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CHAPTER I- Introduction

CHAPTER I- Introduction

Gabriel Garcia Marquez, in an interview with Plinio Apuleyo, described Cien Afios de Soledad
as a “poetical synthesis of the tropic”, which he accomplished by putting together “a few
scattered elements, but united by a very subtle and real subjective coherence” (Apuleyo
Mendoza, 1993, p. 17). Considering this idea, we could identify the two most important
elements for the writer when conceiving the novel: first, the specific poetical language, which
we could name as “style”, and second, that coherent subjective reality, which is reached,
together with stylistic features, with elements of his local reality, some of which are referred to
in this research as Realia. The poetical style of the novel is characterized by, among other
stylistic features, the frequent use of a regional and familiar register, which contribute to build
up its specific tone and atmosphere. The Realia refer to and describe a local reality at the same
time that they participate in the configuration of the narrative world. Both elements, being
language and culture specific respectively, could be problematic in a process of translation.
Given the importance of these language features in the composition of the novel, the question
about their interlingual transfer results relevant for the reception and interpretation of the novel
in translation. How did translators achieve the transfer of such strong contextual-dependent
elements? Could the readers of those translations experience the effect of nostalgia, familiarity
and even intimacy as many of the Spanish version readers claim to feel each time they read the

novel?

My objective with this dissertation is to analyze stylistic issues and Realia used by Gabriel
Garcia Marquez in Cien Afios de Soledad (1967) and their translation into French (1968) and
English (1970). This analysis aims to determine the effect spectrum of the translation
formulations in the recreation of the novel in both TL. It should be mentioned right now that
my research interest has been suggested to me by a suspicion that serves as a heuristic
hypothesis in the background of the analyses: I suppose that a certain way of translating the
novel has contributed to an exoticising and misleading vision of Latin America pleasing the
educated reader but distorting the realities meant by Garcia Marquez. And I have the impression
that it is above all the English translation that we presently still have at our disposal which is
mainly responsible of such a direction of comprehension, despite its undeniable high

translational standard.

It is important to mention that even if this analysis is developed within some relevant issues of
translation studies, its purpose is not to extensively discuss abstract translation theories.

Additionally, being the focus linguistic constructions that could be problematic in a process of
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translation between the ST and the selected TTs, the selection of Realia and Style features
follows this aim, leaving outside the analysis many other narrative elements of GGM’s fictional
universe. Moreover, the analysis of style features is a mere observation and a hypothesis about
the translations. I do not pretend to reduce the universe of style mechanisms used in the novel
to the selected categories and annotations that I made in this thesis. These discussions, which

exceed the borders of our proposal, are potential material for further research.

This thesis focuses on only two of the numerous translations that this novel has had around the
world. There are several reasons for that selection. First, I chose these two translations
specifically because they are two of the very few that have not been modified since their first
appearance in the late 60’s and early 70’s. This particularity allows us to access to the
understanding and reception of the novel during the period of its first publication. Additionally,
I decided to study just these translations because of the relevance of the new market and public
opened by them. English and French are very popular languages, a characteristic that has
regularly proven to be crucial in the internationalization of a literary work. Moreover, the
contrast that these two languages offer enriches the textual and the extra-textual analysis. Both
the linguistic differences between the TL and the dissimilar political and literary TC contexts
underline the fundamental points of our anaylsis. Finally, I was attracted by the personality and
position of the responsible translators, especially the figure of Gregory Rabassa, with his key
role in the field of literary translation and in the internationalization of Latin American literature
during the second half of the twentieth Century. The reasons for my choice will be explained

with more detail in chapter 3, section 4.3.

How do we plan to achieve the objectives of our research? In a first moment, with a theoretical
exploration of the key discussions and problematics about literary translation and about this
specific novel. Later on, with the selection of examples of both Realia and Style features and
their subsequent analysis as textual units using a comparative-descriptive model. And,
additionally, by considering as causal conditions - following the causal model - the shifts,
contrasts and modifications carried out by the formulations in both target texts as well as extra
textual issues affecting the way the translators decided on these formulations. With the results
of the comparative and causal analysis in hand, we are able to arrive at a characterization of the

effect spectrum of the translation formulations in both translated texts.

skeksk

The problematic of interpreting the other using local frameworks has encouraged diverse

studies, mainly during the second half of the twentieth century, within different disciplines such
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as cultural and literary studies. How western narratives conceive and promote ideas about
realities that are not familiar or that have to be excluded or modified for political, social or
economic purposes, is a question that has allowed the emergence of new perspectives about the
familiar and the foreign, and their impact on cultural encounters. The literary language of Garcia
Marquez, installed in a continuous reference to his local reality, represents a problematic point
in a situation of perspective change. The reading and reception of his novels, especially the one
that is the object of this analysis, differs from latitude to latitude, from time to time and from a
local to a foreign optic. The notion of magical realism as a “traveling concept” (Bal, 2002, p.
5) is an example of this change of interpretation according to foreign perspectives. The writer
himself warned about the consequences of this approach in 1982, in his Nobel lecture. He points
out that “La interpretacion de nuestra realidad con esquemas ajenos solo contribuye a
hacernos cada vez mas desconocidos, cada vez menos libres, cada vez mas solitarios” (Garcia
Mirquez, 1982). [The interpretation of our reality through patterns not our own, serves only to
make us ever more unknown, ever less free, ever more solitary] Consequently, ignoring the
specific context of the literary creation promotes an erratic vision of the referred culture, biases
the interpretation of the work and imposes foreign patterns that erase and blur the complexity

of the represented reality.

The awareness of these cultural issues replicated, in other fields, a situation that favored the
emergence of new analyses. In the translation studies, for instance, the so-called “cultural turn”
(Snell-Hornby, 2006, p. 47) implied the consideration of extra textual elements that affect the
way of transferring texts from one language to another. During the last decades, many studies
have focused on the importance of analyzing the contexts of both the source and target texts in
order to understand the process that occurs during an interlingual translation as well as the
resulting translated product. The translator’s role as a mediator and recreator changed the
perspective of the translation task as well. Lexical, phraseological and semantic transformations
between the original and the translations are no longer only consequences of the language
contrasts and differences but carry cultural and literary implications that should not be ignored.
When taking into account the particularity of Garcia Marquez’s literary language, his artistic
creativity founded in local references and familiar cultural features, we found that it was
necessary to undertake an analysis of Cien Afios de Soledad in translation. How his “poetic
synthesis of the tropic” was recreated in a foreign language was the first question that emerged
after having met these new perspectives in literature, cultural and translation studies. How
strong the translations were influenced by foreign patterns and how they, likewise, perpetuate

preconceived ideas about the source culture represent another set of questions that motivated
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the present proposal. Since translation is interpretation, we considered relevant to trace the way
the translators interpret the novel and how their interpretation determines its configuration in
the target languages. Regarding these interests and preliminary questions, we proposed and

developed the present dissertation.

Albeit the work of Gabriel Garcia Marquez and, especially Cien Afios de Soledad, have been
amply studied, most of these analyses focus principally on literary components. The research
about his work in translation is moderate, having recently emerged in the last decades.
However, few of these recent researches concentrate fully on this specific novel, and analyze
the translation of specific textual units in a systematic way. A considerable amount of the
proposals, within the translation studies, include the novel, or another one of the same author,
as one of the examples of their corpus, which substantially restricts the capacity of a larger
analysis. From articles about the translation of the “boom”? to books about the Latin American
narrative in translation®, most of these researches direct their attention to just some aspects of
the novel and its translation, mostly into English. Other articles focus on the translation
difficulties, norms and mistakes of the novel in other languages*, including only a reduced list
of examples as well. Very few academic analyses of translation concentrate on Cien Afios de
Soledad as a corpus, analyzing a large number of textual aspects of their configuration and their
translation into other languages. The case of El Otorio del Pingiiino: Analisis Descriptivo de la
Traduccion de los Culturemas by Lucia Molina, published in 2006, where the Spanish scholar
compares the translation of culturemes from Marquez’s novel into different versions in Arabic,
is one of the few examples of this type of analysis. Due to the particularity of the language
constructions proposed by Garcia Marquez in this novel and their relevance in the configuration
of the narrative world, tone and atmosphere, we considered important to fill up this lack with
our proposal. With this, we contribute to the understanding of the novel’s language, the
translator’s interpretation and the implication and effects of their translation regarding those

textual issues.

