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ABSTRACT

The purpose of this translation project is to presgnt a

discussion on the translation of children's books and "the many
problams oftes encountered in the course of this particular field
of translating. -

.
an overview of children's literature in general will be provided
concentrating on the folk tale &s a literary genre in its own

right and as the category of children's literature chosen for

closer analysis in this project. Translation theories are
discussed to show that knowledge of these theories assists the
translator of children's books in achieving more effective

results.

In order to illustrate the problems eéncountered in this field of
translating and the significance of translation théories, a
translation of a foik tale is done from Italian to BEnglish,

followed by a discussion of selected problems encountered.
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1. INTRODUCTION

This tramslation project will attem?t to discuss the problems
involved:. in ~the translatlon of children's: books, ‘showinq how
literary ‘translation theories can be applied in this area of
translation. The folk tale hag been chosen as an example of
children's literature and will be studied in deptthecause this
‘genre contains many of tk# typical problems encount&red in’ the
tfanslation of -children's’ “literature and is, t%frefore, an
interesting and useful example. A transiaiion af\h folk tale
{originating ih Corsica) will be done from Italian to;@nglish and

X dlected probiems together with their solutions will be

digcussed.
y

éirs?? however, a study of the yelevance of translation theories
as ivsignificant guide to the translator will be presented, as
well’ as a discussion Sﬁ the thoughts of various writers with an
interest in childreh's books on the tranélation of children's
literature. This will\\be followed Sy a general backgroun?,)on
children's literature and folk talés in particular, a brief
introductiofi,to the author and an analysis of the particular tale

chosen ' for translatiow, The Introduction will briefly ~etdion

the approach adopted in this project, the importance éf making &
study of the translation of childién's books and the date’

literary translation thecries can play in the translation of

. EE. | W s dhic o
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children's stories.

In the structuring of this translation project, as  in the

approach adopted in the translation of the folk tgle, the

Mstructuralist approach" reg by Susan t~McGuire

has bheen applied (see Bassneti-McGuire, 1980, pp 77~80):
Although this approach originated eséentially fro“(the study of
literature and the discipliﬁu‘of liqérary criticism, it can be
extremely usefdl in the process of éxanslation. This approach
will be carefully discussed in section 2 but for the purposes bf
this introdéotion it is important to explain this Vapproéch in
.terms ol Robert Scholes’ definition : )
Every Jiterary, unit from the indivigual sentence to the
whele ordeb of words can be seen in relation to the conﬁept
of system. In particular we can look at indivigual works,
literary genres, and the whole of literature as related
;ﬁ systems, and at literature as a system within the larger
- system of. human culture. (in Béssnett~McCqua 1980, p77).
The translator mugt consider each of the units in this system,
from the largest to the smallest, when he translafes so that the
translation reflects as many as possible.‘ The source text and
its components are thus as impnrtant as the translation itself.
The structure of this projeuﬁ follows the samé approach cince ig
first studies the source text, with x:'ef.erenq;’ﬂe to 4its literary
genre, author, its origins and intérnal stkucture, so as té

achieve optimal equivalence in the trane’

. L. i s
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As has been mentioned, this translation project will discuss
primarily the problems encountered in the translation of
children's books and how this activity cen be facilitated by the
uge of translation theories. 1t 18 necessary firstly, t? explain
why the tkanslation of children's books iz considered an
important point of discugsiom, To a large extent it can be said
that the translation of children's literature is similar “to that
of other literary forms (that is, adult Iiterature) and should be
?egaxded with the same respect and care: In both casés the
translator ~aims at reproducing the content of the original text
in the translation. the general problems cymmon to both,
however, tend to have more extensive implications and
conkeqgiiences in children’s books. According to G. Klingberg, who
partiripated in the symposium at Stockholfl in 1978 on “"Children's
Books in Translation", an incorrect translation may be moré
“agrmful" in children's literature because children are not able
td judge, the work on the basis of their own knowledge. (Klingberg
et al, 1978, p87). The trar=lator appears to h;ve

ax a satisfae. 4 transglation, accurate

;‘kility to p
in its reproduction of the original text and suitable in its
narrative  style. In addition, the tyr mslator seems to have a
responsibility with regard to the innumexeble taboos created v"\by
adults about the various subjects and ideas which, in thd:{ir
opinion, should not be introduced to children.

<
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The translation of children's books seems to have been the
subject of only recent discussion and has not been

extensively probed despite the fact that children's literaturs

has been translated internationally for a great many yearsy . so
much so that the true origins of fairy tales, for example, ‘are AR
unknown to the average parent who reads them to his child. A éf

R,  Bamberger says, the role of translation plays an important :
part in the study of adult literature but in children's . :f

literature the task of the translator has hardly heen touched upon.

(In Kiingberg et al, 1978, p 19). The uncertainty concerning’the
o:ié&ns and author of cextain stories is perhaps one of the VoA

reasons for a lack of awareness of the importance of translat;ng

children's books, to such an edtent that many taled are
assimilated and accepted as part of the particular culture of the

reader.

Richard  Bamberger, known for his writiﬁgs on children's

literature and a participant in the symposium at Stockholm, is of

the opinion that translations of children's books are of great
importance because these translations offen become an integral
pézh of & country's national literature which is essential to the
education of its youth. (In Klingberg et 1, 1978, ‘p 19).
Another reason, suggested by Bamberger, for placing significance
on the translation of children's books is th.: ihuse translations
‘dffeat the quality and nature of children's nosks produced in

smaller countries in particular. (In Klingber. «t al, 1978, p20).

P A N e e S N
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In some ¢ountries up to 50% of the popular children's books are
translations and often these translations in turn influence the
children’s literature written in these countriles.
Having discussed the importance of translating children's books,

it is now nercessary to briefly state the importance of applying

translation theories or methcds to this part;cular branch of

translation. This issue 15 closely connected tn the question of

whether translation is an intuitive and spontaneous

necegsitates a theory and guideline. A “"correct' or ‘"precise"

translation of a cﬂildren‘s story is important because children

are not selective in their choice of reading material and cﬁnnot

ﬁe}%eive errors or weak literary styles. For this reason,

thérefore, it becomes even more importaht te make recourse to ;ll
forms of assistance available in order to achieve a satisfactory
translation. Singe the activity of translation is a practical
one, literary trans}ation theories should be based’on practical

se:be as a guide rather than a rigid set of"

[

appTication and

rules.
i
i
@

process or -
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2. RELEVANCE OF LITERARY TRANSLATION THEORIES

(1) Importance of translation theories particularly in

children's literature

Before commencing a discussion on the proklems encountered in the
translation of children's books based on various theories of
translation, it is important to determine the usefulness of these
theories, Wilss (1972, p 51) says that in spite of the wealth Pf
publications eA the science of translation, “no cohar?gt,
theoxetical and methodologically founded concgpt" of this aciénce
has been fully developed. Newmark echoes this idea, pointing out
that translation theories have been far too diverse and- vague
about the terms they have introduced but he sees a gradual change
taking place. According Lo him translation theories have
gradually developed from

a’ series of rather general reflectlons and esszays on the

merits of faithfulness and free translation ... to represent

an idant;fiable and somewhat peculiar discipline. {1982,

p ix},
He adds that the position of thede theories ls still ingecure and
requires a vniform model to give it coherence and substance.
Basqﬂ?tt—McGuire also recognises a certain development since the
19608 which has led to a growing acceptance of the atudy of
iinguigtics and stylistics within litex‘ary criticism, {1980,
P 5)e
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fhis trend towards more objective criteria seems to be a
favourable development in an approach which should rationalise
and give substance to a process which may often be essentially
subjective. Translation may be subjective in so far as the
translatoxr interprets a text according to his  personal
comprehension and experience which may influence his approach and
atbitude to a certain text. As Newmark explains, the trans)ator
must often make a choice between several words or phrases

suitable for the translation (1982, p 19). This choice should be

“-directed by a set of guidelines which ensure conslstency in ., the

translator's approach. It is thus important that the discipline
of translation theory is firmly rooted in practical application
and fthe methods prescribed must bé as “"realistic" as possible
{that 48, the methods should directly concern the practical
gctivity of the ‘translator; they should provide sensible
solutiops to problems faced by the tranmslator but which may
hinder rather than assist the translator).

From “André Lefevere's definition of the goal of translation
(discussed in Bassnett~ McGuire, 1980, p 7) it can be concluded
that" the function of translation theories is tmwo-£0lds that is,
firstly, they can be used %o describe and evaluvate the
translation process (theory after practise); secondly, they can
be used to asgist in the translation process itself. Bassnett-~Mc

Guire adds that translation theories cam be used to reach an

L3

.
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understanding of the process undertaken in translation, ot to
provide a set of norms for achieving the perfect translation. In
her explanation Bassnett-McGuire compares translation theory t»
literary , criticism which, in her view, does not attempt to
provide a set of instructions for achieving the perfect poem or
' novel, but to understand the interrnal and external composition of

the work. (1980, p 37).

Newmark explains the usefulness of translation theocies as
follows ;
«+» translation thenry's main concern is to determine appro~
priate translation methods for the widest possible range of
text or text categories. Further, it provides a framework
of principles, restricting rules and hints for translating
texts and criticising translations, a background fox
problem~solving. {1982, p 19).
As - far as translating children's books ls concerned, some may
argue that it is not essential to be acquainted with translation
theories since the language is usually simple, there are few or
no ambiguous phrases with symbolic meanings and the translator
can usually achieve good results by simply relying on his
intuitive use of the language. Although this is perhaps true to
a certain extent, a knowledge of translation theories increases
the translator's awareness of certain problems and their possible
solutions and o¢an contribute to maintaining a high standard in

the translation of children's books.  The author of a“children's

e
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book is not always commonly known (especially in the case of folk
taies which were handed down orally frem one generation to
another) and often the author is not regarded as important. This
frequently leads to adaptations instead of translations (that is,
the entire text is .ewritten) or to a disregard for the original
author’s style and narration, and thus to an equal disregard for

the maintenance of high standafds.
(ii) DPefinition of translation and of “eguivalence"

As mentioned in the introduction, this translation project
follows the $tructuralist approach discussed by Bassnett-McCuire
{1980, gp 77-80). This approach is often applied to literary
texts in the course of a study of Jliterature and literary
crticism. It "conceives of a text as a set of related systems,
operating within/ a set of other systems." (Basshett-McGuire
1980, p 77). The reader should become aware of the complexity of
the structure of a text and of the way in which the various
levels interact. Bassnett-McBuire points out that
the failure of many translators to understand that a
literary text is made up of many systems existing in a
dialectical relationship with other sets outside its
boundaries; has often led them to focus on particular
aspects of a text at the expense of others. {1980, p 77}.
A study of the source text requires an analysis of its literary

genre, vf the literary period in which it was written, the author
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and the totality of his works, and a literary analysis of - the
text itself. It is also important to realise, however, that the
translator Fulfils an interpretive function in addition to that
of translating the text, since he too is, after all, first. a
reader of the original text, forming his own impressions and
interpretations,; ard then he is a translator performing his task
on  the basis of these impressions which he has formed when
reading the original text. (Bassnett-Mchire, 1980, p B0).
This does not mean that the translator 1s giveh absolute freedom.
He must take into account aspects such as the originas and the

author .gf the text. (Bassnett-MeGuire, 1980, pp 79~80}.

\

Once the translator has become fully acquainted with ¢

&
aspects of the source text he may proceed & or pe a

translation which will in turn reflect as many of thesé. éspects
asg péﬂsible. Thig may be called “eguivalence" of the translation
to the original text. The structuralist approach, as applied to
the process of translation, appears to have a particularly
practical nature sifce it guides the translator through a logical
process -which deals directly with the text to achleve optimal
results o T“equivalence™ between these two works. Although
equivalence of all aspects cannot be achieved, the® translator
must choose whith levels of equivalence are of prime importance.
Bquivalence is, nevertheless, the cardinal objective in the
process of translatioh. in this sectlion the notion of

"agquivalence" will be discussed, but a definition of the
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translation process should be studied first so as t» understand

this notion more clearly.

There are several and varled definitions of thé translatida
process and, as with literary translation theories, there is o
uniform or single view. For instance, Levy defines translation
as a ‘“"communication process" in which tne author encodes a
message in a system of signs at his disposal in his mothexr
tongue; the message is received by the translator (decipliered ang
'interpreted); then it is  again  expressed in the
transiator's mother tongue (recoded) and finally interpreted by
the reader. Much of the emphasis falls on how the translator
chooses to express the original text and how the new reader will
understand and interpret the translation. (in Italiaander et al,
1965} p 77). This view shows a good understanding of translation
as’ a ﬁrmcess, not merely as a single event, and of the various
participants in this process together with their various
functions (that is, the origihal author of the woxk, the
transiator as teader, the translator in his function as

translator, the reader of the translation).

Levy uses words such 4s “encode" and “decode® in his definition
of +the translation pfocess. These terms could be considered
vague if it were not for his view of language as being a " ode"

in itself (1969, p 33). In this sense language is a code be

each word embodies various concepts oy images which differ from
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reader to reader and culture to culture. The dictionary defines
a code as a system of signals or a system of words or phrases to i
achieve brevity ox serrecy (The Shorter Oxford English
Dictionary}. RLanguage can thus be seen as an sbbreviated form of

more far-reaching thoughts, images or meaning., In his definition,

Levy also uses the term "message®. For ﬂevi the *message 1s the N

overall or the general meaning of n text rather than the speclfic

or individual words contained in it (Lévy, 1969, pp 86, 102). He

is; however, somewhat vague in specifying how the translator
should identify the "general meaning® of a text and what cxiteria
hé should use to achieve the same "general meaning" in the

translation.

Perhaps Catford (1965, p 20) offers a somewhat more precise

defiuition of the translation process 3
the replacement of textual material in one language {SL) by
equivalent texiual material in another language {TI).

This means that the lexis and grammar i("textual material* of the

8L is replaced by the equivalent* lexis and grammar in the TIL

* "Bquivalent", as seen ih Catford's terms (1965, © 49), means

the lexis and grammar in the TL would be used in the same

circumstances and to mean the same as that which is used in: the

8L, but there need not be the same grammatical structure ap in

the 8L (in other words, the "sltuational features" nust

correspond) .
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without changing the basic content or sense of the text. Catford

admits that this definition is intentionally wide but alse adds ;
that he does not consider it to be vague. He points out that the ) *

term “textual material® is used rather than "text" since

the use of the term "textual material” underlinas the fact
that in normal conditions it is not the entirety of a SL
text which .is translated, that is, replaced by 9L
eguivalents (1965, p 20}

This means +that in addition to the use of "equivalent® grammar
and lexis in the TL, and SL, "replacement® of the actual form a J

sentence may also ocour. catford oives the examnle of

the Englishi sentence "What time is it?" and the French

translation "Quelle heure est-11?", where the SL grammar and

lexis is replaced by the equivalent TL grammar and lexis but
there is also a replacement of SL "graphology" by TL “"graphology" i
{Catford, 1965, p 20).

In & pavticular sectionr of his discussion, Newmark offers

pogsibly the most precise. and reallstic definition of ;'
trak&lation.k This is evident 1nlhis explanation of translation |

théory which, 1in his opinion is “concerned with cholces and ",
decisions, not with the mechanlos of either the source language
{8L) or the target language (TL)." (198%1, p 18} Translatiot

theor§ is directly concerned with the process of translation

and, therefore, it can be said that translation itself is indeed

P a process of making cholves. Newmark states that the better the

‘. .. b ey, TR LB
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translator understands the "referential meaning" of the SL, the
more easily he can " 'transfer' it to language and the larger
number of linguistic variations he can use" (1981, p 134) thus
it can be sald in this way he also has a wider range of choices

at his disposal.

The traisliator must choose *o what degree his translation will
reflect the original in style, lexis and meaning ané to what
extent he will allow iiis own subjective interpretation of the
text to influence his translation (that is, he chooses the degree
of equivalence}. Equivaleﬂce on all levels is not possible‘since
it would mean sacrificing clarity and meaning in ordey to
maintain all thgse levels: £or example, semantic eguivalence
would be sacrificed if syntact#u equivalunwe were congtantly
maintained. Lexical equivslence is on the whole not as important
as styliatic equivalence and egulvalence of meaning. Lexiéél
eguivalence does no mean word-for-word translation, but merely
equivalence on a lexicsl lavel and aims to £ind a word which
would contain the overall meaking of the uriﬁinal word used

in the same cirxeumstances as described In the source text

rather than simply a word directly corresponding to the original
in the vocabulary of the source language, as ig the case in word-

for-word translation.

