા રખલી છે. તેભાું ભાર ું જીલન ઓતપ્રોત શોલાથી કથા 

એક જીલનવતૃ્તાુંત જેલી થુઇ જળે એ ખર ું છે. ઩ણ જો તેભાુંથી ઩ાને ઩ાને 

ભાયા પ્રમોગો જ નીતયી ુઅલે તો એ કથાને હ ું ઩ોતે પનદો઴ ગણ ું. ભાયા ફધા 

પ્રમોગોનો વમ દામ પ્રજાની ઩ાવે શોમ તો તે રાબદામી થુઇ ઩ડે એભ હ ું 

ભાન ું છું, - ુ઄થલા કશો કે એલો ભને ભોશ છે. 

This argument had some effect on me. However, my intention is not 

to create a conventional autobiography. My main goal is to narrate the 

tale of my many truth-seeking experiments. Since my life is 

predominantly composed of these experiments, it is inevitable that the 

narrative will resemble an autobiography. Nevertheless, I am content 

if each page primarily delves into my various experiments. I am 

convinced, or perhaps I am merely gratifying myself with the 

conviction, that a coherent depiction of these experiments will offer 

some value to the reader. 

Discussion 

From the passage from Mahatma Gandhi's original Gujarati 

autobiography and its English translation by Mahadev Desai, we can 

examine several aspects related to nonfiction translation and different 

translation strategies. 

The Title's Nuanced Translation: 'Satyana Prayogo' and Its 

Meaning 

When we examine the part-title ‗વત્મના પ્રમોગો‘ in its original 

Gujarati form, it reveals a captivating layer of meaning as "Truth's 

Experiments" or "Experiments of Truth." This part-title highlights the 

profound connection between truth and experimentation, indicating 

that truth itself drives these experiments. In this narrative, the author, 

Gandhi, can be seen as the conduit through which truth embarks on 

these profound explorations. However, in its English translation, 

‗Experiments with Truth,‘ a more widely recognized version, it may 

not fully convey this intricate relationship, potentially suggesting a 

more active role for the author in conducting the experiments. 

Translating Visually Evocative Words and Contextual Meaning 

 Gujarati Original: ઩ણ એક ઩ાન ું ફૂરસ્કે઩ન ું ઩રૂ ું ન કયી ળક્ો 

તેટરાભાું મ ુંફુઇની જલા઱ા     વ઱ગી ુ઄ને ભાર ું 

ુઅદય ું ુ઄ધરૂૂું યહ્ ું.  
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English Translation: I initiated the process, but as soon as I began 

reviewing the initial page, riots erupted in Bombay, causing a halt in 

the work. 

We already know that translating is not a straightforward word-to-

word replacement; it often involves capturing the cultural and 

contextual nuances of the source language. The original Gujarati text 

in this line reads: ‗઩ણ એક ઩ાન ું ફૂરસ્કે઩ન ું ઩રૂ ું ન કયી ળક્ો…‘. While 

some might consider the Gandhiji‘s use of English term ‗foolscap‘ as 

a trivial detail, the line highlights the value of such details for readers 

who enjoy visualizing the narrative. ‗Foolscap‘ is a specific type of 

paper size, often used in official or legal documents. However, the 

translator chooses the more generic term ‗sheet‘ to ensure clarity and 

accessibility. Next, while 'જલા઱ા' literally translates to 'fires,' it's 

essential to consider the broader context in which this phrase is used. 

In the original Gujarati text, it appears that Gandhi is describing a 

period of unrest and conflict, which might involve both literal fires 

and the contextual 'fires' representing turmoil or conflict. The use of 

'fires' might carry a dual meaning, but to ensure clarity and convey the 

overall sense of unrest and conflict, the translator chooses to 

emphasize the contextual aspect of 'fires' by using the word 'riots‘. 

This helps the English-speaking reader more clearly understand the 

context of social or political turmoil. 

Gujarati Original: ઩ણ ુઅ પનણમમ કર ું છું એટરાભાું એક પનભમ઱ વાથીએ, 

વોભલાયે હ ું  ભૌનભાું શતો ત્માયે, ભને ધીભેથી નીચેનાું લાક્ો વુંબ઱ાવ્મા : 
English Translation: however, a God-fearing friend had doubts, which 

he shared with me on the day of my silence. 

In this line, the original Gujarati text employs a vivid and culturally 

nuanced description, referring to this friend as ‗એક પનભમ઱ વાથી‘, 
which translates to a 'pure-hearted associate.' This term adds a visual 

dimension to the narrative by painting a picture of a friend who 

possesses genuine qualities. Furthermore, the Gujarati original 

specifies that this friend expressed doubts 'ધીભેથી' meaning 'in a 

gentle manner‘ or 'slowly and thoughtfully. This choice of words adds 

an extra layer of depth to the description, conjuring a scene where 

Gandhi and his friend engage in a conversation marked by a sense of 

calmness, courtesy, and contemplation. In contrast, the English 

translation uses the straightforward term 'God-fearing friend', which 

captures the essential meaning but may lack the nuanced visual and 

emotional impact of the original description. Additionally, the 

nuanced term 'ધીભેથી' is omitted entirely. This omission highlights a 
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common challenge in translation, where certain linguistic nuances or 

visual elements present in the original text can be challenging to 

convey accurately in the target language. 

Simplifying Language and Adapting the Text for Global Readers 

In the process of translating Mahatma Gandhi's original Gujarati 

autobiography into English, it is evident that both Gandhi and his 

translator, Mahadev Desai, employed a ‗Simplifying Language‘ 

strategy to adapt the text for an English-speaking audience. By 

simplifying the language, Gandhi and Desai aimed to convey the 

autobiography's content clearly and concisely, ensuring that the core 

message and Gandhi's philosophical principles were effectively 

communicated to a broader audience. The embellishments, metaphors, 

proverbs, and similar elements that might be appealing to Indian 

readers were avoided in favor of a straightforward approach to avoid 

potential obstacles to understanding. For instance, in the original 

Gujarati text, Gandhi writes, ‗ુઅ દરીરની ભાયા ભન ુઈ઩ય થોડીઘણી 

ુ઄વય થુઇ‘ (This argument had some effect on my mind). In the 

English translation, this is rendered as ‗This argument had some effect 

on me.‘ 

Preserving Author’s Voice and Tone 

Translating a literary work, especially one as deeply personal and 

philosophical as Mahatma Gandhi's "My Experiments with Truth," 

presents a significant challenge in preserving the author's voice and 

tone. Gandhi's autobiography is a testament to his unique perspective, 

ethical convictions, and spiritual journey. Proficiency in both the 

source (Gujarati) and target (English) languages is indeed essential for 

an effective translation, and Mahadev Desai was known for his 

exceptional bilingual skills. His close association with Gandhi also 

provided him with a profound understanding of Gandhi's thoughts, 

values, and experiences, enabling him to preserve Gandhi's unique 

voice and perspective in the English translations. For instance, in the 

passage ‗઩ણ ભાયે ુઅત્ભકથા ક્ાું રખલી છે ?...‘ Gandhi expresses his 

intention to write the story of his numerous experiments with truth, 

emphasizing that he doesn't intend to write a conventional 

autobiography. He acknowledges that his life is comprised entirely of 

these experiments, which will naturally take the form of an 

autobiography. Gandhi's humility and self-awareness are evident in 

the passage. Mahadev Desai's translation retains this humility and 

introspection, ensuring that the English version maintains the same 

tone and sentiment as the original Gujarati text. The phrase ‗I shall not 

mind, if every page of it speaks only of my experiments‘ reflects 
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Gandhi's unassuming nature, and Desai conveys this sentiment 

effectively. 

 CHECK YOUR PROGRESS 1 

Now that we have discussed the translation process for nonfiction, it 

is time to engage in hands-on practice. Translate the provided 

nonfiction passages into Gujarati: 

(1) Autobiography 

Wings of Fire: An Autobiography 

A.P.J. ABDUL KALAM 

This is the story of the period ending with the first Agni launch—life 

will go on. This great country will make enormous strides in all fields 

if we think like a united nation of 900 million people. My story—the 

story of the son of Jainulabdeen, who lived for over a hundred years 

on Mosque Street in Rameswaram island and died there; the story of a 

lad who sold newspapers to help his brother; the story of a pupil 

reared by Sivasubramania Iyer and Iyadurai Solomon; the story of a 

student taught by teachers like Pandalai; the story of an engineer 

spotted by MGK Menon and groomed by the legendary Prof. 

Sarabhai; the story of a scientist tested by failures and setbacks; the 

story of a leader supported by a large team of brilliant and dedicated 

professionals. This story will end with me, for I have no belongings in 

the worldly sense. I have acquired nothing, built nothing, possess 

nothing—no family, sons, daughters. 

(2) Biography  

Patel, a life (1990) 

Rajmohan Gandhi 

HALFWAY along the 75 miles between Ahmedabad and Baroda, 

right on the mapline connecting the two, lies the town of Nadiad. In 

the past, this town served as a crossing point for the eastward trade 

route from the thriving port of Cambay on the Arabian Sea and the 

north-south road from Ahmedabad to the ports of Surat and Broach. 

Nadiad also functioned as a market for the surrounding countryside 

and later became a stop on the Bombay-Ahmedabad railway, which 

opened in 1864. It was in this town with winding streets and a 

population of around 25,000 that Vallabhbhai Patel was born, 

although the exact date remains uncertain. In 1897, during his 

matriculation exams, when he had to provide his date of birth, Vallabh 

admitted to fabricating a date: ‘31.10.75―. He humorously mentioned, 

‖I have to make up my age when asked. When I have to state it under 

oath, I usually add ―approximately‖ before the number.― 
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(3) History  

Sapiens: A Brief History of Humankind (2011) 

Yuval Noah Harari 

Why, for example, do people gorge on high-calorie food that does 

little good to their bodies? Today‘s affluent societies are grappling 

with an obesity epidemic that is rapidly spreading to developing 

countries. It is puzzling why we indulge in the sweetest and greasiest 

food available until we consider the eating patterns of our ancestors 

who were foragers. In the savannahs and forests they roamed, high-

calorie sweets were scarce, and food, in general, was hard to come by. 

A typical forager 30,000 years ago only had access to one kind of 

sweet food – ripe fruit. If a Stone Age woman stumbled upon a tree 

brimming with figs, the most logical course of action was to consume 

as many as possible on the spot before the local troop of baboons 

stripped the tree bare. The innate drive to overindulge in high-calorie 

food was ingrained in our genetic makeup. Despite now residing in 

high-rise apartments with fully stocked refrigerators, our DNA still 

operates under the assumption that we are in the savannah. This is 

why some of us end up devouring an entire tub of Ben & Jerry‘s when 

we discover one in the freezer and chase it with a large Coke. 

(4) Essay (A work of feminist criticism) 

A Room of One's Own (1929) 

Virginia Woolf 

At the thought of all those women working year after year and finding 

it hard to get two thousand pounds together, and as much as they 

could do to get thirty thousand pounds, we burst out in scorn at the 

reprehensible poverty of our sex. What had our mothers been doing 

then that they had no wealth to leave us? Powdering their noses? 

Looking in at shop windows? Flaunting in the sun at Monte Carlo? 

There were some photographs on the mantelpiece. Mary's mother—if 

that was her picture—may have been a wastrel in her spare time (she 

had thirteen children by a minister of the church), but if so her gay 

and dissipated life had left too few traces of its pleasures on her face. 

She was a homely body; an old lady in a plaid shawl which was 

fastened by a large cameo; and she sat in a basket-chair, encouraging 

a spaniel to look at the camera, with the amused, yet strained 

expression of one who is sure that the dog will move directly the bulb 

is pressed. Now if she had gone into business; had become a 

manufacturer of artificial silk or a magnate on the Stock Exchange; if 

she had left two or three hundred thousand pounds to Fernham, we 

could have been sitting at our ease tonight and the subject of our talk 

might have been archaeology, botany, anthropology, physics, the 

nature of the atom, mathematics, astronomy, relativity, geography. 
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 CHECK YOUR PROGRESS 2 

We shall now present you with nonfiction materials, specifically 

advertisements, for review. Effective translation is of utmost 

importance in advertising as it plays a vital role in conveying the 

message of a product or service to the target audience, which includes 

potential buyers. In this exercise, we will provide both the original 

and translated versions of the content. You will notice that the 

translations contain errors in terms of language and grammar, some of 

which may appear quite trivial. These errors can be attributed to the 

use of machine translation without subsequent professional 

proofreading or copyediting. Your task is to identify these mistakes 

and offer corrected versions. At the end of this unit, you can verify 

your answers. 

Advertisement 1: Indian Oil 

 

 

We never close. Because India never closes. 

Gujarati Translated Text: ુ઄ભે ક્ાયેમ ફુંધ નથી કયતા. કાયણકે દેળ 

ક્ાયેમ ફુંધ નથી થત  ું.  
 

Advertisement 2: Nyle 
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Image 2 Gujarati Translation 

 

Original English Text: Fight Dandruff with Goodness of Curd 

Translated Gujarati Text: ડેન્દ્ડયપના વાથી રડો દશીંના ગ ણો વાથે  

Advertisement 3: Mahindra & Mahindra 

 
 

 

Original English Text: When We Choose Together, We Choose Right. 

Translated Gujarati Text: જમાયે ુઅ઩ણ ે વાથે ચ નાલ કયીએ. વાચો 

ચ નાલ કયીએ. 

 

 



120 
 

8.5    LET US SUM UP 

Upon completion of this unit, you should be able to: 

1. Distinguish Nonfiction and Fiction:Explain the fundamental 

difference between nonfiction and fiction and how it impacts 

translation decisions. 

2. Address Challenges of Translating Nonfiction:Describe the 

challenges of translating nonfiction, encompassing cultural 

nuances, factual accuracy, and authorial intent. 

