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1. INTRODUCTION

Translating for children is a specialized type of literary translation. As in translation of
any other literary genre, it requires a specific style that often provokes a number of difficulties
in the translation — it has to be poetic and sound appealing, so that it could contribute in
keeping child’s attention and interest for the story. Furthermore, reducing the level of
vocabulary and syntax may surprisingly be another issue in the translation of children’s
stories, contrary to many beliefs that precisely because of its simple vocabulary and syntax,
translating children’s literature is not such a demanding task. In addition, when translating for
children, choosing the right language is not an easy task, even more so because there is an
important difference in language and world knowledge of a pre-school child, grade-schooler,
and adolescent. Moreover, reading the language of illustrations, which are of extreme
importance in children’s stories, may pose another issue in the attempts to produce the text
that will follow, explain and match them. Also, deciding when to leave foreign words, names,
expressions or syntactical constructions, and when to use domestic approach in the translation
can also be very problematic, especially when it comes to translating certain cultural signs or
proper names. Finally, translating children’s literature can be very difficult to cope with, since
it requires a lot of creativeness, inventiveness and imagination, whether when translating
proper names or when developing a characteristic poetic style of children’s stories.

All of the issues mentioned above, as well as the findings that came out of the study of
literature dedicated to translation of children's literature were extremely handy in the
translation of Nicola Baxter's Five Minute Bedtime Tales, which was chosen as the case study
and practical translation project for this thesis. Thus, the aim of this thesis is to describe and
find the answers to the most common issues in translating children's literature, as well as to

apply the findings on concrete problems encountered in the chosen translation project.

Galic1



2. THEORETICAL BACKGROUND

2.1. Literary Translation

Translation includes much more than knowing a target language, regardless of whether
a text is scientific, juridical, publicistic, or of any other type. Translators have to know the
area of translation— they have to familiarize themselves with the subject matter and the type of
translation and meet its specific terminology and syntax. In other words, apart from mastering
another language, translators must do a lot of investigation in order to find appropriate
solutions and produce an adequate translation.

However, when it comes to literary translation, investigation alone is not enough for a
translator to find such solutions. In his book Literary Translation: A Practical Guide, Clifford
E. Landers points out the importance of style in literary translation when he states that, “only
literary translation lets one consistently share in the creative process” (4-5). In addition,
Maloku-Morina in “Translation Issues” describes why literary texts differ in many things
from other type of texts; she claims that what makes them specific is the aesthetic and
rhetorical dimension (163). Since literature is a form of art, it means that a translator, just like
the author of the original text, must be innovative and creative in order to be able to transmit
the work of art to the target culture (164). Landers also distinguishes literary translation from
other types of translation when he states that in literary texts, one must pay attention to how
something is said, and not what is said, whereas in technical translations the most important

thing is to present information and facts as correctly as possible (7).

2.1.1. Style
Clearly, literary translation is by far the most peculiar area of translation. In literary
texts, since how something is said is more important than what is said, translators must seek

the right way to express themselves i.e. the right style. In their article “Style in Literary
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Translation: A Practical Perspective”, Ali Almanna and Mohammed Farghal very thoroughly
describe why finding an appropriate style is of crucial importance for a translator in literary
translation. They define style as “the (conscious or unconscious) selection of a set of linguistic
features from all the possibilities in a language” (7). As Landers explains, it is the very
specific choice of vocabulary, grammatical features, figures of speech, sentence length,
pauses, tone, and other features that characterise one’s own writing (90). For example, one
may use short instead of long sentences, organise paragraphs in their own specific way, use
certain figures of speech, etc. (90).

However, in the translation process, since each language has its own linguistic system,
translators may encounter various difficulties when trying to transmit the author’s style to the
target audience —in doing so, they have to choose amongst many linguistic features from their
own language system (Almanna and Farghal 8). Every translator, according to Landers,
especially when dealing with literary translation, should first try to meet the author’s style and
then find a way in which such style would be best reflected in the target language, trying to
stay invisible as much as possible (90). As Russian children’s poet Korney Chukovsky
claims, if the author’s style is betrayed, the author is betrayed, too: ,.the reflection of the
author's personality in the language of his works is called his individual style, and is peculiar
to him alone. This is why I say that when we distort his style we also distort his face” (qtd. in
Oittinen 82).

Furthermore, despite claiming that the target text can never leave identical effect on
the target readers as the source text has on the source readers, Eugene Nida, in his important
essay “Principles of Correspondence”, nevertheless says that a translator has to find at least a
relatively close equivalent in the target text (133). In addition, Riitta Oittinen explains why it
is usually not completely possible for a translator to leave exactly the same effect on the target

audience; in her book Translating for Children, she says that one may decide to translate a
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work in completely different time, culture or in completely different circumstances (9).
Moreover, Maloku-Morina also emphasizes the importance of time and place when
translating a text: “a ‘good’ translation of any text from any period will, to some extent, only
be ‘good’ in the context of a particular audience at a particular time and place” (164).

Furthermore, a style also serves as a tool to express emotions throughout the text, the
emotions that the author wants to provoke with the readers, such as irony, sarcasm, anger,
happiness, etc. (Nida 139). Therefore, a translator should try to find a way to express such
emotions in the target text, so that the target audience could get the chance to feel the author’s
intentions, ideas and feelings towards something.