Bassnett~McoGuire polinés out that the term equivaléence is ? much
used and abused term in translatlon theory (1980, p 25), and
W

oy

|
;
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i
thexe arxe possibly as mauy types of equivalence as there are gn,
writers on modern translation theosies. Bassnett-McGuire refers [
to the translator's interpretive function which, according to ’\ g
her, is the 3ame as that of the reader since n

the translator is, after all, first a reader and then a

writer and in the process of reading he or she must take a
position {1980, p 78).

The interpretive functlon of the translator affects the degree of

equivalence of the translation since *his equivalence depends on
what he understands and interprets as being important in a text.
Bassnett-McGuire points out that

one of the greatest advances in twentieth century literary

study has been the re~evaluation of the reader (1980,p 7%}, I

The reader i5 no longer regarded as a consumer but as the

producer of the temt (co-producer). The reader, them, translates

or decodes the text according to & specific set of systems (as
set out in the structurallst approach mentioned abave) and,

according tu Bassnett-McGuire  the idea of the one ‘“correct®
reading no longer applies (1980, p 79). A  translation,
therefore, wili reflect the translator's own interpngtation of
the original text and Bassnett-Mcfuire believes that it is, H
thus, "quite foolish to argue that the task of the translator is
to  translate but not to intexrpret" {1980, p 80}. She quickly

adds, however, +that this does not mean absolute freedom for the

translator. The ‘“reader translator" as she calls him, should

take full account of “the overall structuring of the work and its

22 R
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relation to the time and place of its production" {1980, pp 79,
80} . Once again the structuralist approach becomes important
since the original work is seen as a unit within an entire system
and the translator's choice of interpretation should be based on

this relation to external factors and systems.

The constant striving for "e¢guivalence" with the original text is
an essential part of the task 6f interpreting and transiating.
On the basls of this and if translation is indeed a process of
making choices, it can consequently be said tﬁat transkation is a
process of finding “"equivalence". As Catford says :
The term "equivalence" is clearly a key term ... The central
problem of translation practice is that of £inding TL
translation equivalents. A central task of translation
theory is that of defining the nature and sonditions of
translation equivalence (1965, p 21).
Nida, for instance, distinguishes b formal cox

and dynamic equivalence. Formal correspondende is the

quality of a translation in which the feafuren of tﬁe form
of the source text have been mechanically reproduced in the
receptor  language. Typically, formal coxrespondence
distorts the grammatical and stylistic patterns of the
receptor language,and hence distorts the message, 80 as to
cause the reﬁeptor to misunderstand or +to laber unduly
hards ... (1974, p 201).

This type of translation is concerned with such correspondence as

wveaia o




Page No,17

poetry to poetry, sentence to sentence and concept to concept,

preserves form (syntax, class of words) thus losing or distorting

the meaning (Nida, 1874, p 173). Dynamic equivalence is the
quality of a translation in which the message of the
originaltext has been so transported intec the receptor
language ‘that the reponse of the receptor is essentially
like that of the original receptors. Prequently, the form
of the original text is changed ; but as long as the change
follows the xules of back transformation in the source
language, of ccnt;xtual consistency in the transfer, and of *
trangformation in the receptor language, the message is
preserved and the translation is faithful (Nida, 1974, p

" 200 - .
Whereas formal corresponience sacrifices meaning for form,

dynamic egquivaleace restructures f£orm (different syntax and

lexicon) to preserve the same meanlng (Nida, 1874, p 173). .This
type of translation is based on the principle of ‘'equivalent
effect”. The weakness of this principle is that it would be
diifi%ult, £irstly, to define clearly what the effect of thu text
on tqa reader is (this may vary with different readers) and,
secondﬁy, to prove or test the extent of this effect on the
readers of both original and translated texts.

'

Nida also discusses "semantic equivalence® and distinguishes

lthis notlon from the rest of linguistic thought (1975 a, p 13).

He says that lingulstics has shled away fro: semantics and  has
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become precccupled with formal structures of language as opposaed
te  "meaningt. In explaining what he understands by the term
"meaning®, Nida  says that & single word may have gifferent
genses usually derived £rom a central meaning which is then
applied to various clroumstances and senses (Nida, 1975 b, p 11§,
He says that
even a single meaning of a term may include an enormous
range of referents, that is, objects to which such form may
xefer {1975 b, p 13},
Meaning, f£or Nida, is neither a relac'on to an entity in the
practical world, nor deoes it belong inherently to words aloste; it
is rather, "a congept or set of concepts which people have about
objects, events ,ahstracts and relations." (1978 &, p 14). To say
tﬁgt meaning is a “concept" is to desoribe it as a set of “mental
images” which differ from one person to another. Since "meaning”
is a Yset" of concepts, Nida stresses that a translation should
reffect the equivalent "semantic components" of the original and
the +translator should make a “"componential analysis” of the
original text (1975 a, p 15). In the glossary of one of his
other works, Nida explains the meaning of a “componential
analysis®, by defining it as s
that part of the analysis of a text which aims at
discovering and organising the semantic components of the
worda {1974, p 199).
It can thus be seen that also in Nida’s wview of T“semantic

equivalence® the translator must £ind equivalence on more than

. - N A I V.
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:

one level because of the various “components” of meaning. On yet

another level, Catford discusses the terms "textual equivalence®

and *formal correspondence” where the first is

any TL text or portion of text which is observed on a‘

particular occasion ... to be the equivalent of a given 5L
text ... (1965, p 27). ' -
Pormel correspondence is

any L categoxry {unit, class, strugture, element of

structure) which can be zaid@ to occupy, as hnearly as 3

possible, the 'same’ place in the ‘sconomy’ of the ¥l as the 3': -

given SL category occupies in the SL (Catford, 1965, » 27).
In other words, according to Catford, equivalence refers to that
which in particular circumstances has the same meaning and
implications in both the SL and TL, and correspondence refers to
that which occupies a corresponding position ("rank-bound® -~
Catfor'd 1669, p 75) in the grampar or Janguage structure but could irply &
diffexent thing in the "SL and L, A problem in Catford's

suéqestians may emerge when the translator attempts to define

exactly what the'"meaning" or "implications" of the original text

are and how he should achieve.thss. The notion of finding a
corresponding pesition in the grammay and structure of a language
seems;to be an unnecessary exercise since very few sentences can
be translated by substituting words and grammar so that they
still occupy the same physical positions as the original.
Unidiomatic aad distorted expyessions result from this method,

although catford does take care 'o specify that formal
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correspondence is nearly always approximate (1965, p 27). It
must be noted, however, that Catford seems to favour textual

equivalence, since, as seen on page 11 of this project,

"equivalence" for Catford is bound to ‘"situational features" ! y

rather than grammatical considerations.

As can be seen, there is no uniform conceptios as to what g

equivalence is or whether it should indeed be considered

important. Bassnett-McGuire points out that the principle of ! @

"equivalent effect" has been very popular and concerns "areas of ‘

speculation ... [which] ... at times can lead to very dubious é
conclusions®™ (1980, p 26). She cauntions, therefore, that
‘“equivalence in translation, then, should not be approached as- a
seawﬁh for ' ', since cannot even exist between 5
twu‘TL versions of the same text, let alone between the SL and the { N
L version.® (1980, p 29). ) !
4
Finally, the conclusion can be rawn i;hat if a structuralist ’ B
approach is adopted in the translation process, and if this
process is indeed one of finding equivalence, then eguivalence "t
will also be treated on the basis of a structuralist approach.
4

This is the view taken in this project. On the basis of ideas
emerging from the structuralist approach, equivalence can be said
to extend from the unit as a whole within a set of related [ ¢
systems; that is, genre, literary period, themes, major stylistic

features, down to the smallest elements of the literary unit.

& -
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Le¥y has expressed similax ideas on the maintenance of a
"selactive” equivalence in his discussion of the notion of
"meaning™. He advises the translator to place greater importance
on the general, the whole and the contents of a text rather than
the specific, the particular and the form (1969, pp 96, 102).
Le¥Gy .says that it is ag times impossible for the translator to
achieve a reproduction of every aspect of.the original in the
translation, therefore, he must choose which qualities of the
ext are the most important. Once again Le&y's approach could be
criticised for being too vague as to what “meaning™ really is,
how it is determined and measured, and how the translator is to
proceed in achieving equivalence in "meaning". Nevertheless, it
is on the whole a sound approach since it recogniees that
equivalence on all 1levels is not possible if the text is to

maintain its fullest meaning and expressiveness.

In additiop to thése “selected" elements, the function of the
criginal text is naturally also significant and it is linked to
these themes, stylistic and lexical elements mentioned above,
since the author's choice of these elements depends on the
function he has ohosen for his text. Newmark has adapted
Blihler's division of wvarious text functions (1981, p 13)
(1) . expressive and author self-centred (self-expressive,
creative); (1i) informative (descriptive, objective, denctative):

{iii) vocative and reader-centred (emotive, directive, rhetoric).

. o, i % . -
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\
In numerous texts all three may overlap and recur and the ! ;
translator must take care to reflect this. Children's books L

contain primarily a vocative and reader-centred function since ' “

the main aim is to entertain and invite the readet to participate
in the events of the story. Since this aspect of entertainment
'

and appeal to the reader is of prime importance, the author will

choose certain styles of narration (for examﬁle, informal,

descriptive) and certain language registers (for example, simple 3 ¢ .

L 1 and  expr ons} in with this function. 10 Tl
Equivalence of as many of these as possible should be reflected [

in the translation. The function of a text greatly influences

the degree and type of equivalence the translator will choose to dis

maintain. /

The approach suggested in this project in order to translate the
folk tale is that og remaining as close to the original text as
possible and achieving the largest degree of equivalsnce allowed
# by the target language. Rather than equivalence of smaller and

specific aspects, the overall or general meaning as prescribed by

IS
(\ te¥y (1969, p 86) has been preferred, It has been decided that

total equivalence on every level iz not possible, . therefore,

equivalence has been selectively waintalped so as ke Lonvey the ¢
"general® qualities and content of the original. The t

struckuralist approach has been adopted in the selection of (|

the various degrees of equivalence considered 4important. ‘The

\
\
\
function of the source text in particular (that ls, to entertein, ) 1
]
i

. e, P 1 R T Y .



Puge No.23

to appeal to the reader and invite his marticipation) has played a

decisive role in selecting these degrees of equivalence. -

{4i1) Achieving eqvivalence in children’s books

In children's books, as in the translation of all texts, the
question of equivalence constitutes one of the cardinal problems
facing evéry tranmslator. Brigit Stolt discusses this issue and - 4
beging by sayiny, as has been maintained in the introduction,

that at first glance the translation of children's books does not = - E

seem to diffey from that of any other literary text. (Indeed it u
should not differ, but in practice "equivalence" has often been f/s
disregarded to a greater extent here than in other literature (in E
Klingberg et al, 1978, p 132}.) Since the authors of children's g
books are frequently not known, translators tend to adapt instead

of +translate the original story. Stolt lists the main reaéons )

fob sich unnecessar} adaptations oxr changes as follows :
{1} educational intentions {adaptations motivated by didactic
intentions where the translater is mainly concerned wath

moral, religious or educational criteriw); k%

i (1) preconceived ideas of adults about what kind of literature °

children can zead, value and understand. This often leads

to and is ed by ah und timationh of the child :7
reader; B
a7 {iii) a childish artitude resulting in sentimentalilsation or

“? prettifying of matter-of-fact texts {Stolt in Klingbery et

£ L. sl an . - _ 4 fu
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al, 1878, p 134).

Stolt's concluding words on the subject are :
..+ the original text must be accorded just as much respect
as in the case of adult literature, therefore the endeavour
should be a translation as falthful, as equivalent as
possible, where adaptation is absolutely necessary, it
should be done with & genile hand, as little as possible and
in collaboratlon with the author. The translator of
children's 'books does not heve an easier job than the
tranglator of books for adults. (In Klingberg et al, 1978, p
145).

Whereas Stolt admits that slight ch may be xy,

Carmen Bravo-Villasante completely rejects the ldea of changes or
omiésions. She is of the opinion that the solution lies in
supplying footnotes and a good preface in order to set the work
against the backgrgund in which it was written. This counld be
impractiral since f£ootnotes interrupt the natration and render
the stpry heavy and uhinteresting for the child reader. Bravo=
Villaaénte discusses the exemple of the Spanish translation of
“alice in Wonderland® in which Alice eats ‘“chocolate con
plcatostes” (cocoa and a type of fried bread) instead of tea and
biscuits because at the time of translation tea in Spain was
given only to sick people. Bravo-Villasante may be justified in
her criticism of these kinds of changes or adaptatlons but in
cases suUcCh as the above ekample the c¢hange appears to be

preferable to the distorted view a Spanish child would have of

N Yo

- N o
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the foreign culture 4if the original were to be preserved
unchanged. Although one of the objectives of translating
children's books should indeed be that of bringing knowledge of
other cultures, care must be taken not to convey a distorted

view.

;n fact, it is on the cultural level that equivalence is often
most difficult to achieve and, in general, two alternatlvas for
solving this problem are usually offered. The translator is ;\
advised to either adapt the alien culture to that of the
receptor oulture or to initiate the child reader in a forelgn
culture so :that he can appieciate an equivalent translation of

books from a foreign culture.

i
Richard Bamberger explains that the translator must £ind a

compromise between the two (1965, p 339). He, therefore, doeg

recognise the neceséity fox occasional alterations but his notion
of compromise or combination of these two above suggestions may
be criticised by those stating that only one method should be
censistentlg applied. This last view could possibly lead to a

rigid translation which may often not express the thoughts of the - ¢
] ; d
original well since it adopts an inflexible approach &o the I

source text.

Equivalence was fouhd in previous paragraphs to be best achieved

by a structuralist approach in literary translation theories and

. LY T P I .
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equivalence in children's books is achieved by the same

structuralist methods; in other words, by'considering the genre of

be called ST-orientated since it begins by studying the original
(87) feaktures, ensurilig that the same Ffeatures appear in the
translation. The Franslator, of children's books should be
acquainted with the basic principles important to writing for
children on a monolingual basis {the process occuring only in the

ST) so that he may apply the same principles in his translation.

In hislbook “Writing for Children®, Northeroft lays down certain
rules in writing children's books. (1935, pp 25 ~ 69}, Before
beginning the actual written work, the writer must know where he
intends going, what he intends to do and whether he intends
writing a book, eerial, short story, in verse or in prose.
{1935, p 5). The translator's task is to identify these

objectives in the original and reproduce them in the translation.

One of tbe most important but difficult tasks of a writer,
fuxthers: xé, is that of understanding the ability of a child and
realising that the world of infancy is, in effect, intensely real
for that partlcular child (1935, p 12). The first part of this

statement is significant for the translator because he too will

have to reproduce the work taking into consideration the child's
"*infantile psychology®s that is, the way he views the world
around him, the kind of stories which may appeal to him. The

second is especlally relevant should the translator be tempted to

S A, FE

the book, the themes and aims of the author. This approach may -
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embellish, change or simplify cthe 87 (a tendency which Stolt

pointed out and which hay been discussed above).