3. Apply Strategies for Translating Nonfiction:Outline strategies 

for translating nonfiction content, focusing on cultural 

relevance, specialized terminology, and preserving the author's 

voice. 

4. Practice Nonfiction Translation: Demonstrate proficiency in 

translating excerpts of nonfiction literature from Gujarati to 

English and vice versa, enhancing practical translation skills. 

 

8.6   KEY WORDS  

 

 

Nonfiction Non-fiction is a diverse genre of prose writing 

grounded in actual events and facts. It 

encompasses various genres, including 

autobiography, biography, essay, historical essay, 

memoir, letter, report, newspaper article, 

interviews, advertisement, instructional manual, 

and cookbook. 

Transliteration Transliteration is the process of converting the 

characters or script of one language into those of 

another language while preserving the 

pronunciation and phonetics of words. It aids 

individuals in correctly pronouncing foreign 

words or representing words from a different 

script. For instance, converting the Hindi word 

"नमस्रे्" into the Latin script yields "namaste," a 

common greeting that enables English speakers 

to approximate the pronunciation of the word. 

 

 

8.7   SUGGESTED READING 

1. Abend-David, Dror. Media and Translation: An Interdisciplinary 

Approach. Bloomsbury Publishing, 2014. 
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Media and Translation: An Interdisciplinary Approach is a collection 

of essays, organized into seven parts, each focusing on different 

aspects of media and translation. These parts cover various topics 

such as film translation and adaptation, subtitling and dubbing, media 

and computer translation, the relationship between literary and media 

translation, translation in the context of global news and politics, and 

the translation of promotions, commercials, tweets, and minisodes. 

Despite the increased attention to media and translation in recent 

years, this collection adds valuable new perspectives to the ongoing 

discourse. Abend-David's intention is to create a versatile and varied 

collection, and he accomplishes this goal successfully. The focus 

throughout the book is on showcasing the breadth of research in this 

field and highlighting the potential for sharing theoretical frameworks 

across disciplines. In essence, Media and Translation contributes 

meaningfully to the exploration of how media and translation intersect 

and influence each other. 

 

2. Malmkjær, Kirsten, and Kevin Windle, eds. The Oxford Handbook 

of Translation Studies. Oxford Academic, 2012. 

Intended as a reference work and practical guide to the field, for the 

benefit of those working professionally as translators and interpreters, 

as well as for students and researchers in the field of translation and 

interpreting studies and allied disciplines, The Oxford Handbook of 

Translation Studies covers the history of the theory and practice of 

translation from Cicero to the digital age. Part III of the book deals 

with the translation of written texts of nine major types: prose, drama, 

poetry, song, and children's literature; public service, legal, and 

scientific (including technical and medical) translation. 

 

3. Torresi, Ira. Translating Promotional and Advertising Texts. Taylor 

& Francis, 2020. 

Authored by Ira Torresi in English, the book explores translating 

promotional and advertising texts. It reveals techniques to maintain 

persuasive intent, adapt to different cultures, and rewrite as needed. 

The content covers various promotional types, including personal, 

business-to-business, institutional, business-to-consumer, and 

advertising. With real-world examples from different languages and 

media, it is a valuable resource for students, professionals, and 

researchers in fields like copywriting, marketing, and public relations. 

The latest edition includes sections on self-promotion in social media, 

text analysis, and cross-cultural evaluation of promotional content. 

Additionally, it provides practical activities and tasks on the 

Routledge Translation Studies Portal. 
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 Answers 

Check Your Progress 

(1)  

અગન઩ખં 

~ ડૉ. એ વ.઩ી.જે. અબ્દુર કરાભ 

અનલુાદ : શયેળ ધ૊઱હકમા 

પ્રથભ ‗ુ઄સ્ગ્ન‘ ના ુઈડ્ડમનથી ઩યૂા થતા વભમ સ ધીની ુઅ કથા છે – જીલન 

તો ુઅગ઱ ચાલ્ય ું જ જળે! ુઅ઩ણ ેજો નેવ  ું કયોડ રોકોના વુંગદઠત દેળ 

તયીકે પલચાયીશ ું, તો ુઅ ભશાન દેળ ફધા ક્ષેત્રોભાું ભોટી શયણપા઱ બયળે. 

ભાયી – જૈનાલ બ્દીનના જે યાભેશ્વયભની ભસ્સ્જદ ળેયીભાું વો લ઴મ જીવ્મા ુ઄ને 

ત્માું જ ભમામ- ઩ ત્રની કથા; એ છોકયાની કથા જેણ ે તેના બાુઇને ભદદરૂ઩ 

થલા છા઩ાું લેચ્માું; એક પળષ્મની કથા, જેને પળલસ બ્રભણ્મભ ુ઄ને 

ુઇમાદ યાુઇ વોરોભને ુઈછેમો; એક પલદ્યાપથિની કથા, જેને, ઩ાનદરાુઇ જેલા 

પળક્ષકો ઩ાવેથી પળક્ષણ ભળ્ય ું; એક ુઇજનેયની કથા જેને એભ.જી.કે. ભેનને 

ળોધી કાઢયો ુ઄ને દુંતકથારૂ઩ પ્રા. વાયાબાુઇએ ઘડયો; એક પલજ્ઞાનીની 

કથા, જેની પનષ્પ઱તાઓએ તથા ઩છડાટોએ કવોટી કયી; એક નેતાની કથા, 

જેને તેજસ્લી ુ઄ને વભપ઩િત વ્મલવામી વાથીઓનો વશકાય ભળ્મો! ુઅ કથા 

ભાયાથી જ ઩યૂી થળે, કાયણકે દ ન્દ્મલી વુંફુંધભાું ભાયો કોુઇ લાયવ નથી. ભેં 

કશ ું એકઠ ું નથી કય ું, ભે઱વ્ય ું નથી, ફાુંધ્ય ું નથી – નથી ક ટ ુંફ, ઩ ત્રો કે 

઩ ત્રીઓ.   

(2) 

વયદાય ઩ટેર 

એ વક વભવ઩િત જીલન 

યાજભ૊શન ગાધંી 

અનલુાદ: નગીનદાવ વઘંલી 

ુ઄ભદાલાદ ુ઄ને લડોદયા લચ્ચેના ઩ુંચોતેય ભાુઇરની ફયાફય ુ઄ધલચ્ચે 

ુઅ ફુંને ળશયેોને જોડતી નકળાયેખા ઩ય નદડમાદ ળશયે લવેલ ું છે. ભોગર 

જભાનાભાું ુ઄યફી ભશાવાગયને તીયે ુઅલેરા ધભધભતા ફુંદય ખુંબાતથી 

઩લૂમ તયપ જતા વ્મા઩ાયી યાજભાગમ ુ઄ને સ યત-બરૂચ ને ુ઄ભદાલાદ જેલાું 
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ધભાલરમા ળશયેો વાથે જોડનાય ધોયી ભાગમના વુંગભ ઩ય નદડમાદ ળશયે 

લવેલ ું છે. નદડમાદ તે જભાનાભાું ુઅવ઩ાવના પ્રદેળ ભાટે – ફજાય- ઩ેઠ 

શત  ું. ગોયાઓના ઩ગ઩ેવાયા ઩છી વન ૧૮૬૪ભાું ળર  થમેરી મ ુંફુઇ-

ુ઄ભદાલાદ યેરલેરાુઇન ઩ય નદડમાદન ું સ્ટેળન ુઅલેલ ું છે. ુઅડીુ઄લ઱ી 

ગરીકૂુંચીઓ ુ઄ને ઩ચીવ શજાયની લવતી ધયાલતા ુઅ ળશયેભાું 

લલ્રબબાુઇ ઩ટેરનો જન્દ્ભ થમો શતો. ઩ણ તેની નક્કી તાયીખ ુઅ઩ણે 

જાણતા નથી. વન ૧૮૯૭ભાું ભેદરકની ઩યીક્ષાભાું ફેઠા ત્માયે તેભણ ે઩ોતે 

઩ાછ઱થી કબરૂ કયેલ ું છે કે, ―ભનભાું ુઅવ્ય ું તે વન ૧૮૭૫ના ઓક્ટોફયની 

એકત્રીવભી તાયીખ ઠોકી દીધી શતી. ભાયી ઉંભય ઩છૂલાભાું ુઅલે ત્માયે ભાયે 

ગપ્઩ ું ભયવ ું ઩ડે છે. વોગુંદ રુઇને કશવે  ું ઩ડે ત્માયે હ ું શુંભેળા ુઅળયે એલો 

ળબ્દ ુઈભેયી દઉં છું.‖ તેવ  ું તેભણ ેકશલે  ું છે. 

(3)  

વેવ઩મડવ: ભાનલજાવતન૊ વઝંક્ષપ્ત ઈવતશાવ 

યલુર ન૊આ શયાયી 

અનલુાદ: યાજ ગ૊સ્લાભી 

દાખરા તયીકે ળયીયને ન કવાન કયે છે છતાું, રોકો ઉંચી કેરયીલા઱ો ખોયાક 

કેભ ખામ છે? ુઅજના વમદૃ્ધ વભાજો ઓફેપવટીના ભશાયોગભાુંથી ઩વાય 

થુઆ યહ્યા છે, ફહ  ઝડ઩થી એ ઓફેપવટીના ભશાયોગ પલકાવળીર દેળોભાું 

ઝડ઩થી પેરાુઇ યહ્યો છે. જમાું સ ધી ુઅ઩ણ ે ુઅ઩ણા પળકાયી ઩લૂમજોની 

ખાલાની ટેલોને ના વભજીએ, ત્માું સ ધી ુઅ઩ણને એ ખફય જ નશીં ઩ડે કે, 

ુઅ઩ણે વૌથી ભીઠા ુ઄ને વૌથી તેરલા઱ા ુઅશાય ઩ાછ઱ ુઅટરા ગાુંડા કેભ 

છીએ. જે ભેદાનો ુ઄ને જ ુંગરોભાું ઩લૂમજો યશતેા શતા, ત્માું ુઈચ્ચ કેરયીલા઱ી 

ભીઠાુઇઓ ખફૂ જ દ રમબ શતી ુ઄ને વાભાન્દ્મ યીતે ખોયાકનો ઩ યલઠો ઓછો 

શતો. ૩૦,૦૦૦ લ઴મ ઩શરેા એક પળકાયી ઩ાવે એક જ પ્રકાયનો ભીઠો ખોયાક 

શતો ુ઄ને તે શતાું ઩ાકેરાું પ઱. જો ઩ર્થથયય ગની સ્ત્રીને અંજીયન ું ઝાડ 

ધ્માનભાું ુઅલે, તો સ્થાપનક લાુંદયાઓની ટો઱કી અંજીય ઩ય ત્રાટકે તે 

઩શરેાું, જેટરા ખલામ તેટરાું અંજીય ખાુઇ રેલાભાું જ બ દ્ધદ્ધભાની છે એવ ું એ 

સ્ત્રી વભજતી શતી. ઊંચી કેરયીલા઱ા ખોયાક ઩ય ત્રાટકવ ું એ ુઅ઩ણા 
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ભગજભાું ત્માયથી લણાુઇ ગમેલ ું છે. ુઅજે બરે ુઅ઩ણ ેઊંચા એ઩ાટમ ભેન્દ્ટભાું 

બયેરાું યેિીજયેટવમ વાથે યશતેા શોુઇએ, ઩યુંત   ુઅ઩ણા DNAને શજીમે એભ 

રાગે છે, જાણ ેુઅ઩ણ ેજ ુંગરી ભેદાનોભાું યશીએ છીએ. એટર ેજ ુઅ઩ણા 

િીઝયભાુંથી ુ઄મ ર ચોકોલચપ્વ કાઢીને ઝા઩ટી જુઇએ છીએ ુ઄ને ુઈ઩યથી 

કોકાકોરા ગટગટાલી કીએ છીએ. 

(4)  

઩૊ત્તાન૊ ઓયડ૊ (Tr. 1999) 

અનલુાદ: યંજના શયીળ 

 

ુઅટુઅટરી સ્ત્રીઓના ુઅટરા વઘન પ્રમત્નોને અંતે ઩ણ તેઓ નાની યકભ 

઩ણ એકઠી ન કયી ળકી તે પલચાય ભાત્રથી ુ઄ભને ફુંનેને સ્ત્રીજાતની ગયીફી 

઩ય ગ સ્વો ુઅવ્મો. ુઅ઩ણી ભાતાઓએ શ ું કય ું ુઅખ ું જીલન? શ ું તેભની ઩ાવે 

઩ોતાની દીકયીઓને ુઅ઩ી જલા કશ ું શત  ું જ નશી? સ્ટાુઇરભાું પોટો 

઩ડાલતી, ઝર ખે ુઈબી યશી ભીઠ ુંભીઠ ું સ્સ્ભત કયતી કેટરીમ સ્ત્રીઓની છફીઓ 

દીલાનખાનાભાું શતી. શા, તે ભેયીની ભાની છફી શતી, કદાચ તેની વાસ ની, 

કદાચ ુ઄ન્દ્મ કોુઇ ઩ યાતન સ્ત્રીની. ુઅ ફધી સ્ત્રીઓ જેભણ ેદવ-દવ, ફાય-

ફાય ફા઱કોને જન્દ્ભ ુઅપ્મો શતો. ઩ણ ભાતતૃ્લના સ ખની એક ઝરક સ ધ્ધાું 

તેભના ચશયેા ઩ય દેખાતી ન શતી. તે ઘયેલ ું સ્ત્રીઓ ુ઄મ ક પનપશ્ચત દામયાભાું 

જીવ્મા કયી. જૂની ળારને સ્ટાુઇરભાું ઓઢીને ઩ાવેની ફાસ્કેટભાું નાનકડા 

કૂતયાને ફેવાડીને કેભેયાની આંખ તયપ તાકી યશરેી ુઅ સ્ત્રીઓ ુઅભ જ 

જીલી – સ ખનો દેખાડો કયતી. જો તેઓ કભાતી શોત, કાભ કયતી શોત – 

યેળભના ુઈત્઩ાદનન ું કે સ્ટોક એક્વચેન્દ્જન ું કે ુ઄ન્દ્મ ગભે તે – તો તેઓ 

ચોક્કવ લીવથી ત્રીવ શજાય ઩ાુઈન્દ્ડ મકૂતી ગુઇ શોત. ુ઄ને તો ુ઄ભે, તેભની 

઩ ત્રીઓ કે ઩ૌત્રીઓ, ુઅજે ુ઄ભાયી ઩ોતાની વુંસ્થાભાું પનયાુંતે ફેવી 

ુઅયક્ોરોજી, ફોટેની, એન્દ્રો઩ોરોજી, દપઝીક્વ, ભેથેભેદટક્વ, એસ્રોનોભી, 

યીરેદટપલટી કે  જમોગ્રાપી જેલા પલ઴મોની ચચામ કયતી શોત. 