However, although it is traditionally accepted that a translator should stick to the
author’s style as much as possible, Landers adds that, by doing so, a translator still chooses to
use one word over the other, one grammatical construction over the other, etc. (90). In other
words, by defining a style as “a characteristic mode of expression”, he says that translators do
have their own way of expressing, their own language, their own idiolect i.e. their own style
(90). For instance, choosing “couch” over “sofa” to denote the same image of the object is a
simple example of how one still brings a piece of them into translation (90). Apart from
choosing between words, a translator also chooses between various grammatical structures,
punctuation marks, word orders, etc., that may all serve as possible solutions for transmitting
the author’s style to the target text, and this is where translator's own preferences and
language can be recognized. In his article “Character Names in Translation”, apart from
developing several strategies for translating proper names, Jan Van Coillie also concludes that
sticking to the author's intentions and style should be imperative, but it is the way in which
translators interpret the author's style and intentions that is different (137). Finally, there is a
very short explanation in the following quotation about what happens with translator's style in

a translation process:
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Firstly, in the actual process of translation, the way the style of the source text is
viewed will affect the translator’s reading of the text. Secondly, because the recreative
process in the target text will also be influenced by the sorts of choices the translator
makes, and the style is the outcome of choice (as opposed to those aspects of language
which are not open to option), the translator’s own style will become part of the target
text. And thirdly, the sense of what style is will affect not only what the translator does
but how the critic of translation interprets what the translator has done. (Almanna and

Farghal 9)

2.1.2. Cultural Knowledge

Generally, as it has already been said, a successful translation should reflect the
author’s style, ideas, meanings and intentions from the source text. In literary translation,
where style is of great importance and in which every work is a work of art, this challenge is
of crucial importance to translators. However, there is another important thing that one has to
bear in mind when translating literary text and it refers to cultural knowledge that a translator,
together with language knowledge, should also possess.

To know a language also assumes to know the culture in which it is spoken. In “The
Translator’s Cultural Competence,” Sarlota Simigné Fenyd explains why knowing the target
culture is also important for a translator: she states that people from different cultures have
different perceptions of the world and they express them in different ways, using different
languages (62). Therefore, it is essential for the translators to know characteristics of both
source and target culture or as Simigné Fenyd puts it, “they must be at home with two
cultures” and “render into another language what the language with the original message
means in their culture” (62). Sometimes, if two cultures are similar, a translator will not face

many problems, but the more different two cultures are, the more problems will occur during
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a translation process (Landers 93). For example, sometimes there are words or expressions for
which there are no equivalents in the target culture, since what they denote does not exist in
the target culture. It is usually the case with realia i.e. with the items that are peculiar and
specific for only one culture (Simigné Fenyd 63). Thus, there are various strategies that a
translator may choose when encountering items unfamiliar to the target culture: adding
footnotes that additionally explain them at the end of the page, interpolation (explaining the
items in the parenthesis) or simply omitting them from the text (Landers 95).In addition to
that, Maloku-Morina mentions some other strategies, such as adaptation, borrowing, calque,
literal translation, etc. (168). Finally, she also points out that another cultural problem for a
translator may occur if the text is unlikely to be accepted in the target culture, due to
institutional or political factors that play an important role in shaping the use of specific

language in certain culture (Maloku-Morina 164).

2.2. Children’s Literature

Just as there are various genres of literature, so there are various types of literary
translation. One may engage in translating poetry, drama, fiction or non-fiction, depending on
the type of the source text (Landers 103). In addition to that, literature can also differ in the
age of the indented readers — it can be written for children, adolescents or adults.

This thesis focuses on translating children’s literature and predominantly draws from
Translating for Children, a book by Riitta Oittinen, one of the most influential authors who
provided both theoretical and practical background for translating for children. Oittinen thus
defines children’s literature “either as literature produced and intended for children or as
literature read by children” (61). Similarly, in Children’s Literature, M. O. Grenby defines
this type of writing as literature that “concerns itself with children’s lives and views the world

from their point of view” (35). Basically, children’s literature is never written only for
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children, but also for adults who will read aloud to them in the early years of their lives, when

they still have not learned to read (Oittinen 61).

2.2.1. Short History and Status of Children’s Literature

In her book Poetics of Children’s Literature, Zohar Shavit provided a chronological
development of the status of children’s literature. As she points out, for a long time, children’s
literature was not considered an important part of literary and academic world — very few
scholars dealt with writing academic works on this subject, so it can be said that it is a
relatively young area of research (Shavit 3). The reason for such a low interest can be found
in the fact that most people did not have a particularly high opinion of children’s literature
and considered it inferior to all the other genres of literature — they thought that it was not real
literature, since it did not have an important place in shaping the culture, as other literary
genres (Shavit 34). In other words, people believed that children were not able to respond to it
— they were not able to judge it or have attitude about it, they could not criticize it, approve it
or disapprove it (Oittinen 68). Basically, due to the general opinion that children are at the
bottom of social hierarchy and that they do not have any special needs for literature when
compared to adults, the status of children’s literature has consequently always been marginal
(Oittinen 165). Although today there is a generally accepted opinion that childhood is one of
the most important period of human life and that children do have their needs and place in
literature, children’s literature still cannot escape from the fact that it has become the subject
of scholarly research mostly because it has already been written a lot about adult literature and
that the lack of the interest during history left a significant mark on its status (Shavit 3).