Northeroft discusses the correct style which a writer should
adopt in a children's book and makes certail’ suggestions (1935,
pp 29-30), Firstly, the writer sghould never write down to the

children but also never overestimate them. Secondly, sincerity
on the part of the writer is very important. Thirdly, the u:
primary aim of the wrgiter should be saimplicity. An adult's :
‘naturdl language is morée steeped in idioms incomprehensible to i !
children than may be realised. The writer should, therefore, i
allow himself to be a child at heart, abandoning all wental " «

rigidity when he writes or parrates. In fact, May Arbuthnot says

that
“a BOOK iy a good buuk- for children only when they énjoy ity

a book is a poor book for children, even wheh adults rate it . =
a classic, if children are unable to Tead it or are bored by ;

its contents (1972, p 3}.
Northoroft states that the writer must be aware of the emotlonal

irasctions some words evoke in children since thése will determine c
whether +these children will sympathise with or dislike the
¢haracters 4in the book. Furthermord, the writér's enthusiasm
muat be evident to the ¢hild from the beginning of the book. It o
is important to begin the story well so as to capture the

attention of the reader and suspense becomes significant in

keeping this attention. (Northeroft, 1935, p 30). .
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Northaoreft adds thét the most important element in a story is
probably the plot but the writer must take care to work from the
characters to the plot otherwise the characters will lack
substance {1935, p 67). In folk tales {(the example used in this
project for the purpose of translation) character portrayal is
not as important as in other types of children's storles since

fixed types of characters are used.

The translator must be aware of these points and must be able to
ldentify themin the oriqipal work, taking care ko determine
exactly how the authoxr achieved his goals, and reflscting these

in his tranglation.

Apart from style and the author's attitude o his work and to the
child reader, the various elements which male up the story ate
alge, Lmportant. Tb? tranglater should analyse the voxious
components of the story so that he does not cuizlude ox add zny in
his translation. Arbuthnot and Sutherland have wstudied these
elements  and have ldentified the follcwing as the maia
components ¢ setting (where and when the story takes place)s
gecqraphic location; point of view {(who tolls %3e story - it is
most often told by either anorniscient narvator or in the First
parson as an lmpartlal bystander or as the principal charactex)s
characters (who are they and how are they revealed - they are
either revealed by what they say or do oxr by a physical

deseription = a major character must play a dynamic role and i¥f

- L3 vl
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he changes, this must appear logical and plausible « the
characters must thus be credible and consistent although the
story may be fantastic}: and finally plot (action i3 the
maiy alement since a plot is basically a series of actions moving
1n§ related sequgﬁce to a logical outcome. The ostory should
consist of three stages : a beginning or introduction, a middle
or body, and an end or conciusion. The theme of a story is the
main idea which forms the core. 8tyle indicates how ideas are
expressed and the story written. This involves, as has been
said, the author's choice of words, sentence constructions and

imagery (1972, pp 23 - 29).

Arbuthnot’'s and Sutherland's analysis appears logical and
comprehensive, providing a good basis for studying and evaluating
4" story. If this is then applied to the translation of the
story, +the same observations should be made. An omission or
c¢hange in any one of these coiponcnte may well impoverish the

translation and diminish its degree of equivalence.

As  mentioned in the previous sub-section, the function of the
original text greatly influences the degree of equivalence the
translator wmay choose to strive for. In the csése of children's
booka, +this function depends largely on the prospective child
reader ; that is, the age group the author is addressing and the
interests and level of perception likely to be found in this

group. The translator may £ind that he must make allowance for

Al a . p
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certain changes or deviationyg from the original in order to
accomrodate the comprehension abilities or interests of a

particular age group.

Bamberger also. points out the significance of children's age
groups and is of the opinion that the translator must keep each
aée group's reading abilities and interest in mind so as to

maintain  equivalence also on this level. Bamberger writes of

“Tasealter® (reading ages) and “Lesep* :sen" (reading phases

{1965, p 31} which for him mean tha. literary tendencies of

children are determined by their persousal and mental development

» according to their ages. Wot only is the mental development of

& child significant in relation to the degree of difficulty
{"schwlerigkeitsgrad") of a book, but the c¢hild’s personal
experiénces,environment and interests complete the framework that
the c¢hildren's book will appeal to and be understood by the
intended group of children. (Bamberger, 1965, p 33).

The genre of children’s books studied as a practical translation
example in thie translation project, the folk tale, may be
situated in the two groups indicated by Bambergex ranging from §
to “12 years; that ig, according to his grouping, the first of
these two groups consists of children between 5 - 8/9 years of
age who ars able to read literature such as folk tales and who
begin at this stage to create a fantasy world f.. themselves

through the develepment of their imagination (Bamberger, 1955,

an B sonthia Lo
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p33): and the second Jroup consists of children between 9 -~ 12
years who at this age begin to build a realistic and rational
world for themselves and begin to fing their own place in their
environment. They begin to ask guestions and the literature which
they read must (ive answers, not in dr. descriptions but rather
in the form of stories and real life accounts. (Bamberger, 1965,
P 54). The folk tale studied in this project is simple, involves
to vérying degrees the child's imagination (because of the
element‘ of magic) but does not make sxcéssive demands on the
c¢hild’s personal experiences in order that he may relate to the
events in the story. The youngest children in these age groups
;;ﬁnot read yei, therefore, the ﬁale would be read to them. This
folk tale 4is, in £act, particularly suitable to be read to
children sifice it contains several examples of colourfql
iddomatic language, the story flows rapidly from one evént to
+ another and an attractive rhvthmis created by short sentences and

the frequent use of direct spesch.

G Klingberg emphiasises the importance of considering ths
"presumptive’ reader", ixis interests, knowlédqe and reading
ability. in as far as this can be called an adaptation, his
concept can be called the principle of the "degres of adaptativn®
(Klinqberg et al, 1978, p 86}. This means that the translation
ghoti, & not be made easier ox more beautiful than the original but
should merely také into consideration certain real problemaz of
comprehension on the part of the child r.ader because of his age
Y




Page No.32

or cultural background, The text should be carefully adapted
accordingly. Klingbery calls the adaptation of cultural context
of the SL to that of the TL "context adaptation®*. The most
common categories of context adaptation are personal napes,
titles, geographic names and customs. Xlingberg adds, however,
that one of the aims of tramslating children's books is to
further an international outlook and understanding; therefore,
"context adaptation"” becomes a central problem in which the
translator must choose between maintaining the "degree of
adaptation" regarding the child reader and his interests as
discussed above, and maintaining one of the aims of translation
which prescribes the introduction of foreign elements to children
in order to increase their knowledge of other countries. A
sensible balance between the two objectives must be found by the

translater. (Klingberg et al. 1978, p 86),

Rlingberg discusses other categories of change in the translation
of children's books and mentions in particular the following.
Modernisation is an attempt to make the TT of morxe immediate
interest to the "presumptive” readers by moving time nearer to

the present. Puxification leads to mean modifications and

*"Adaqﬁation" in this sense is used to mean "change","alteration",
not &s 4in a previous section, the process of rewrlting the
original s0  that the activity can no longer be called
“translation® but a complete adaptation of the orxiginal story.

s P ST, N W
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abbreviations made in order to make the T¥ correspond to the
values of the 8I readers (Klingberg et al, 1978, p 86).
Klingberg states that the latter, and to some extent also the %
former, is in conflict with the aims of translating children's
books. He realises that these types of changes must be made
carefully because an incorrect transiation asg a result of these
changes may be more dangerous than in other literary works since
children are not selective in their reading material and cannot

redognise errors (Klingberg et al, 1978, p 37).

Just as there are different kinds of equivalence of the
translation to tiw original, there are also different kinds of
"adaptations® or alte’ations. Whereas Klingberg mexély writes
about “"¢ontext adaptation" without specifying precisely what this
involved or how the translator might achieve this, T. Weinreich
lists three wain types of adaptations (In Rlingberg et al, 1978,
pp 154 - 155) : (i} language adaptation; (ii} adaptation of

supject matter; {141) adaptation which is  opinion-based

(piesumably at the discietion of the tramslator). With regard to
subject matter, Weinreich makes two further distinctions : (a)-a

desciiption of a milieu with specific characteristics: (b} a !

deseription of the universal human condition. Weinreieh calls

his theory of adaptation "realism-bound adsptation® and seems to

manter (using the generic term fcontext adaptation”} (In XKlings

i
1
4
}‘ elaporate on that which Klingberg only deals with in a deneral
i
|
{ berg ' et al, 1878, p 155).

t
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3. CHILDREN'S BOOKS AND THE FOLK TALE

In "Children and Books", May Hill Arbuthnot and Zena Sutherland
give a brief but comprehensive overview of the historical
development of children's literature and the translations of
chiidren’s stories, {1972, pp 82-97). This is important for the
purposes o©of ‘this project since t@a background of children's
literature ghould be clearly understood and appreciated. by the

translator.

Arbuthnot and Sutherland explain that bafore the invention of

mevable print children’s books were instructional, written by

ic h and i for children of privileged

batkgrounds. The main themes dealt with were morals, religion
and natural science. This didactic trend continued until the
appearance of the "Chapmen (pedlars of the seventeenth and
eighteenth centuries) with their “chapbooks". These were chaap
little -books of 16 ‘to 32 pages conaisting of legends of
anﬁpquity, old tales of the Middle Ages and many wlements. of

fayry tales. In these versions, h , all literary
charm was lost, the grammar was faulty although these stories did
suntpin  a helghtened sensa of action. They were loved by the
common people of England and helped ko popularise the kind of
stories children have always liked : that is, adventure storiss

filled with herces and action. (1972, pp 82 - 86).
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In about 1697 in France the "Histoires ou contes du temps passé
avec des moralitds' {Histoireé or Tales of Long Ago with Moxals)
appeared, or more familiarly "Contes de ma m@re G'Oye" (Tales of
Mother Goose}; as well as stories such as "La belle au bois
dormant* (The Sleepinyg Beauty) and "La petite chaperon rouge"
{Little Red Riding Hood). This collection of traditional tales
was a step forward in providing good books for children, In
England this happened in 1729 with Samber's translation of
Perault's "Tales of Mother Goose". Gradially trends moved away
£rom. the traditiomal puritan influence and through the actions
of publisher John Newbery, a new approach to children's books
developed. (Arbythnot and Sutherland, 1972, pp 89 ~ 97}.

Among . the epock making books of this era were “"Grimm's Popular
Stories". by Jasob and Wilhelm Grimm translated into English by
Edgar Taylor in 1823, which became an integral paxt of English
Children's literature. The fairy tales of Hans $hristian Anderson

{1805 ~ 1875); translated by Mary Howitt, appeared in England in

18463 many were, in fact, s own P ions of folk

tales, (Arbuthnot and Sutherland, 1872, p 97)

The terms "falry +tale® and P*folk tale” are often used
interchangeable but it is important, especially for the purposes
of this project, éc note the basic difference between the two.
Although they both deal with magical acts, supernatural beings
with strange powets and heroes and villalns, the fairy tale is

&
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more universal since Lhe place where the action takes place is
seldom mentioned; it does not necessarily contain customs or
traditions  typical of a particular country or idiomatic
expression peculiar to a country or culture. Folk tales,
however, often describe the character, bhabits and ldeas of a
particualr culture, using expressions ox words typical of that
reglon. Another Qistinction must be made bétween the folk tale
and the fable. Briefly, the fable is a short narrative in prose
or verse, dQesigned to convey a moral or useful lesson. The
characters are often animals, inanimate objects, human beings or
gods, It may have certain affinities with the parable but
‘whereas the parable deals with humans ip situations that might
occur natarally, usually on a higher ethical plane, the fable
depicts fantastic situations and Seaches more worldly wisdom.
Folk tales are told simply for entertainment and have hno
explicitly expressed conclusive moral, although they do set out
i an indirect fash!on healthy morals and values (Encyclopaedia
Brittanica, Vol 9, 3 22 - 24), They deal with situations
familiar to the listen or readers and often present a setting
of a life and conditions . ng vanished. The most wvsual themes
are those of triumph over difficulties with or without
supernatural aid, the good or the oppressed and the cunning.

(Encyclopaedia Brittanica, Vol 9, pp 518 = 520).

Folk tales are a part of the great stream of ahonymous craation

known ag "folklore" and, asccording to May Hill arputhnot and Zena

e /P TR
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sutherland, they are accumulated wisdom and art of simple
everyday folk."™ (1972, p 138). Folklore is, in fact, sometimes
called “the mirrvor of the people" since it reveals their habits,
traditiong and culture. Arbuthnot says that folk tales have heen
"the cement of society® (1972, p 142) and have expressed,
codified and reinforced people's code of behaviour and their
beliefs, Although they do not contain explicit moral lessons,
they have taught children and reminded their elders of proper and
moral values, Bxplanations of the origins of folk tales have
varied greatly but most folklorists do agree that folk tales wexe
credted by most peoples at an early level of civilisation.
Recognisable variants of geveral tales are to be found in
manugeripts  of anclent India, Egypt and Greece. They were
p}?ﬁ%bly taken over orally by migrations of whole peoples and
later by sailors, soldisrs; slaves and monks. Literary (written)
soht@gs only began girtulating Furope in about the twelfth
century. (Axbuthnot and Sutherland) 1972, pp 138 - 143), "It is
‘“%his important to note the traditional nature of the folk tale
and ite origins in oral tradition., Originally, it was not meant
to be read but to be +told orally using facial expression,
repetition snd a f£lowihyg narrative style. Furthermora, in
ordinary ox modern story~telling, the author strives for
ordginality of plot, but the narrvator of the folk tale is proud
of the stamp of good authority. These traditilonal and oral
origins have a definite influence on the subject matter, form and

style of the tale. (“hompson, 1831, pp 4 -~ 5).

[
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Arbuthnot and Sutherland point out that of the many varieties of
folklore, the folk tale is possibly the Ffavourite and mest
familiar. {1972, p 138). During the elghteenth century interest
in folk tales developed and in the nineteenth century romantjc
interest in old tales became s0 strong that thousands were
collected from all over the world, In doing this, striking
similarities were found among many of the tales and, as has been
mentioned, many theories wewe developed *o explain thie
phenoménon. The theory of "monocgenesis" claimed that ail £olk
tales came from Teutonic myths of the Axyapn group of peoples, but
this  theory was subsequently refuted. The theory of
“"polygenesis®, on the contrary, ascribed "many origins® to the
tales resulting from the movement of humans all over the woxld
experiencing the same'emotians, fortunes and misfortunes. This,
too; has been wejected by nodern secial anthropologists who
insist that people all ovey the woxld cannot be the same and
experience the same events. . (Arbuthnot, 1872, pp 138 - 139},
For the purposes of thisg study of the characteristics of the
folk tale, this dispute is not relevant : what is important, is
to note the striking similarity in the conténts of many tales,
The stories may differ somewhat in subject matter from place Lo
place, she conditions or purposes of tale~telling may change but
everywhere theéy are intended to meet the same basic social and
individual needs. (Thompson, 1881, p 5). BAnother significant
characteristic of the folk tale is thus clear; that is, the

. AT S
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universality of the tale. This means that children almoét all
over the world would be able to Ldentify with the events in the
story. The spreading of folk tales from country to country is
thus encouraged and the translation of such tales facilitated.
The problems of forelgn names and certain customs which may be

difficuit for the child reader to understand, however, still

remain.

From - studies of individual folk tales, Max Lithi has determined
othex fundamental characteristics inhérent to the nature of these
taleg. {1962, p 8). According to his analysls, the characters
are not individually and extensively depicted, presenting the
£ortune and destiny of one particular person. Often the genexal
human  condition is described in the presentation of ona
particular character, who is, furthermore, a kind of stereotype,
£itting into a fiked role. Although the plot is simple, it is,
in fact, the plot which takes priority over ch;racter portrayal.
Hot only are characters not described in detaill but places and
batkground are also left to the reader's imagination.

v

concise, without extensive descriptions but with a progressive
actioni {1962, p 1l). Repetition is essential, however, to create

a genge of suspense, +to give the story body and to ereate the

}hythm and rapid f£low of oral narration. Rapetitlon is often

three ~ fold, f£ollowing the traditional bellef that the number

wag LOthi also observes that the style of a folk tale is brief,

i
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three is magical and indicates perfection., The generally concise
and brief style contributes to clarity egd sureness with which
the world ls presented {1962, pp 35 -~ 37). There is never any
doubt on the part of the narrator that events happened in a
certain way and, as faxr as the story itself is concerned, there
are never any 4oubts, compromises or imbalances. A world is
depicted in which everything makes sense and where there is a
certain order to the system as a whole; that is, justice always
prevails in the end, the good conquer and overcome thelr
difficuities and evil charatters always suffer punishment for
their bad deeds. Although countries and specific cultures are
often named in folk tales, Max L#ithi states that the folk tale
essentlally presenteg a timeless world where the passage of time

and precision of place are not important and will only be
specified 1f essential to the plot. The common Iintxsduction
“"ohce, upon a time ..." does not refer to a moment in the past
because what was oncé upon a time still exists and will exist in

the future (1962, p 31),

One o0f the fundamental themes of the folk tale is that of a
challenge or struggle and that of achievement (Lfithi, 1962, pp
90 - 91). The hero must often fight a dragon, a witch or robbers
and, in accordance with the stylised character of the hero, he
inevitably conquers and ovexcomes ail obstacles. A piddle may
also form a theme running throughout the tale, not onl& serving

to create unity of narration but also to create a sense of
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secrecy and mystery which are also essential themes in folk
tales. Another important theme is that of man's intelligence or
ounning. In fact, contra;y to many fables, the central figure in
most folk tales is man himself endowed with quallties of physical
and mental strength, intelligence and initiative, which he puts
to good use, in the case of the here, or which he abusep, in the
case of the villain (Llthi, 1962, p 104). It is also important
to point out that everything is possible in a folk tale; that is,
the most humble can be lifted to noble heights and the weak ctan
be strengthetied with the help of supernatural powers (Liithi,
1962, p 106). This serves to assert and confirm man's ability to

progress, mature and grow.