 

Check Your Progress 2 

Advertisement 1: Indian Oil 

We never shut. Because India never shuts down. 
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Gujarati Translated Text: ુ઄ભે ક્ાયેમ ફુંધ નથી કયતા. કાયણકે દેળ 

ક્ાયેમ ફુંધ નથી થત  ું.  
✔ Corrected Gujarati Translated Text:  

1. Word-to-Word Translation (Literal): ુ઄ભે ક્ાયેમ ફુંધ નથી 

શોતા. કાયણકે દેળ ક્ાયેમ ઩ણ ફુંધ નથી શોતો. 

2. Sense-to-Sense Translation (Interpretation): ુ઄ભે શુંભેળા ખ લ્રા 

યશીએ છે, કાયણકે દેળ ક્ાયેમ ઩ણ થુંબી જતો નથી. 
Advertisement 2: Nyle 

Original English Text: Fight Dandruff with Goodness of Curd 

Translated Gujarati Text: ડેન્દ્ડયપના વાથી રડો દશીંના ગ ણો વાથે 

✔ Corrected Gujarati Translated Text:  

1. Word-to-Word Translation (Literal): ડેન્દ્ડયપના વાથી રડો 

દશીંના ગ ણો વાથે 

2. Sense-to-Sense Translation (Interpretation): ડેન્દ્ડયપ વભસ્મા 

વાથે રડો દશીંના ગ ણો વાથે 

Advertisement 3: Mahindra & Mahindra 

Original English Text: When We Choose Together, We Choose Right. 

Translated Gujarati Text: જમાયે ુઅ઩ણ ે વાથે ચ નાલ કયીએ. વાચો 

ચ નાલ કયીએ. 

✔ Corrected Gujarati Translated Text:  

1. Word-to-Word Translation (Literal): જમાયે ઩ણ ુઅ઩ણે વાથે 

ભ઱ીને ઩વુંદગી કયીએ, ત્માયે વાચી ઩વુંદગી કયીએ. 

2. Sense-to-Sense Translation (Interpretation): ઩દયલાય વાથે 

઩વુંદગી કયો ત્માયે વાચી ઩વુંદગી કયો. / ઩દયલાયની ઩વુંદ, એ જ 

છે ખયી ઩વુંદ. 
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UNIT : 9       CONCEPT OF INDIAN LITERATURE 

      AND TRANSLATION 

 

::  STRUCTURE :: 

9.0  Objectives 

9.1 Introduction 

9.2  Indian Literary Traditions 

9.3 Historical Overview of Literary Translation in India 

 1. Ancient and medieval translation practices in India 

 2. Translations in colonial and post-colonial India 

9.4  Challenges and Issues in Indian Literary Translation 

9.5  Case Study: Text, Translation, Discussion 

9.6  Check Your Progress  

9.7 Let’s Sum Up 

9.8 Key Words 

9.9 Suggested Reading   

 Answers 

 

9.0  OBJECTIVES 

In this Unit, we shall  

● Explore Indian literary traditions. 

● Examine the historical overview of literary translation in India, 

encompassing ancient and medieval practices, as well as 

translations in colonial and post-colonial India. 

● Examine the challenges and issues faced in Indian literary 

translation. 

● Engage in a case study to deepen our understanding of text, 

translation, and related discussions. 

On completion of this Unit, you should be able to  

● Describe Indian literary traditions and their significance. 

● Outline the key aspects of historical literary translation in 

India, including its evolution and impact. 

● Identify and discuss the challenges and issues faced by 

translators in the Indian context, considering the historical 

evolution and impact of literary translation in india. 

● Apply your knowledge to critically analyze case studies 

involving texts and their translations in Indian literature, 

considering the challenges and issues faced by translators in 

the Indian context as discussed in this unit. 
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9.1 INTRODUCTION 

In this Unit, we shall discuss Indian literary traditions, take up a 

historical overview of literary translation in India, and explore the 

challenges and issues in this field. First, we shall delve into ancient 

and medieval translation practices in India, examining their significant 

influence on our literary heritage. Next, we shall consider translations 

during colonial and post-colonial periods, unravelling the complex 

interplay of languages, cultures, and ideologies. We shall also address 

the challenges faced by translators in India. Finally, we'll bolster our 

understanding with case studies, where we analyse texts, their 

translations, and engage in meaningful discussions. 

9.2 INDIAN LITERARY TRADITIONS 

India, a land of rich cultural diversity, boasts an incredibly vast and 

varied literary heritage that dates back over 3,500 years. Indian 

literature is written in a variety of languages, including Sanskrit, 

Tamil, Telugu, Kannada, Malayalam, Hindi, Punjabi, Bengali, 

Marathi, Gujarati, and Assamese. It encompasses a wide range of 

genres, including poetry, drama, fiction, non-fiction, and religious 

texts. In this section, we will delve into the multifaceted world of 

Indian literary traditions, exploring their historical evolution, 

linguistic diversity, and enduring impact on the global literary 

landscape. 

Historical Roots of Indian Literary Traditions 

Indian literary traditions have ancient roots dating back over three 

millennia. The earliest literary works in India were composed in 

Sanskrit, the classical language of ancient India. Some of the most 

important works written in Sanskrit include: 

● The Vedas:The Vedas are the oldest surviving texts in Hinduism. 

These texts, believed to have been orally transmitted for centuries 

before being written down, are a collection of hymns, prayers, and 

rituals that were composed between 1500 and 1000 BCE. 

● The Ramayana and the Mahabharata:The Ramayana and the 

Mahabharata are two Sanskrit epics that were composed between 

500 BCE and 200 BCE. These epics narrate intricate tales of 

valour, morality, and divine intervention and continue to influence 

Indian culture and thought. 

● The Panchatantra:The Panchatantra is a collection of animal 

fables written in Sanskrit around 300 BCE. It stands as one of 

the most translated works in world literature. 
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● The Bhagavad Gita:The Bhagavad Gita is a philosophical 

dialogue from the Mahabharata, and it stands as one of the 

most significant and impactful religious texts in Hinduism. 

● The works of Kalidasa:Kalidasa was a Sanskrit playwright 

and poet who lived in the 5th century CE. He is widely 

regarded as one of the greatest writers in the Sanskrit 

language, known for his renowned works such as the plays 

Abhijnanashakuntalam and Meghaduta. 

Linguistic Diversity in Indian Literature 

One of the most remarkable aspects of Indian literary traditions is the 

incredible linguistic diversity. India is home to over 22 officially 

recognized languages and numerous dialects, each with its own 

unique literary heritage. These languages can be broadly categorized 

into two language families: Indo-Aryan and Dravidian. 

Indo-Aryan Languages: 
 

1. Sanskrit: As previously noted, Sanskrit stands as the oldest 

classical language and the cornerstone of Indian literature. It is 

celebrated for its precision and opulence, birthing a plethora of 

classical Sanskrit literature, such as the compositions of Kalidasa, 

Bhasa, and Panini. 
 

2. Hindi: Hindi, written in the Devanagari script, is one of the most 

widely spoken languages in India. It has a rich literary tradition, 

with works such as Tulsidas' Ramcharitmanas and Kabir's 

philosophical verses. 
 

3. Bengali: Bengali literature, notably the works of Rabindranath 

Tagore, has garnered international acclaim. Tagore's poetry, 

stories, and songs are celebrated worldwide. 

 

I. Dravidian Languages: 
 

1. Tamil literature has a rich heritage dating back to the Sangam 

period, around the 3rd century BCE. The Sangam poetry, 

characterized by its classical form, emphasizes themes of love, 

war, and nature. 
 

2. Telugu: Telugu literature flourished under the patronage of 

empires like the Vijayanagara Kingdom. The "Andhra 

Mahabharatam" by the Kavitrayam, composed of Nannayya, 

Thikkana, and Yerrapragada, is a notable epic in Telugu. 

 

3. Kannada: Kannada literature boasts a rich tradition of poetry, 

drama, and prose. The works of writers like Kuvempu and 

Shivarama Karanth have received critical acclaim. 
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Medieval and Modern Indian Literature 

The medieval period in India witnessed the emergence of Bhakti and 

Sufi poetry, characterized by devotional and mystical themes. Saint 

poets like Kabir, Mirabai, and Sant Tukaram transcended linguistic 

and cultural boundaries with their verses, emphasizing a personal 

connection with the divine. 

With the advent of European colonial powers, Indian literature 

underwent significant transformations. Indian writers utilized the 

English language to articulate their distinct perspectives on Indian 

culture, society, and politics. Some of the most prominent Indian 

English writers of the colonial era include Bankim Chandra 

Chattopadhyay, Rabindranath Tagore, Mulk Raj Anand, and R.K. 

Narayan. British colonialism also wielded a substantial influence on 

the substance of Indian literature. Many Indian writers employed their 

works to delve into themes of colonialism, nationalism, and identity. 

They delved into the repercussions of British rule on Indian society, 

the challenges faced by the Indian populace, and the aspirations for a 

brighter tomorrow. 

Indian Literature in the Post-Independence Era 

The partition of India in 1947 also had a profound impact on 

literature, with writers like Saadat Hasan Manto, Khushwant Singh, 

and Amrita Pritam addressing the human tragedy and communal 

tensions resulting from the partition. The post-independence era 

witnessed a resurgence of Indian literature, as writers explored a wide 

range of themes, including the legacy of colonialism, the challenges 

of nation-building, and the quest for identity. They also engaged in 

experimenting with new forms and styles, drawing inspiration from 

both Indian and Western traditions. Renowned authors such as R.K. 

Narayan, Mulk Raj Anand, and Anita Desai in English, as well as 

Mahashweta Devi, Shrilal Shukla, Sunil Gangopadhyay, and Suresh 

Joshi from various Indian language literatures, made significant 

contributions to Indian literature. 

Indian Literature in Contemporary Times 

Contemporary Indian literature portrays the dynamic and evolving 

nature of Indian society. Authors like Arundhati Roy and Jhumpa 

Lahiri have garnered international acclaim for their works, addressing 

modern-day issues such as globalization, migration, and urbanization. 

Furthermore, Indian literature has transcended India's borders, with a 

substantial diaspora making noteworthy contributions to the global 

literary landscape. Writers of Indian descent, including Salman 

Rushdie and Aravind Adiga, have been honored with esteemed 

international awards for their literary accomplishments. 
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Today, Indian literature continues to be a vibrant and dynamic 

tradition. Many Indian writers are producing important and innovative 

works in a variety of languages. This rich and diverse tradition, as we 

have observed, truly has something to offer every reader, transcending 

cultural boundaries and connecting with the shared human experience. 

9.3.  HISTORICAL OVERVIEW OF LITERARY 

 TRANSLATION IN INDIA 

India's culture of translation predates European colonization and has 

been influenced by trade, religious conversions, scholarly travel, and 

pilgrimages. Mediators of science, philosophy, religion, and literature 

included priests, scholars, travelers, students, and "dwibhashis" 

(bilingual people) or ―bahubhashis‖ (multilingual people). While we 

tend to think of translators as individuals with a deep understanding of 

two languages, early translations in India were often facilitated 

through intermediaries on both ends. This arrangement meant that the 

accuracy and fidelity of the translations could vary based on the skills 

and knowledge of the intermediaries involved. Nevertheless, despite 

the challenges, early translations played a crucial role in 

disseminating Indian ideas and values to other regions of the world 

and in fostering closer connections between Indian and non-Indian 

cultures. 

Literary translation in India is a tapestry woven with threads of 

cultural exchange, linguistic diversity, and the timeless power of 

storytelling. Throughout its history, India has been a melting pot of 

civilizations, languages, and ideas, and literary translation has played 

a pivotal role in connecting these diverse strands. Let‘s explore the 

evolution of literary translation in India through two distinct epochs: 

ancient and medieval translation practices, and translations in colonial 

and post-colonial India. 
 

1. Ancient and medieval translation practices in India 

Translation in ancient India was a significant practice, despite the 

limited available literature on the subject. The study of early 

translation history in the Indian subcontinent faces various challenges. 

The evidence is fragmented, primarily due to the prevalence of oral 

traditions, the loss of texts, and the continuous evolution of languages 

in the region. Establishing precise timelines for texts is often 

challenging, given the vast geographical expanse of the subcontinent, 

which blurs the lines between languages and dialects. Moreover, 

distinguishing between retellings, adaptations, and true translations 

can be complex. Furthermore, there is a lack of substantial prior 

research in this area. 
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In ancient India, the practice of translation was intricately connected 

to the country's vibrant oral culture. This tradition involved the 

sharing of literature and music through songs and poems, 

transcending linguistic and regional barriers informally. These 

narratives were fluid and open to adaptation and elaboration based on 

the storyteller's creative input. As a result, various versions of 

esteemed texts like the Bhagavata stories, the Ramayana, and the 

Mahabharata surfaced, showcasing the individual storyteller's distinct 

viewpoint and choices. 