2 Translating the Boom: The Apple Theory of Translation by Margaret Sayers Peden- 1987, The Impact of Spanish-
American Literature in Translation on US Latino Literature by Juliana de Zavalia- 2000, Critica Literaria y
Traduccion Cultural: una Problematizacién del “Boom” de la Narrativa Latinoamericana by Mallmann Vallerius-
2010

3 Voice-Overs: Translation and Latin American Literature by Balderstone and Schwarz (Eds)- 2002, Style and
Ideology in Translation: Latin American writing in English by Jeremy Munday- 2007

4 Translation Norms in Gabriel Garcia Marquez's Cien afios de soledad Translations into English, German, French,
Portuguese, and Russian by Sergio Bolafios- 2010, A Key Word in Gabriel Garcia Marquez's One Hundred Years
of Solitude by James McCutcheon- 2009, Analysis of Gregory Rabassa’s Translation of Cien Afios de Soledad by
Roser Bosch Casademont- 2011
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Taking into account the diversity of stylistic techniques and the creativity of the language
constructions that the writer has put together in this novel, we made a selection of elements that
fulfill our argumentation in order to amplify focus on them and provide a more detailed analysis
of the selected aspects. On the one hand, we opted for including “Realia”, a notion that is meant
here as embracing all those words or constructions that, being context-specific and
characteristic of the source culture, could be problematic in a process of translation. The local-
linked nature of these language forms leads to problems in the representation in a situation of
language contact or transfer. We chose these elements for our analysis because they appear to
be relevant in the configuration of the narrative world and because their representation in other
languages and contexts is problematic. On the other hand, we considered important to include
a selection of stylistic features that characterize the tone and the atmosphere of the novel and,
due to their attachment to regional familiar language, imply the challenge of being recreated
within other languages. It is important to mention that this part includes only a selection of
various linguistic aspects of style that are relevant in the configuration of the tone and
atmosphere of the novel. Based on our observation concerning the importance of the selected
elements we included them and analyzed them as part of our example list. Our final hypothesis
are based on this observation and analysis and do not include other traces of linguistic style in
the novel. The problematic and challenging nature of the elements we chose in an interlingual
translation would let more recognizable the traces of the translators, their decisions, priorities,

restrictions and decision making for proposing the formulations in the target texts.

Considering the fact that the corpus of this research is a literary text, that the analysis is based
on linguistic features and that translation implies cultural contacts, mediation and
communication, our dissertation emerges from an intersection of three levels: the linguistic, the
literary and the cultural level. In relation to the first level, the linguistic one, we will describe
the formal differences of the three languages in question with regard to the elements we selected
for the analysis. This description and comparison will lead us to propose lexicographical,
phraseological, semantic and stylistic discussions about the choices of the textual units, their
meaning in each text, their differences to the source text and language, the added meanings and
connotations of the translated formulations, among other linguistic aspects that become evident
in a language contrast. Concerning the second level, the literary one, we will focus on the
specificity of the literary language in translation and its implication in the interpretation of the
novel. In the case of Cien Arios de Soledad we will have to deal with the notion of “magical
realism” as a literary category and traveling term that affects the reception of the novel as well

as its interpretation and translation. Likewise, we will take into account other relevant literary
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issues such as the construction of the narrative world, the configuration and importance of the
tone and the production of a specific atmosphere in both the source and the target texts. And
finally, yet importantly, the cultural level will permeate the whole analysis from the descriptive
part to the final conclusions, due to the local-linked nature of the examples, the transfer of these
elements into another language and cultural system, and the relationships between dissimilar
cultural narratives that become evident in a translation. The importance of analyzing the context
of both the source and the target texts allow us to have a perspective about the cultural
translation that is also implicit in an interlingual transfer. The interdisciplinary approach of our
analysis has led us to open our perspectives and provide a more specific, complete analysis of

the variables of the research.

Furthermore, as it is exposed in the general objective, this dissertation follows two different
methodological models that are employed and distributed subsequently in the present text. After
a theoretical exploration about the main issues and discussions about literary translation, as well
as the examination of key notions such as ‘magical realism’ and ‘cultural translation’ in chapters
IT and III, we start with the analysis of the selected examples in the subsequent chapters. In a
first moment, in chapters IV and V, we opt for a comparative-descriptive model, where we
analyzed every selected example of both Realia and style as textual local units. The
functionality and use of the example in the source text, specifically in the passage where it is
found, are described in contrast to the formulations proposed in the target text. We pay special
attention to the shifts between the source and the target texts and the contrast between the
formulations in the two different target languages. Based on this first analysis we identify the
types of translation formulation employed in both target texts, regarding the selected elements,
the frequency of their use and a first approach to their implications in the recreation of the

source text.

In a second moment, taking into account Chesterman’s premise that “comparative and process
models help us to describe the translation product and its relation to the source text, but they do
not help us to explain why the translation looks the way it does, or what effects it causes”
(Chesterman, 2000, p. 19) we move to a causal model. Following this model, the results of the
comparative and descriptive analysis can be framed in a more extended perspective, allowing
us to propose more predictive hypotheses and specific explanations about the phenomena that
take place in a translation process. That is why in chapter VI we take into consideration the
shifts, contrasts or modifications carried out by the formulations in both target texts as causal
conditions of the translation, together with extra textual issues affecting the way the translators

decided on these formulations. The “deforming forces” (Berman, 2000, p. 294) coming from
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the nature of each target language, the specificity of each language construction, the external
influences of the social and political contexts, the publishing machine, the preconceived ideas,
the personal style of the translators, among other aspects, were considered as causal conditions
of both translations as well. So the causal model allowed us to pass from the textual units to the

external circumstances that are also relevant for the configuration of our hypothesis proposals.

With the results of the comparative and causal analysis in hand, we arrived to the final
hypothesis about the effect spectrum of the translation formulations in the translated texts. Even
if we privileged three mayor effects of each target texts (fluent, standard and exoticizing for the
English translation, and colloquial, functional and foreignizing for the French one), we still
consider that they are part of a dynamic spectrum, where the effects move from one side to the
other according to the specific textual contexts. Both the textual and the extra textual analysis
allow us to identify how the translators do not exclusively use one or another formulation, but
adjust the text according to the textual situation, which produces a variety of different
translation formulations. Their orientation is the result of the decision-making, which is
influenced principally by the individuality of the translator and, consequently, by the external
forces of language, context, time, among others that we describe and analyze in chapter VI.
However, by underlining these effects we call the attention on the implications of translation in
the construction of some specific aspects of the novel, that result fundamental for

itinterpretation.

This spectrum of effects, being the result of the analysis of certain features of the creative
universe of Cien Arios de Soledad, namely Realia and orality and familiar language, do not
pretend neither to reduce the literary mechanisms of the author to these elements, nor to be an
analysis of the whole novel in translation. There are other stylistic means the writer recurs to in
order to construct his narrative universe, which we did not consider in this proposal and whose
detailed analysis might certainly produce different results and generate dissimilar hypotheses.
Additionally, the description of the shifts, the translator’s choices and the characterization of
the effects is far from suggesting a value judgment about the quality of the translations. It aims
to offer a perspective of the translation criticism as a way of understanding the cultural
narratives of a specific period of time, their contacts, relations and views, which influence and
affect the way of translating literary texts. At any rate, the analysis we achieved in the following
pages may provide new elements for the interpretation of the novel as well as for the
understanding of the causal influences that take place in a translation process. Particularly, it
suggests to reconsider the voice and style of the translator as an important element of the

construction of the novel in translation.
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CHAPTER II- The original is unfaithful to the translation: a theoretical approach on
literary translation issues

Paradoxical as it may sound, Borges’ quotation, which entitles this chapter, contains in one
sentence the main discussions about the activity of translating literature. The original as
opposed to the translation and the question about faithfulness have been subjects of discussion
since the first documented writings about the task of translating literary texts. A diachronic
view of the theorization on literary translation reveals that the statement has always been
oriented in a unique direction: the translation has to be faithful to the original. In order to be
more precise, Georges Mounin proposed a famous question that works as an echo of that
statement: ‘faithful translation, but faithful to what>?” For Borges, literary translation should be
faithful to literature itself, retaining the meanings and effects of the literary work. If we are to
reach this ideal, a process of transformation has to take place. The translation is not the original,
but a different text, a transformed text, “verbalmente idéntico pero el segundo es casi
infinitamente mas rico" [verbally identical but the second is almost infinitely richer], declares
the narrator of his short story Pierre Menard, Autor del Quijote (1944). Therefore, for the
Argentinian author, the original is, eventually, unfaithful to the translation, in the sense that
they are both independent of each other. Their relationship with their specific language and
culture differes from text to text and the irreverences or unfaithfulness of the translation can
even contribute to the development of a genre, as it was the case of Vathek, the book to which
Borges makes reference®. The fall of the original’s empire! How are those issues handled in the
theorization about the literary translation activity? Which consequences do these debates have
for the task of a literary translator? What is the relationship between the original and the
translation? Is faithfulness the major criterion for a ‘good’ translation? In the next paragraphs,
we will try to follow the development of these and other discussions about the process of

translating literary texts.