However, apart from neglecting childhood as a significant stage of life, there are also
some historical and institutional reasons, connected to power, that had a great influence on

why children’s literature had always been in inferior position to other literary genres. As

Galic 7



Shavit explains, before the eighteen century, the works devoted to children were only of
pedagogical character — they served to educate children, to point out how they should and
should not behave (135). In addition to that, the choice of the books written for children and
decisions on what they should learn from them were strictly controlled by the Church, being
consequently of religious character most of the time (Shavit 137). Then, from the middle of
the eighteenth century, a shift had been made in the focus of children’s literature — it moved to
the amusement and moral, rather than religious character, through writing of fables (Shavit
138-139). It was the first time that children’s literature gained the commercial, instructive and
amusing character, which are some of the most prominent characteristics of children’s
literature today.

Despite the fact that in the more recent decades the status of children’s literature is
enjoying better position in literary system than before, it has still remained the field of
research with very few prizes or awards — no children writer has ever won any of the
prestigious prizes for literature (Shavit 36). Moreover, as Oittinen states, publishers also play
an important role in increasing the popularity of a certain genre and they have also usually
considered children’s literature as a low type of literature (54). On the other hand, although
well aware of the inferior status in literary system, children’s writers still know that precisely
because of that, books written for children have great commercial success (Shavit 94). In
other words, since such books are considered low genre books, very few of them can be found

in libraries, so people are basically forced to buy them in stores (Shavit 94).

2.2.2. Characteristics of Children’s Literature

As a special literary field, children’s literature has its own set of characteristics that

make it peculiar and recognizable in the world of literature. Apart from a very poetic narrative
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style, such characteristics also include lively and simple vocabulary and syntax, illustrations,

reading aloud by parents, etc., that will all be discussed in detail in the following paragraphs.

Reading Aloud

Although its intended readers are primarily children, children’s literature is also
written for adults, since they are often the ones who read books aloud to children, if we take
into account a child who still cannot read (Shavit 70). Therefore, the text assumes two types
of readers: a pseudo addressee and a real addressee, and is therefore called an ambivalent text
(Shavit 71). In such type of the text i.e. the only type of the text that is addressed to more than
one reader, the child represents a pseudo addressee, since it is assumed that his language and
world knowledge are not enough to understand and read the text alone, while the adult is a
real addressee, because they are going to be the ones actually reading it, with an already
shaped language and world knowledge (Shavit 71).

As Oittinen stresses, the texts designated for children are of performative character
and, therefore, the language in such texts should “live, roll, taste good on the reading adult’s
tongue” (32). She adds that every adult involved in reading a text to the child should take into
consideration child’s own way of speaking, making pauses, stressing words, expressing
emotions, etc., so that the child could experience the text from their point of view (Oittinen
35).Thus, as Rebecca Bunting explains, children are seen as listeners who, through the act of
reading aloud, should get the chance to react to it (70). Oittinen further states that reading
aloud is similar to telling a story because the reader is actually performing the text by either
slowing down or making pauses when necessary, so that the child could emotionally
experience the story (35). However, for an adult to be able to perform such type of the text,

every writer, and thus every translator, needs first to develop the recognizable narrative style
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and language that children will understand and that will help in keeping their attention span

throughout the whole text.

Lively and Simple Language

Rebecca Bunting explains the importance of a narrative in children’s books in her
book Teaching about Language in the Primary Years. She claims that not only it presents the
way a story is told, but in the context of children’s literature, it also serves as a tool to engage
children in responding to the text, so that they would be able to react to it from their point of
view (Bunting 73). Therefore, the best way in which a narrative can engage children in
responding to the text, is precisely through the use of familiar language that suits their
conception of the world.

As Yu Zhang explains, the language in children’s literature should be lively and
interesting and it should contain simple, colloquial words, shaped in clear and straightaway
sentences (251). Moreover, Rudvin and Orlati suggest that it should be vivid and playful,
especially when it comes to proper or place names (162). In addition, as Shavit claims, “in
contrast to adult canonized literature, in which the norm of complexity is the most prevalent
today, the norm of simple and simplified models is still prominent in most children’s literature
(canonized or non-canonized)” (125). Children learn their first words by listening to other
people and before they start going to school, the only words that they know belong to spoken
language. Since spoken language is characterized by simple words and syntax, the same goes
for the language in children’s books. Adults who are involved in creating children’s literature
(writers, translators, publishers, etc.) should all go back to their own childhoods and try to
look at the language from that point of view; they should produce the language as if they were
children themselves, trying to imagine which words or sentences would have been simpler to

understand from that perspective.
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Finally, not only that the words or sentences in children’s books should be simple and
recognizable, but they should also be appealing and carry certain emotions (Oittinen 33).
Thus, the whole narrative should be “singable” and catchy, which can also be achieved
through paralinguistic elements, such as punctuation, rhythm, intonation, tempo, pause, stress,
etc. (35). Moreover, it can also be achieved through the use of onomatopoeic words that will
make such language even closer to the child (Zhang 253). Finally, the use of interjections is
also very important for the reader to change the tone of voice, make a pause, and express
certain emotions or simply to keep children’s attention (253). Interestingly enough, precisely
because of the reduction in the choice of vocabulary and syntax, as well as the recognizable
narrative, poetic style, children’s literature may be one of the most difficult genres of

literature to cope with (Landers 108).