Key narratives such as the Kathasaritsagar, the Jataka tales, 

Panchtantra, and the Hitopadesa played pivotal roles in inspiring the 

spread of hybrid stories across diverse linguistic and cultural 

landscapes. These narratives showcased recurring archetypal 

characters like the clever wife, the foolish priest, and the greedy 

merchant, whose tales transcended regional boundaries and resonated 

in various parts of the subcontinent. This dynamic process of oral 

translation and transmission was an integral aspect of Indian tradition, 

enabling stories and ideas to move freely and adjust to varying 

cultural contexts. 

A notable example of this ancient practice is exemplified in A.K. 

Ramanujan's groundbreaking essay, "Three Hundred Rāmāyaṇas: 

Five Examples and Three Thoughts on Translation." Ramanujan's 

work delves into the epic tale of the Ramayana, spanning over 2,500 

years and crossing linguistic, cultural, and geographical borders. 

Through this essay, he vividly illustrates how the story of Rama has 

evolved and been reinterpreted across diverse languages and regions, 

underscoring the fluid and ever-evolving nature of translation 

practices in ancient India. Similarly, the Panchatantra, a collection of 

animal fables, has a fascinating translation history. It was initially 

translated from Sanskrit into Pahlavi in the sixth century and then into 

Syriac, Arabic, Greek, Hebrew, Latin, and other languages over the 

centuries. 

Alongside this rich oral tradition, the earliest recorded translations are 

likely to be the names of places and rulers, such as the Greek version 

of the name of the Indian emperor Chandragupta, "Sandracottos‖, 

which shows the cross-cultural exchange and translation of names 

during ancient times. The Indian emperor Asoka's edicts also provide 

evidence of translation activity in India in the third century BC. The 

edicts were written in local languages, such as Prakrit and Aramaic, in 

order to be accessible to a wider audience. The University of Nalanda, 

located in northeastern India, gained significant renown for its role in 

training translators from the fourth century onwards. Translators from 
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Nalanda played a vital role in spreading Buddhism and Indian culture 

to China. Some of the key translators from Nalanda include: 

● Kumarajiva (344–413) translated the Life of Nagarjuna into 

Chinese. 

● Jinagupta, who translated thirty-seven Sanskrit works into 

Chinese. 

● Paramartha, who translated the Life of Vasubandhu into 

Chinese. 

● Hsuan Tsang, who translated over thirty major Buddhist 

volumes into Chinese. 

● I Tsing, who took several hundred texts back to China. 

● Dharma Deva (960–1000), who translated 118 Buddhist texts 

into Chinese. 

These texts cover a wide range of subjects, including Buddhism, 

Hinduism, astronomy, mathematics, and medicine. Interestingly, some 

of the earliest printed books in China were written in Sanskrit. These 

translators played a key role in disseminating Indian culture and 

knowledge to China, shaping Chinese Buddhism and other aspects of 

Chinese culture. The fact that Nalanda was a center for translation is a 

testament to the importance of translation in Indian culture, 

showcasing its vital role in spreading Indian culture and knowledge to 

the world in the classical era. 

Medieval India witnessed the widespread translation of numerous 

renowned Sanskrit texts into regional languages, particularly religious 

and instructional works that the general population, unfamiliar with 

Sanskrit, desired to comprehend. Several factors contributed to this 

trend: 

● The rise of devotional movements such as Bhakti emphasized 

the significance of making religious texts and teachings 

accessible to all, irrespective of their social status or education. 

Saints like Kabir, Tukaram, Eknath, Ravidas, Surdas, Narsinh 

Mehta, and Meera Bai, by composing simple and heartfelt 

pieces in languages understood by the masses, democratized 

spirituality, highlighting love, devotion, and equality in their 

works. 

● The spread of literacy in the regional languages facilitated a 

broader readership, enabling more individuals to engage with 

and comprehend these translated works. 

● The patronage of kings and other patrons of the arts was 

crucial in supporting the translation of Sanskrit works into the 

regional languages. 

Some of the most well-known examples of medieval Indian 

translations include: 

● The Tamil translation of the Ramayana by Kamban in the 12th 

century CE. 
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● The Kannada translation of the Mahabharata by Kumaravyasa 

in the 14th century CE. 

● The Oriya translation of the Bhagavata Purana by Jagannatha 

Dasa in the 16th century CE. 

These translations had a profound impact on Indian culture and 

society, making religious and didactic works accessible to a broader 

audience and promoting the development of regional languages. 

An important figure in the history of Indian translation is the Mughal 

emperor Akbar (1542-1605 CE). He established a "maktab khana" or 

translation bureau with the specific purpose of translating important 

Indian texts into Persian. Under his patronage, several significant 

works were translated, including the Mahabharata, the Yogavasistha, 

the Harivamsa, the Srimad-Bhagavat, the Singhasan Battisi, and the 

Ramayana. Additionally, Akbar entrusted the translation of these 

works to skilled scholars and linguists, such as Badauni, who was 

tasked with translating the Ramayana into Persian. Despite initial 

reluctance, Badauni's translation was of such high quality that Akbar 

assigned him the challenging task of translating the Atharvaveda into 

Persian. Akbar's translations helped to promote cultural understanding 

and exchange between the different religious and ethnic groups in his 

empire. 

Akbar‘s great-grandson, Dara Shikoh (1615-1659), continued the 

tradition of translation and intercultural dialogue with a particular 

focus on Hindu texts. Dara Shikoh's most notable translation project 

was the translation of fifty Upanishads from Sanskrit into Persian. 

This translation, known as the "Sirri-Akbar" or "Sirri Asrar" (The 

Great Secret), aimed to bridge the gap between Hinduism and Islam 

by exploring the philosophical and metaphysical ideas present in these 

texts. He sought to identify parallels between Sufi thought, 

particularly the concept of the Unity of Being (Wahdatul wajood), and 

Hindu Vedanta philosophy. 

It is crucial to acknowledge that in pre-colonial India, translation 

primarily manifested as "retelling" Sanskrit texts in other Indian 

languages, emphasizing a creative departure from the original text 

rather than a literal word-for-word translation. This method was 

shaped by the dual nature of texts like the Ramayana and 

Mahabharata, which were seen as both poetic narratives (kavyas) and 

scriptures. The rich oral tradition in India further influenced this 

approach, allowing for linguistic and thematic variations from the 

original text, resulting in ever-evolving narratives. In this scenario, the 

translator's role was never deemed as secondary, and intertextuality 

played a pivotal role in these 'transcreations." 

For instance, diverse versions of the Ramayana emerged in various 

Indian languages as a result of this "retelling" or "transcreation" 
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approach. Kannassa Paniker and Thunchath Ezhuthacchan undertook 

the translation of the Ramayana into Malayalam during the fourteenth 

and sixteenth centuries, respectively, infusing the narrative with their 

distinct creative elements and nuances. Similarly, the Tamil 

Kamparamayanam and Tulasidas' Ramcharitmanas in Hindi 

exemplified intertextuality and innovative deviations from the original 

Sanskrit text, illustrating the dynamic essence of translation in pre-

colonial India. 

2. Translations in colonial and post-colonial India 

With the onset of British colonialism in India in the mid-18th century, 

translation practices underwent significant changes. There arose a 

practical necessity for British officials to acquire knowledge of local 

languages and texts. This requirement emerged from the 

administration's need to conduct affairs in Indian languages. To 

govern India effectively, British officials had to acquaint themselves 

with the culture, customs, and languages of the Indian subcontinent. 

Consequently, a reverse flow of translation emerged, with Indian texts 

being rendered into English. This translation endeavor received 

official backing and aimed to assist British officials in comprehending 

Indian philosophical and religious texts. Noteworthy translations from 

Indian languages into English during this era included Sir William 

Jones in 1789 and Charles Wilkins in 1784. 

The establishment of Fort William College in Calcutta in 1800, under 

the leadership of the college principal and Professor of Hindustani 

language, John Gilchrist, marked a crucial turning point in the history 

of translation in India. The college aimed to train British officers in 

the languages and cultures of India, particularly Hindustani. John 

Gilchrist and his team of munshis (language instructors) undertook 

ambitious translation projects, translating classical works from 

Persian and Sanskrit into Hindustani (a precursor to modern Hindi and 

Urdu). These translations included renowned literary texts such as the 

Gulistan, Qissa Chahar Darveish, Qissa Gul-I-Bakawali, Dastan 

Amir Hamza, Singhasan Baattisi, and Qissa Alif Laila o Laila. These 

translated works had a profound impact on indigenous languages and 

literatures, introducing new narrative styles, literary forms, and 

storytelling traditions to Indian literary landscapes. The popularity of 

these translations contributed significantly to the growth of 

indigenous languages and literatures. One of the Persian texts that 

notably influenced Indian writers during the late colonial period was 

Omar Khayyam's Rubaiyyat, through Edward Fitzgerald's English 

translation or "transcreation." By the 1930s, this work had been 

translated into most Indian languages, sparking excitement in poetic 

circles and inspiring new approaches to poetry in some languages. 
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British orientalists translated Sanskrit texts into English, but these 

translations often aimed to sanitize the texts and make them 

acceptable in the West. This process involved erasing cultural 

specifics. Lord Macaulay's "Minute" of 1835 promoted English as the 

medium of education in India, seeking to propagate British culture 

and ideology among Indians to strengthen British rule. English 

subsequently became the primary medium for knowledge 

dissemination in India. British scholars then translated English texts 

into Indian languages, intending to educate the natives and instill 

colonial ideology. Despite the colonial agenda, translation also 

assumed a subversive role in India. Some Indian translators 

challenged British hegemony by translating directly from Persian and 

other languages, bypassing English translations. Others translated 

English texts in a manner that subverted colonial values. 

During the mid-19
th
 century period, Indian writers engaged 

extensively with European and English authors, often translating their 

works into various Indian languages. This broader perspective on 

translation encompassed not only Indian texts into European 

languages but also European literary works into Indian languages. 

Several notable translations included works by William Shakespeare, 

lesser-known Victorian novelists like G.W.M. Reynolds, and essays 

by Joseph Addison and Richard Steele, which were highly regarded in 

India. The practice of reading, translating, and assimilating European 

and English authors contributed to the growth of literary traditions in 

India, playing a pivotal role in the emergence of new literary genres 

such as the novel. For instance, in Malayalam, Chandu Menon's 

'Indulekha' was an adaptation of Disraeli's 'henrietta Temple'. In Urdu, 

Nazir Ahmad's novels were based on English prototypes, such as 'The 

Family Instructor' by Defoe. In Bangla, Bankim Chandra Chatterjee 

was greatly influenced by Walter Scott's historical novels. 

The early 1900s was a significant period of literary exchange and 

translation within Indian languages. This was especially true for 

Bengali literature, which gained prominence after Rabindranath 

Tagore won the Nobel Prize in Literature in 1913. Writers from 

various regions of India visited Santiniketan, Tagore's residence, to 

engage with his Bengali works and subsequently translate them into 

their respective languages. Additionally, works of other Bengali 

authors like Dwijendralal Ray, focusing on themes related to the 

Mughal and Rajput empires, were also being translated into different 

Indian languages. Ray's plays found popularity and were translated 

into Gujarati during the Indian independence movement by the 

eminent Gujarati writer and poet Jhaverchand Meghani. Furthermore, 

translations of literary works from languages such as Tamil poetry by 

Subramanya Bharati and Hindi novels by Premchand were actively 

being carried out during this era. 
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The first half of the 20th century was a golden age for translation 

within Indian languages. This era was characterized by the significant 

influence of Tagore and other prominent Bengali writers. 

Additionally, there was a growing recognition of the pivotal role of 

translation in fostering cultural exchange and enhancing 

understanding among the diverse regions of India. 

Before independence, it was common for individuals to explore 

various Indian languages, viewing it as a gateway to new communities 

and expanded freedoms. However, post-independence, the enthusiasm 

for learning different Indian languages has waned. This decline 

signifies a loss in the interconnectedness of Indian cultures and 

languages. Renowned Indian writers such as Rabindranath Tagore and 

Manto achieved global recognition through their English translations, 

whereas numerous regional authors remained relatively obscure 

beyond their linguistic circles due to a scarcity of translators and 

limited publisher interest. Despite India's linguistic diversity, there 

exists a noticeable absence of cross-cultural exchange between states. 

Interestingly, it is easier to find works by international authors like 

Mario Vargas Llosa, Jorge Luis Borges, and Gabriel Garcia Marquez 

in local Indian languages than to access Bengali, Gujarati, or Hindi 

literature in English. Translation should have been a paramount 

concern in India, yet it has been neglected for an extended period. 

Nonetheless, there have been recent advancements, with the Sahitya 

Akademi initiating translation workshops nationwide in the 1980s. 

A groundbreaking moment in Indian literature occurred when Salman 

Rushdie's novel Midnight's Children was published in 1981. This 

work, which explores India's post-independence history through 

magical realism, garnered international acclaim and won the Booker 

Prize. The novel's success opened doors for Indian authors writing in 

English and sparked interest in translating contemporary Indian 

literature. 