5 Since his book “Les Bélles Infidéles” published in 1955, Georges Mounin has dealt with the problematic of
faithfulness on translation. For him, even if the translation can never be exactly equal to the original, there are
linguistic and stylistic aspects that have to be respected and kept in a language transfer. That is what the
translator must be faithful to. In his own words: “The most realistic conclusion is doubtlessly that we must more
and more include, within our dynamic equivalent translation, the respect of certain elements of formal
equivalence, when prior analysis of the text has shown that these formal structures have a function” (Mounin,
1979, p. 340).

6 The quotation that intitles this chapter is to be found in Borges’ essay of 1943 “Sobre el ‘Vathek’ de William
Beckford”. The Argentinian writer points out the fact that the translation of the novel, without any reference to
its original, became the precursor of the gothic novel genre. “Sélo tres dias y dos noches del invierno de 1782
requirié William Beckford para redactar la tragica historia de su califa. La escribié en idioma francés; Henley la
tradujo al inglés en 1785. El original es infiel a la traduccién. » (Borges, 1974, p. 732)
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1. Literary translation: a cultural and linguistic transfer

Considering that the corpus of the present dissertation is related to literary translation, it results
relevant to pay special attention to the peculiarities of this specific activity, face to scientific,
technical or any other kind of translation. A look into literary translation issues will help us to
understand better the comparison and analysis that we will propose on how the English and the
French translators formulate Garcia Marquez’s special poetics in Cien Arios de Soledad.
Revisiting the history of the ideas about the translation activity evidences the focus on literary
texts that the discussions have had until the beginning of the twentieth century. A distinction
between literary and technical translation in the theorization about this activity appeared
formally not before the emergence of the translation studies as a scientific discipline in the
second half of the last century. Even if the translation activity whether literary or technical has
the same basic points in common- the transfer of one language to another-, the type of discourse
determines largely the use of the language, as well as its function and effects. The linguistic
register varies according to the communicative and situational purpose and a distinctive style
takes place with aesthetic motivations, in the case of literary productions. The specificity of
literature implies a different way of using the language and, as a consequence, a different way
of translating that language. Not only is literary language motivated by an aesthetic function;
its composition has meaning in itself. Additionally, on the semantic level, the literary language
is linked to the representation of the world, which is deeply related to the culture. These features
that define the literary language also define its restitution of meaning in a target language. The
writer’s individual use of language, as well as the collective representations that his language
choices reveal require a specific way of translating. For these and further reasons that we will
take into account in this dissertation, the theoretical discussions about the translation activity

focus principally on literary translation.

In this first section, we will present a panoramic view about the most relevant discussions and
debates that have taken place around and about the task of translation. Understanding translation
as an activity that implies linguistic and cultural contacts, communication, transfers and
mediations is important to review the considerations that lead to the actual status of this activity.
In the next paragraphs, we will examine some of the most significant controversies about the
elements implied within a translation activity, which have proved relevant to the study we are
proposing. This theoretical review about translation is divided into two parts: the first one aims
to summarize the debates about the translation activity from Cicero to the linguistic approach,
in the first half of the twentieth Century. The second section envisages recapitulating the present

state of those discussions within the Translation Studies after the cultural turn. This first
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theoretical panorama intends to present, from a problematic perspective, the relevant notions

about the task of translating literature that will be present throughout this dissertation.
1.1. Issues of literary translation

Being the Bible the most translated book in the history of the translation activity, its transfer
into other languages has always been an object of controversy. This situation led to several
academic discussions about the task of translating texts even before the foundation of the
Translation Studies discipline. Some of these debates still provoke heated discussions and
inspire different kinds of researches with the aim of trying to explain the processes that take
place in a translation activity, as well as its consequences. The idea of this first section is to
make a review of the most relevant debates about the activity of translating texts. Most of them
have similar focuses, which have been divided in this text into five problematics. The first one,
constituting the oldest layer in the discussion about translation, refers to the opposition between
meaning and style. The second one, formally introduced by Luther, considers the two poles
implied in a translation, the Source and the Target Language, and the preference of the translator
for one or the other. The third debate is focused on the idea of equivalence and its ambiguous
value when translating a text. Finally, the fourth focal point, closely linked to the third one,
alludes to the untranslatability as a critical point in translation in relation to the uniqueness of
each language system as well as the reality they refer to. As we mentioned before, these debates
are reviewed from the first documented ideas about the translation activity, notably Cicero and
St. Jerdme, until the middle of the twentieth Century and the linguistic orientation of the
Translation Studies. Some of these debates, since their discussion was prolongued during the
“cultural turn” and the end of the twentieth century, are also included in this section. Our idea
in this theoretical section is to present a panorama of the ideas of translation throughout history

without taking part in any of the discussions sketched or giving a profound analysis of them.
1.1.1. Sense Vs. form or “les belles infideles”

The debate on sense versus form revolves around the idea of faithfulness as the objective of
translation. During centuries, the faithfulness principle dominated the task of translation as well
as its criticism. The work of a translator was judged in terms of accuracy to the source text,
favoring a more literal translation over flexibility and freedom. Being faithful to the source text
implied a preponderance of the meaning of words and ideas over the style used to express them.
The dogma of faithfulness referred, in a first moment, to the sacred texts, specifically the Bible,
whose contents were considered as divine and consequently had to be preserved no matter the

language.
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The first translators who wrote about the problematic of faithfulness and the dichotomy of
translating words or ideas were Cicero and St. Jerdme. The former, being in charge of
translating the Greek philosophers into Latin, described in his text De finibus bonorum et
malorum, published in 45 b.C. his methods of translation: “(...) Pour moi, quand il s’agit de
traduire, si je ne puis rendre avec la méme brieveté ce qui ne demande aux Grecs qu’une seule
expression, je l’exprime en plusieurs termes. Parfois encore, j 'emploie le mot grec quand notre
langue me refuse un juste équivalent. [For me, when it comes to translation, if I cannot render
with the same brevity what only requires one expression from the Greeks, I express it in several
terms. Sometimes I use the Greek word when our language denies me a fair equivalent] »
(Guidere, 2010, p. 33). Due to this freedom in his translating activity, Cicero contributed to the
development of the Latin language and created philosophical vocabulary in this language by
borrowing from Greek some terms and expressions and paraphrasing others. A couple of
Centuries later, St. Jerome came back to these issues by explaining his methods of translation
to those who criticized his lack of faithfulness. He admits that he made a distinction between
the sacred and the profane texts in terms of translation procedures. For the latter, instead of
translating words, he prioritized sense: “non verbum de verbo, sed sensum exprimere de sensu”

(Guidere, 2010, p. 33).

Besides the faithfulness to the meaning, the debate on the faithfulness to the form, the
translation of the style, specifically in literary translation, was the focus of discussion during
many centuries, namely in the course of neo-classicism. The expression “belle infidéle”, first
used by Gilles Ménage (1648)3%, points out the dichotomy of the sense and the form that took
place during the seventieth and eightieth centuries. Not only is the antagonism of faithfulness
opposed to beauty implied in this expression but, what’s more, it was used to point out the
procedure of some translators to modify the source text with the aim of “embellishing” it. The

privilege of the meaning, the faithfulness to the message in opposition to the concern about the

7 Henri Meschonnic points out, among other, Francois de Malherbe as an example of the practice of “improving”
the source text in the translation in order to please the readers of the target text. He includes a quotation of
Godeau, writing about Malherbe’s translation of Seneca: “Mais nos oreilles sont aujourd’hui si delicates, et les
plus grandes vérités font si peu d’impression sur les esprits quand on ne leur donne pas des ornements agréables
pour plaire, que jamais ancien n’elit sit6t lassé ses lecteurs que ce divin philosophe, si Malherbe n’eit hardiment
renversé ses périodes, changé ses liaisons pour faire la suite meilleure, retranché les mots qui paraissaient
superflus, ajouté ceux qui étaient nécessaires pour I’éclaircissement du sens, expliqué par circonlocution des
choses qui ne sont plus en usage chez nous, et adouci quelques figures dont la hardiesse elit indubitablement
offensé les lecteurs » (Meschonnic, 2012, p. 55).