The Importance of Illustrations

Like any dialogue, the interaction between words and images is the construction in the

reader’s mind. When reading a picture book, a reader participates in a dialogue

between her/himself and the story told by the author and the illustrator with words and
pictures. While reading, the reader visualizes an idea of the scene, the characters, the

whole setting of the story — just as in theatre or film. (Oittinen 100)

The above quote from Riitta Oittinen’s book Translating for Children shows that
illustrations are an important part of picture books because they help in visualizing characters,
scenes, etc. Moreover, Hana Hladikova’s “Children’s Book Illustrations: Visual Language of
Picture Books” also stresses the importance of illustrations in children’s picture books.
Among other roles, Hladikova points out that they play a huge role in developing children's
desire for reading from the early stage of their life (20). In addition, Mabel Segun’s work

“The Importance of Illustrations in Children’s Books”, also shows how illustrations seem to
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be of crucial importance for the overall understanding of the story, as well as for developing
child’s imagination — by looking at the pictures, children try to guess what they mean, they
create and tell their own story (25). Moreover, Segun states that pictures can also “give
children more positive images and uplift them emotionally, spiritually and intellectually” (25).
Furthermore, they also help in learning new vocabulary, because they may serve to explain
certain words or situations from the story (Hladikova 20). Apart from explaining the text,
illustrations may also add meaning to it, presenting something that cannot be described by
words (Oittinen 108). Finally, illustrations may keep children interested in the content of the
story, help in developing their memory or serve for a simple amusement and pleasure
(Hladikova 21), which goes along with child’s vivid and playful character.

In the process of creating picture books, the most important thing is to establish
meaningful connection between the text and the picture — the author should thus provide
enough space for pictures, while the illustrator should carefully create meaningful pictures
that will follow and illustrate the flow of the events in the story (Hladikova 23). Interestingly,
the choice of colours can also attract children’s attention and may serve as a tool for
expressing different moods and emotions towards various situations from the story (29).

Finally, illustrations are also of great commercial importance to publishing houses —
since physical features are something that people usually first notice, they may be attracted by
the layout of the book or by its overall appearance, which can finally influence their decision
to buy it (Hladikova 21). In addition, apart from illustrations, some other visual characteristics
of a book may influence its overall visual appearance, such as the choice of the letters,

headings or print in general (Oittinen 102).
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Other Characteristics of Children’s Literature

As it was already mentioned, in the past, children’s books were usually written only
for pedagogical purposes and because of that they were not considered a real literary genre.
Nowadays, although the aesthetic, literary function of children’s books is becoming more and
more important, the didactic function still remains the main characteristic of children’s
literature, serving as a tool to educate children (Oittinen 66). For instance, there are a lot of
examples of good and bad in fairy tales, as well as some indirect norms of good behaviour
expressed through various situations in the story, such as listening to parents, going to sleep
on time, the importance of reading books, helping other people, etc.

Moreover, in the essay “Dual Readership and Hidden Subtexts in Children’s
Literature”, Rudvin and Orlati provide some basic characteristics of children’s literature in
general. First, they say that dialogues are used more than simple descriptions, while the
overall tone and pace are faster than in adult’s literature (Rudvin and Orlati 162). In addition,
children’s books are usually optimistic rather than depressive and they almost always have a
happy end (Rudvin and Orlati 163). Also, the topics of children’s books are usually
friendship, childhood, family and maturation, while death, sex, violence, etc. are not very
welcomed (Rudvin and Orlati 163). Finally, as Segun explains, the element of humour is also
very important for children, both in cartoons and books, because they make the content of the

story more interesting, which can influence children’s interest in further reading (26).

2.3. Translating Children’s Literature
Although some may assume that translating children’s literature is an easy task, at
least when compared to other genres, they may be quite surprised if they found themselves

involved in such type of a translation. As is was already mentioned earlier in this thesis,
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translating every literary genre includes much more than knowing a language — it includes
style, culture and other characteristics, but in children’s literature it includes even more. As
Shavit puts it, it is a transition between two systems, the shift between adult’s world and
children’s world (111). In other words, an adult must become a child again to be able to
produce the text that the real child will be able to understand.

As Oittinen emphasizes, the translation of a children’s book depends to a great extent
on translator's own childhood — on their own experiences and readings as a child i.e. on
basically everything they encountered, read and experienced (4). And in spite of trying to stay
faithful to the author’s style, translator’s own idiolect will still come to light — every time one
has a chance to choose between a certain translation strategy (e.g. for translating proper
names, finding appropriate word or expression for something, etc.), they will usually be
influenced by their own childhood memories and everything that they read, heard or saw as a

child.

2.3.1. Translator as a Listener, Reader and Painter

There are several roles of a translator in translating children’s books and some of them
are described in Yana Vankova’s article “Three Roles of Translators in Children’s Literature”.
Vankova states that one of the most important ones are that of a listener, reader and painter
(182). First, a translator should be a good listener, especially when it comes to translating
different cultural references — in this sense, to be a good listener means to ‘listen’ to another
culture and familiarize with it (Vankova 182). The basic example is the translation of
onomatopoeic sounds, where equivalences in the target culture have to be found, for
onomatopoeic words can contribute in producing a more vivid, playful child’s language and
should therefore be translated in most of the cases (Vankova 182).Second, when translating,

one should also be a reader and read the text aloud to themselves, trying to produce the
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translation that will ease the reading-aloud of an adult person to a child (Vankova 184). As
Oittinen points out, one of the possible ways is using punctuation, by which rhythm, tone and
intonation from the original can be reflected, making it easier for a reader to know when to
make a pause, stress a word, sigh, whisper, etc. (35). And thirdly, a translator should take the
role of a painter — creativeness and imagination are also very important when offering detailed
descriptions of people, things or places (Vankova 184), as well as to develop the appropriate

poetic style of children’s literature.