Contemporary Indian literature has showcased a diverse array of 

celebrated authors whose works have not only gained recognition in 

their original languages but have also been translated into various 

Indian languages, broadening their audience. Girish Karnad's plays, 

including Tughlaq and Hayavadana, Mahasweta Devi's socially 

impactful narratives like Draupadi and Hajar Churashir Ma, and 

Anita Desai's novels such as Clear Light of Day and In Custody, have 

all been translated into multiple Indian languages, expanding their 

readership. U. R. Ananthamurthy's thought-provoking works like 

Samskara and Bharathipura, Maitreyi Devi's memoirs, Khushwant 

Singh's novels, Amrita Pritam's poignant poetry and prose, Mahesh 

Dattani's influential plays, and O. V. Vijayan's masterpiece 

Khasakkinte Itihasam have also been translated, enriching India's 

literary landscape and promoting cultural exchange among its diverse 
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linguistic communities. These translations highlight the significance 

of literature in surmounting language barriers and fostering a shared 

cultural fabric in a multilingual nation. 

In recent years, Indian literature has witnessed a surge in translation 

activity, leading to numerous authors gaining global recognition. 

Arundhati Roy's The God of Small Things, originally penned in 

English, created a literary sensation. The literary achievements of 

Indian authors like Amitav Ghosh, Arvind Adiga, and Gitanjali Shree 

have earned both national and international acclaim, with their works 

being honored with prestigious awards such as the Jnanpith Award, 

Man Booker Prize, and Booker Prize. The translation of their literary 

works into various languages, including Hindi, has significantly 

broadened their readership and impact within India and beyond. 

Apart from individual authors, several organizations in India are 

dedicated to promoting literary translation. Some notable 

organizations include: 

● Sahitya Akademi:The Sahitya Akademi is the national 

academy of letters in India. It plays a crucial role in 

promoting literary translation through various initiatives, 

such as organizing translation workshops nationwide and 

providing support to translators and publishers. 

o Providing grants to translators 

o Publishing translated works 

o Organizing literary translation workshops and seminars 

● Katha:Katha is a non-profit organization that aims to 

promote literacy and education in India. One of their 

notable projects is the National and International 

Translation Contests, which help in expanding the pool of 

translators. Through these initiatives, Katha strives to 

build a diverse group of skilled translators. Additionally, 

they present the A K RAMANUJAN Award to translators 

who demonstrate exceptional skill in translating between 

two or more Indian languages. 

● National Book Trust:The National Book Trust is a 

government of India organization that promotes books and 

reading in India. It also fosters literary translation through 

its publishing program, which encompasses numerous 

translated works. To date, it has published books translated 

into over 50 Indian languages. 

● Publishing houses:A number of publishing houses in India 

are also involved in promoting literary translation. They 

publish translated works from a variety of Indian 

languages and provide financial and logistical support to 

translators. For instance, Penguin Random House India 

(PRHI) launched a new imprint in 2023 called 'Penguin 
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Swadesh', which focuses on publishing books in various 

Indian languages. This initiative is a significant step 

forward for the Indian publishing industry and Indian 

readers, as it expands access to a broader range of books in 

their native languages. 

9.4  CHALLENGES AND ISSUES IN INDIAN 

 LITERARY TRANSLATION 

Indian literary translation is a challenging and complex endeavor. It is 

a process that demands a profound comprehension of both the source 

and target languages, along with the cultural contexts of both. 

Translators must also effectively communicate the subtleties of the 

original text in a manner that is both faithful and understandable to 

readers of the target language. 

Here are some of the key challenges and issues in Indian literary 

translation: 

Linguistic Diversity and Cultural Specificity: 

One of the most significant challenges in translating Indian literature 

is the sheer linguistic diversity of the country. India is home to 

hundreds of languages and dialects, each with its unique cultural 

nuances and idiomatic expressions. Translating works across these 

languages while capturing the essence of the original text can be 

daunting. For instance, The Gujarati novel Angaliyat (1986) by Joseph 

Macwan, translated by Rita Kothari in English as The Stepchild 

(2004), is a difficult work to translate due to its raw and dialectical 

language. The opening paragraph of the novel contains words such as 

ુઈઠતાુંલેંત (as soon as he/she wakes up), બડબાુંખળુું (early morning), 

and ુ઄ડાયાની ઝાું઩રી adaaraa ni zampali (fence-like gate made of 

barb-wires for the open foreground). These words are typical 

dialectical expressions that are difficult to translate into English 

without losing their original meaning and tone. The translator of 

Angaliyat, Rita Kothari, has tried to convey the meaning of these 

words in English, but the translation does not fully capture the raw 

and dialectical tone of the original. This is a common problem in the 

translation of Indian literature, which is often characterized by its rich 

and diverse language. The loss of dialectical tone is a significant 

challenge in the translation of Indian literature. It can make the 

translated work less accessible to readers who are not familiar with 

the source language and culture. It can also make the translated work 

less faithful to the original work. 

In the process of translation, two common approaches are often 

employed when encountering such idiomatic and dialectical 
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expressions: "word-to-word" translation or omission. The former, 

while attempting to provide a direct equivalent in the target language, 

frequently falls short of conveying the rich cultural context that the 

original idiom or proverb encapsulates. This method may result in a 

loss of depth and subtlety, rendering the translation less effective in 

conveying the intended meaning. On the other hand, the latter 

approach involves omitting the dialectical expressions altogether, 

thereby avoiding the challenge of translation but at the cost of 

sacrificing the unique cultural and regional flavor that these 

expressions bring to the source text. 

Loss of Nuance and Cultural Context: 

Translating Indian literature often involves a loss of nuance and 

cultural context. Indian texts are deeply rooted in the country's 

history, mythology, and traditions. When translated, intricate cultural 

references may not carry the same weight in the target language, 

leading to a dilution of the original work's impact. For example, in 

Mulk Raj Anand's novel The Untouchable, the translator awkwardly 

translates the word "salwar" as "loose trousers held with a string." 

Today, translators would simply use the word "salwar," as it is now a 

familiar term in English. Another example is the translation of kinship 

terms. Indian languages have a rich vocabulary for kinship terms, 

while English has a more limited vocabulary. This can make it 

difficult to translate kinship terms into English in a way that preserves 

their meaning and nuance. For example, the Hindi words "chacha," 

"tau," "mama," "phoophaa," "mousa" all refer to different types of 

uncles. English only has one word for uncle, which can make it 

difficult to convey the nuances of these relationships in translation. 

When translating texts containing these terms into English, translators 

face a dilemma. They must decide whether to opt for a more 

generalized term like "uncle" or resort to cumbersome explanations. 

Both choices entail compromises. Using 'uncle' sacrifices the 

specificity and richness of the original, while explanations may 

disrupt the narrative flow and risk alienating readers with lengthy 

digressions. 

Linguistic Hierarchy 

The challenge of linguistic hierarchy in Indian literary translation 

extends beyond mere cultural loss. It serves as a hindrance to cultural 

diversity and inclusivity, silencing the voices and perspectives of 

lesser-known languages and dialects. Despite India's vast linguistic 

diversity, a select few languages like Hindi, Kannada, Telugu, Bangla, 

and Marathi have traditionally held privileged positions in translation. 

This hierarchy is sustained by various factors, including the power 

dynamics of languages on a global scale and the implicit hierarchy of 



140 
 

cultures and states within India. Consequently, lesser-known 

languages and dialects, such as those in the Northeast or Western 

Pahari regions, struggle to overcome the linguistic hierarchy. These 

languages embody diverse literary traditions, yet they often face 

barriers in reaching a broader audience. 

This linguistic hierarchy has several negative implications. Firstly, it 

results in a loss of cultural diversity. When only a few languages are 

translated, readers are exposed to a limited range of Indian culture, 

potentially leading to a misperception of India as a monolingual and 

monocultural society. Secondly, the linguistic hierarchy can hinder 

the development of lesser-known languages. Without translations, 

these languages struggle to reach a wider audience and gain 

recognition, risking a decline in their usage and loss of cultural 

heritage. Thirdly, the linguistic hierarchy can negatively impact the 

careers of translators. Translators working with lesser-known 

languages may face challenges in finding publishers and audiences, 

making it hard to sustain a livelihood and potentially discouraging 

them from pursuing translation as a career. 

Lack of Resources and Low Demand for Translations of Indian 

Literature 

There is a scarcity of resources available to translators of Indian 

literature, such as translation dictionaries, glossaries, and financial 

backing. This scarcity can hinder translators in accurately translating 

words and phrases and in sustaining their livelihoods. Additionally, 

there is a limited interest in translations of Indian literature, both 

domestically and globally. This lack of demand stems from various 

reasons, including the dominance of English in the global publishing 

industry and the perception that Indian literature may be too culturally 

specific or challenging for a broader readership. 

In addition to the lack of resources and low demand, translators of 

Indian literature also face the challenge of finding publishers willing 

to publish their work. Publishers are often hesitant to invest in 

translations of Indian literature due to the perceived lack of demand. 

As a result, many translators of Indian literature are compelled to 

work on a freelance basis and depend on their own resources to 

complete translations. This can hinder their ability to produce high-

quality translations and contribute to a limited diversity in the range of 

Indian literature that gets translated. 

9.5   CASE STUDY: TEXT, TRANSLATION, DISCUSSION 

Translation of literature has been a recurring theme in the previous 

units, Unit 5 (Translating Poetry), Unit 6 (Translating Drama), Unit 7 

(Translating Fiction), and Unit 8 (Translating Non-Fiction). These 



141 
 

units have provided you with valuable practical experience in 

translating passages from Indian texts of various genres, equipping 

you with the skills and insights needed for literary translation. The 

present unit builds on this foundation by recapping and further 

exploring the challenges and nuances specific to Indian literary 

translation. It offers an opportunity to consolidate your understanding 

and apply the knowledge and skills you've gained from previous units 

to the realm of Indian literature. Let us examine excerpts from Varsha 

Adalja's magnum opus Gujarati historical novel, Crossroad, published 

in 2016. Spanning three generations and five decades, the novel is set 

to be translated into English by Jenny Bhatt in 2024. 

Text 

ક્ર૊વય૊ડ  

લ઴ાા અડારજા  

ક મ દ રાગી ળોધલા ભાટે બાગી છૂટલા. ુ઄ન્દ્લમ શે્રષ્ઠ વભમ કમો શોલો? 

નદીકાુંઠો વાદ ઩ાડતા. ચડાલી ઩ાટી઩ેનના ઠેરી ુઈ઴ાનો શાથ ઩કડી, 

રખલાભાું ભચી ઩ડેરી લાવુંતીની ઩ાટી ખેંચી રુઆ ક મ દ ળા઱ાના પલ઱માની 

ફશાય દોડી ગુઇ. ઩ાછ઱ે બભૂ ઩ડી, ક ...મ ...દ! ુઉબી યે. જોલા રાક્ષ્ભણ! 

―બાયે દોડકણી ત  ું! જાણે લામયો લામો.‖ 

―઩ણ ભને કાું ટોકી?‖ 

―ફેન, ભાયી ઩ાટીભાું ઩ાદટમાનાું નાભ રખી દે ને! પલ઱માભાુંથી દેખાત  ું 

નથી.‖ 

રક્ષ્ભણનો ઩ાટો બાુંગેરા ઓટર ેમકૂી દૂય ુઈબો યહ્યો. શુંુ઄ને કશતેી ક મ દ 

ઓટરે ફેવી શાથ રુંફાલે ત્માું લાવુંતી શ્વાવબેય દોડી ુઅલી. 

―એ... ુઉબી યે!‖ 

―રે, શ ું કાભ?‖ 

રક્ષ્ભલણમાની ઩ાટીને શાથભાું રૈળ? જાણ ે જાણતી જ નથી. જીમાયે ને 

તીમાયે ભાસ્તયાણીની જેભ ુઇને બણાલળ.‖ 

ક મ દે શવીને કટકો શાથભાું રીધો. 

―ુઅ ઩ાટી શાથભાું રીધી. કાુંુઇ ર્થય ું? ુઅબ તટૂી ઩ુઇડ ! વુંધામની જેભ ુઇને 

બણલાન ું ભન નો થામ? રક્ષ્ભલણમા, તાયા કટકાભાું ઩ાછી તડ ઩ડી છે. ભાયી 

઩ાટીભાું રખી દઉં છું શોં! ભોં઩ાઠ કયી ઩ેલ્રો નુંફય રાલજે.‖ 
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રક્ષ્ભણ ુઅબો ફની ગમો. 

―ફોન, ઩ાટી ુઅ઩ો તો તભને જમાુંથી લધાયે ભે઱લલાનો વૌથી ભોકો થુઇ 

ળકે.‖ 

લાવુંતીનો પભજાજ પયી તડતડી ુઉઠયો, 

લઢળે નુંુઇ, ધ઱ૂ કાઢી નાખળે. ુ઄બડાણી ક મ દડી. 
Translation 

 

Crossroad 

By Varsha Adalja 

Translated from Gujarati by Jenny Bhatt 

 

Kumud was searching for a chance to escape. When could be a better 

moment than this? The riverbanks beckoned with a quiet charm. 

Lifting her slate bag onto her shoulder, taking hold of Usha‘s hand, 

and swiftly grabbing the slate where Vasanti was engrossed in 

writing, Kumud dashed out into the school‘s open space. 

 

There was a shout from behind, ―Ku...mu...d! Wait.‖ 

 

Looking back, she saw that it was Lakshman. 

 

You―re a fast runner! Like the wind blowing past. 

 

―But why did you stop me?‖ 

 

―Ben, please write the names from the board onto my slate. I can‘t see 

from the courtyard.‖ 

 

Lakshman placed a piece of slate on the verandah‘s broken bench and 

stood at a distance. 

 

Uh-huh,― Kumud said as she sat on the bench and reached for the 

slate, when Vasanti ran up, breathless. 

 

Eh . . . hold up! 

 

―But why?‖ 

 

You―ll take Lakshmaniya‘s slate in your hands? It‘s like you don‘t 

know. Teaching him all the time as if you‘re a Masteraani. 

 

Kumud laughed and took the piece of slate in her hands. 