8 According to Jean- Yves Masson, the original sentence of Ménage, talking about a translated text of Lucian by
Perrot d’Ablancourt was: “« elle me fait penser a I'une de mes maitresses ; elle est tres belle, mais elle est
infidéle » [she reminds me of one of my mistresses; she's very beautiful, but she's unfaithful.] ATLAS 2017
https://metisdemots.wordpress.com/2017/12/17/arles-2017-faut-il-bruler-les-belles-infideles/
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form, is still an issue that leads discussions; however, being a historically determined
conception’, faithfulness no longer dominates the translation process and has become a
translator’s choice. Additionally, beyond the debate of a word-to-word or a sense-to-sense
translation, the task of translating converges in the language act and its function (Meschonnic,

2012, p. 71).
1.1.2. Source or target language orientation

The discussion about the source or the target language orientation in translation has been a focus
within the history of ideas about this field and is related to the other debates we are reviewing
in this section. As we have seen above, the problem of faithfulness in regard to the original text
has implications for the orientation that the translator should follow. Looking at history, we find
that, as well as Meschonnic considered about faithfulness, this problematic of orientation
depends on the historical time. As we mentioned before, the Bible, being considered the voice
of God, was translated differently, less free and more literal, in order to keep its sacred elements.
During the period of Luther’s Reform, this idea changed, moving the translation of the Bible
from a source to a target language orientation. Luther’s idea of making closer the relationship
between the sacred and the people is reflected in his way of translating the Bible into German.
A target language orientation supposed a manipulation of many elements in order to produce a
text for the target public. “En renongant a faire une ‘traduction critique’ attaché aux
‘particularités de l’original’, Luther a su créer une ceuvre accessible au peuple allemand,
susceptible de fournir une base solide au nouveau sentiment religieux, celui de la Réforme”
[By renouncing the idea of a "critical translation" attached to the "particularities of the original",
Luther was able to create a work accessible to the German people, capable of providing a solid
basis for the new religious sentiment, that of the Reformation] (Berman, 2011, p. 44). The
Verdeutschung of the Bible, a target language oriented translation, not only stimulated the

feeling of the Reform but also contributed to the foundation of a language.

In contrast, the importance of preserving the originality of the source text was a common place
within the Romanticism movement, a period where the opening to the foreign determined the
way of translating texts. Although Luther’s translation of the Bible was still celebrated, many

authors of this period expressed their preference for a source language orientation in

% Henri Meschonnic explores the discussion about faithfulness in translation with a historical perspective. For this
scholar faithfulness was not an issue of words, senses or forms but a historical fact. What is faithful in one epoch
is not in another : Therefore, it is all about a faithfulness to the historical period : “La fidélité d’une époque parait
infidélité plus tard, parce qu’elle était sans le savoir une fidélité non au texte, mais a I'époque » (Meschonnic,
2012, p. 71).
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translation'’. Goethe, for instance, observed the existence of three kinds of translation,
according to a specific historical time. The first one, the prosaische, or target language oriented,
being Luther the example. The second one, the parodistische, or target language and culture
oriented, where not only the words but also the ideas and feelings of the source text have a
substitute (Surrogat) in the target language. And finally the neuschaffende, or source text
oriented, “wo man die Ubersetzung dem Original identisch machen méchte, so dafi eins nicht
anstatt des anderen, sondern an der Stelle des anderen gelten soll” [where one wants to make
the translation identical to the original, so that one should not apply one instead of the other,
but in the place of the other] (Goethe, 1963, p. 34). This triad structure was simplified into a
two-orientation scheme by the German philosopher Friedrich Schleiermacher who,
understanding translation as a comprehension procedure, explained this process as an

intersubjective encounter (Berman, 2011, p. 235):

“(...) the genuine translator (...) wants to bring those two completely separated persons, his
author and his reader, truly together, and who would like to bring the latter to an understanding
and enjoyment of the former as correct and complete as possible without inviting him to leave

the sphere of his mother tongue?” (Schleiermacher, 1977, p. 67)

The authentic comprehension/translation for Schleiermacher is the one that forces the reader to
leave his sphere and move to the foreignness of the author, in other words, a source text oriented
translation. The target language orientation results for this scholar inaccurate because “elle nie
le rapport profond qui lie cet auteur a sa langue proper” [it denies the profound relationship

that binds this author to his own language] (Berman, 2011, p. 236).

As we have shown above, Schleiermacher’s idea about the two only possible and separate roads
that a translator has - either moving the reader towards the author or moving the author towards
the reader- remains in the field that they are irreconcilable and impossible to mix with each
other. During the twentieth Century, Lawrence Venuti took up Schleiermacher’s ideas for
criticizing the way most of the English translations were target language oriented and
manipulated the foreign elements in order to make a more commercialized product. For the two
orientation possibilities, the American scholar proposed the terms “domestication”, which was
later changed into “minorization”, and “foreignization”, later called “majorization”. Thus, on

the one hand, foreignization alludes to the move of the reader towards the author, by leaving

10 The idea of building a nation stimulated this ‘foreignizing’ view during German Romanticism. It is pointed out
by Budenand Nowotny as follows: “In Romanticism, translation was understood in terms of its positive effects
on German language and culture; its role was to improve both. And since language and culture were, for the
German Romantics, the very essence of the nation, translation’s ultimate purpose was to build a German nation”
(Buden & Nowotny, 2009, p. 199).
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the original as it is, with its foreign characteristics. On the other hand, domestication refers to
the inverse movement, where the reader could feel comfortable with a familiar reading universe.
Venuti, as well as Schleiermacher and Berman, criticizes domestication because of its culture
reduction character — colonization- and the imposition of one culture to another. They find in
foreignization the best way to treat a text that is foreign and should stay that way:
“domestication is an ethnocentric reduction of the foreign text to target language cultural
values”. Foreignization is “an ethno deviant pressure on values to register the linguistic and

cultural difference of the foreign text, sending the reader abroad” (Venuti, 1995, p. 20).

In this vein, domestication is related to fluency and foreignization is seen as resistence, since it
works as a “reminder” (Lecercle, 1990, p. 54) of the fact that the text is a translation. That
“reminder” cultivates “a heterogeneous discourse, opening up standard dialect and literary
canons to what is foreign (...)” (Venuti, 1998, p. 11). As it is illustrated in Kjetil Myskja’s essai
Foreignisation and Resistance: Lawrence Venuti and his Critics (2013), the proposals of Venuti
referring foreignization and domestication have been in the center of the discussion in recent
years. Maria Tymoczko (Tymoczko, 2000, p. 36) finds problematic that these concepts are not
strictly defined, which makes it difficult to identify the criteria of cultural resistance that a
foreignizing translation claims to have and under which principles a translation could be
considered as such (Myskja, 2013, p. 7). In relation to this problematic, Mona Baker points out
the simplicity of using a dichotomist system for describing the variety of procedures, attitudes,
phenomena that occur during a process of translation (Myskja, 2013, p. 11). Even if Venuti uses
the denomination “spectrum of textual and cultural effects” (Venuti, 1995, p. 19), in his analysis
he ends by subsuming the whole text under one of the two polar terms of the dichotomy. Finally,
another important criticism to Venuti’s theory is the fact that foreignization can also serve as
cultural colonization, observed by the scholars Maria Tymoczko and Tarek Shamma. This last
argues that some of the foreignizing characteristics of Venuti’s analysis “would be likely to
reinforce English prejudices against the source culture” (Myskja, 2013, p. 13). In that sense,
their effect could be exotisizing rather than foreignizing. After presenting the debate between
Shamma and Venuti about this idea, Myskja identifies the difference a foreignizing effect has
in comparison with an exoticising one and says: “(...) exoticising translation differs from truly
foreignising one in that the former does not break with the target culture’s norms and

expectations” (Myskja, 2013, p. 16).
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1.1.3. Equivalence, adaptation, approximation

The notions “equivalence” and ‘“‘adaptation” have been massively used in theories and
researches about translation. The diverse perspectives from which these terms have been used
has provoked misunderstandings and debates about their pertinence in the Translation Studies
theory and criticism. The levels of accuracy- or faithfulness- of the translation in comparison
with the original have historically determined a hierarchy among these three terms, being
equivalence the most accurate, and the aim to pursue, adaptation a freer version and
approximation a failed translation. These ideas have been largely questioned and discussed, as

we can observe in the next paragraphs.