2.3.2. Differences in the Age of Children

Landers adds some other issues in translating children’s literature — every translator
has to take into account the age of the intended readers (106). He states that “what is right for
a ten-year old will usually be beyond the grasp of a seven year old, while kids on the verge of
adolescence feel they’re ready to read so-called young-adult literature” (Landers 106). What
he wanted to point out is that although a three-year old, a seven-year old or a thirteen year-
old, are all considered children, their language and world knowledge is much different. For
example, to an eight-year old it may seem funny to hear a poetic, fairy-tale style, while on the
other hand a five-year old usually enjoys stories written like this. Therefore, a translator
should have this in mind while choosing between vocabulary, syntax and style — one should
be careful not to over-exaggerate with older children when reducing linguistic items, while at
the same time it has to be carefully considered which linguistic items might be too

complicated for a younger child to understand.

2.3.3. Foreignization or Domestication?
The degree of foreignness in translating for children should be, according to many

scholars, very low — children are sensitive to hear anything that sounds strange to them,
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whether a non-translated proper name, name of a place or anything that they are not familiar
with in their own culture (Oittinen 33). In addition, Aguilera claims that in children’s books,
the degree of foreign elements depends hugely on the age of the intended audience — she says
that the younger the audience, the greater the degree of using domestic elements, since it
depends on the world and language knowledge (5). On the other hand, Oittinen adds that this
should not be a rule, since time changes —perhaps the children from one particular era or one
particular culture may understand more than it is expected from them, so every translator
should be able to determine who is the audience and what are their characteristics and needs
(34). For instance, today it may not be necessary to translate particular words from English in
children’s books in some countries, since basically we live in a global village, in which
English is a language of communication that people, and children, hear everywhere, whether
on TV, newspapers, commercials, etc. Nowadays, a lot of children start learning English
already in their kindergarten or other institutions. More important, they are used to hear many
nursery rhymes and songs in English and they may watch cartoons on foreign TV channels or
the Internet even before they learn to speak. Moreover, foreignization may sometimes seem
welcomed in translating children’s literature, especially for children to learn new vocabulary
or learn something about other countries and cultures (Oittinen 90). However, it is only an
example of how important it is to know who are we translating for and it does not mean that
children will welcome foreign structures in the text, especially because they lack language

and world knowledge.

2.3.4. The Importance of Illustrations in Translation
Riitta Oittinen provided a detailed description of how crucial it is for a translator to
understand the relationship between text and illustrations. She explains that “translators of

picture books translate whole situation, including words, illustrations, and the whole
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(imagined) reading-aloud situation” (Oittinen 75). Moreover, in the article “Translating
Cultural Signs in Children’s Picture Books”,Dabaghi and Mohammadi point out that, while
translating picture books, a translator should also be an artist in some way — the meaning of
illustrations in a picture book and their connection to the text should be recognized and also
what they reveal and what they actually represent, so that the same, meaningful connection in
the target text could be produced (40). Basically, apart from reading the text, a translator
should read the illustrations, too (Oittinen 101).

Moreover, Oittinen sees illustrations as another form of translation; a translator of an
illustrated book also tries to transmit the meaning from the source to the target text, only in
this case the visual, and not just the written aspects are transmitted, too (113). She states that
although the pictures in the source text may be identical to the pictures in the target text, the
languages that surround them may differ (Oittinen 113). In other words, while translating
picture books, one must know how to make meaningful connection between the portions of
the text and illustrations that present them — the illustrations must explain the situations from
the story, and if a translated text does not match such descriptions, whether visually or
verbally, a translator has to find a way to make it function for the target audience. Finally, the
recommended way for achieving all these goals is through a constant collaboration between

authors, translators and publishers (Oittinen 167).

2.3.5. A Translation-Adaptation Debate

The difference between adaptation and translation is the degree of faithfulness to the
original — the adaption is less faithful and can permit itself greater liberties than translation
(Landers 55).Landers mentions several situations in which adaptation is necessary: adapting a

work to drama or farce, in which dialogues are the main form of telling a story, or a work in

Galic 17



which language is self-referential or involves word plays that simply do not function in
another language (56).

However, there is a special debate on whether translation of children’s books should
be considered as translation per se or adaption. According to Zohar Shavit, translators dealing
with children’s books can permit themselves making changes in the text more than in any
other literary genre, because of the marginal position of children’s literature in literary
polysystem (112). It means that they can add, omit, edit or change certain parts, though the
only reason for that should be adapting the work to recent times or culture and their
perceptions of child’s abilities and needs (Shavit 113). One of the justifications for adapting
the text is that children have difficulties in perceiving anything that feels strange to them, so if
there are any models from the source text that do not exist in the target culture, a translator
should make a change in the target text, whether by omitting or adding other models familiar
to the target culture (Shavit 115). In addition, the text can also be adapted to look more
appealing to the target audience or for greater commercial success (Oittinen 77). Moreover,
adaptation may also occur because of politics or other institutional reasons that may consider
some aspects from the source text inappropriate for children in their country (Oittinen 99).

Here again it can be seen that one of the first and most important tasks in translation in
general should be detecting who are we translating for. For instance, some cultures may
welcome satire in books for children, while other cultures may not, so the task of a translator
here is to omit or change satirical elements into something else, so that it can be accepted in
the target culture (Shavit 121). In addition, one of the basic techniques for adaptation is
shortening the text or simply deleting the whole part of it, if a translator assumes that
children’s world and language knowledge will not be enough to understand it (Shavit 123).