 

―Here, I‘ve taken the slate in my hands. Did anything happen? Did the 

skies come crashing down? Why shouldn‘t he want to study like 
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everyone else? Lakshmaniya, there‘s a crack again in your slate. I‘m 

writing it down on my slate, alright! Memorize by rote and stand first 

in class.‖ 

 

Lakshman was taken aback. ―Bon, if you give your slate away, Jayaba 

will scold you.‖ 

 

Vasanti‘s anger flared up again. ―She won‘t scold, she‘ll beat Kumud 

into dust. Contaminated Kumudadi.‖ 

 

Source:https://wordswithoutborders.org/read/article/2022-

10/crossroad/ 

 

Discussion 

 

Translating Varsha Adalja's Gujarati novel "Crossroad" into English 

presents several notable challenges, primarily associated with 

linguistic diversity, cultural specificity, and the potential loss of 

nuance and cultural context. The passage, set in a rural school in 

1922, reflects the linguistic and cultural nuances of the time and place. 

Here is an analysis of the translation challenges: 

 

1. Dialect Words:Dialects often carry unique linguistic flavours 

and nuances that may not have direct counterparts in standard 

English. As a result, some of the rich linguistic diversity and local 

color present in the original text can be challenging to convey 

in the translation. The Gujarati passage uses local dialect words 

like "રૈળ" for "રુઇળ," "નુંુઇ" for "નશીં," and "઩ુઇડ " for "઩ડ્ ું." 

these words do not have direct English equivalents, and as a 

result, the English translation provides a straightforward and 

standardized rendition in order to maintain clarity and 

accessibility for a wider readership. These Gujarati words and 

phrases have a distinct feel to them that is lost in the English 

translation. 

 

2. Cultural Nuances:The passage is set in a typical village school 

scene in 1922, where cultural practices and social hierarchies 

play a significant role. The reference to Lakshman's lower caste 

status and untouchability through the word "ુ઄બડાણી," translated 

as "contaminated," is a significant cultural nuance in the text. In 

Indian society, particularly in the past, the caste system played a 

crucial role in social interactions and hierarchies. The word 

"ુ઄બડાણી" is used by Vasanti in a derogatory manner to suggest 

https://wordswithoutborders.org/read/article/2022-10/crossroad/
https://wordswithoutborders.org/read/article/2022-10/crossroad/
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that Kumud is lowering herself or compromising her purity or 

social standing by interacting with Lakshman. The choice of the 

term "contaminated" in the English translation effectively conveys 

the negative social connotations associated with this act. It helps 

readers unfamiliar with the cultural nuances of the original text to 

understand the gravity of the situation and the cultural dynamics at 

play. This is a prime example of how translators need to not only 

convey the literal meaning of words but also capture the cultural, 

social, and historical context to ensure the reader comprehends the 

text's full significance. In cases where a direct translation may not 

fully capture the cultural or contextual nuances of a text, 

translators can include footnotes or a glossary to provide 

additional explanations. 

3. Local Flavour:Words and phrases like "દોડકણી" (fast runner 

girl), "લામયો" (wind), "ભોં઩ાઠ" (rote memorization), and "વાદ 

઩ાડલો" (calling) carry a local flavour specific to the Gujarati 

language and culture. Replicating this local flavour and the 

essence of these terms in the English translation poses a 

challenge. The English version of the passage inevitably loses 

some of the nuance and cultural context present in the original 

Gujarati text. For instance, the Gujarati word "લામય૊" not 

only means "wind," but also conveys a sense of speed and 

lightness, which is not fully captured in the English translation 

as simply "wind". 

 

4. Proper Names and Salutations:The English translation retains 

Gujarati proper names and salutations such as "Ben," 

"Lakshmaniya," "Jayaba," and "Masteraani." These terms may not 

have direct equivalents in English and require explanations or 

contextual support to convey their meanings accurately. 

● Ben―: In the Gujarati language, "Ben" is a term used to address 

or refer to a female who is older, like an elder sister or an older 

female figure. By retaining "Ben" in the English translation, the 

relationships between characters and the respectful tone are 

preserved. 

● "Lakshmaniya": This term is used in the text as a form of 

address for Lakshman, implying a term of endearment that 

includes an element of playful teasing. Retaining this term in 

the English translation would be crucial to capture the nuances 

of the original text accurately. It adds a layer of 

characterization and reflects the dynamics between the 

characters, showcasing their affectionate banter. 
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● "Jayaba": This name is a specific character reference in the text. 

Keeping it unchanged in the English translation helps readers 

connect with the character and comprehend their role in the story. 

 

5. Satire and Humour:The passage includes elements of satire 

and humor, like Vasanti's remark about Kumud and 

Lakshman: જીમાયે ને તીમાયે ભાસ્તયાણીની જેભ ુઇને બણાલળ.‖/ 

Teaching him all the time as if you‘re a Masteraani. The usage here 

involves a comparison between Kumud's behavior and that of a 

"Masteraani," which is a term that refers to a female teacher. This 

phrase is employed to tease or mock Kumud for acting like a 

teacher, especially in the context of instructing Lakshman. In the 

English translation, Jenny Bhatt has effectively conveyed the 

essence of this comparison by using the term "Masteraani" 

directly. The phrase "Teaching him all the time as if you‘re a 

Masteraani" emphasizes that Kumud's actions resemble those of 

a female teacher, albeit in a somewhat mocking or humorous 

way. It retains the cultural and linguistic elements present in 

the Gujarati text, allowing English-speaking readers to grasp 

the context and the taunt effectively. This is an example of how 

translation can successfully transfer not only the words but 

also the cultural nuances and humor of the original text. 

 

 CHECK YOUR PROGRESS 1 

Answer the following questions in 350-500 words. 

Q.1 Write a detailed note on Indian Literary Traditions. 

Q.2 Explain in detail: Historical Overview of Literary Translation in 

India 

Q.3 Describe various challenges and issues in Indian Literary 

Translation 

9.5   LET US SUM UP 

In this unit, we have explored the history of literary translation in 

India, have examined the challenges and issues faced by translators in 

the Indian context, and have engaged in a case study to deepen our 

understanding of text, translation, and related discussions. 

We have seen in this unit that Indian literary traditions are a vast and 

intricate tapestry woven from diverse threads of language, culture, and 

history. From the ancient Vedas and Upanishads to the modern works 

of Tagore, Premchand, and Arundhati Roy, Indian literature has 

captivated readers around the world with its beauty, wisdom, and 

insight. Alongside India's rich literary traditions, the history of literary 

translation in the country is equally rich and varied. From the early 

Buddhist translations of the Pali canon into Sanskrit to the more 
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recent translations of Indian works into English and other European 

languages, translation has played a vital role in disseminating Indian 

literature to a wider audience. In the colonial period, translation was 

often used as a tool of cultural imperialism, with British translators 

seeking to impose their own values and interpretations on Indian texts. 

However, translation also served as a bridge between cultures, 

allowing Indians to gain access to Western literature and ideas. 

In the post-colonial era, Indian translators have been at the forefront 

of efforts to reclaim and reinterpret their own literary heritage. They 

have aimed to create translations that are not only true to the original 

texts but also easily understood by modern readers. 

 

We have examined the manifold challenges and issues faced by 

translators in the Indian context. These include the vastness and 

diversity of Indian languages, the complex nature of Indian cultural 

and religious traditions, and the ever-changing nature of language 

itself. Despite these obstacles, translators have played a vital role in 

promoting Indian literature and culture worldwide, bridging cultures 

and fostering a deeper understanding of the human condition. The 

case study of excerpts from Varsha Adalja's Gujarati novel ક્રોવયોડ 

and its English translation provides valuable insights into the 

intricacies of literary translation, shedding light on the complexities, 

nuances, and cultural factors involved in the process. It serves as an 

illustrative example of the real-world challenges faced by translators, 

offering a practical learning experience for those interested in this 

field. 

 

9.7   KEY WORDS 

 

 

Anuvad (अनुवाद) is the most common term for translation in 

Indian languages. It directly translates to 

"following after" or "retracing." Anuvad 

focuses on providing a literal translation that 

aims to capture the essence of the source text 

as precisely as it can. 

Tarjuma is a word that is derived from the Arabic 

word tarjama. It is a more general term that can 

refer to any kind of translation, including literal 

and interpretive translations. 

Bhashantar 

(भाषाांतर) 

is a word that is derived from the Sanskrit words 

bhasha (भाषा) meaning "language" and antar 

(अंर्र) meaning "between." Bhashantar is a 
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translation that is written in a different language 

but preserves the original meaning and style 

of the source text. 

 

Rupantarn 

(रूपाांतरण) 

is a word that is derived from the Sanskrit 

words rupa (रूऩ) meaning "form" and antar 

(अंर्र) meaning "between." Rupantar is a 

translation that is written in a different form, 

such as a poem, play, or song. 

Teeka (टीका) is a word that is derived from the Sanskrit word 

tika. It is a commentary on a text, often a 

religious or philosophical text. A teeka may 

include a translation of the text, but it also 

provides interpretation and explanation. 

Vivartnam 

(वववततन) 

is a word that is derived from the Sanskrit words 

vivarta (वववर्त) meaning "change" and nam 

(नाम) meaning "name." Vivartnam is a 

translation that is written in a different language 

but is also adapted to the target culture. A 

vivartnam may include changes to the text to 

make it more accessible or relevant to the target 

audience. 

 

 

9.8   SUGGESTED READING 

1. Chandran, Mini, and Suchitra Mathur, eds. Textual Travels: Theory 

and Practice of Translation in India. Taylor & Francis, 2015. 

"Textual Travels: Theory and Practice of Translation in India," co-

authored by Mini Chandran and Suchitra Mathur in 2015, offers a 

comprehensive exploration of translation in India, encompassing both 

its functional and literary dimensions. The book highlights how 

globalization's cultural dynamics find powerful expression in popular 

culture and underscores the pivotal role of translation in various 

domains, including literature, publishing, media, and sports. The 

authors observe a noticeable gap between the academic discourse on 

translation, characterized by debates on strategies and methodologies, 

and the vibrant multilingualism prevalent in India's popular culture. 

To bridge this divide, the book challenges the traditional separation 

between theoretical and practical aspects of translation studies in 

India. It aims to unite chapters that delve into theoretical aspects and 

also explore the practical challenges and intricacies involved in the 

translation process across different facets of Indian life. The book 
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embraces the dialogic nature of translation, emphasizing that it 

involves multiple voices and perspectives. By offering a diverse array 

of chapters that explore various translational relationships, including 

intra-lingual, inter-lingual, and inter-semiotic, the volume provides 

insights into literary and inter-semiotic contexts. It extends its 

examination to cultural texts like cricket and television 

advertisements. Rather than categorizing the chapters into discrete 

sections, the book fosters an open and interconnected dialogue among 

these diverse perspectives, ultimately contributing to a richer 

understanding of the theory and practice of translation in 

contemporary India. 

2. Prasad GJV, ed. India in Translation, Translation in 

India. Bloomsbury Publishing, 2021. 

India in Translation, Translation in India, edited by G.J.V. Prasad, is 

a compelling collection of 18 scholarly essays that meticulously 

navigate the intricate landscape of translation within and involving 

India. The book embarks on a profound exploration of how Indian 

texts traverse the globe through translation, how they move across 

languages within the subcontinent, and how foreign texts find their 

way into India. It raises thought-provoking questions about text 

selection, the cultural and political implications of translation, and its 

evolution over two centuries, spanning the eras of colonialism and 

globalization. These essays delve into diverse terrains, from early 

Marathi commentaries to translating French fiction into Hindi, 

shedding light on the challenges posed by renowned authors like 

Franz Kafka and Faiz Ahmed Faiz. They also underscore the 

instrumental role of translation in amplifying marginalized voices, 

such as the transgender hijra community. This book reveals 

translation's depth as a cultural, political, and ethical force that molds 

India's narratives, both internally and on the global stage. India in 

Translation, Translation in India invites readers to appreciate the 

transformative potential of translation in shaping a nation as 

multifaceted and vibrant as India. 

3. Khan, Tariq, ed. History of Translation in India. National Traslation 

Mission, 2017. 

History of Translation in India, edited by Tariq Khan, offers a 

compelling exploration of translation's multifaceted role in shaping 

the linguistic, literary, and cultural landscape of India. This unique 

collection of articles contributes significantly to the evolving field of 

Translation Studies, shedding light on the historical dimensions of 

translation within India's diverse linguistic and literary traditions. 

While India's rich linguistic diversity and literary heritage are 

undeniable, this volume underscores the often-overlooked role of 

translation in sustaining this richness. The book addresses critical 

questions about what has been translated, how it has been translated, 
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and the impact of these translations on the development of Indian 

languages and literatures. It emphasizes that translation is not merely 

a linguistic act but a cultural and intellectual endeavor, serving as a 

custodian of civilization and literacy. One notable aspect of this 

volume is its inclusion of a historical perspective on machine 

translation in India, highlighting the technological advances that have 

influenced the translation landscape. The book serves as a valuable 

resource for both scholars and practitioners in the field of translation, 

garnering recognition and appreciation from prominent figures in 

Translation Studies, such as Anthony Pym and Jeremy Munday. 

 

 Answers 

Check Your Progress 

Q.1 Write a detailed note on Indian Literary Traditions. 