Arbuthnot gtates that just as there are many and varied themes,
there are also v;ried kinds of folk tales, following different
patterns and forms (1972, pp 143 ~ 146), for exampla;: the
cumulative tales aré the simplest with a minimum of plot and a
maximam degyree of rhythm in their narration. These tales contadin
freqguent repetition and each episode follows the other in a neat,
logical and repetitive fashion. Sometimes the action move?
upwards in a spiral and then retracts downwards towards a
conclusion. At other times the action takes the form of a race
and the story ends with the capture of the ruhaway who has
usually forfeited the sympathy of the reader through stupidity or

imprudence.
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Humorous talce axe £illed with fun and nonsense and are about
silly and stupld people. They need not have a well-rounded plot.

"Realistic tales" deal with man's cleverness and the hero's task

is an intellectual one intendzd to conquer the enemy by a battle
of wits. They are, ngve -~:\e55, imaginative tales £illed with
waglc. Tales @ith ze thedr central themes are usuwally
remote, impexsonal ana | .

ypters are often sterectypes.

In
the mayical tale the elemehi 0f magic is an essential and
inherent aspect and this magic is embodied in figures such- as

godmothers, giants and fairies. (Axbuthndt, 1979, pp 143-146}.

In a subsequent secti®y an analysis of the Itallan folk tale

translated here will be.ade and the tale will be compared with
the features; disdussed above.

i
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4., AUTHOR OF SOURCE TEXT

In keeping with the structuralist approach applied in this
project, the originai text chosen for translation in this project
should be brietly discussed since this is cne of the. elements
which f£orm an dintegral part of viewing the text as a system o
units within a wider system of other units. The author, the
totality of his works and his gereral literary tendencies
inflpence the text so that it cannot be seen in igsolation £xomits
author's backgroynd and influence. The translator should be
familiaf with thiz background, f£irstly, in onder éo appreciate
the author's work in all its aspects and, secondly, t0 ensure
that the translation reflectsz the same elements and qualities of
the original. As mentioned in section 3, folk tales were orally
handed down from one generation to another and did not have any
particular guthor. The folk tale discussad in this study is part

of a coilection compiled by Italo Galvino,; well-known ztglian

writer and although he selected the tales in his co}lection £rom
inpumerable variants of each story from different pavts of Italy
and translate§ many Efrom dialecté to standaxd Italian, he cannot
be considezvd the true author. . Nevertheless, since he has chosen
and written these tales according to his own criteria and style,
it would be useful, but not essentlal, for the translator to
become familiar with this writer. Moreover, it is necessary to
determine the competency of the writexr and his sighlficance and

contributions in the literature of his country 4in' order to
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justify having chosen his work for tranglation and for this

study.

calyino 38 an Italian novelist and shortw-story writer who has
written some of the wost innovative books In Italy in past years
(3. Cannon, 1981, p 15). MHis works cannot be categorised in any
particular literary school or trend since his evolution as an
asthor is "a variegated path, marked by a great diversity of
¢haracters, settings and plots" (Adler, 1979, p 1Ll}. aAdler
explains this by saying that Caivino is a literary .adventurer,
constantly exposing himself to the many phenomena in the world
arounyd him {1879, p 2}. He is also an adventurer because rather
than planning out themes he intends to use in his satories, he
allows the ideas that have inspired him to evolve freely in his
mindg {Adler, 1979, p 1). Calvino's "literary adventure" began in
a period of intense cultural activity in Italy during the years
immediately after the Second World War. Fascist censorship was
ne longer a deterréﬁt and many writers felf the need and the
regponsisility to portray what they had experienced during the
war. Calvino's £irst novel was "Il sentierc dei nidi di ragno®
(1947} and was one of the most significant producks of the

nesrealist movement in Italy.

The qualities t:aich gives Calvino's works a stamp of originality
and whichhavé made him one of Italy's most gelebrated contenporaxy

authors is his tendency to portray the world around him in terms
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of fantasy. For instance, ‘n "Il visconte dimezzato" (The Cloven
Viscount), written in 1952, <{(alvino's impressions of alienation
and value chandes caused by the war assume dimensions of a
fairy tale. The work entitled "Il barone rampante" (The Baron in
the Trees} deals with Italian culture and history during the
Enlightenment, but rather than being a factually precise portrayal
of this period, it refiects Calvino's own colourful

interpretation {Adlex, 1979, pp 5 - 6}.

Adler has analysed the central elements in <Calvino's works,

pointing out three in particular (1879, p 9}. The £irst is his

pref: for Y {he portrays human values and
:elétionshlps according to his own imagination rather +than in
obj%ctive and real terms). The second is the theme of tension
bebtfreen a character and his envivonment (the characters axe faced
witﬁ a hostile gnd challenging enviroment over which they are
expected to triumph). The third element is that of visual
imagery. These elements are . »ortant in this study of the folk
tale translated in this project because thiy explain Calvino's
enthusiasm 4n copmpiling this collection of folk tales and
emphasise his ability and suitability as the "autpor" of these
halesH making them good material for translation. in the
introduction to "Fiabe Italiane®, the collection of folk tales
used in +his treuslation project, Calvino says that the way folk
tales and fables portray the world, that is, the struggle of man

v terms of fantasy, is exactly the way he himself perceives it.
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For him folk tales and fables are true and offer a general
explanation of the world. In his stories, as in folk tales,
visual dimagery is not a superficlal and ornamental element, but
is the primary means of communicating. Although folk tales do
not contain'a direct and explicit moral or lesson, they do have
a didactlc nature and in the same way Calvino's stories always
enbody a lesson which is meant to make his readers aware of how

to face their problematic realities (Adler, 1979, p 122).

Calvino offers a definition of foll tales in the introduction of
his collection and it is here that the true meaning of these tales
is given as well as their particular significance £or Calvino.

“paken all together thay are, in their repeated ever

and ever-changlng casebook of human events, a general

expalantion of life, born in far off times and cons—

¢rved in the slow rumination of the peasant mind down

to our day! they are a catalogue of the destiuies

that can bé given to a man and a wolan, éspecially for

that part of life which is the making of one's destiny :

youth = from birt , which often portends good and evil,

to leaving home, tu the trials of becoming an adult

and then a mature person, of confirming oneself ax a

human being. {From Adlex, 1979, p 124).

It is based on this understanding and passion for folk tales that
calvino has been called the "modern writer of fables." (adlexr,

1978, p 132} ({"fables" in this case must be understood in a broad
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sense and not only as referring to the specific genre of fables).
The translator may, thus, proceed with his task knowing th%t the
story was written by cne who understands and appreciates its
qualities. This folk tale is discussed in this project under the
heading of children's 'literature, but considering Calvino's
defin}tion, it can be read with ?qual satisfaction by adults

since it extends into a wider realm of experience.*

ki
*Iranglatione of Calvino's collection of folk tales exist hut
gould not be made available for comparison and analysis in this

project.
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5. ANBLYSIS OF SOURCE TEXT

In the previous section it was stated that the folk tale chosen
for this study is part of a collection of Italian folk tales
transcribed by Italo Calvino in 1956. In 1954 the publishing
house of Einaudi wishad to publish a series of folk tales £rom
different countries but when they searched for an Italian volume
they found no suitable collection. The Italians were among the
£irst to collect folk tales inm written form; f£or example,

Staparola's “Piacevoli notti? published in Venice in the mid-

sixteenth century, and Basile's "P " in the se

century. These were elaborately written, filled with marvels and
horrors and were meant to entertain a small leisured and litexate
adult public. The "fiabe" (folk tales) were, however, later
Vi;tual]y ignered by writers. One reasoh may be that the stories
5elong to an oral narrative tradition where the spoken language
congiated of many dialects and literary language ﬁas highly

refined and speclalised (Hall {ed}, 1976, pp 1 ~ 4).

Apart rrom a few collections for children, Eilnaudi could not find
one compavshle to that of the brothers Grimm, for example, and
thus approached Calviho to create a collection, Confronted by a
mess of‘scholarly sources, Calvino explains that he strove "ta
gselect from that mountain of narratives, always the same
{reducible to about £fifty types in all), the most beautiful,

original and rare versions, to translate them from the dialects
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in which they had been collected ..." (Hall (ed), 1876, p 3}.
The storles are tola without frills but in a rich and rapid

colloguial style. The content ard delivery reflect  “regional
colonr but there is an overall unity of diction and tone", (Hall
ied), 1976, p 3). It is precisely this technique of writing the
tales so that they relate to the modern ¢hild's world and to the
mood of mpdern times, that renders this collectiop accessible‘and
attractive to most children. Consequently, these tales are more
likely to be trahslated * ‘\gr languages and not merely
forgotten - or dgnored as }% a past which is no longer

applicable to modern children's Iiterature.

In the £ollowing ahalysis of the folk tale chosen for this

it is ): the ch teristics typlcal

of a folk tale discussed Iin Section 3,

project, ry to r
since: the analysis will
show why this story has been classified ay a folk tale. o

The tale "Salta nel mic sacco!", translated in this twanklation

project, is described by Calvinoe as ‘wise and stolc” and presents

®one of the many variants of a very)old theme ... which here,

1
with all becomes almost a local legd.d ..
(Hall ({ed},

important and typlcal features of the folk tale;

the place names,

1976, p 125). The above guotation points out two
that isg, th;
universality of its themes and the cultural elemernts it contains.
The key elements of this folk tale.pay be summarised as follows :

(1) faemily members (the sons} lgave their home tp search for a

ciadicen i )

[ R
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better 1life; {(ii) the weakest character (the lame boy} becomes
the hero of the story (a5 mentioned previously, the weakest ox e
Jowest often becomes the strongest or highest in the folk tale);

{11i) ‘the element of the supernatural is represented by the

fairy; (iv) +the hero is tested and is presented with obstacles Jf
i

which he invevitably overcomes {v} a magic object (the sack) is %
§ given to the hero as a reward; (vi) the villain appears in the
¢ form of the devil; (vii} the villain attempts to congusr the hero :
not by a physical battle, but by an intellectual test of strength V
using deception and disguise; (viii) the villain is punished for f,
nis evil deeds; (ix) the hero helps others with the aid of the &

magic reward (the sack); (x) the hero returns home; (xi) the hero

stolcally meets death face to face.

Fge

H i " Throughout the &ale many of the elements and seguences are

.o repeated and this too'is typical of the structﬁre of a folk

. ’ tale, It should be remembered that in order to make folk tales

easy to remember and to create a rapid fhythmmany of these ‘tales
i follow a repetitive motion, often with a recurring phrase ox

h: sentence much 1ike the refrain of a song. In the case of the

folk tale studied here, this Yrefrain® is uttered by the hero ¢
{the lame boy): that is, "Jump into my sackl" ("Salta nel mio
saceol™), This confirms once agaln the oral beginnings of this

foik tale which necessitate: a rapid and stocth flow in the

narration so as to hold the attention and interest of the child

&"' . listenexs. In fatt,; every tachnique suitable to oral narration

- v ek PaL W 5%’»- Sl s i N
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of simple and primitive stories is used to the greatest advantage;
for example, repetition of sequences, an informal and colloquial
style, a large degree of direct speech, anidiomatic use of the
language, rapid sequences of events and little description, *
careful presentation of each stage of the stoxy at the right .
moment without antic¢ipating the ontcome, thus creating a sense of

suspense, These features are studied below. (All references to

line numbers apply to the 1lhes as set out in the translation of

3 the tale; not to the original Italian version.)

Other examples of repetition are zeen, for instance, when the

hero makes use of tho sack's and the stick's magical qualities

several times, always in the process of doing good. Within one

single sequence actions are also repeated such as in lines 138-

156 when the devil is beaten by the magic stick. The eries of

the devil and the beating of the stick are repeated in a ihythmic
pattern and in c¢lose and rapild succession. In lines 210-219 when

the hero calls on his dead brothers, the same repetitive pattern

PR NN

is onece agaip used, each time varying only in the name of the

brother galied. An iInformal and colloguial) style is seen in line

207 where the reader is directly asked and the rxeply ("Macchel®

which may be translated as "Never!") is given which is colloguial

and very informal in Italian. Idiomatic expressions are used

frequently; for example, in line 106 the Italian expression is

the idiomatic phrase in English "He will fird grist for his
nili®. similarly, in lines 70-79 the phrase "a meal fit for a
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king" ("un pranzo coi flocchi™) is colourful and expressive in
Italian. Direct speech and rapid movement can be seen in lines
176~190 when the here questions the sick woodcutter's son. He

obtains the information he requires very gquickly and with the

i ! same speed sets out finding a solution to the boy's problem.
The entire episode begins and ends very rapidly. The conclusion

& . is the most rapid occurrence in the entire story. The reader can

understand what has happened with no Qifficulty and knows the

}mplications of this sequence of events without the need for

dntailed descriptions or explanations.
N | An example of the creation of suspense is seen in lines 119-123

losing. The reader sympathises with the Pero and does not wish

¥

v F! where the here plays cards with the devil and appears to be
to see him lose, bul the yeader is given no indication of how the
u -situation will subsequently be turned to his advantage. The

f
i
irony 4in calling the "losing hero* an ‘“expert" intensifies the ?
{
i
§
i

8 tension and expectations of the reader. If the story were to be
read aloud as it was in its original form during ancient times,

facial expression and a particular tone of narration would j
Al

° o contribute to emphasise this effect,

aAs mentioned in a previous sevtion, charavter portrayal in folk
o tales 185 not very extensive and tends to present stersotypes or i
styiised characters. In this particular folk tale certain ;
qualities are attributed to the central character or hero (the i |

|
lamé boy) such as kindness, respect for his alders, humility ﬁ J

“ . ™ g i F P s
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bafore the Queen of the Fairies, goodwill and comt ¢n when he
helps the sick woodcutter‘'s son and the people in his horetown,
intelligence when he outwits the devil and integrity when he
refuges any material reward offered to him at the end of hie life
and accepts death willingly. These characteristics are, however,
the typical trai¢s of the stylised figure of the hero in folk
tales and do not include any personal details about him as an
individual. The devil, representing the villain, aigo exhibits
typical qualities most often attributed to the evil character In
folk tales; for example, a shrewd but evil mind, supernatural
powsers and, even when disguised, physical traits which betray him
and distinguish him from any other being ii the story (in this
case, the devil has goat's feet which the hero notices whea the
villain bows to bid him farewell). ILittle is revealed about the
fairy except that she is kindly, has supernatural powers which
she uses to do good, she is beautiful and remains etermally
young., These are all characteristics which have come to be
expected: in f£olk bales whenever tha figure of a good fairy is
pregented, Justicde and & reward given to the ¢good and the
punighnent infliicted on the evil are also elements which are
included in this stylised approach to characters and they are
aspects whith do not vary but rerailn constant. The fundamental
themes of challenge and achievement are slge evident in this folk
talée in the tests and tasks faced by the hero and his revards and
schievemunts, These too, are elements typically identified with

the hero in the story.