In his 1959 essay On Linguistic Aspects of Translation, Roman Jakobson builds up the
discussion about translation around the notion of meaning. He argues that meaning, being a
linguistic and a semiotic fact, generally implies a continual process of translation. Thus,
translation is considered not only as a transfer between two different languages but also as the
rewording, recoding and interpreting process that takes place within the same language. Based
on that, he distinguishes three different types of translation: 1. Intralingual 2. Interlingual. 3.
Intersemiotic (Jakobson, 1959, p. 233). Therefore, the translation between two languages, i.e.
interlingual translation, is just one way of decoding signs. However, that does not mean that for
interlingual translation, the other two- intralingual and intrasemiotic- are not relevant. Jakobson
is aware of the differences that characterize every language in the world but, for him, those
differences do not imply that a translation process is not possible. He suggests that the translator
has the task to find the functional equivalences (tertia comparationis) between those differences
of the languages. The translator, using the three ways of translation, is able to find the
equivalence, in words or in sentences, that more fully represents the code-unit. This

representation can never be a full equivalence because every single sign has a unique meaning.

In the historical context of Chomsky’s Transformational-Generative Grammar (TGG) and his
proposals about a deep and a surface structure existing within each sentence, American linguist
Eugene Nida came up with the notions of dynamic and formal equivalence, related to biblical
translations. The formal equivalence, or formal correspondence, as Nida used to call it in further
publications, can be related to the surface structure of the sentence, according to Chomsky’s
notions. This correspondence pretends to be a reproduction of the original, respecting its
structure and focusing more on the message. On the other hand, the dynamic equivalence tries
to evoke a similar response in the reader of the original as in the reader of the translation.

Accordingly, it is not focused on the message, as formal correspondence is, but on the receiver.
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What becomes relevant on this type of translation is the deep structure, the semantic and cultural
interpretation, so it fits better in the context of the reader. It is important to underline here that,
for Nida, there is a process of translation that includes both, the formal and the dynamic
equivalences. The translator tries first to find the formal equivalences and then, he looks over

in order to make those equivalences fit in the context of the new language.

Another group that discussed problems of equivalence in translation were the scholars of the
Leipzig School. Following Schleiermacher’s proposals about translation as a part of the
hermeneutic circle, the specialists of this group equally regarded it as a part of the
communicational process. Being translation a zweisprachige Kommunikation (Kade, 1968, p.
33), the step of finding the meaning equivalents has a place within the chain of communication.
The communicative equivalence concept of the Leipzig School assumes that texts differ from
each other by their communicative value. In order to maintain that value, it is important to
choose the correct correspondent meanings that help it to be preserved (Jager, 1975, p. 36). Otto
Kade wrote about how the search of communicative equivalents not only depends on the
structure of the sentence but on other factors such as “Textgattung(...),
Kommunikationssituation(...), Zweck der Ubersetzung(...), Empfinger der Ubersetzung
(Beriicksichtigung seiner Sprachgewohnheiten und seines gesellschaftlich-kulturellen Milieus)
u.a.” [Text genre (...), communication situation (...), purpose of the translation (...), recipient of
the translation (consideration of his linguistic habits and his socio-cultural milieu) etc.] (Kade,

1965, p. 93).

Further, Professor Peter Newmark carried out a series of studies in the field of translation and
contributed to the early structure of the discipline. Among other important proposals, he
launched the debate on equivalence, but not about its process but about its relevance for the
translation activity. He focused principally on the notion of equivalent effect, present and
important for the theories introduced above, by questioning the central role that his colleagues
had given to it. He claims that there is no one equivalent effect; it depends on the type of text
that is translated. As such, it cannot be the aim of any translation but the desirable result, more
or less intensive, depending on the sort of text. “As I see it, ‘equivalent effect’ is the desirable
result, rather than the aim of any translation” (Newmark, 1988, p. 48), and further he writes: “I
have dealt at length with the 'equivalent effect’ principle because it is an important translation
concept which has a degree of application to any type of text, but not the same degree of
importance” (Newmark, 1988, p. 49). Otherwise, the equivalence notion does not work the
same way in all sorts of texts; it is important to take into account, not only the context but also

the function and the kind of discourse. Another crucial factor can change the degree of
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equivalence in a translation. That factor is the “cultural” or “local” character of the text, which
can distance, sometimes more, sometimes less, the equivalence with the original. “However,
the more cultural, the more local, the more remote in time and space a text, the less is equivalent
effect even conceivable unless the reader is imaginative, sensitive and steeped in the SL culture”

(ibid. 49).

In this manner, many other contributions emerged from the discussions about the process of
translation. Some scholars criticized the focus on equivalence and proposed, as Newmark did,
that translation should not be reduced to that element, which is a part of the process but not the
whole. They visualized other fields of discussion that opened new ways of research. Vinay and
Darbelnet, for instance, preferred the notion of “finding solutions” (Vinay & Darbelnet, 1995,
p. 255), in order to describe the translator’s activity, instead of discovering equivalences.
Furthermore, Catford, and his linguistic-centered theory, proposed the shifts model that
represents the changes occurring in a translation process. Likewise, Steiner, based on the
hermeneutics, developed his theory about the hermeneutic motion that considers the act of
translation as a movement that goes through four stages: trust, aggression, incorporation and

restitution (Steiner, 1998, pp. 312-317).

More contemporary theories admit the malleability of the conception of equivalence, which, as
well as faithfulness, varies throughout the times. Being borrowed from the language of
mathematics, where equivalence supposes a bi-univocal concordance'!, the term implied a
word-to-word transcoding. As this procedure represents just one of the many translation
strategies executed in a translation task, many scholars rejected this understanding of
equivalence. Therefore, equivalence no longer represents a mere transcoding but it still denotes
the relationship of equal value between the linguistic signs of a certain text in two different
linguistic communities'?. (Reiss, 2009, p. 147) The notions of accuracy and precision in a
strictly literal sense are not appropriate when analyzing translation, due to the changing nature
of language. Two terms, with the same assigned value, are equivalent to each other, despite

their belonging to different language systems. Meanwhile, the notion of adaptation refers to the

11 The mathematical definition of equivalence implies the possibility of « établir entre les éléments de deux
ensembles une relation symétrique et réversible telle qu’a chaque élément de I’'un des ensembles correspond un
seul élément de I'autre ensemble, et réciproquement. » (Reiss, 2009, p. 184)

12 Katharina Reiss finds the electro-technical definition of equivalence more accurate to the translation process :
« Deux circuits a courant alternatif sont qualifiés d’équivalents lorsqu’ils ont la méme action électrique vers le
milieu extérieur quelle que soit leur fréquence et ce, méme si la structure des deux réseaux n’est pas identique. »
This definition is more oriented to the action and value relationship as it is to the bi-univocal concordance of the
mathematical definition (Reiss, 2009, p. 148).
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privilege the translator gave to elements outside the text itself, translator’s ideas about the text,

literary criticism, ideas about the writer, etc. '
1.1.4. Untranslatability

The discussion about untranslatability has always been paradoxical: even though there are
theories that claim the impossibility of translation, it has been done since immemorial times
and continues its course. The debate’s origin is the notion of translation itself, sometimes
adopted as a faithful copy, sometimes accepted as rewriting. Two major statements contributed
to the explosion of this confrontation during the twentieth Century. On the one hand,
Humboldt’s idea that “kein Wort in einer Sprache vollkommen einem in einer anderen Sprache
gleich ist” [no word in one language is perfectly equal to one in another language] (Humboldt,
1903, p. 129). On the other side, Schleiermacher’s declaration that ,, denn auch das schlechthin
allgemeine, wiewohl auferhalb des Gebietes der Eigentiimlichkeit liegend, ist doch von ihr [die
Sprache] beleuchtet und gefdirbt* [for even the most general, though outside the realm of
peculiarity, is illuminated and colored by it [language] (Schleiermacher, 2002, p. 239).
Although both Humboldt and Schleiermacher translated several texts and described the
translation task as enriching and necessary, the above quoted statements have been later used
as arguments of untranslatability. It is true that both German scholars admitted the impossibility
of superimposing one element of one language system for another of a different one, due to
their belonging to a system, linguistically and culturally colored. However, they both accepted
the importance of translation as a vehicle of transmitting knowledge and, mainly as a way of

expanding the significant capacity of the language (Humboldt, 1963, p. 81).