Refer Unit 9.2 for your answer 

Q.2 Explain in detail: Historical Overview of Literary Translation in 

India 

Refer unit 9.3 for your answer 

Q.3 Describe various challenges and issues in Indian Literary 

Translation 

Refer Unit 9.4 for your answer 
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UNIT : 10            COMPARATIVE LITERATURE AND  

           TRANSLATION STUDIES 

 

 

::  STRUCTURE :: 

 

10.0  Objectives 

10.1 Introduction  

10.2 Comparative Literature 

10.3 Translation Studies 

10.4  Relationship between Comparative Literature and 

 Translation 

10.5 Various Scholars on Translation Studies and 

 Comparative Literature 

10.6 Conclusion  

10.7 Recommended Readings 

 

 

10.0 OBJECTIVES 
 

In this unit we will discuss,  
 

1. An overview of the discipline of Comparative Literature 

2. An overview of the discipline of Translation Studies 

3. The relationship between the two disciplines 

4. Views of various scholars on Translation Studies and 

Comparative Literature 

 

10.1 INTRODUCTION 

 

Each of us has studied (or at least read about) the works of Plato, 

Aristotle, Dante, Goethe, Kalidasa, Chaucer, Shakespeare, Tolstoy, 

and so many other great writers in our literature classrooms. Have you 

ever considered that many of them are not the original works but 

translations that you have referred to? Think about it. 

 

As it has been rightly claimed, Comparative Literature aims to break 

down the walls among nations. It is impossible for anyone to learn all 

the languages of the world. While one can read and compare 
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literatures written in known languages, delving beyond that requires 

the support of translations available in those languages. There has 

been a longstanding debate over these two emerging disciplines. First, 

we will explore the basic concepts related to these disciplines and then 

delve into their relationship in this chapter. 

  

10.2 COMPARATIVE LITERATURE 

 

To grasp the concept of comparative literature, one must also 

comprehend the notion of world literature. Goethe initially introduced 

the term ‗Weltliteratur,‘ emphasizing the importance of all types of 

literature. World literature encompasses works written in prominent 

languages like French, German, and English. Therefore, pieces by 

Goethe, Shakespeare, and Kalidasa are classified as world literatures 

due to their availability in numerous major languages. 

 

Comparative literature deals with the literatures written in major as 

well as minor languages as it aims to analyze the relationships among 

different literatures. When one attempts to study literature written in 

minor languages, the need for translation arises. For example, in 

European Countries, not many would be familiar with Gujarati 

culture, but when someone attempts to explore and compare the 

representation of European customs, traditions, and culture with 

Gujarati customs, traditions, and culture in their literatures, the 

European comparatist might not be familiar with the Gujarati 

language. In this crucial situation, he or she can refer to the translation 

of famous novels such as ‗Seven Steps in the Sky,‘ originally written 

in Gujarati by Kundanika Kapdiya. Hence, translation plays a 

significant role when one goes beyond to explore literatures, cultures, 

traditions, and poetics of minor languages. 

 

Rene Welleck claimed that Comparative Literature is against 

nationalism. He states that ―Comparative Literature arose as a reaction 

against the narrow nationalism of much nineteenth-century 

scholarship, as a protest against the isolationism of many historians of 

French, German, Italian, English, etc., literature‖ (Wellek 165). To 

understand this, we will explore the historical sense of Comparative 

Literature discussed by Andre Lefevre in our next section on the 

relationship between Comparative Literature and Translation Studies. 
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 CHECK YOUR PROGRESS 01:  

Fill in the Blanks 

 

1. Goethe initially introduced the term 'weltliteratur,' emphasizing 

the importance of all types of literature. 

Answer: Weltliteratur 

2. Comparative literature attempts to break the walls among nations. 

Answer: nations 

3. Comparative literature delves into literatures written in major and 

minor languages, requiring the support of translations. 

Answer: major and minor 

4. According to Rene Welleck, what did Comparative Literature arise 

as a reaction against? 

Answer:  Narrow nationalism 

 

10.3   TRANSLATION STUDIES 

 

Translation studies is an academic discipline that delves into the 

intricate art and science of translating written or spoken content from 

one language into another. It encompasses a wide array of 

interdisciplinary approaches, combining elements of linguistics, 

literature, cultural studies, history, technology, and more. The 

discipline aims to explore, analyze, and comprehend the complexities 

and challenges associated with rendering meaning across linguistic 

and cultural boundaries. 

 

The primary purpose of the discipline is to investigate the principles, 

theories, and methodologies that underlie the process of translation. It 

seeks to understand how meaning is conveyed, adapted, and 

sometimes transformed when moving from the source language to the 

target language. The ultimate goal is to ensure that the translated text 

faithfully represents the original while being contextually appropriate 

and comprehensible to the target audience. 

 

One fundamental aspect of translation studies is the exploration of 

translation theory. This involves examining various theories and 

models that help explain the nature of translation and guide translators 

in their work. Equivalence, a key concept, is central to translation 

theory, striving to strike a balance between staying faithful to the 

original message and effectively communicating it in the target 

language. Translators employ diverse strategies and techniques to 

achieve this balance, considering linguistic, cultural, and contextual 

factors. 
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Linguistics plays a pivotal role in translation studies, as 

comprehending the linguistic structures of both the source and target 

languages is paramount. Syntax, semantics, pragmatics, and discourse 

analysis are fundamental linguistic domains that impact the translation 

of words, sentences, and ideas. It is not merely about identifying 

synonymous words; rather, it involves encapsulating the essence and 

purpose of the message in a culturally suitable and linguistically 

precise manner. 

 

Cultural studies are also a significant component, recognizing that 

languages are deeply intertwined with their respective cultures. 

Translators must navigate cultural nuances, idiomatic expressions, and 

societal norms to convey the intended message effectively. Historical 

and social contexts are vital to this understanding, as meanings and 

connotations may evolve over time and vary from one cultural setting 

to another. 

 

In addition to linguistic and cultural considerations, translation studies 

are increasingly incorporating technology into the discipline. 

Translation technology, including computer-assisted translation 

(CAT) tools and machine translation (MT), has become an 

indispensable part of the modern translation process. These tools 

assist translators in enhancing efficiency, consistency, and accuracy, 

though human expertise remains irreplaceable in ensuring high-

quality translations. 

 

Ethics and professionalism are central pillars within the field of 

translation studies. Translators are entrusted with the responsibility of 

accurately conveying information, preserving confidentiality, and 

upholding ethical standards. Ensuring the integrity and credibility of 

the translated work is essential for building trust and maintaining the 

reputation of the profession. 

 

Hence, translation studies is a comprehensive academic field that 

scrutinizes the intricate act of translating content from one language to 

another. It encompasses linguistic, cultural, technological, and ethical 

dimensions, aiming to improve our understanding of the translation 

process and enhance the quality of communication across linguistic 

and cultural boundaries. 
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 CHECK YOUR PROGRESS 02:  
 

True or False 
 

1.Translation studies is an academic discipline that delves into the 

practice and theory of translating content from one language to 

another. 

Answer: True 

 

2. Translation studies incorporates elements from diverse fields such 

as linguistics, literature, cultural studies, history, and technology. 

 

Answer: True 
 

3. Equivalence is a central concept in translation theory, aiming to 

balance faithfulness to the original text with effective 

communication in the target language. 

 

Answer: True 

 

4. Understanding linguistic structures in both the source and target 

languages is crucial for effective translation, encompassing syntax, 

semantics, pragmatics, and discourse analysis. 

 

Answer: False 

 

5. Cultural studies within translation studies focus on navigating 

cultural nuances, idiomatic expressions, and societal norms during 

the translation process. 

 

Answer: True 

 

6. Translation technology, such as computer-assisted translation 

(CAT) tools and machine translation (MT), is an integral part of the 

translation process, enhancing efficiency and accuracy. 

 

Answer: False 

 

7. Ethics and professionalism are fundamental aspects of translation 

studies, encompassing responsibilities such as accurately 

conveying information and maintaining confidentiality. 

 

Answer: True 

 

8. Historical and social contexts are considered in translation studies 

to comprehend how meanings and connotations may vary over 

time and across different cultures. 
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Answer: True 

 

9. The ultimate goal of translation studies is to ensure that the 

translated text faithfully represents the original while being 

contextually appropriate and comprehensible to the target audience. 

 

Answer: True 

 

10. The use of translation technology, while beneficial, cannot entirely 

replace the need for human expertise in the translation process 

according to translation studies. 

 

Answer: False 

 

 Check your Progress 03:  

 

Multiple-Choice Questions (MCQs): 

1.What is the main goal of translation studies? 

A) To explore cultural history 

B) To analyze literary techniques 

C) To investigate translation principles, theories, and methodologies 

D) To understand linguistic evolution 

Answer: C) To investigate translation principles, theories, and 

methodologies 

 

2.Equivalence in translation refers to: 

A) Achieving a word-for-word translation 

B) Striking a balance between faithfulness to the original and 

suitability for the target audience 

C) Replacing words in the source language with synonyms 

D) Adapting the translation to suit the source language's context 

 

Answer: B) Striking a balance between faithfulness to the original and 

suitability for the target audience 

 

3.What role does technology play in modern translation studies? 

A) Replacing human translators completely 

B) Enhancing efficiency, consistency, and accuracy 

C) Eliminating the need for linguistic expertise 

D) Compromising translation quality 

Answer: B) Enhancing efficiency, consistency, and accuracy 
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4.Within translation studies, ethics and professionalism are 

important to: 

A) Ensure accurate linguistic analysis 

B) Preserve confidentiality and uphold ethical standards 

C) Prioritize technology over human expertise 

D) Speed up the translation process 

Answer: B) Preserve confidentiality and uphold ethical standards 

 

5.What does the concept of equivalence in translation aim to 

achieve? 

A) A literal translation of the source text 

B) A translation that reads fluently in the target language 

C) An interpretation based on the translator's creativity 

D) A translation with a strong focus on cultural adaptation 

Answer: B) A translation that reads fluently in the target language 

 

6. What is the role of linguistics in translation studies? 

A) To only provide vocabulary options for translation 

B) To analyze the historical evolution of languages 

C) To understand the linguistic structures of both source and target 

languages 

D) To prioritize semantics over syntax 

Answer: C) To understand the linguistic structures of both the source 

and target languages 

 

10.4 RELATIONSHIP BETWEEN COMPARATIVE 

 LITERATURE AND TRANSLATION STUDIES 

 

To comprehend the connection between comparative literature and 

translation studies, it is crucial to delve into the historical evolution of 

their relationship. In an introduction to the text 'Comparative 

Literature and translation Studies,' Andrew Lefevere paints a 

historical overview of the discipline. He delves into the history of the 

convergence of Comparative Literature and translation Studies, 

particularly from the perspective of translation. Throughout the 

literary discourse on translation, it has often been viewed as a 

subordinate activity to writing. 

 

While tracing the history of the school of Comparative Literature, 

Lefevere notes that the debate on the idea of Comparative Literature 

first began during the Romantic period. He highlights that the initial 

generation of European thinkers and writers in the Romantic Period 

exhibited a cosmopolitan outlook, unlike their predecessors. However, 

the subsequent generation of scholars became more confined within 
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the boundaries of national literature. When grappling with the concept 

of national literature, translation seemed less significant as they were 

not required to engage with a variety of languages. This shift from 

cosmopolitanism to nationalism reflected a sense of belonging to a 

particular group. Membership to this national identity was determined 

by birth, leaving individuals with no say in their affiliation. Lefevere 

further emphasizes that in pursuit of national identity, there was a 

preference to align with the ‗superior‘ culture. Consequently, the 

national language was not merely a tool for accessing world literature 

through translation; it became ‗the‘ language of the culturally elite 

class. 

 

When European universities began developing courses on national 

literature, they replaced the previously dominant discipline of 

classical literatures, which were written by foreign authors and taught 

in these universities, relegating them to a secondary position. 

 

Due to the university‗s requirement of incorporating world literature 

into the curriculum, translation, while theoretically considered 

unnecessary, thrived in practice. However, it faced the enduring 

challenge posed by the study of classical literature. How could the 

revered status of the classics be compromised by allowing them to be 

translated? Despite this dilemma, students have been utilizing 

glossaries and bilingual editions for centuries, albeit without formal 

acknowledgment. No individual could confidently proclaim, ‘Yes, I 

have read a particular classic in translation.' 

 

Hence, when the young discipline of Comparative literature emerged, 

it faced dual competition due to this rivalry. Initially, the discipline 

was more focused on methodology and was eurocentric, with scholars 

primarily concentrating on european literatures. However, as they 

attempted to expand beyond Europe, they inevitably had to rely on 

translation. 

 

One should note that the comparatists who limited the discipline to the 

Eurocentric were those who resisted the inclusion of translation. 

These conservatives denounced the merits of translation to maintain 

the ‗purity‘ of a text. To understand this negative attitude towards 

translation, the roots lie deep in the devotion to the word. Since 

Platonic thought of ‗logos‘ suggests that truth is unchangeable, 

meaning no words can substitute for another. Furthermore, during the 

time of Bible translations, seen as the holy words of God, it was 

considered sinful to alter them, giving rise to the attitude of word-for-

word translation. The issue with word-for-word translation was its 
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agrammaticality, as the translation, instead of being read on its own, 

was typically read side-by-side with the original text. 

 

On the other side, the critic was considered as a priest interpreting the 

text whereas the translator who interprets the text was treated with 

distrust and disrespect because he or she was seen to disfigure the 

text. Comparatists long preferred to write books in language A about 

use of metaphors in books written in language B and C without being 

concerned about the book written in language A. In this way 

conservatism led to a certain elitism. It makes no sense to talk of the 

beauty of the metaphors in Shakespearean plays if one can never read 

it for oneself. 

 

The Romantics introduced the concept of genius. According to them, 

only a genius could attempt the translation of the works of another 

genius, similar to the idea that only a poet should critique another 

poet. This notion of ‗genius‘ was ambiguous, lacking a specific 

criterion beyond the work itself. Viewing translation through this lens, 

it becomes challenging to consider oneself genius enough to translate 

a work authored by a genius! 

 

Amusingly, when studying the influences of one literature on another, 

it was often assumed that the author had read the original work, as 

seen in Byron‘s influence of Faust. Despite Byron not knowing 

German and thus unable to read Goethe‘s original version, he had to 

rely on Madame de Stael‘s French translation. This translation 

included the main scenes of the play along with a plot summary, but 

the intriguing part is that Madame de Stael omitted certain sections of 

the play that she deemed unsuitable for her French audience. 