Furthermore, Oittinen additionally explains the eternal debate on whether translating

children’s books should be regarded as “producing sameness” or as “rewriting” i.e. as
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translation or as adaptation (74-75). She states that in most cases in children’s books,
adaptation and translation should go together, contrary to traditional views of adaptation as a
negative phenomenon: “when translating, we are always adapting our texts for certain
purposes and certain readers, both children and adults” (Oittinen 75). As she points out, a
translator should feel free to adapt names, historical and cultural events, religious aspects,
etc., depending on the situation that may vary from one culture to another, from one group of
readers to another, etc. (Oittinen 99). Finally, she claims that equivalence is not the sign of the
loyalty to the author of the original, as it was traditionally believed, but that one is loyal when
taking into consideration for whom they are translating, just like the author of the original did
when imagining the intended audience (Oittinen 84).What Oittinen wants to point out is that if
children in the target culture find it hard to understand certain concepts, style or situations
from the target text in which a translator’s imperative was to stay too much faithful to the
original, neglecting cultural differences in mindset, social circumstances, etc., the target text
failed in his main task in relation to the source text — to be understood and accepted by

children, which is, after all, the original author’s intention with the source text.

2.3.6. Translating Proper Names

In ”The Translation of Proper Names in Children’s Literature”, Elvira Cémara
Aguilera described proper names as the names of people, animals, places or even some
inanimate things with special meaning (1). However, in “Character Names in Translation”,
Jan Van Coillie claims that proper names in children’s literature are usually translated or
domesticated in the target text — if a translator leaves foreign names, they may present
difficulties in reading or they may not have the same connotations as in the source text, which
can contribute to the overall meaning of the story, especially when it comes to children’s

books (124). In this work, he also mentions several functions that proper names have within a
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book: they serve for introducing characters, amusing the reader, teaching some important
information, provoking certain emotions or achieving humorous effect (Van Coillie 123-124).

However, as Van Coillie points out, it is as matter of choice whether a translator will
decide to domesticate the name in the target culture or not (125). Nevertheless, he offered a
very detailed list of the possible strategies that a translator may choose for solving the
problem of proper names in translation, which will be presented in the following paragraphs.

The first strategy is to leave the foreign names as they are i.e. not translating them at
all, which usually provokes negative responses, since the reader may fail to identify with a
character or find difficult to pronounce it (Van Coillie 125). As Van Coillie claims, “if the
name refers to a character trait or the profession of the person in question (as is often the case
in children’s books), the image called up in the reader’s mind is different and the name may
not have the same emotional or divertive affect” (125).

Secondly, in order to enrich the target audience with some notions about the source
culture, a translator may opt for a strategy that also involves a non-translation of the proper
name, only in this case some notes about its meaning can be added (Van Coillie 125). This is
a good way for a child to learn something new, although some functions of the name may be
lost, such as the amusement or divertive function (Van Coillie 125-126).

Furthermore, a translator may choose to convert a proper name to a common noun and
this usually happens when a proper name that would mean the same does not exist in the
target culture (Van Coillie 126). Moreover, a translator may choose not to translate the name
at all, but only to adapt it phonologically to the target linguistic system (Van Coillie 126).

When it comes to popular names or names of historical people, they usually have
counterparts in other languages, such as Ivan for John or Kolumbo for Colombo in Croatian
(Van Coillie 126). In addition, if there are mentions of some famous people’s names from the

source culture, they may also be replaced for a more well-known famous person from the
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same culture, simply because it is internationally more popular (Van Coillie 127). On the
other hand, in this case, a translator may also opt for finding a well-known famous person in
the target culture itself, who will present the same for the target culture that it presents for the
source culture (Van Coillie 127).

If names carry certain meaning or connotations important for the story, in children’s
literature they are translated in most of the cases, with names of the same connotations in the
target culture (Van Coillie 127-128). In addition, a translator may decide to find a proper
name in the target culture that will bear connotation in the target language, although in the
source language it has no meaning at all, or a proper name that will bear additional
connotation based on the character’s traits (Van Coillie 128). However, one should be very
careful here, because in this way the name may provoke different image in reader’s mind
(Van Coillie 128-129).

Finally, the last strategy Van Coillie provided is a simple omission of the proper name
(Van Coillie 129). This usually happens if a translator comes across proper names in the
translation that were based on word play in the source language and is unable to find an
appropriate word play in the target language that leaves the same effect in the target language
(Van Coillie 129).

Which strategy a translator will opt for may depend on the nature of the name, cultural
knowledge of the target culture, but also on translator’s own experience (Van Coillie 132).
This experience includes translator’s knowledge about the language, culture, author’s life,
other scholarly works and views about this matter, personal image of childhood and child’
abilities, etc. (Van Coillie 129-134). Moreover, the age of the intended audience may also
have influence on whether a name will be translated or not — it is a common case that names
in younger children’s literature are all translated and that in adolescence literature they are left

as they are, due to greater world and language knowledge (Van Coillie 135). Another factor
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that may help in deciding is the type of work — there is a common tendency of translating
names in fairy tales, science fiction, adventure, etc., since the imagination plays an important
role in such (sub)genres (Aguilera 6). Finally, Van Coillie concludes that although a translator
may decide for a certain translation strategy, “it is often the publisher who has the last word”

(136).

3. TRANSLATION ANALYSIS: NICOLA BAXTER: PETOMINUTNE PRICE ZA
LAKU NOC

The first part of this thesis has provided theoretical background for translating
children’s literature. Obviously, when translating children’s books, one must first consider the
basic characteristics of literary translation, common for translating all literary genres, and then
the specific characteristics of children’s literature. Without taking into account these
characteristics, the actual practice in the translation of children’s books cannot reach its
desirable goal —producing the text that will be accepted by children. However, translating
children’s books can be very tricky and difficult, and the following analysis of the translation
of Nicola Baxter’s Five Minute Bedtime Tales will try to present and explain some issues in
translating children’s literature.