As we see from our last reflections, the possibility or impossibility of translating texts also
belongs to the major issues concerning the translation activity. According to Moruwawon
Samuel and Kolawole Samuel (2007) the discussion can be divided into three different critical
approaches: Universalist, monadist and deconstructionist approaches. The universalist
approach claims “that the existence of linguistic universals ensure the translatability of texts”
(Moruwawon & Kolawole, 2007, p. 375). The existence of a human language, or “pure
language™ in the sense of Benjamin (1923), permits the translators to endure the diversity of
structures and meanings of every language and pursue the kinship that interrelates all languages

in “what they want to express” (Benjamin, 1996, p. 255), in their “intension”. There is, however,

13 This differentiation has been expressed by Meschonnic as follows:”Je définirais la traduction la version qui
privilégie en elle le texte a traduire et I'adaptation, celle qui privilégie (volontairement ou a son insu, peu importe)
tout ce hors-texte fait des idées du traducteur sur le langage et sur la littérature, sur le possible et I'impossible
(par quoi il se situe) et dont il fait le sous-texte qui envahit le texte a traduire » (Meschonnic, 2012, p. 233).
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a degree of translatability, which is measurable according to the situation of the source and the
target language: status of contact between the two languages, cultural level of development and
the expressive possibilities of SL and TL (Moruwawon & Kolawole, 2007, p. 376). The
monadist approach maintains that, due to the specificity of the point of view of each community,
which is transmitted and simultaneously shaped by language, translatability is jeopardized (ibid.
376). Even though translation could be impossible in certain cases, interlingual communication
takes places due to other kind of formulations that the translator finds in order to solve the
problems of untranslatability. For the monadist, in those cases the translator does not carry out
a translation but an adaptation. The untranslatability can be found in linguistic issues, where
the structure, linear, functional or semantic terms cannot be translated adequately, or in cultural
issues, where an element of the SL has no semantic correspondence in the TL (Ibid. 377), as in
the case of our research focus, stylistic mechanisms and Realia. Finally, the deconstructionist
approaches promote the idea that translation is no longer a transcoding but a re-writing process,
where every choice of the translator, in both cases of translatability and untranslatability,
modifies the source texts and its reception. This modification, voluntary or not, is unavoidable
and has to be perceived as a part of the changing nature of languages. This idea results relevant

for our analysis and findings.

In summary, despite the differences and uniqueness of each language, translation is a fact. The
communication between the two languages in question takes place because the aim of
translation is not to reproduce exactly the source language but to transfer a text in its
individuality, in words of Meschonnic: “One translates a text and not a language” (Meschonnic,
2012). The idea of untranslatability loses credibility with the fact that translation is possible in
every circumstance, even in cases of specific cultural elements. It is true that there could be
levels of translatability or difficulty when proposing a translation of certain elements or
language constructions. Nevertheless, being the translator in charge of the reconstruction, he
makes decisions according to the state and situation of the text. These decisions are influenced
by his subjectivity modifying consequently the source texts in different degrees. How far these
formulations and decisions affect the uniqueness of the text and its reception is a question with

which we will be concerned in this research.

1.2. Cultural- oriented approaches
Before developing the most relevant theories and contributions that include the view of culture
in the analysis of the translation activity, it is important to get an overview of the context in

which those ideas started booming. As we have corroborated through the paragraphs above,
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most of the theories exposed are language-focused: they address their analysis to the
particularities of the language in the context of a language transfer. From the decay between
1970 and 1980, the linguistic turn of the humanities, grew into a cultural turn. The theorists of
this period tried to give more relevance to meaning as a whole instead of concentrating on mere
linguistic forms and, consequently, an explosion of cultural studies flourished in almost all the
human sciences. The notions of identity, multiculturalism, otherness, subjectivity, among
others, became main subjects of discussion of new social sciences and disciplines (cultural
studies, postcolonial studies, rural studies, gender studies, etc.). The temporary triumph of
capitalism implied new ways of socializing and shaping identities among the concepts of
diversity and technology. Many academic analyses focused not only on the social practices but
also on the consequences of colonialism: migration, diaspora, hybridization of the cultures, etc.
Consequently, new social movements arose against stigmatization and marginalization of large
groups of society, such as homosexuals, women, urban tribes, among others. The translation
studies, an emergent discipline as well, could no longer overlook these phenomena, ending up
with the inclusion of culture as a main aspect of their interests. From now on, the translation
activity is no longer set aside into the field of the study of words, sentences, texts or discourses.
It is transferred to and included within the study of those social interactions that imply a

communicative process.

1.2.1. Rewriting and manipulation

Translation theorists André Lefevere and Susan Bassnett are considered the pioneers of the
cultural oriented approach on the Translation Studies. They both view translation as a process
that goes beyond the linguistic features until reaching cultural dynamics. In order to understand
their principal proposals on this field, it is important to depart from their definition of

translation:

Translation is, of course, a rewriting of an original text. All rewritings, whatever their intention,
reflect a certain ideology and a poetics and as such manipulate literature to function in a given
society in a given way. Rewriting is manipulation, undertaken in the service of power, and in its

positive aspect can help in the evolution of a literature and a society. (Lefevere, 1992, p. 2)

In other words, as a process of rewriting, translation becomes manipulation in terms of
imprinting a specific ideology during the process of recodification. According to the two
scholars, translation, through history, has manipulated contents on the SL (source language) in
order to acquire trust within the audience the translated text is addressed to. Their statement

“different types of reader will require different types of translation” (ibid.) points out the fact



CHAPTER II- The original is unfaithful to the translation: a theoretical approach on literary translation issues

that the task of the translator is context-dependent; i.e. historically, socially and even politically
influenced. By comparing the treatment of some translations where the SL and the TL are
‘hegemonic’ languages with others where one of them, in most of the cases the SL, is not
‘culturally prestigious’, the scholars found that they were not regarded the same way: “Whereas
translators in the West have held Greek and Latin works in high esteem, as representing the
expression of prestigious cultures within the Western world view, they have treated other
cultures, not thought to enjoy a similar prestige, in a very different manner indeed.” (Lefevere,
1992, p. 2) They observe that translation has often been a reader-centered activity which
intention is to satisfy the interests of the target language and culture in terms of ideology and

power.

Nevertheless, it is also important to mention the notion of culture that Lefevere and Bassnett
manage in their proposals. The idea that culture, or cultures (source- culture/ receiving- culture)
is not a solid unity, that external agents constantly influence it, allow us to realize the role of
translation in society. More than mere transfer of words, translation has the power to modify
cultural structure and even help the “evolution of the literature and the society”, as was
mentioned in a previous quotation. In their own words: “When we speak of ‘a culture’ or ‘the
receiving culture’, we would do well to remember that cultures are not monolithic entities, but
that there is always a tension inside a culture between different groups, or individuals, who
want to influence the evolution of that culture in the way they think best” (Lefevere, 1992, p.
8). Later on, we are going to develop this idea and analyze the implications of such a change in

the conception of culture.