Translations were viewed as a disreputable field of study because they 

were considered imperfect substitutes for the revered original works. 

 

In the first two decades of the Twentieth century, Walter Benjamin 

and Ezra Pound claimed that translations were given a new lease of 

life or afterlife. Benjamin focused on how agrammaticality can lead to 

‘pure‗ language, whereas Ezra Pound considered translation as the 

‘organon‗ of literature, contributing to the development of literatures. 

Through his own example, Pound makes a convincing case that 

translations that are recognized as works of literature in the receiving 

literature can play a significant role in that literature and inspire other 

writers to adopt a similar style. The translator is now viewed as a 

‘giver of life‗ as texts need to be available in multiple languages to 

reach a wider audience. As a result, the translator is not seen as a 

traitor but rather as a mediator. 

 



159 
 

In the late 1970s and early 1980s, the study of literature began to shift 

towards focusing more on the reception of texts rather than solely on 

their production. Following this premise, deconstruction also began to 

emphasize the importance of translation. The new reception theory 

highlighted the role of translators in propagating the reception of a 

text, even if the original work was created by a genius. Deconstruction 

further emphasized that translations act as the benchmark 

distinguishing the original text from just being a mere text, with 

translations often playing a more significant role in the culture they 

target than the original work, as seen in examples like Fitzgerald‘s 

Rubaiyat. 

 

In the middle of the twenty-first century, there was a noticeable shift 

away from strict adherence to accuracy in translation, accompanied by 

a gradual advancement beyond the mere literal translation of words. 

This period saw the emergence of new ideas and concepts in the field 

of translation, leading to dilemmas and questions about how to 

categorize a text - whether as a translation, an imitation, a version, or 

a paraphrase - creating more confusion than clarity on the matter. 

 

With the emergence of reception theory, it was claimed that the 

impact of a translated work of literature depends not just on the image 

of it created by critics, but primarily on the image of it created by 

translators. Deconstruction theory questioned the hierarchical 

relationship between the original and translation, suggesting that a 

text only becomes an original once it has been translated. 

 

Lefevere suggests that there is now a new relationship possible 

between translation and comparative literature, for which he makes 

three fundamental distinctions. (1) Translating and translation: 

Translating refers to the process, while translation is the end product. 

During the process of translating, the focus is on moving from the 

source language (ST) to the target language (TT). This emphasizes 

how the translation is carried out, whereas the study of the translated 

work itself in various contexts such as cultural, social, economic, and 

historical falls under the scope of translation. (2) Normative and 

Descriptive: The normative approach emphasizes the norms or 

the ideal way of translating and categorizes translations as good 

or bad based on these norms. In contrast, the descriptive method 

avoids such value judgments and instead focuses on reception – 

why people perceive a translated work as good or bad rather than 

defining norms for its evaluation. (3) Analysis and Production: 

The act of production is distinct from theoretical analysis. Being a 

good critic does not necessarily translate to being a good poet, and 
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studying a subject may not equip a person with the skills required 

for proficient translation. 

Thus, considering the methodology of comparative literature, it would 

be fascinating to examine the intercultural exchange in translations 

within its context. The growing reception and influx of translated 

works, when analyzed from a comparative perspective, could 

potentially revitalize the dwindling prominence of comparative 

literature in today's literary landscape. 

 

 CHECK YOUR PROGRESS 04 

Short questions 

 

How did the transition from cosmopolitanism to nationalism 

influence the function of translation in Comparative Literature 

throughout the Romantic era? 

 

The shift to nationalism narrowed the focus to national literature, 

diminishing the perceived significance of translation, as it was 

deemed unnecessary when dealing primarily with one language and 

culture. 
 

In what ways does the concept of 'genius' during the Romantic period 

complicate the act of translation? 
   

The concept of 'genius' during the romantic period complicated the act 

of translation, making translators hesitant to take on the responsibility 

of translating the works of perceived geniuses, as it set a high standard 

and added pressure to maintain the original's essence. 

 

3. How does the devaluation of translation as an 'inferior' activity 

impact the appreciation of diverse literary works? 

 

By deeming translation as 'inferior,' diverse literary works in other 

languages are marginalized, restricting the exposure and appreciation 

of a wide range of cultures and ideas. 

 

4. What role did early European universities play in shaping the 

perception of translated works in Comparative Literature? 

Early European universities, by relegating classical literature to a 

secondary position, inadvertently elevated translated works, making 

them more prominent in the curriculum and fostering their 

acceptance. 

 

How has the evolving view of translation impacted the identity of 

Comparative Literature as a discipline? 
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Answer: The evolving view of translation, from being undervalued to 

a vital component of intercultural communication, has expanded the 

reach and significance of Comparative Literature on a worldwide 

scale. 

 

6. In what ways has the transition from a word-for-word 

translation approach to a more fluid and contextually sensitive 

approach influenced the understanding of translated texts? 
 

Answer: The transition to a contextually sensitive approach has 

enabled a more profound comprehension of translated texts, 

recognizing them as unique creative expressions rather than mere 

duplicates of the original works. 

 

7. How does the normative versus descriptive approach in 

translation studies impact the evaluation and understanding of 

translated works? 

  

The normative approach could impose predefined criteria on 

translations, potentially limiting creativity, while the descriptive 

approach focuses on understanding the reception and impact of 

translations within their specific cultural and social contexts. 

 

8. How does the evolving role of the translator from being 

perceived as a 'traitor' to a 'mediator' affect the appreciation of 

translated works? 

Answer: Recognizing translators as mediators enhances the 

appreciation of their role in making literary works accessible to a 

broader audience, promoting cross-cultural understanding, and 

enriching global literary conversations. 

 

9. What challenges and benefits arise from considering translation 

as an essential aspect of Comparative Literature? 

Answer: acknowledging the significance of translation enriches 

Comparative Literature by integrating diverse voices and cultures. 

However, challenges such as balancing fidelity to the original text 

with ensuring cultural relevance underscore the complexity of this 

dynamic relationship. 

 

10. How does the study of translations from a reception theory 

perspective provide a more nuanced understanding of the impact 

and influence of translated works? 

Answer: Reception theory enables a more profound examination of 

how translated works are received and interpreted in various cultural 
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contexts, illuminating their importance and impact transcending 

linguistic boundaries. 

 

 CHECK YOUR PROGRESS 05 

Multiple-Choice Questions (MCQs): 

1. During the Romantic period, there was a shift in focus 

regarding literature and translation. 

A) From nationalistic to cosmopolitan  

B) From agrammatical to grammatical 

C) From translation to original works   

D) From elitist to inclusive 
 

Answer: C) From translation to original works 

 

2. Walter Benjamin emphasized the aspect of language in 

translations during the early 20th century. 

 

A) Grammaticality    B) Agrammaticality    C) Syntax    D) Semantics 

Answer: B) Agrammaticality 

 

3. What approach did Comparative Literature initially adopt in 

its study of literature? 

 

A) Eurocentric   B) Cosmopolitan  C) Multicultural  D) Global 

Answer: A) Eurocentric 

 

4. What was the perception of translation during the Romantic 

period regarding 'genius' authors? 

 

A) Only a genius could translate a genius' work 

B) Any proficient translator could translate a genius' work 

C) Geniuses were discouraged from translating other geniuses 

D) All authors were considered geniuses 

Answer: A) Only a genius could translate a genius' work 

 

5. How did the Romantics view the role of the national language 

in reading world literature? 

 

A) As the preferred means to read world literature    

B) As an inferior language for literary appreciation 

C) As a tool for translation 

D) As irrelevant to literary understanding 

Answer: A) As the preferred means to read world literature 
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6. During the Romantic period, the perception of translation 

shifted due to: 

A) Increased use of machine translation   

B) A desire for nationalistic cultural identity 

C) The rise of a universal language      

D) Greater acceptance of linguistic diversity 

Answer:  B) A desire for nationalistic cultural identity 

 

7. Walter Benjamin emphasized the potential of agrammatical 

translation to achieve: 

A) Verbatim accuracy        B) Clarity and coherence 

C) Purity of language        D) Cultural adaptation 

Answer: C) Purity of language 
 

8. Ezra Pound views translation as: 

   A) An irrelevant practice 

   B) Detrimental to literature 

   C) An organon contributing to literature's development 

   D) A practice only for linguists 

  Answer: C) An organon contributing to literature's development 

 

9. Comparative Literature, during its early days, primarily 

focused on the literatures of:  

  A) Asia B) Europe C) Africa D) South America 

   Answer: B) Europe 

 

10. The emergence of reception theory emphasized understanding 

the impact of a translated work based on: 

A) The original author's intention 

B) The image created by translators 

C) The work's popularity in its original language 

D) The quality of the translation 

    Answer: B) The image created by translators 

 

10.5 VARIOUS SCHOLARS ON TRANSLATION 

 STUDIES AND COMPARATIVE LITERATURE 

 

Now let‘s delve into the perspectives of various scholars on 

comparative literature and translation studies. 

 

6.1 Walter Benjamin:Walter Benjamin, a German translator and 

critic, in his seminal text, 'The Task of the Translator (1923), upholds 

the necessity of translation in comparative literature. He believes that 

translation brings literary works to life and ensures their survival. 

According to Benjamin, a translation represents the afterlife of a text, 
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creating a space for dialogue and understanding between diverse 

literary traditions, thereby fostering a richer appreciation of world 

literature. 

 

6.2 George Steiner:George Steiner, a Franco-American literary 

critic and essayist, delves into the challenges and intricacies of 

translation in his text 'After Babel: Aspects of Language and 

Translation' (1975). He highlights the importance of translation for the 

comparative study of literature, serving as a bridge between cultures 

and facilitating meaningful cross-cultural literary analysis. 

 

6.3 Itamar Even Zohar:He is an Israeli scholar of cultural studies 

and translation studies. In his text 'The Position of Translated 

Literature within the Literary Polysystem' (1978), he discusses his 

polysystem theory, a fundamental framework in translation studies. 

Exploring the dynamics of literary systems and how literature 

circulates within and across languages and cultures, he emphasizes 

that literature is interconnected within a broader cultural and 

sociopolitical system. The theory delves into the relationships 

between various literary and cultural phenomena, revealing the 

significant influence of translations on literary and cultural 

development. Within the polysystem, encompassing high and low 

literatures, different styles and genres, and canonized or un-canonized 

works, these elements interact and impact each other. By categorizing 

the polysystem into primary and secondary components, where high, 

canonized, and popular literature is primary, and low, un-canonized 

works are secondary or peripheral, the position of translated literature 

becomes nuanced. Translated literature holds both secondary and 

primary positions within this polysystem, with translation itself 

undergoing changes in its position. Translation studies play a crucial 

role in comparative literature as translations serve as a means through 

which different literatures influence each other, fostering a deeper 

understanding among people. 

 

6.4 Gayatri Spivak:Gayatri Spivak is an Indian theorist and critic. 

In her seminal text ‘The Politics of Translation (1992), she 

emphasizes the importance of making translated texts accessible by 

considering the perspective of the original author. Spivak advocates 

for prioritizing the target audience when translating a text, 

highlighting the significance of learning the target language in 

comparative literature. She asserts that solely reading translations of 

literary works may hinder understanding the cultural nuances of the 

‖other.' in her work 'Death of a Discipline (2003), Spivak explores the 

challenges and evolutions within humanities disciplines, such as 

comparative literature, amidst the dynamic global academic 
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environment. She raises concerns about the potential demise of 

Comparative Literature as more texts are translated, leaving fewer 

original works for comparison. 

 

6.5 Maria Tymoczko:She is a Professor of Comparative Literature 

at the University of Massachusetts, Amherst. In her seminal work, 

'Translation in a Postcolonial Context: Early Irish Literature in 

English Translation' (1999), she examines the intersection of 

translation and comparative literature, particularly within a 

postcolonial framework. She analyzes how translation can be a tool 

for understanding the impact of colonization on literary traditions. 

 

6.6 Susan Bassnett:She is an FSRL scholar, Professor, and a well-

known translator. In her book 'Translation Studies' (2002), Bassnett 

explores the relationship between comparative literature and 

translation studies, highlighting how translation serves as a 

fundamental aspect of comparative literature by enabling the 

examination and comparison of literary texts across diverse languages 

and cultures. 
 

6.7 Emily Apter:She is a professor of French and Comparative 

Literature. In her text, 'The Translation Zone: A New Comparative 

Literature (2006), Apter asserts translation as a means of 

denationalizing literature. She posits that language belongs to 

humanity before any specific nation. Apter argues that through the act 

of translating a text, similarities can be discovered between different 

languages and the translated text. She advocates for a reimagining of 

comparative literature by emphasizing the role of translation. 

 

 CHECK YOUR PROGRESS 06 

Match the following A (Author) with B (The text) 

A B 

Walter Benjamin The Position of Translated Literature within the Literary Polysystem 

George Steiner The Task of the Translator 

Itamar Even-Zohar The Translation Zone: A New Comparative Literature 

Gayatri Spivak Translation in a Postcolonial Context: Early Irish Literature in English 

Translation 

Maria Tymoczko The Politics of Translation" (1992) and "Death of a Discipline 

Susan Bassnet After Babel: Aspects of Language and Translation 

Emily Apter Translation Studies 
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10.6   CONCLUSION  

 

In this unit, we have learned about what Comparative Literature and 

Translation Studies are, the relationship between the two disciplines, 

and what various scholars have discussed regarding Translation 

Studies and Comparative Literature. 
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9. Bassnett, Susan. Translation Studies (2002). 

10. Apter, Emily. The Translation Zone: A New Comparative 

Literature (2006). 
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