. PR S b vadled s




Page No.54

There are also characteristic themes which recur in folk tales
with slight variations depending on the countries and cultures
from which they originated. As was sald above, the theme of
challenge and achievement is one of the most evident and
characteristic and is found in this particular felk tale. Maglc
is also a common theme in folk tales and in this story 1t is
embodied in the magic¢ sack, the fairy and the supernatural powers
of the devil. The repeated use made of the sack's magic
qualities and the two appearances of the fairy (al the beginning
and again at the end] sexve to envelope the entire talé in an
aura of magic and wonder. Many of the themes of folk tales
pointed out by Thompson (1951, -pp 23 ~ 152) are present in the
tale studied heresy that is, the supernatural adversary is
rkpresented by the devil who constitutes an chstacle for the hero
to overcome (see Thompson, 195%, p 23), The supernatural helpe

{Thompson, 1951, p 23} appears in the foxm of the fairy. Magic
and marvels {Phompson, 1951, p 67) are repeatedly represerted by
the megic sack and the. presence of the fairy. Tasks and quests
{Thompson, 1951, p 105) given to the hero are those of defeating
the devil's cunning, helping the sick woodcutter's sofi and provide
food for the staxving people in his home town. His wish to see
his brothers again sonstitutes the hero's quest and although this
dis not fulfilled, it can be said that his entire life presenits a
quest for happiness and serenity by pexforming good deeds and
generally respecting good morals. Falthfulness (Thompsot, 1951,

p 108) way be seen not only as the hero's faithfulness to the
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wishes of the fairy but to the idealw :: 'good morals im general.
The good qualities of the hero evoke a sense of admiration on the
part of the readss. The higher powers (Thonpson, 1qsi, p 130}

are seen in the justice which prevails throughout the story sinc%

the kindness of the hero is rewarded with the gift of the . mag
séck, the evil of the devil is punished by the beating Jhe
receives from the stick, bis evil deeds are rendered harmléss ayd
the original barmonious situation restored by the resuscitation
6f the dead men. Furthermore, & poor and weak charactgr is
helped. as can be sean in the case of the sick woodéﬁéter'sk son.
All these deeds are made possible by the fairy who is the

ultimate embodiment of the good higher powers.

In .2 sense this tale can partly be called a “realistic tale"
{Thompsen, 1951, pvxsz) as described in section 3, for although
it is dominated by an element of magic and wonder, it also
possesses a certain element of "realism" seeh in the cleverness
of the hero which is far ¢reater than that of the devil in the
game of ¢ards, presenting the triumph of man's intellectual

abilities.

Folk tales have a particwlar structure which facilitates the flow
of these stories and ‘renders them easy to understand and to read.
arbuthnot and Sutherland have analysed the structure of the folk
tale, ‘studying how the action typically develops (1872, pp 151 =
154). The structure of the folk tale studied here corzmsponds to
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this analysis.

Introduction : * The leading characteristics and the place, the
mountains of Niolo,  are introduced tothe reader.In the folk tale
studied here the sohs are mentioned with particular reference to
the little lame boy who eventually becomes the hero of the story.
THe circumstances which lead to their journey are briefly
described. Time is effectively accounted for by the conventional
phrase "a long long time ago" ("tanto tanto tempo £3") in the
folk tale studied here. . Arbuthnot and Sutherland are of the
opinion that this does more than merely convey the idea of a

remote past but also carries the reader to a dream world where

everything is possible. The function of the introduction is to

launch the story and the reader immediately into the action.
{1872, p 152},

o i

The development | : Often the problem mentioned in the
introduction which brings a certain element of trouble or
concern :ontinues beyond +the introduction and is present
throughout the story. In the tale studied in this project -the
problem of the lame boy wl* .. 3merges in the second phase of the
story links the introductory sentences to the rest of the story.
In this phase, the quest begins, the tasks are initiated and the
obstacles appear. This is the heart of the story and 4in this
zarticular tale it extends from the first appearance of the fairy

to the appearance of Death. Usually the action progressively
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mounts to a climax but in this tale the movement is & spiral one
with sequences of events each withtheir ovn beginning and end, but
all linked by similar themes and elements. The development must
be logical and plausible even in a fantastic tale filled with

wayic.

N
In ‘order to clearly see "spirals® and repetitive pattern of the
tale, a brilef study of itg various stages will be made. aAs

already mentioned, the introduction is brief but states the

‘Situation, the plate and, indirectly, the time ("a long time
ag;”) {Lines 1-i3).' the central section of the story begins with
‘the journsy of the sons and this episode is concluded wheén they
rleéve their léme brothetr behind and board a boat for Sardinia,
tragically drowning in the subsequent‘;torm {lines, 14-29). A new
episode beéins when the narration returns to the lame boy to give
an account of his experiences in thé meantime. This stage

inéludes the agpearance of the fair?, the miraculous healing of

the boy's led, 'proof that the boy is wozﬁhy of reward and the
granting to him of two wishes (the magic Qack and the stick)
{iines 30-79j. It can be said that frow this moment the lape boy
becomes the hero of the story.

’ '

Thek theme of the journey (line 80) links this last episode with
the next which consists of the devil's disguise and attempted
deception. Once again +the hero proves his integrity“/and

cleverness and for the first time punishes the willain ang

- FRNRY. . i
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corrects the evil he has done. Just as the supernatural element
appeared prominently in the first episode with the figure of the
fairy, here, too, it is embodied in the devil, The sack is again
used, introduced by variations of thé usual refrain "jump into my
sacki". This episode ends typically with the restoration of a
harmenious situation (lines 169~ 172) and a journey .line 173}

again forms a link with the next stage.

The subsequent episode ¢losaly follows the pattern »f the

previous one. A challengs or problem is presented to the Bero,
) .

4nd is sought from the magic sack, the "villain® (thé doctor) is
punished and made to restore order tu tle situation (lines 176~
196).  The - third journey (line 198) teads to yet another good
deed performed in/the hero's home town with the aid of the sack
{lines 199~ 206) and the pattern is broken somewhat by the attempt
of” the hero to see hls dead brothers (lines 207-21%). The
passags of time is 1ndicated with only one sentence (line 221
"The tine came for hlm to grow nld alsu.") and a new episode
begins (1ine 222) when the hero Wwishes to see the fairy once more
befcfe his death. This episbde continves to the concluslon and
contains elements ' common to the preceding ones. A journey is
once again madé by the hero {line 224}, the supernatural element 7
iw embodjed by tne fairy and the appearance of Death, the hero is
again tested by the fairy's offer of material rewards, the hero
proves his integrity by refusing all these rewards and stoically

accepting death. His death is, in fact, the swift and sudden




Page NoO.5%
“conclusion of this tale. It can be said that this tale is well
batanced in its structure, not only becavse of the c¢lear and
ieffective introduction and conclusion, but also by the two
}appearances af the fairy at the beginning and at the end .which
;centrihute to properly rounding off the story and achieving a
hcé&taiﬂ equiliprium already obtained by each self~contathed

;episode.

{

i . . i

%Conclusion : Avbuthnot and Sutherland point out that the
i

i {
| conclusion frequentiy comes swiftly and is as brief as the
! X

intkqducgion {1972, p 184). In this folk tale the conciusiun is
particulazly sudden and brief when Death finally seizes the hexo.
Conclusions are usually happy and the villains arxe punished.
Thig tale presents a devigtion from the customary end since it is

not entirely a happy one.
usual end Sor a bhero} but since he Js willing to die, recogniging

The hero is seized by Death (not the

that it is his time, it can still be seen as a positive enfl, The

villains are punished at the end of each "spiral®, therefore,

* 'there is no f£inal retribution or punishment.

Having fully analysed the folk tale and undexstood its nature and
background, the translator is now in a better position to achieve
a satlsfactory transjation, equivalent to the original on as many

levels as possible.

&
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SOURCE TEXT
SALTA NEL MIO SACCO!

Nelle mentagne del Niolo, pelate e grame, tanto tanto tempo
fa viveva un padre con doqici figli. C'era carestia, e 11
padre disse : "Figli, pane iJa darvi non ne ho pil, andatevene

per il mondo, da vivere meglio che a casa troverete certo.”

4 .
Gli undiei f£igli magglori gi3 si disponevano ad andare,

quandé il dodicesimo, il pill piccino, che era zoppo, si mise

“ a piangere. "E io che sono zoppo, come fard a guadagnarmi A4

vivere?"

E il padre :
undici fratelll e guel che tyoveranno loro sard anche tuo.”
i .

Cosi "4 dcdiciwpromisero non lasciarsi mai, e partirono.

Ca ﬂigarono unt giorno, due glorni, e lo zoppetto restava
sempre indiétzo. Al terzo giorno, il maggiore disse :
"Questq qostro fratellino Francesto che resta sempreé iAdietro
& bn bell'impiccio per nol altyil! Lasciamolo per 15 strada ¢ h
sard anche meglio per lui perchd troverd qualche anima buona

che ne avrd pietd.”

Cosl non sl fermarono pid ad aspettarlo e continvarcno la . -
e

"Bambino mic, non piangere, andral coi tuoi X

IR LS

W
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20. loro strada, domandando l'elemosihla a tutti -quelli che

incontravané,- £inch® non fecero ingresso a Bonifacio.

A Bonifacio c'era una barca attaccata
saliesimo in barca e ce he .andassime in Sardegna?” digse il
[
magglore. "Forse laggill ¢'& meno fame che da noi!” ﬂ.
’ ]

Y fratelli salirono it barca, e salparono. . Quando {ureno in

25.
mezza .allo stretto si levd una burrasca cosk grossa| che la
N N barca and® in mille pezzi contro gli ‘scogli ¢, i Fratelli

o)
E annegaronc tutti e undici.
Intanto Eranceééo lo goppetto, . stanco morto e disperato, hon

30, trovande pid i fratelli aveva gridate, aveva pianto, e poi

“g'erd addoxmentato sulciglio della strada, La Fata &i quel
Y
posto, dalla cima d'un-albero, aveva visto e sdntito tutto.”

/
o s8i fu tato, sceSe dall'albers, andd

Appena F

a cogliere certe erbe che sapeva lei, na fece un impiastrr\

35. glielo mise sulla gamba zoppa, e la gawba da zoppa divenne
Poii ella prese 1'aspetto d'una povera vecchina e, si

* sana.
sedétte su di una fascina aspettando che France. -r>:si

svegliasse.

Fransesco gi sVeglid, si tird su, fece per riprendere il

40. cammino zoppitindo e 5'accorse che non  zoppifava pld ma

camnminava come gli altri. Vide la vecchina'seduta 11 e le

[

p P

al molo. "E se
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chiese : "Signora, avete per caso visto un dottore?” “

"voglio ringraziario. 81, dev'egsere passato un gran

dottore, ¢he m'ha guarita la gamba zoppa mentre dormivo,."

45. “Cchi t'ha guarita la gamba zéppa sono io," disse la vecchina. Gy

*Perch® lo conesco tutte le erbe, e anche l'erba che guarisce

le gambe zoppe."

i Frangesco, tutto felice, saltd al colle della vecchina e la

bacid su tutt'e due le guance. “Come posso provarti la mia

50. riconoscenza, honna? Dammi questa fascina che te la porto %
sor 4 s

’ i} ;
8i chind per sollevare la fascina, ma quando si levd, 4%1

posto dellﬁ vecchia ¢'era la pilt bella giovane che si possa

%37 £ ’ immaginare, tuttﬁ luccicante di §iamanci, col capelli biondi

55. gﬁe le coprivano le spalle, 1la veste. di seta tutchina

ricamata d'oro e due Btelle di piette preziose sugli
7

stivaletti. Franﬂesco, a bocca aperta, cadde ai piedi della
= Fata. . . il

"alzati," ella disse. "Ho visto che non sel ingrato, e ti

i
] Ba)
60, aiuterd. DI due desideri e lo 1i esaudird sub%to. Sappi che i

f 0 i <
o sono la Regina delle Fate del Lago di Creno. / ' i
{ b
) HE
. 11 ragazzo ©l pensd un po su, e pol rispe YDesidero un ' ! .
o, : { i
sacco nel quale vada a finire denty jsa al mio 1
comando." h ’l

" . N T Y P o




Page No.63

65. "“BE un sacco cosi avrai. Tl resta ancora un desiderio.”

"Desidero un bastone che faccia tutta gquel che comando io."

La Pata disse : "E un bastona cosi avrai," e spari. ai pledl

di Fransesco c¢’erano un sacco ed un bastone.

< [l
° R Tutto felice, 11 ragagzo volle far la prova. Dato che aveva
. i ¥
i 70, fame, gridd : "Che una pernice arrusto entrd nel mic saccoi™ 3
. B, paml, una petﬁica gid arrostita vold dentro 11 sacco. >1

“Che o'entri del pane!" E, pam!, un pane entrd nel &7gco. N

‘“ W “Che c'entri un fiasco di vino!" E, pam!, il filasco di vino.
A Fransesco fece un pasto coi fiocchi.

w - ‘ ~ .
75, Poi sl rimise per via, senza pill zopp10§Fe, @ l'indomani si kil
A trovd a Mariana. A Mariana si davano convegno gutti pi; gran

glocatori della Coxsica e del Continente. Francesco era
o senza un soldo, e comandd : "Centomila scudi nel mio saccol”
N -+ B il sacco el riempl di scudi. In un b»Jan&, si sparse pexr

80, Mariana 1ljj voce che era arrivato i1 ¥rincipe di Ssanto

Prancesco, famoso per le sue ricchezze,

[ Bisogha sapere che a quel tempo il Diavelo prediligeva la

o B cittd qi Mariana. Sotto forma d'un bel giovanotts, vinceva

TED

tubti' a carte, e quando i giocatori erant rimasti semza un E

By 85: soldo, comprava le loxo anime. Saputo di questo ricco v i
forestiero che &i faceva chiamare Principe di  Santo

Francesco, 41 Diavola, travestito, 1'andd subito a trovare.
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"Signor Principe, scusatemi se ho l'ardire di presentarmi
davanti a wvoi, ma 1a vostra fama dl giocatore & tanto
grande, c¢he non ho resistito al desiderio di venire a farvi

visita."

“Voi mi confondete,” disse Francesco. “d dir la veritd, non
s0 giocare a nessun gloco, anzi non ho mail preso in mano un
mazzo di carte. rerd, qualche partita con voi, cosi per
imparare, mi placerebbe farla, e son certo c¢he alla vostra

scuola non tarderd a farmi esperto.™

Il biavoloe era tanto soddisfatto della visita, che,
accomiatandosi, noen stette bene attento e facendo la
riverefiza allungd una gamba e mostxd il plede gi caprone.
"ah, ah!" disse tra s& Francesco. "Qusto & zio Satana che
mi & venute a far visita. Benel Troverd pane per i suoi
dentit" }, rimasto solo, comandd al sacco uqﬁ bella cena.

L'indomani, Francesco andd alla casa da gioco. -C'exra un
gran tranbusto e tutta la gente s’'affollava in un punto.
Eranceseg sl fece }argo e vide per terra - il g¢orpo ;d'un
giovane col petto insanguinato. "B un giu&atcxg che Jha
perduto tutta la sua for;una,“ gli spiegpvoho»‘ "E s'8

piantato un pugnale nel cuore propric adessg.”

“putti i giocatorl erano tristi in volto., &ule wno in mezzo
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110 a loro, s'accorse Francesco, rideva sotto i baffi. B
'

Francesco riconobbe 11 Diavolo che era venuto a fargli P

visita.

L “prestol” disse i1 Diavolo. "Portiame via gquesto
B 3 disgrazisto, e ripsandiamo il giocoi' = tutti ripreserd le
)

115 carte.

Francesco, che non sapeva neanche tenere e carte in mano,

quel giorno perdette tutto quel che aveva ‘con s&&, Il

secondo giorno, aveva gif imparato un pd a giocare e

pexdette pifi ancora del primo. b terzo'giorno s'era ormai
120 Eutto esperto, e perdette tanto che tutti lo credevano
4 ) 3 rovinatos Ma per lui non era niente, perch& non aveva che
da comandare al suo sacco, e Gl trovava dentre tutto 1'oro

che gli sexviva,

Perse tanto che il Diavolo si disse : "Ormai, fosse pure
125 1'uomo pilt riceo del mondo, & certo rimasto sul lastrico."
- Lo\&rese da parte de gli disse: "Signox Principe, non so dikvi
v guanto mi duole la mala sorte che s'& abbattuta su di  vol.