Hence, Lefevere and Bassnett made a call upon the translation studies, and all the researches
that analyze the translation process, to study the ideology of the translator, the power exerted
by the cultures (SL-C and TL-C), as well as the type of texts and the audiences. If all those
aspects are taken into account, a whole complete vision of the translation practice will emerge
within the diverse layers of the discourse: “Translation needs to be studied in connection with
power and patronage, ideology and poetics, with emphasis on the various attempts to shore up
or undermine an existing ideology or an existing poetics. It also needs to be studied in
connection with text-type and register, and in connection with attempts to integrate different

universes of discourse” (Lefevere, 1992, p. 10).
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1.2.2. The restitution of meaning

Together with Lefevere and Bassnett, French translator and philosopher Antoine Berman
considers translation as rewriting, and, as a consequence, a restitution of meaning (Berman,
2000, p. 297). Most of his researches focused on the experience of the “foreign”, following the
lead of the German romantic tradition. In his article “Translation and the Trials of the Foreign”,
he develops his ideas on how translators experience - or rather deal with- the foreign character
of the written texts. By using Heidegger’s expression Die Erfahrung des Fremden'?, Berman
analyzes different translation works and conclude that most of them ‘“destroy” the original
through different mechanisms that are listed in the article. He uses the expression “the
deforming forces™ in relation to the “too much free” practice of the translators that distorts the
original. In his own words: “The negative analytic is primarily concerned with ethnocentric,
annexationist translations and hypertextual translations (pastiche, imitation, adaptation, free
rewriting), where the play of deforming forces is freely exercised. Every translator is
inescapably exposed to this play forces, even if he (or she) is animated by another aim”
(Berman, 2012, p. 242). The restitution of meaning, as the principal aim of the translation
process, occurs within the display of those forces, and takes place in one individual mind —the
translator’s one-. Nonetheless, his fundamental task is to fight against these forces and to respect

the foreignness of the original.

As we mentioned before, Berman has been strongly influenced by the German Romantic
tradition and this influence is evident in the way he thinks about translation. As developed
above, Schleiermacher formulated two ways of translation: either by bringing the author's
linguistic-conceptual universe closer to the reader’s one or vice versa. The German scholar
supported the last one, as the ideal way of translating. Based on those principles, Berman
founded all his theory and argues that a translation must remain in the place of the foreign,
which means, to bring the reader to the author’s world. “J’appelle mauvaise traduction la
traduction qui, généralement sous couvert de transmissibilité, opere une négation systématique
de l’étrangeté de l’ceuvre étrangere” [l call mistranslation the translation which, generally

under the guise of transmissibility, systematically negates the foreignness of the foreign work.]

14 Antoine Berman considers this expression as the essence of every translation: “’Trial of the foreign’ is the
expression that Heidegger uses to define one pole of poetic experience in Holderlin (Die Erfahrung des Fremden).
Now, in the poet, this trial is essentially enacted by translation, by his version of Sophocles, which is in fact the
last "work" Holderlin published before descending into madness. In his own time, this translation was considered
a prime manifestation of his madness. Yet today we view it as one of the great moments of western translation:
not only because it gives us rare access to the Greek tragic Word, but because while giving us access to this Word,
it reveals the veiled essence of every translation” (Berman, 2012, p. 240).
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(Berman, 2011, p. 17). To stay in the foreign, to respect that inherent character of every work
before translating it represents the archetype of Berman’s theory of translation. Thus, translation
becomes dialogue, fusion and the translator as well is seen in a different way: his role becomes

relevant as the actor of that process.

Given these points, it is important to mention the role of the translator within the process of
bringing the reader to the original. For Berman, translation must be considered as an individual
practice that comes from an individual mind, the one of the translator: “Une traduction est
toujours individuelle, procéde d’une individualité” [ A translation is always individual, a result
of individuality] (Berman, 1995, p. 60). The activity of rewriting, of restituting the meaning is
accomplished according to his mind. For that matter, when analyzing translations, it is
necessary to include the cultural background of the translator, in other words, to consider also
his historical and social context, literary tradition, among other important aspects that allow us

to identify his influences and how he reflects them within the translation. >

1.2.3. Skopos or functional theory

In that order of ideas, another culture-centered approach, that shares proposals with Berman,
Lefevere and Bassnett, is the so-called Skopos Theory. This theory, whose main theorist is
German linguist and translator Hans Vermeer, was founded based on the action theory!®. The
word skopos, a Greek noun that means ‘purpose’, refers to the intention, the aim of every action.

The action, in this case, is the translation, which is always determined by a specific goal. In

15 Berman’s individual character of the translation had numerous critics among the translation studies scholars.
Among them, Annie Brisset argues that no translation is individual if the cultural context is taken into account:
“Ouvrir la critique des traductions —de toutes les formes de traduction- a cette mise en rapport constitue sans
doute aujourd’hui I'un des plus sirs moyens d’explorer la dimension collective, culturelle, du sujet traduisant et
de ses productions. Cet aspect n’annule siirement pas la composante individuelle de la subjectivité traduisante,
mais il la circonscrit (pour le moins) a I'intérieur de certaines limites” (Brisset, 1998, p. 33). Those limits, regarding
Eco’s theory of interpretation, give the text a certain identity that has to be respected. In essence, there are not
so many translations as translators because every text has a specific interpretation circumscription.

16 German sociologist Max Weber maintains that the subject matter of Sociology is the social action. The analysis
of social action’s causes and effects concerns the studies of this human science: “[Sociology is] ... the science
whose object is to interpret the meaning of social action and thereby give a causal explanation of the way in
which the action proceeds and the effects which it produces. By 'action’' in this definition is meant the human
behavior when and to the extent that the agent or agents see it as subjectively meaningful (...). The meaning to
which we refer may be either (a) the meaning actually intended either by an individual agent on a particular
historical occasion or by a number of agents on an approximate average in a given set of cases, or (b) the meaning
attributed to the agent or agents, as types, in a pure type constructed in the abstract. In neither case is the
'meaning' to be thought of as somehow objectively 'correct' or 'true' by some metaphysical criterion. This is the
difference between the empirical sciences of action, such as sociology and history, and any kind of priori
discipline, such as jurisprudence, logic, ethics, or aesthetics whose aim is to extract from their subject-matter
'correct' or 'valid' meaning” (Weber, 1991, p. 7).
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spite of identifying the causes and consequences of translation, as a communicative action, it is

important to take into consideration both the translator and the Target Language reader.

For understanding the ideas we just mentioned, it is necessary to clarify the theory’s
fundamental claims and concepts. First, communication is seen as an interaction between the
sender, who accomplishes an intended function, and the receiver, who has to interpret this
function. Within this chain of communication, the translator is both sender and receiver, thereby
achieving a double action. Those actions are always determined by external elements that
produce specific effects. Second, translation is considered as intercultural communication, i.e.
transfer: “(...) all translation has to do with ‘transfer into different cultural structures’
(Vermeer, 1978, p. 99). The translator, whose role in this process of communication became
relevant, is the one who executes this intercultural transferring act. As Berman maintains as
well, the translator’s “translation horizon” (I’horizon!” traductif) (Berman, 1995, p. 257)
determines the critical paradigm of every translation study. Third, Vermeer and the other
Skopos scholars understand culture as the “entire settings of norms and conventions an
individual as a member of his society must know in order to be “like everybody- or to be able
to be different from everybody” (Vermeer, 1987, p. 28). This conception of culture as a set of
norms and conventions is relevant for understanding how the cultural transfer takes place, how
the translator deals with that setting as well as for comprehending the causes and effects of the

translation activity.

In summary, the translator takes into account the context and the group of readers that is going
to receive the translation. Considering the audience is important in order to pursue the
“adequacy” in the communicative aim: One translates in form and function as the target culture
expects to be informed (Vermeer, 1978). This way, it is important to make the translation fix
with the “culture” of the TL. In addition, the Skopos theory also indicates that every translator
interprets in his own way (ibid. p. 58), during the action of translation, he puts his own view
and intention. For this reason, he performs an active and definitive role as actor and interpreter

of the message.

1.2.4. The translator’s invisibility

The discussion on the translator’s activity is a common focus within the culture-oriented

approaches. Influenced by the ideas of Berman and the Skopos Theory, American translation

17 Berman proposes the notion ‘horizon’ as: “I'ensemble de paramétres langagiers, littéraires, culturels et
historiques qui « déterminent » le sentir, agir et le penser d’un traducteur” (Berman, 1995, p. 79).
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theorist Lawrence Venuti, also participates in the debate and develops his proposal about the
visibility and invisibility of the translator, as well as the notions of domestication and

foreignization through the activity of translation, as it was mentioned above.