In the first place, the selected stories from the collection were chosen because of the
amusing character that children are very likely to enjoy — each story brings an interesting and
funny anecdote from everyday life. The main characters (whether humans or animals) find
themselves involved in troubles or facing certain problems that are resolved in the end of the
story, mostly in an unexpected and surprising way. In addition, each problem or trouble they
encounter (and consequently their solution) may serve as a good educational tool for children
in general — they may learn some valuable lessons from the main characters’ acts, a very

common characteristic of children’s stories. For instance, certain stories, such as “Fred-under-
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the-bed” or a “Puppet for Polly” may serve to teach children about good behaviour and
healthy life habits, while “Magic Quilt” or “Clip, Clip, Clop” may serve to point out the
importance of reading. Furthermore, as in many other children’s stories, and especially fairy
tales, some generally appreciated life values can be taught, such as generosity and
gratefulness (“A Christmas Concert”, “Perfect Present”, “Rainbow Ribbons”), love (“Rainy
Day”), modesty (“By the Light of the Moon”, “The Wind Who Went Away”), self-respect
(“Clarissa Cow”, “Thing-a-ling”) or respect for others (“Why Am I Blue”). Finally, Nicola
Baxter successfully managed to put together educational and amusing purpose of children’s
literature into each one of the story, but still not over-exaggerating with one or another.
Therefore, it resulted in a very clear, simple, interesting, amusing and educationally useful

collection of children’s stories, which was the main reason for choosing to translate the same.

3.1. Morph-Syntactic Issues

3.1.1. Action before Another Action in the Past

There are a lot of ways to express two actions in the past, in which one action
happened before the other action. In English, apart from past perfect tense, it can sometimes
be expressed through using the conjunction of time when, which can often be translated into
Croatian with its equivalence kad(a) (Eng. ‘when’). However, sometimes, especially in formal
or literary, poetic works, it can be translated with Croatian perfective verbal adverb (Cro.
‘glagolski prilog prosli’). Thus, since children’s literature is known for a more poetic, even
archaic style in some subgenres, sometimes it seemed better to use it in the translation. In the

following chart, there are several examples of such situations:

English Croatian

When children’s mother saw that Jake and | Uvidjevsi da se Ruza i Ivo jos uvijek igraju,
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Rosie were still playing, she told them to go

to bed at once.

majka im reCe da istog trena podu na

spavanje.

When the Chief Librarian emerged from his

room, the fairy was delighted with the list.

cen e

rukama, vila je bila presretna.

In addition, for the same reason, perfective verbal adverb was also used for the

translation of some other English constructions, such as as soon as + subject + verb, by +

present participle or with English past perfect tense:

As soon as he ripped off the paper, Jake

changed his mind.

Strgnuvs§i  ukrasni papir odmah se

predomislio.

He had managed to finish one whole wing,
when, forgetting about his hat, he put his

head on one side to admire his work.

Obojavsi ga, odjednom zaboravi na kapu pa,
zadovoljan svojim radom, ponovno nakrivi

glavu.

Luckily, it had another little door in it, used
by the cat, so by piling up some cans and
boxes, the toys managed to squeeze through

and set off down the path.

Sre¢om, ugledaju vrataSca za macke pa se na
kraju, naslagavsi na njih nekoliko limenki i

kutija, uspiju provuci na ulicu.

3.1.2. -ING Forms

Present participle in English is often used to indicate activity parallel to another action.

There are various ways in which it can be translated into Croatian, whether with the use of

imperfective verbal adverb (Cro. ‘glagolski prilog sadasnji’) or with some other constructions,

depending on the situation. Sometimes, it was a bit problematic to find an appropriate way to

translate such simultaneous actions, because they had to be meaningful and yet they had to
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correspond to the specific children’s language and a “childlike” way of expressing. Therefore,

a certain word or expression was added or conjunctions were inserted where needed, as in the

following examples:

Little Blue lived with his family on a dusty
plain, munching and marching, marching

and munching.

Sa svojom obitelji zivio je na prasSnjavoj
ravnici na kojoj bi po ¢itav dan samo njupao

1 stupao.

He watched in amazement as Mr. Bear

strolled off down the street, greeting

everyone he met with a friendly word and a

wave.

S nevjericom ga je gledao kako prolazi
ulicom i mase i ljubazno pozdravlja sve koje

srece.

Apart from present participle, there were also some difficulties with English gerund in

compound nouns, which is a common case in the English language, but not in Croatian.

Therefore, since the language in children’s books has to sound “tasty”, the sentences with the

English gerund were rearranged and a few more words were added to reflect the following

situation in the translation:

She was just about to send him off for violet
ribbons, just to get rid of him, when...

"I wonder if these are to your taste, my dear?"
said a deep voice and a jumping gentleman
in green offered her a bow of beautiful

rainbow ribbons.