B Ma ho una buorna notizia da darvi : se mi date retta, posso

- farvi recuperare la metd di guel che avete persol”
130 “E come?"

: 11 biavolo si guardd intorno, pud gli sussurrd : "wendetimi '

[l o o Y. Y -
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ltanimal"

"ah 811" gridd Francesco, “f questo il consiglio che mi

dai, Satana? Ebbene, salta nel mio saccol

135 Il Diavelo ghignd e fece per scappare, ma non c’era versao :

£inT a capofitto dentyo la bocea del sacco spalancata.
= Francesco chiuse il sawco ¢ disse al bastone :

s YBatti qua soprat

) £ il bastone, gl botte! il piavolo, dentro i) saceo, si

140 dimenava, plangeva, imprecava., "Lasclaml useirel Fekma o

g muoiol”
Qo
9 "ah 81?7 Muori? E credi che sarebbe un male?” E il bastong
R gid botte, ot
0 i >
. R . : *
bopo tre ore di guella gragnuola, "Basta cosl;"disse : :

145 TFrancegco, ‘"per oggi, almeno."
“Cosa v.oi per ridarmi la libertd3?" disse il Diaveolo un £il

di voce.

"Senti bene : se rivuoi la lipertd devi risuscitare subiis

i . quelll che si sono ammazzati per colpa tua nella casa qé
150 gioto!l”

“re 1o gilurol" diese il Blavolo.

"gsci, allora : ma ricordati che pogse riacciuffarti quando

voglio. "

Il plavole si guardd bene dal mancar &i parola : sparl

S RS

oy

4
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155 sottoterra e di 11 a poco da sottoterra saltd fuori una {

folla di oilovani pallidi in [faccia, con gli occhi
¢ febbricitanti. "Amici miei,"” disse loro Francesco. "voi vi

siete rovinati al gioco e per la disperazione vi siete ﬁ
d

P 2 |
\p.” § -ammazzatl. Io ora ho avuto la possibilitd 4i risuscitarvi, §
i

e 160 ma un'altra volta non so se ci riuscivei. bitemi,

B promettete di non giocare pill, se vi lascio in vita?"

Y8y, si, lo giuriamoi"

P "Bene, allora eccovi mille scudj per ciascuno. Andate, e

N
guadagnatevi il pane lavorande." ot -

f . 165 1 glovani risuscitati partiromo tutti felici; chi fece
i -
[ : ritorno alla famigiia in lutte. e chi si mise in giro per il

D nonde percn® la sua mala condotia passata aveva fatto morire

[ at crepacuore i genatoxi.

Anche ~ a Francesco venne il pensiero del suo vecchio padre.
170 8i mise in strada per tornare al suo paese, ma per via
ot “incontrd un ragazzo che si toxceva le mani dalla

& disperazione.

“Ba, gicvanotto, di professione f£ai il fabbricante ai 4 12
. smorfie?" chiese Francesco, che era allegro. "E a quanto le

4 175 wvendl la dozzina?"

“Io pon ho voylia di ridere, eignore,* rispose 11 ragazzo.

P
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“Cosa ¢'S che non va?”
“Mio padre fa il taglialegna ed 8 l'unice sostegno della
famigiia., Stamattina & caduto d'in cima a un castagno e '@
180 rotto un braccic. Sono corso in cittd a chiamare il medico,
sa che siamo poveri e non si& voluto disturbare."
"Putto qui? Std tranquillo. Ci penso io,"
"Siete medico?"
"No, fard venire guello ld., Come si chiama?"
183 ‘“pottor Pancrazio.!
“"Bene! Dottor Pancrazio, saltz nel mio saccol!™
E nel sacce plombd a capofitto un medico. con tutti i suoi
strumenti.
[ “pastone, batti qua sopra!" E il bastone comincid la sua
danza. :
"Aluto! Pietai"
. 180 "prometti di curare gratis il taglialegna?”
= “prometto tutto guel che voletel”
"EBgol dal sacco, allora." E il medico corse al capezzale

del taglialegna.

Frangesco riprese il camino e dopo qualche gilorno arrivd al
195  suo paese, dove si pativa pifl fame di prima. A forza &i

commandare : "Un pollo spiedo salti nel mio saccol,

"Un £iasco di vino saltd nel mio saccol"; Francescod riusei a

metter Su uha locanda dove tutti potevano togliersi

1'appetito senza pagare un solda.

200 Cosl gurd finch2 durd la carestia. Quando ritornd

O O ARSI S
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1'abbondanza, Francesco non volle dar pill niente a nessuno,

perché sarebbe stato come incoraggiare la pigrizia.
Macch&!  Era triste di

Credete che ora lui fosse fellce?

non saper pit nulla dei suoi undici fratelli; ormai aveva
loro perdonato la cattiva azione‘d'averlo abbandonato solo e
ZCPPO. E cos’ provd & dire : "Glovanni mio fratello, salta
nel mio saccol"

Qualcosa si scosse dentye il sacco. Francesco apri e ghardd:
era un muechio d'ossa.

"Paclo mio fratello, salta nel mio saccol®™ Un altro mucchio
d'ossa.

“Pietro filo fratallo,“ salta nel mio saccol" E continud a
chiamarli £ino all’uné}cesimo, e ogal wvolta, ahim&, non
: mucchietto  d'ossa  mezzo

trovava nel sacco che un

rosicchiate. Non c'era dubbio : i suol fratelll erano morti
tutti da un pezzo.
e rimase solo.

Fraceseo era triste, Anche suo padre morl,

Ed anche a lui toced di venixr vecchio.
L'unico desiderio che aveva, prima di morire, era di vedere

1a Fata del Creno che l'aveva resc tanto fortunato. ‘Cos® si

mise in

per la

cammino e arrivo hel posto

prima volta. 83 mize ad

“ ..

in cui 1'aveva incontrata

aspettarla, mwa aspetta
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aspetta, la Fata non veniva. "Dove sel, buona Regina?"
supplicava 1lui. "Mostrati ancora una voltal Non voglio

225 morire senz'averti rivistal®

Era pcesa la potte. Della Fata non s'era vista traccia.

Invece, per quella via passé la Morte. In una mano teneva

o una bandiera nera, e nell’altra ila falce. S'avvicind a
Francesco : "Ebbene, vetchio, non sei ancora stanco della

230 vita? Non ne hal percorso abbastanza di monti e di valii?z

o Non & tempo che tu facela come tutti e te ne vengadcon me?"

i "0 Mortel® rispose il vecchio Francesco, "io ti benedico!

i 81, di mondo ne ho visto abbastanza, e anche di tutto quel

A ] . dhe il mohdo nontiene; mi sono sazlato d'ogni cosa. Ma

235 prima di venire con te, ho bisogno di dire »°°’0 a ,una
N,

person. Dammi un giorno di tempo,*

¥
"DI le tue preghiere, piuttosto, se non vuoi . (éome un

- saracina, e pol spiceiati a venirmi dietro.”
*pi supplico, aspetta fino al mattino, £inch& non'canti il
- 240 gallo.*

N "No .

“Un‘ora,, via."
PR *Neanche un minuto.”

“allora, visto ¢he sei cosl crudele, salta nel mlo saccol"
245 La Morte tremd, tubtte le sue ossa batterono l'una contro

1l'altra, 'ma non potd fare a meno di saltare nel sacco.

Nello stesso lstante, apparve la Regina delle Fate,

o
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splendenta e giovane come quella volta. "Fata," disge
Francesco, "ti ringraziol" E alla Morte : "Salta fuorl dal

sac¢o e attendimi.”

"Tu non hai abusato del potere che t'aveve dato, Francesco,"

digsse la Fata. "Il tuo sacco e il bastone t'hanno servito
per fare il Dbene. Voglio compensarti. bimmi Ccosa
desideri,"

"Nen desidero pill niente."
“Yuoi essere caporale?”

"No.*"

"Vuoi essere re?"

"Hon voglia pili nulla."

“T'ho vista. Muoio contento.”
taddio, Francesco. Brucia il sacco s il bastone, prima‘f H

la Fata spari.

11 buon Francesco accese un gran £ucco si riscaldd un
nmomento le membra ghiacciate, buttd nella fiamma il sacco e

il bastone, perchd@ ressuno ne facesse uso cattivo.

La Morte era 1%, dietro un tespuglio. “Cu-cu-ia-rci! Cu-cu~
ia-clil" cantd il primo gallo. Francesco non senti. LYétd

1'aveva fatto sordo.
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"g il gallol" disse la Morte, e colpi il vecchic con la i
270 falce, e sparl portandosl dietro il suo cadaverre.
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6., b TRANSLATION (TARGET TEXT)

JUMP INTO MY SACK!

i, A long, long time ago, in the bare and hostile mountalns of

Niolo, " a father lived with his twelve sons. There was

e famine in the land snd the father said : "My sons, I have
no moxe bread to give you, go out into the worid, you will

54 certainly live better than at home."

T R

The eleven elder sons were prepared to go when the twelfith,

the youngest who was lame, began to weep : *I am lame, how

Will I be able to earn my living?"

|
i
f

The father replied :"™My child, do not weep, you will go

10. with your twelve brothers and whatever they find will be

yours too."

S0 the twelve sons promised never to leave each other and

they left.

They walked on for one, two days and the little lame boy

15, always trailed behind, On the third day the eldest son
said : "rbis little brother of ours, Francesco, 1% a real

§ 'bother for the rest of us, always lagging behind. Tet us
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leave him. 1t will be better for him too, because he will

£ind some kind soul to take pity on rim.®

S0 they no longer stopped to wait for him and continued on
their way, begying for alms from all those they met until

they arrived at the town of Bonifacio,

At Bonifacio there was a boat tied to the pler. "What if we
boarded the woat and went to Sardinia," sald the eldest.

"Perhaps there is less hunger there,"

The brothers climbed onto the boat and set sail. When they
reached the middle of the strait a fiejce storm crashgd the
boat into a thousand piecws againet tha, -ncks and all eleven

brothers drowned.

Meanwhile, when little lame Francesco, exhausted and
desperate, had not been able to £ind his brothers, he had
shouted and wept and £inally fallen asleep on the side of
the * road. The Palry who lived there had seen and heard
everything from the top of a tfee. As soon as Francesco had
fallen agléep, she came down from the tree, gathered certaln
herbs that she knew of, mixed & poultice, placed it on the

lams ley and it was cured. Then she took on the appearance

‘of a little old lady and sat on a bundle of sticks walting

for Francesco to wake up.

4 Fia PO . s i




40,

45.

50.

58,

Paye No. 75
Prancesco awcke, lifc - himself, and was about to begin
walking with a limp and ... iced that he no longer was lame

but walked like everyone else. Notieing the little old lady

he avked : "0l1d lady, have you perhaps seen a doctor?"

" doctor? What do you want with a doctor?®

"1 wish to thank him. Yes, a great déctor must have passed
and healed ny lame leg while I slept.*

"I was the one who cured you,* replied the little old lady.
“Because ] know all the herbs and also the hexb which heals

lane legs.”

Overwhelmed with joy, Francesco threw his arms around the
1itrle old lady an3 kissed her on both cCheeks. "How can I
show you my gratitude, old lady? Give me that bundle of

sticks that I mer carry it Ffor you,"

He bent over to lift the bundle and when he looked up the
little old lady had turned into the most lovely young girl
imaginable, sparkling with diamends, blonde hair covering
her shouwlders, drassed in deep blue silk embroidersd in gold
and with tws clusters of precious stones on her shoes.

Amagzdd, Francesco fell at the fest of the Fairy.

"Stand up," she said. "I have seen that you ajke not

ungrateful and I will help you. Make two wighes and I will

i D . SO T

VN
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Francesco awoke, 1ifted himself, and was about to begin
walking with a limp and noticed that he no longer was lame
but walked like everyone else, Noticing the little old lady

he asked : ™014 lady, have you perhaps seen a doctox?"

"A doctor? What do you want with a Aoctor?"

"I wish to thank him. Yes, a great dSCtor me 3t have passed
and healed my lame leg whi'e I slept."

"1 was the one who cured you,™ replied the little old lady.
“Becsuse I know all the herbs and also the herb which heals

lame legs.®

Overwhelmed with joy, Francesco threw his arms around the
little 0ld lady and kissed her on both cheeks. "How can I
show you my gratitude, old lady? Give me that bundle of

sticks that I may carry it for you."

He bent over to 1ift the bundie and when he looked up the
little old lady had turned into the most lovely young gixl
imaginable, sparkiing with diamonds, blonde.bair covering
her shouldexs, dressed in deep blue silk embroidered in gold
and with two clusters of precious stoneas on her shoes.

amazed, Francesco fell at the feet of the Fairy.

*Stand up,® she said, 1 have seen that you axe not

ungrateful and I will help you. Make two wishes and I will
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grant them at once. I am Queen of the Pairies of Lake

Creno."

The boy thought a little and answered @ "I wish for a sack
which will £ill with anything.®
"Then You shall have such a sack. You still have one more

wiah,"

"I wish for a stick which will do all that I command." The
Fairy said : “"Then you shall have such a stick." and then
she disappeared. Francesco found lying at his feet a sack

and a stick.

?leased with this the Doy wished to put them to the test.
He wag hungry so he cried ouk : "Let a roast partridge
enter my sack!™ And behold, a partridge slready xoasted flew
into the sack.

"Let some bread come into the sack!" And behold & loaf of
byead appeared. "Let a flask of wine enter my sackt®” .nd
behold, there wis a flagk. Francesco ate a meal fit for a
king.

He then continued on his way, no longer limping and the next

day he arvived at the city of Mariana.

In +that town there wag a meeting of all the greatest card

p PN N R
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players of Corsica and the Continent. Francesco was
penniless 2and so he commanded : "One hundred thousand

85. scudil*  aAnd the sack f£illed with scudi. As quick as a i
flash rumovys spread in Mariana that the prince of Saint

Francesco, famous for his wealth, had arrived.

"l At that time the Devil was especlally fond of the ity ‘of

Mariana. In the £form of a handsome young man, he beat

\\,‘ 90. everyone at cards and when the card-players were Ileft
pennlless, he bought thelr sculs. when he heard of this

wéalthy strangex who called himself the Prince of Saint

Francesco, the Devil disguised hinmself and immediately went

to sook him out. "prince, forgive me for daring to come to

95. see you but your reputation as a card-player is so great

that I could tiot resist the desire to come and meet you."

"You confuse mMe with someone else;* said Francesco, "Truly,

e t I do not know how to play cards, in fact, I have never held

a deck of cards. But I would like to play a few games with

v 100 you so that I can learn and I am certain’ that with youx

guidance it will not be long before I become an expert.®

The Devil was 26 pleased with his vislt that he was vareless

on taking his leave and in bowing stretched out a leg

showlng his goat's foot. “ah, ha," thought Francesco to

95 himself. “Dear old Satan has paid me a visit., Very welll

v
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He will find grist for his milll" and left on his own,
Francesco ordered a good supper from the sack.

The next day Francesco went to the gambling house. There
was great confusion and all the people gathered in one spot.
Francesco made way for himself and saw the body of a young
man on the floor with blood on his chest. “He was a
gambler who lost his entire foriune," they explained to him.

"And he has just stabbed himself "

All the gamblers were saddened. Francesco noticed that only
one among them laughed to himself and he recoghised the

Devil who had visgited him.

"ouick," sald the Devil. "Let us take this wretched man

away and continue the game.” 2and everyone resumed play.

Francesco did not even know how to hold the cards and that
day lost everything he had with him. On the secord day he
learned to play the game a Jittle“better angd lost even more
tha: on the €irst, By the third day he was an expert and
lost so much that everyone though: him to be ruined. This
was nothing to him because on his command the sack would

simply give him all the gold he needed.

He lost so much that the Devil said to himself : “Even 4if
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you once were the most wealthy man in the world, you are now
most certainly penniless.” The Devil took him aside and
said : "Prince, I cannot tell you how much it grieves me to
see the misfortune you have suffered, but I have good news
for you. If you do as I say you will be able to recover
half of what you lost."