Odluci ga poslati po ljubicaste vrpce kako bi
ga se rijesila, ali uto zacuje duboki glas koji
rece:

,»A §to kazes na ove vrpce, draga?“ Bio je to
glas zelenog gospodina zapca koji je
doskocio do nje 1 ponudio joj vrpce u

duginim bojama svezane u masnicu.
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3.1.3. Passive Voice

Although the English passive voice, which is not so common in Croatian, did not
create so many problems in the translation, sometimes, when it was also used for emphasizing
certain emotions, a right kind of expression needed to be found in order to reflect the same

emotions with the more common active voice in Croatian:

Jack's mind was already on other problems. | Ali Ivan je imao puno veci problem... mora
The bear had to be hidden — and fast. His | pod hitno sakriti medu! Za nekoliko sati
friends were coming to his party in a couple | njegovi ¢e prijatelji doé¢i na rodendansku
of hours, and there was no way they could see | proslavu i nikako ne smiju vidjeti medu!

this bear.

Apart from turning the passive into the active voice, which sounds more natural in
Croatian, different punctuation was used to reflect the boy’s firm and worrying attitude
towards hiding the bear from his friends: exclamation marks were used instead of full stops,
because the passive voice in the original English text suggested this emotion was already

emphasized enough.

3.1.4. Past Participle
Past participle often functions as an adjective in the sentence. In Croatian, it can also
be translated with a participle (Cro. ‘glagolski pridjev trpni’), but in some cases it sounds a bit

odd or too literal:

In the end, no one could agree about what to | Kako se nikako nisu mogli sloziti, vrate se

do, so the meeting broke up and the people | svojim ku¢ama, ljutiti na vjetar koji je bio
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went home to their houses, blown and | toliko snazan da ih je skoro otpuhao s

buffeted all the way. ulice!

In English, it is perfectly normal to say this sentence containing past participle without
the agent, to denote that the people had to struggle with the wind that was blowing and
buffeting all the time. However, in Croatian, it would be too literal to translate it with the past
participle, so another solution needed to be used in the translation. This resulted in a freer
translation and a slight departure from the original, however, the offered solution still reflects

the situation in which the wind continued to blow extremely strongly all the way home.

3.2. Proper Names

One of the most challenging tasks in this translation process was translating proper
names. Finding appropriate meaning of the name in Croatian was not that problematic, yet
finding the name that would sound simple, familiar, humorous and pleasant to child’s ear
proved to be a demanding task. However, the additional difficulty was the author’s peculiar
way of inventing the names according to the sonorous repetition of the beginning syllables or
consonants (in some cases). Thus, here is the list of the proper names (and their translations)

that proved to be difficult to translate. Each of the choices will follow after the list.

Benjamin Bear medo Medimir
Honey Medeni

Fidget Fairy vila Zvrckica
Elderflower EIf vilenjak Vilac
Little Blue Plavc¢i¢
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Ragged Rabbit

zeko Cupavko

Mrs. Millie Mouse

Milica Misié

Martha Mouse

miSica Mirta

Lilac Library

Jorgovanska knjiznica

Dusty the horse konj Prasko
Percy Pig prasc¢i¢ Busko
Nibbles Gricko
Hoojymop mrakozila
Thing-a-ling Cin-Cin

Ellie EIf

vilenjakinja Vilona

Belton

Zvonograd

Joshua Jones

Josko Joski¢

Clarissa Cow

krava Klarisa

White Fence Farm

Bjelogredska farma

As it was already said in the theoretical part of the thesis, there are several strategies
that a translator may use to cope with the proper names in the translation. Firstly, all proper
names had to be translated into Croatian because the general opinion suggests that children
are sensitive to hear anything that sounds strange to them and that the degree of foreignness in
children’s literature should be very low (Oittinen 33). Van Coillie also has the point when he
states that in children’s literature, names are often used to bear certain connotation, which
might be important for the overall meaning of the story and that with proper names, one may
achieve the entertaining and humorous effect that children will enjoy (123-124). Finally, it is
also very common that proper names are translated in fairy tales, adventure books, etc., where

imagination plays an important role (Aguilera 6), so it was an additional reason to translate
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them into Croatian, because there were a few stories about elves and other fictional creatures
characteristic for such genres.

Therefore, in order to provoke same or at least similar connotations in Croatian, Honey
became Medeni, Little Blue was replaced with Plavci¢, Dusty with Prasko, Nibbles with
Gricko, Thing-a-ling with Cin-Cin, Belton with Zvonograd, White Fence Farm with
Bjelogredska farma, etc. So, the first step was to find the meaning and etymology of these
names and then to think of a proper name that bears the same meaning in Croatian.

However, the problem occurred with the names that consisted of two or more words,
in which there was a sonorous repetition either of the beginning syllables or consonants. Most
likely, the author used such melodic names because they sound more appealing to children.
However, achieving such sonorous repetition in Croatian proved to be even more difficult,
especially in order to keep both the intended connotation and sonority of the names.
Therefore, for most of them, the chosen solutions managed to achieve the desirable sonorous
effect and keep the same or at least similar connotation, whether by repeating the beginning or
ending group of syllables or consonants, depending on the name: vilenjak Vilac (Elderflower
Elf, where another flower in Croatian was used in order to match with the Croatian word for
elf, ‘vilenjak®), zeko Cupavko (Ragged Rabbit), Milica Misi¢ (Mrs. Millie Mouse), miSica
Mirta (Martha Mouse), Josko Joski¢ (Joshua Jones), krava Klarisa (Clarissa Cow), etc.

Nevertheless, sometimes it proved hard to come up with an appropriate name that
would provoke both effects; in such cases, priority was given either to meaning or to sonority,
depending on whether the name was relevant for the story or not. For instance, Lilac Library
was translated as Jorgovanska knjiznica because one of the illustrations in the story shows a
female elf with a pink flower ribbon in her hair and the flower is lilac. Another reason in

favour of this solution is found in the