"But how?"

The PDevil locked around and then whispered : "Sell me your
soul."”

Franc esco exclaimed : "So, this is the advice you give me

Satan. Very sell, jump inte my sack!®

The Devil sneered and then tried to escape but 1t was
uselesg. He fell head first inte the opening of the sack.
Fyancesco c¢losed the sack dnd said to the stick ¢ "Beat

hilng* "

Ang down came the blows., The Devil in the sack tossed
about, wept and cursed.

“Let me out! Stop or I shall diel"

S0 you will die will you? And do you think that would be a
bad thing?” And the stick continued to beat.

This shower of blows lasted three hours and then Francesco
said ¢ “rhat is enough, at least for today." The Devil

asked in a whisper : ‘“What do you want in exchange for my
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150 freedom?"

"Listen carefully, JIf you want your freedom you must bring

back at once all those who killed themselves in the gambling H
house because of you." |
"1 promise I will do this, " said the Devil.

155 "Then climb out of the sack, but remember that I can snatch

you back whenever I wish.”

The Devil took great care not to break his word. He

dLsappeared under the ground and shortly afterwards a crowd

of pale youths with feverish eyes reappeared from the i
\' : 160 ground. “My friends," said Francesco. *You lost your i
fortunes by gambling and in desperation you killed
yourselves, I have had the opportunity of bringing you back

N ﬁ‘ to 1ife but I do not know if it will be possible for me to

. R : do this again. Will you promise me not to gamble any more

I 165 4f I give youn your lives?"
"Yes, yesi" r
) ‘ "Good, then here are a thousand scudi each. Go and f£ind

work to earn your living.*

The youths left feeling very happy. some returned to their

170 mourning families and some went out into the world because

their past bad behaviour had made their parents die of

broken hearts.
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Francesco too thought of his old father. He began his
journey back to his home town but along the way he met a boy

who was wringing his hands in despair.

"Well young man, do you pull faces for a living?" asked
Francesco who was cheerful. "How much do you charge”for a
dozen?®

"I have no desire to laugh , sir" said the boy.
"what is the matter?"

"My father is a woodcutter and supports our family alone.
This morning he f£¢ll from the top of a chestnut tree and
broke his arm. I ram to town to call a doctor but he knows
that we are poor and did not bother to come."

“Is that all? Do not worxy. I wlll take care of
everythénq."

"are you & doctor?®

“\o, put’ Iwill make your doctor come. What is his name?”
“ﬂ&ctor Panarazio." k

"ver& well, Doctor Pantrazio, jump into m§ sack I ‘and 1into
the' sack plunged head £irst a doctor with all  his
ingtruments. "Stick, beat on himl" Ahd the stitk began its
dance, "Help! Have pityl"

"Db you promise to cure the woodcuttey free of charée?"

"1 promise whatever you wishi® .
“Then clitb out of the sack." And the doctor ran %o the

wood autterts bedside.
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Prancesco continued on his way and after a few days arrived

at his home town where there was more hungex than before.

By dint of ordering : “Let a roast chicken jump into my

sack!", "Let a flask of wine jump into my sack(”, Francesco
was able to set up an inn where everybody could satisfy
theéir hunger without paying a single penny.

and so this continued as long as the famine lasted. When

prosperity returned Francesco no longer wanted to give

anything away becaus& it would have encouraged idleness.
Wwas Francesco happy at last? Neverl 'He was unhappy becatse
he did not know anything of his eleven brothers. By now he
had forgiven them their unkind _ction of abandoning him
glonu and lame. S0 he gaid : "Giovanni my brother, jump
inéo my sackt®

something moved about in the sack. Francesco opened it and
beerad inside. He saw a bundle of boses.

"paolo my brother, Jjump into my sackl" Apother bundle of
bones,

"pietro my brother, Jjump into my sackl!™ He called all
%leven and each time, alas, he found only a bundle of half
his brothers had died

chewed bones. There wag no doubt,

long ago.
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Francesco was saddened, His father had also died and now he
remained alone. The time came for him to grow old also.

The only wish he had before dying was to see once more the
Fairy of Dake Creno whe had brought him good fortuhe. So he
started on his way and arrived at the place where he bad
met her the first time. He waited and waited but the Pairy
did not come. "Where are you, good Fairy?" he implored.
“Show yourself, I do not want to die without haying seen

you again.®

Night f£ell but there was no sign 0f the Fairy. Instead
Death came‘ by. He held a black flag in one hand and a
slckie in the other. Coming close to Francesco he said :
“Well old man, are you not tired of life? Have you not
crossed énough mountains and valleys? Is it not time that
you do as everyone does and come with me?"

"Oh Death!" aaswered Francesco. "Bless you! Yes, I have
seen enough of the world and all that is in it. 1 have
satisfled myself of everything. But before going with you I
must bid someone farewell. G&ive me one more day."

I"P.athe:«: say your prayers if you do not want to die as a
Saracen and then quickly follow me.”

"1 bey you wait until morning when the cock crows.™

“No,*

*1t is just for another hour after all."

"Not even a minute."
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"“Then seeing that you are so cruel jump into my sackl"
Death began to tremble, his bone# shook against one another
but he could do nothing but jump into the sack. At that
moment the Queen of the Fairies appeared, radlant and young
as the first time. "My Queenl!" exclaimed Francesco. "L
thank you!" and to Death hs sald : "Jump out of the sack and

wait for me.®

You did not misuse the power that I gave you, Francesqo,"
sald the fairy. "Your sack and your stick have served you
in doing good. I wish to reward you. Tell me what you
wish."

"r ﬁo longer desire anything."

"Do you want to be made a leader?"

"No,

"po you wilsh to be king?"

"1 no longer want anything."

*01d man, &9 you want hmalth and youth?"

"} have seen you. I can now die in peace."

"Farewell Francesco. But £irst burn the sack and the
stick."

And the Fairy disappeared.

Good old Francesco lit a great fire, warmed his frozen limbs

for a moment and threw the satk dnd the stick into the
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“Then seeing that you aré so cruel jump into my sack!"
Death began to tremble, his bones shook against one another
but’ he ¢ould do nothing but jump into the sack. At that
moment the Queen of the Pairies appeared, radiant and yourig
as the first time. "My Queen!® exclaimed Francesco. "1
thank you!" and to Death he sald : “Jump out of the sack and

wait for me."

You @id not misuse the power that I gave you, Francesco,"
said the éairy. "Your sack and your stick have served you
in ‘doing good, I wish to reward you. Tell me what - you
wish."

¥I no longer desire anything."

"Do you want to be made a leader?"

"No. ™"

"Do you wish to be king?¥

“Y no lotyer want anything.*

¥0ld mayj, do you want health and youth?”

*1 have seen you. I cah now dle in peace.” |
“Farewell Francesco. But first burn the sack and the
stick."

And the Fairy disappeared.

Good old Francesco lit a great fire, warmed his frozeh Limbs

for a moment and threw the sack and the stick into the

s
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f£lawes s0 that nho one could ever misuse them. )

Death was there behind a bush, The first cock crowed,
270

Francesco did not hear it because old age had made him deaf.

o
"It is the cogk," cried Death and struck .he old man with

the sickle and Aisappeared taking with him his body.

’ N \,\\\
apply to the lines as set ouk in the translation of the . |
talé; not to the original Italian version.)

(NB  All refersnces to line numbers made in section 5 and

B A
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7. DISCUSSION OF SELECTED PROBLEMS IN TRANSLATING THE FOLK TALE
(i) GENERAL REMARKS

The approach adopted in translating this folk tale, as has been
mentioned, is that suggested by Bassnegtt-Mc Cuire; that is, the
structuralist approach (1980, p 77).. The text should be seen as
a unit within a system, thus its overall nature depends on the
particular literary genre to which it belongs, the period in which
it was written, its author and its literary tendencies, the style
and words used in its composition. Durinry the process of
translating this tale certain problems repeatedly recurred and
the most practical way of annotating and discussing  this
translation is to structure the study around certain key headings
which have been selected in the course of actively translating

the tale.

8ince equivalence itz the major element which shoulld be preseat
in a translation {as was decided in the dicussion on Iliterary
translation theories), the headings will refer to Zifferent types
or aspects of eyuivalence which posed specific prcblems or which
are of prime ilmportance to the translatmr. The First of these
involvés the features of this tale which distinguish it 2s a folk
tale and which, in this case, can be classified as stylistic

elements. Before  this particular aspect is discussed a
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definition of stylistic equivalence and of the "style" of an

auchor will be given.

cultural elements often present problems in translating folk

tales but are, nevertheless, essential components of this genre.
‘They should, therefore be specifically pointed out and discussed

separately. In this particular tale names and terms of address

constitute one of the most evident and significant cultural

components and will form the next point of discussion. Certain

failings in the translation will be shown here since satisfactory

W equivalents of terms of address cannot always be achieved.

To a certain extent idiomatic expressions are also linked to B

cnltural aspects of the folk tale and have been chosen as the

subject of the next heading. The expressions often present
specific problems because they cannot always be translated
maintaining the same imagery as the original and the translator
must exercise his imagination and mastery of the target language |
in order to £ind eguivalent phrases containing the same meaning

and expressiveness.

As in the translation of this tale, the structuralist approach

was also used in choosiny these headings slnce the text was once
more seen as a whole unit within a wider system, F£irst being

viewed in relation to itsg overall equivalence of style, form and

s e e e

structure . and then to more apecific details such as names and
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idiomatic  expressions. These  above-mentioned faxms of
equivalence were given preference over lexical equivalence. The
term "lexical equivalence" reguires special attention since it is
often confused with word-for-word or literal translation. A

dictionary definition of "lexical' is the following :
Pertaining or relating to woxds or vocabluary of a language.

.0ften contrasted with grammatical.

{The Oxford English Dictionary)
Newmark gives a more precise definition of this term as it is

_specifically meant in linguistics and translation studies :

Lexical meaning starts where grammatical meaning finishes.
It is referential and precise, and has to be considered both
outside and within the context. (1982, p 26).
Newmark rightly states that dictionaries seem to imply that
source language words have precise equivalents in the target
language, and that this is not correct. Words aré related to
thelr ocontexts,
++. most SL words have a varlety of separate, contiguous,
overlapping, inclusive of complimentary senses(...} each of
which consists of sense components. (1982, p 27).
Far from being & qugstion of word-far~word oy of literal
transiation, lexical equivalence concerns the study of the
meaning of certain key words in the text in their particular
context and the equivalence of this meaning in the TL according

to the specific context of circumstances in which the words are

P >
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used. As Newmark points out, the translator must “redistribute
SL sense-components in the TL" in order to avoid a word-for-word

translation. (1982, p 27).

° . On  the basis of the above it appears more practiczl to favouxr
overall meaning above the equivalence of certain ‘Lndividual
words. As was discussed in section 2, Lev§ suygests that this
L ' very cholce be made and that morxe attention be given to

reproducing the general thought contained in the original.

(Levy, 1968, p 86). Often a shift in the choice of a single word
during the prodess of translation did not actually change the

overall meaning of the translation of the folk tale discussed in

L ! this pro? & and simply helped to maintain a natural structure in

the target language as it would be used by a native speaker in

ordinary speech. It was imporkant, however, to discuss lexical
equivalence under & separate heading in order +to show that
although 1%t was not always maintained dn this translation, the
overall mestrung and quality of the folk tale was not affected.

A

3

In translating this folk ‘tale the largest possible degree of
"equivalence" with the original was sought. 8ince, as Bassnett-
Me Guire states, a translator is at the same iime a reader who

interprets what ke reads according to his experiences and

T T T R S

perception {1980, p 80}, he will unconsclously tr . slate in a way

TR

x which 1s influenced by this subjective act of interpretation.

This should not, however, ¢ive him freedom to change the text
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arbitrarily or drastically. Polk tales, in particular, contain a
foreign or cultural element which sheuld not be changed ox
eliminated. They are also written in a particular style which
reflacts their origins in oral tradition, thus changing certain
expressions or styles would deny the folk tale those

characteristics which distinguish it from other genres.
(i1) ~STYLISTIC EQUIVALENCE

It is necessary to briefly study what is meant by ‘"style". The
dicticnary definition which best suits a study of literature and
transiation is the following :
Those features of literary composition which belony to form
and® éxpression rather than to the substance of the thought

or matter expressed (The Oxford English Dictionary}.
In  fact, style concerns the mahner of putting thoughts ‘into

words, the characteristic construction and expression in writing
and speaking, and the form of expression rather than the thought

conveyed. (Dictionary of Literary Terms, H, Shaw, p 360}.

The title itself presents & problem. The Itailian title "Salta
nel mio saccol" has been translated using tha same words or
imagery and senténce constructions thus "Jump into my sacki”.
This echoes the refrain uttered by the boy in the stoxy

{Frahcesco) several times. Used in this forxm it may appear to be
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an unlikely and unusual title for a folk tale in English since
these tales do not usually have a command as a title. Names such
as "Pom and the Giant Blunderbuss", "The King of the Herrings® ox
"Jack and the Beanstalk” are examples of the usual structure of
folk tale titles. The exclamation "Jump dnto my sackl",
however, does summarise the central element of the story and
prepares the reader for the repeated "refrain” of the boy. It is
also important in maintaining the "style" typical of a'folk tale
which makes use of every sujtable technique in order to render
the story appealing, casual and entertaining. A title which
contaifs an ervlamation and a command is functional in achieving

this very quality o. appeal.

Similarly the techniques used in writing the rest of <¢he tals

contribute to its characteristie qualities and stylei that is, a

“folk tale is written in a rapid, narrative and informal mannex

which ref'acts the way it was told by word of mouth to children

for hundreds of ycars. These above features constitute the
“style® of a folk tale., In Calvino's collection especially,
colloguial and idiomatic Italian has been used ‘although the
language is simple and unambiguous. Stylistic equivalence is,
thus, very important 1f the translation is still to be regarded
as a folk tale. an example of the informal style is eeen in
lines 23-24 where the brother points out the boat tied to the
pier and eays : "“E se sallssimo in barca e te ne andassimo in

sardegnia?”. The Engliszh translation "What if we boarded the
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boat and went to Sardinia?" also contains an informal ‘gquality

typlcal of spoken lang in the ion “"What if ..."

TQe same principle applies in lines 73-79 where the action in the
Itallan text moves very rapidly creating a certain rythm which is
typical of the style of a folk tale (Francesco orders a partidge
from a sack and it immediately appears, he then orders bread and
wine, and both appear magically.} The sentences are short and
follow one another rapidly. In trarslating them, they should not
be combined or joined:; that is, syntax in this sense should not
be changed so as to maintain the same rapid rhythmand dimpact. In
lines 232-251 thisrhythm is created by the rapid seguence of
short sentences written in direct speech during the dialogue
between Francesco and Death. Direct speech is also an important
slement in a £oi% tale since it creates the informal and lively
quality inherent in this kind of story. Since the folk tale has
its origing in oral .tradition, more emphasis is placed on the
%poken language and on dialogues, ard this must be reflected in

#he translation.

& mentioned in section 3, characterisation in folk tales is not
very extensive and little detail on personal traits iz reflected
in the particular register and style of speech of a character.
"Style® has already been defined but the notion of ‘"register®

requires explanation. Newmark discusses this term as follows
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The SLT {sowrce language text] author uses self-expressive
language deliberately w.en he expresses his own views, and
unconsciously, either through psycholinguistic markers or
through ‘'register' which has become an imprecise hlanket
term to c¢over all the socially_ conditioned fSeatures of
language (1982, p 121}.
He says that "register®” is shown in the speech of the people who
speak according to the specific rules and/or situations in which
they find themselves; thus they will speak as employers, beggars,
politicians, diplomats. Register is influenced by "mode. and
occasion” {Rewmaxrk, 1882, p 121) of the specific context
described in the text. The contents and nature of a character's
speach studied here, ag well as in folk tales in general, depend
only on whether he 16 the hero or the villain, weak or strony.
In the folk tale chosen for %his project, there is no evident
difference between the language reyister used by Franceseo, for
ifstance, and that used by the Fairy, the Dévil and Death. The
language used . by Francesco could have been expected to be less
sophisticated or learned than that of the Fairy especially when
he speaks to her the first time as a youny boy. No distinet

‘difference, however, oan be noticed, The translator, therefore

should take care to choose words 1In his translation which
maintain this eniformity of labguage register. The tetm “tone”
has been used above; in fact, rather than different vregisters,
each character uses a different tone depending on the various

clrcumstances.
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The dictionary defines "tone" as :

A partirular style in discourse or writing, which expresst

the person's sentiment or reveals hig character.

{The Shorter Oxford English Dictionary on Historic

principles)
Newmsrk calls the tone of a text or of the speech of a charactex
in the text. the "mood" of & passage since it is indicative of
the Bituation described and the nature of the character speaking.
He says that @

The tone of & passage is the key to its communicative

effectiveness and #as to be determined by the translator.

' (1982, p 150).
The tone used by Francesco as a youny hoy in lines 50-53 is that
of an overjoyed, grateful and humble boy hefore his benefactor
for whom he has the greatest respect. The PFairy, on the
contrary, speaks as one who has full control of the situation and
feels & kindly affection for this helpless boy. 8Sha does,
however, also show firmness and resoluteness in the command in
lines 6q~63 “"gtand up...I have seen that you are not
ungrateful.,." fThis tone prevails during her second appearance,
especially in her cémmand to burn the sack and the stick s6 that
no one will be able to do evil with them.

In the last episode Francasco's tone has ¢hanged somewhat. He is

i
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still respectful and humble but he has acquired self-respect,
wisdom and peace of mind in his old age. This can be seen in the
way he refuses any material reward offered him by the Fairy and
accepts death willingly. The tranalator should be careful not o
unnecessarily modify word order or sentence constructions thus
leading to subuvle changes in the tone or style. Hls choices of
words in the translation should also be executed carefully for

the same reagon.
{iii) PBQUIVALENCE OF NAMES AND TERMS OF ADDFESS

Heré the translator must chooke between using the same name as
4n, the original, although this may be foreign and difficult to
prenounce, and changing the name completely or using its
equivalent in the language of translation wherever ‘possible
ﬁfor example Francesco® in ‘this foll. tale somid bheé
gkpféssed as the. Englich équfvélént YFrancig" of. ¥ramk. Siwm-
ilaxly; a term of address'may require a complete clange of
ébntent in such a way that it still refers to the same person and
contains the same quality of reverence, <dourtesy, contempt or
mockery but may cdontain a different form of greeting or” address,
Both choices ate culture~bound and in choosing whether to keep
the game name or modify the text, - the translator actually
decides on a degree of equivalence he will maintain with the
original and on the degree of importance he will give culbural

and foreign elements. The approach to this folk tale hag been
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one in which the characteristics in the Italian story have been

reflected in the translation wherever possible by maintaining the
Italian names of the characters aad places. Terms of address

however, frequently require changing because, although they’are
typically 1Italian and often encountered in Italian folk tales,
they would not-be naturval and idlomatic forms in English. in
much the same way that proverbs, idiomatic expressions and
metaphors must often be expressed in similar target language
phrases which do not contain the same imagery, these tzéﬁslated
terms of addrsss should contain the same meaning and quaﬁity of
respect, courtesy or contempt, althoagh they are lexically

different.

In 1line 16 the name of the lame boy is mentioned for the first
time (Francesco) and it would be preferable to maintain the
Itelian Fform of the name. It is a Fairly typical Ltalian name
and it is the name of the central ¢haracter in the folk tale.
This last point fu: then emphasises the importance of refieceinq
foreign elements . the translation. Furthermore, English
equivalents of "Fran co® are “"Francis"™ or “Frank', both
unlikely names for a character in a folk tale since they do not
seem to be traditicnally used in this genre. More treditional
and conventional names are usually encountered in folk tales and
embody a guality of fantasy typical of the magical natute of

these tales. Perhaps of less dimportance are the naﬁas of
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Francesco's brothers (lines 210~216} since they are not active in
the story and are only mentioned once. Their Italian versions,
however, have been used in the translation in order to maintain,
once agalh, the cultural element and consistency of method

throughout the translation.

The same approach has been adopted with regard to place names,
It is important that this folk tale remains Italian in character

and that the action takes place in Italy. This story is

punctuated throughout by place names (the mountains of Niolo, the

town of Bonifacio, Lake Creno, the city of Mariana} which situate
the action and continuously remind the reader of the story's
Italian origihs. The translator should not change or omit these
names but may help the child reader undexstand what they refel by
adding, fog instance, "the town of Bonifacio" (lire 22) and "the
city of Mariana® [line 81} where only the pname is given in
Italian. An exception to this method can be seen in 1line 24
there the Iitalian name "Satrdegnis' is expressed by the English
version "Sarxdinia", This may be justified by considering that,
whereas the apove towns are unknown and remote and have not been
anglicised in the translation for this reasen, tha island of
Sardinia is better known and would mean more ta the child reader

in the English form.

& made te are problamatic since they often

constitute a description of his lame condition in a single word
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or name which deoes not exist in English and is often unnatural if
left as in the Itallan text. An example of this can be seen in

line 14 where Francesco is referred +¢o in Italian as "lo

zoppetto” which weans "the little lame one". The latter
construction is not often used in English, therefore, a
paraphrase (".,.. the little lame bhoy") must be used in order to

maintain the,k element of pity and intimacy contained in the
Italian. The same applies to the name given to Francesco in line
30 ("Francesco lo Zoppetto") which medns "Francesco the. Lame
One". The translation chosen ("Little lame Francesco") ’avoida a
clumgy congtruction and maintains the fundamental wmeaning but
perhaps does not achieve full equivalence with the original
because’ the ftalian name is more compact, concise and the
diﬁinutive ("zoppetto®) also reflects more glearly a feeling of

sympathy for the boy.

The term of address in lipe S1 (in the Itallan “"nonna" is used
which means "grandmether®) used when Francesco talks to the old
iady, expresses his respect and gratitude but is also a term of
affection and kindness. The Engllsh translation ("grandmother®
ig »not suitable in this context since in English the word is
usually used to indicate a rzelative. The solution here (“old
lady™) expresses the idea of age but not of intimacy and respect.
It is, therefore, somewhat inadequate but the affectionate and

grateful tone of what precedes and follows it should also affect

g . L% AP,




Page No. 929

the tone of this address {(that is, "Pilled with joy, Francesco
threw his arms around the little 0ld lady and kissed her on both
cheeks. 'How can I show you my gratitude, old lady? Give me that

bundle of sticks and I will carry it for you.'")

In lines 94~96 the dévil addresses Francesco in an extremely
polite and respectful way, helieving him to be a prince. In the
Italian the tone of his speech is rendered more courteous by the
use of “woi", the polite form of address used when referring to
strangers or higﬁer authorities. since this grammatical form
does not exist in English, the transiator has no alternative but
to simply use the worﬁ fyou®. Although this ia inevitable, the
£}anslation appears sbmewhat inadequate since there ig a loss In
emphasis and tohe. furthermore, it is interesting to note that
the polite "voi® fdrm is only used between Francesco and the
devil, although it would be appropriately used by Francesto when
addzessing the Fairy and Death. Francesco's relationship with
the Fairy and Death is one of respect and affection, in contrast
to that of rivalry and deception between him and the devilf The
polite grammetical fotf, therefore, also has the functibn of
distinguishing the differing relationship and attitude hekween
all the above characters. The loss in English is of even gréater
dimensions but it must he emphasised that this doeg not chénge
the overall meaning of the folk tale. Although the spegific
relationship betwaen the Palry, the Devil, Death and Prancesco
cannot be distinguished purely by the forms af address in the
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English translation; sufficieni evidence of this relationship is,
nevertheless, present in other ways: for example, Francesco's
treatment and punishment »" the devil clearly shows his contempt

for this villain.
{(iv) EQUIVALENCE OF IDIONAT = JXPRESSIONS

Phe use of idicmatic language is of great importance in folk
tales hecause, firstly; it renders the story interesting, lively
and entertaining and, secondly, it often contains expressions
which are typital of a particular country or region' in that
country, thus marking +he tale with some Ycouleur locale” or
cultural elewent. As far as possible the idiomatic quality of
the language should be maintained in the translation but often
idioms canndt be trahslated using the same words or imagery. In
these cases, an "equivalent" expreggion should be Foundy that is,
one which may make use of different Aimagery, comparisons or
content ‘but which has the same fleaning and implications as that
uéed iﬁ the original. In the folk tale studied here, several
idiomatic exprescions are used which are not hecessarily typical
of Corsica but are certalnly colourful and acceptable Italian
expressions, In the process of translation, the foreign quality
present in the particular *Italian® way of expressing a thought
ig lost since these expresaionéﬁmunt be explained in the gquiva—

lent phrases typically used in the English language. What is
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important, however, iy that an idiomatic expression is indeed

used and that the ftalian phrase is not merely paraphrased.

The first sumptuous meal Francesco has, supplied magically by the
sack, d4s described by the Italian expressiony"Francesco feca un
pranzo cod f£iocchi.” 7TiHis cannot be translated intelligibly in”
ﬁngliah By giving a literal translation. The word "fiocchl" an
particular 2oures a problem since normally it is a noun meaning
a ribbon or knot apd idiomatically it means excellent or first
rate, An eqqivalent English expression hay been used to describe
the nature of this wondarful meal; that is, “Francesco ate a meal
it for a king." {lines 78~79). This solution is satisfactory for
two' reasons. Pirstly, the language reéister or level of
sophistication of the langhage in the Italian text is not very
high, although a satlsfac;ory astyle is used, and the expression
is comprehensible to the childran who read the tale. The
Eﬂqlish malntains the same level in language fegister. Secondiy,
;he image of a king used in the 'English expiession is
particularly suitable to the genre of the folk tale since it is a
figure often encountered as the r"aracter in a magical and

fantastic tale.

Yet another idicmatic expression is to be found In the Italian
sentetice "oroverd pane per § suol dentl.", translated as : "He
will f£ind grist Sor his mili." (lina 106). Although the
imagery hasg changed from that of bread {pane) and teeth (dentl
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contained in Italian, to that of grist and a nmill, the pringipal

idea is, nevertheless, present, In both cases the reader
rorceives  the tone of deterndnation and steadfastness of
Francedco in bravely wishing to challenge the devil's cunning. A
problem of register can be seen heXe, since the English
expression may not be simple enough to be understood by a chilg.
This 1is, however, the closest expression in English to the
Italian idiom and the translator has preferred to use it although
it @giminishes the translation's success in maintaining an

equivalent level of simplicity.

Throughout this tale there are several expressions which are
colourful in Italisn and give a certain tone or character to the
narration which is unfortunately and inevitably lost in the
Bnglish transiation. An example of this is in line 138-139 where
the devil tries to escape from Francesco but with no success.
The Ita]ian'expression *,.. ma noli ¢'era versa" is translated as
#o.. but it was useless." This i4 perfectly correct and suitable
in the circumstances described in the text but does not match the
specific idiomatic effect of the Italian word ‘“vexso" (which
Mmeans way or manner}., A uoimilar case 1s seen in line 158 when
the young meh are resuscitated and appear out of the yround. The
Italian expression “4i 1I a pocao"” means “shortly afterwards™ or
Pa little later® but the ldiomatic and specific use of this in
ITtalian (for it is Ffreguently used in ordinary speech) is not
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reflected satisfaccorily in Brglish {since the English phrase is
often used in cpoken and written language}. With the excortion
of difficulties such as those Gescribed above, most of the iluin-
matic and expressive quality of the Italian version is reflected
in the translation by using equivalent phrases with a definite

idiomatic quality.
{v} EQUIVALENCE IN LEXIS

As  mentioned before it must be remembered that lexical
ednivalence doas not mean a word-for~word tranglation but rather
a correspondence in the target language of selected words in the
source language. Often lexis can be changed in the process of
tra;%laticn without changing‘the meaning of style of the original

and this folk tale contains some valid examples of this.

The fi}st example iz seen in line 58 where the Fairy ic described
as‘havi%g precious stones on her "shoes", whereas in the original
the word “"stivaletti" or ankle-boots is used. The use of "shoes"
appesrs ‘to be more appropriate for the figure of a falry in a
folk tale\and, furthermore, is & generic term which could include
any type of sghoe or footwear. This lexical change does not
appeay to have changed the meaning of the original and the

description of the Falry is not altered.

A similar spproach has V. r. used Iln line 226 when Franceser, at

7
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the end of his life, wishes to see the Fairy once more and
cries: "Where are you good Fairy?" In the original the word
"Gueen” (Regina) is used rather than "Fairy". Since they both
refer to the same character, thiese two words can be used
interchangeably with ko marked alteration of meaning or tone in
Francesco's exclamation. The word “Fairy"” was thus chosen fox
the sake of maintaining a more natural and suitable form of
address than would have been the case had the translation been @

"where are you good Quean?”

In line 73 the magical appearance of the partridge in the sack is
desoribed by using the expression "And behold ..." In the
original this is déne be using the exclamation "2, pam!" which is
very effective and expressive in Italian but cannot be used in
English, The Italian expression 1s almost onomatopoeic,
imitating the sudden sound an object as this might make. Sounds
are among the most difficult te translate since each language has
its own distinct versioms. In this case, the choice of a totally
different kind of exclamation, neverthelass, succeeds in
conveying che magical nature and the swiftness of the appearance

of the partridge.
In line 256 the translator is faced with a particularly

problematic task. The Pairy offers varlous rewards to old

Prancesco, lhcluding tWat of being made a “caporale®, Calvino
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quotes Ortoli (In Hall, 1976, p 126) in his explanation of what
this term means :
Wwe do not know exactly what the ‘caporali' were or when they
originated. Perhaps they were the chiefs chosen by the
“different 'plevi’ (parishes) of the Island (Corxsica), who in
turbulent and anarchic times had to defend the peasants
against a horde of petty tyrants who desolated the country.
Later the ‘caporall' became a second nobility of the island,
and found themselves so powerful that they in turn began to
pillaye and oppress the POOX Loy
Since the child reader of the translation would not be aware of
this information and the word "caporale" would mean nothing to
him, a more dgeneral term should be used. The word “leader"
chdsen 4in  this  translatlon does not explain what is wmeant by
feaporale" but conveys the meaning of one in a poaition of
leadeiship and authority which is, in fact, the purpose of the
Fairy's offer. Although lexical equivalence was not mailntained
h&re, the general meaning was net changed and the tale has not

heen altered.
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8. CONCLUSION

mhis translation project has held the view throughout that
litgrary translation theories, in so far as they have practical
application, should be used to maintain high standards in the
translaﬁian of children's books and provide guigelines for the
tiéhslahnru As far as the particular folk tale chosen for
i translation in this project is concerned, translation theories
‘have made the translator aware of the impertance of equivalence
\j of the translator's choice of which level of equivalence he
will maintain, It is essential to realise that equivalence on
all levels is not possible and that, as Levy stresseg, the
geheral rather than the specific should be equivalen£ in both

soutce and translated text.

The structuralist appiroach has been sucressful ag an aid in  the
translation of the fuik tale chosen for this project, It has
enabled the translator to view the tale not ag an isolated and
self-contained story, but as a collestion of interacting systems.
In this way the translation reflects the same ¢enre, styls, form
and meanind of the original, One of the most important elements
it also reflects Ls the Italian character contained in the
original by wmaintaining the Italian place and character names.
Parthermote, by studying the festures of folk talea in general,

the specific function and putpose of thasc tales were disc%vered;
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o7 that is, to entertain and appeal to the reader or listener, as

well as teaching sound morale indirectly through the stoxy .and

the reactions of its characters (contrary to the fable which has

a concluding moral lesson).

BEvery technique used to further this function was reflected in
i

the translation, thus achieving eguivalence on yet another level.

On  the pasis of the above, this tranalation can be sai? ~ "ave

S \
! been ful  in ing the rel of }y
: J

translation thiories in the translakion of children's bot: . /&nd

has clarified some of the problems encountered in this particular
field ¢f translation, in addition to showing the importance of

achieving high standards in translating children’s books.
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