For Venuti, the invisibility of the translator takes place when “the translator remains subordinate
to the author of the original work, whether in the translator’s own acts of self-presentation or in
academic institutions, publishing companies, and legal codes. The originality of translation
rather lies in self-effacement, a vanishing act, and it is on this basis that translators prefer to be
praised” (Venuti 1992: 4). In other words, in favor of achieving credibility, the translator’s work
tends to be erased and ignored. As long as the original text must prevail, the translation must
look the most like it. This argument is supported by the common criteria, which the critique
uses to evaluate a translation: accuracy and fluency. The aim is that the reader of the translation
feels comfortable with the reading, and to achieve that, the translation must fit what he (the
reader) is waiting for. Following that idea, the translator is demanded to erase the foreign

characteristics in order to reach a “fluent” reading:

A fluent translation is immediately recognizable and intelligible, “familiarized,” domesticated,
not “disconcerting[ly]” foreign, capable of giving the reader unobstructed “access to great
thoughts,” to what is “present in the original.” Under the regime of fluent translating, the
translator works to make his or her work “invisible,” producing the illusory effect of
transparency that simultaneously masks its status as an illusion: the translated text seems

“natural,” i.e., not translated (Venuti, 1995, p. 5).

According to Venuti, those criteria of accuracy and fluency are defined according to the context
of the Target Language. In a regular basis, they are locally, culturally and historically
demarcated. That could be a reason why translation always tends to domestication, making
foreignization remain as the ideal but not the actual practice, as we have developed in the section

above.

1.2.5. Integrated approach on translation: linguistics, literature and culture

As we have seen before, translation theories, analysis and proposals have often followed an
individual specific line of research, whether it be the linguistic, literature or, during the last
decades, cultural studies. Even though many scholars have pointed out the urgency of thinking
translation as an interdisciplinary activity, covering in its range different sciences and
disciplines, very few proposals are directed towards an integrated approach. In this framework,

we have had the opportunity to follow the different directions that the discipline of translation
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studies has taken in the past century. The linguistic turn at the beginning of the century, the
cultural turn between the seventies and eighties and the “globalization” era, which marked the
beginning of the Twenty-first Century, influenced the discussion around the translation activity.
Given this scenario, British-Austrian translator and scholar Mary Snell-Hornby proposed an
integrated approach to translation, where the theory and the practice of this activity are equally
taken into account as well as its different turns. The linguistic, the literary and the cultural
approaches are adapted under a vision of a whole and independent discipline, beside the ideas

of cross-cultural communication and the hybridization of discourses and texts.

One of the most important fundamental ideas of her proposal is the conception of translation as
a process of communication. Although she was not the first scholar mentioning that. Many other
researchers, even though within the linguistic theories, referred the fact that translation must be
seen and studied as an act of communication. From the Leipzig School’s communicative
perspective'® until Komissarov’s (1991) communicative value of language'® , translation
scholars have been concerned about the idea that not only linguistic elements play a role within
communication but also extra linguistic factors are relevant. Similarly, Mary Snell-Hornby
argues that translation, being a kind of communication, is more than a mere transcoding of
signs. She considers it as a cross-cultural event, because both the transferred text-world and the
language in use play a crucial role: “[...] for the translator the text is not purely a linguistic
phenomenon, but must also be seen in terms of its communicative function, as a unit embedded
in a given situation, and as a part of a broader socio-cultural background” (Snell-Hornby, 1988,

p. 69).

Another theoretical principle that led Snell-Hornby to the idea of an integrated approach is the
conception of a dynamic relationship between the different functions and types of texts. Snell-
Hornby identified the hybrid characteristic of the texts and how their functions vary within
them: “the vast majority of texts are in fact hybrid forms, multi-dimensional structures with a
blend of sometimes conflicting features” (Snell-Hornby, 1988, p. 31). Taking into account this

peculiarity, the study of the translation activity, biased in only one approach of research, has

18 Wir betrachten lediglich die Translationsprozesse, d. h. diejenigen sprachmittlerischen Prozesse, bei denen
zwischen dem quellensprachlichen und dem zielsprachlichen Text die Relation der kommunikativen Aquivalenz
besteht, als Objekt der Ubersetzungswissenschaft und schliefen die sprachmittlerischen Prozesse, bei denen
zwischen dem quellensprachlichen und dem zielsprachlichen Text die Relation der kommunikativen Heterovalenz
besteht, aus dem Objektbereich der Ubersetzungswissenschaft aus” (Jager, 1977, p. 17)

1% “The communicative value of a language depends both on its own semantics and on the way it is used on
speech” (Komissarov, 1991, p. 41) and further “The translator has to do with the cultural facts per se but with
their names and verbal descriptions in the source text” (Komissarov, 1991, p. 46).
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the risk not only to be incomplete but also to restrict the richness of the text. The call for
interdisciplinary attempts to go beyond the classical proposals (linguistic and literary) and allow
other disciplines, coming from other specific domains, to enrich the analysis of the translation
activity. Almost two decades later, in the introduction of her book The Turns of Translation
Studies: New Paradigms or Shifting Viewpoints (2006), the British-Austrian scholar revealed
that the idea of an integrated approach for the, by the time, still young discipline of translation
studies came from an international congress in Brazil, whose motto was the German word
“Blickwechsel”. Based on the two meanings of the word (exchange of glances and change in
viewpoint) she discovered the urgency of an interdisciplinary and cross-cultural view. Some
ideas discussed during the congress made echo on many others already developed by the

translation scholars. However, being disengaged sounded old and biased. She writes:

But many of the insights and viewpoints which were acclaimed at the Brazilian Congress as
being so innovative were for me actually not unfamiliar, as they have for many years been
perspectives we have adopted in Translation Studies: communication, for example, the
unlimited possibilities arising from interdisciplinary cooperation, the interweaving of discourse
and cultural factors, and the relativity of all discourse to its immediate situation in time and

place and its reception by a target audience (Snell-Hornby, 2006, p. 2).

The “Blickwechsel”, as Snell-Hornby discovered, is a regular activity that the translation studies
have been following for decades of consolidation. Nevertheless, the evident lack of mutual

consent among the disciplines impeded them to merge into a new independent discipline.

Given these points, Mary Snell-Hornby’s proposal on an integrated approach implies, on the
one side, the interdisciplinary character that permits different research domains to contribute
from diverse perspectives to the understanding of the translation activity, such as cultural and
social studies, technology, psychology, philosophy, ethnology and the like. On the other side,
and taking into account that idea, the translation studies need to find their emancipation from
other sciences and reach an independent discipline character. Proceeding in such a way, the
different fields do not risk to be biased and they can use a bunch of diverse elements that enrich
the ideas. Finally yet importantly, an integrated approach encloses a vision of translation as a
cross-cultural event that enables people to communicate beyond the limits of a specific
viewpoint. As any language is part of a culture it represents without covering it entirely, it must
be conceded on the one hand that the genuine linguistic elements do play an important role but
it is equally important to remind translators that these elements have to be analyzed within the
dynamics of the specific culture the language is bound to. Together with the three premises we

just mentioned, Snell-Hornby particularly remains dynamics of the whole and its parts on the
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discipline, making echo of the Gestalt theories: Translation seen as a whole, where its single
parts are not enough to give an idea of the whole process as long as they are analyzed

separately.?
2. Narrative register in translation

The second section of this chapter will focus on the narrative register and the theorization about
its translation. Taking into account that the analysis proposed in this dissertation is about a novel
and some of its literary translations, the narrative element is relevant in the sense that it produces
meaning as well. How the elements of the language register are used as a system of relations
and how these elements are translated into other languages becomes an important issue when
referring to literary translation. Following the aims of this research, we will focus on two levels
of narrative register devices: the referential and the textual levels. The former, as its name
indicates, alludes to the configuration of the narrative world by referring to an extra-textual
reality. In this specific case, we selected the Realia. The latter designates the aesthetic resources
and literary strategies used by the author in order to shape his literary language. Rhetoric figures
and the characterization of the particular narrative voice are the stylistic devices that will be

underlined as characteristic of the poetic of the novel.
2.1. Referential level: Realia

The limits between the fictional and the real world represent an important issue when analyzing
literary texts. Some writers create a completely new world, with no direct or perceivable
associations to the real one. Some others configure their fiction in a real world, using names,
historical facts, and descriptions of places that are identifiable in the real world of the readers.
However, even if the names and places exist, occasionally the writer’s creativity plays with the
reader’s associations, making impossible to identify the fictional place in the reality. Some of
the narrative devices used by the writer in order to give life to its fictional world are the use of
Realia as descriptors of the fictional universe. These Realia, as we will see in the next
paragraphs, become evident in a process of translation, in the moment where an equivalent term
in the target language misses. This problematic of translation has been studied by several

scholars during the last decades. In the paragraphs below, we will develop an overview of the

20 « Whereas linguistics has gradually widened its field of interest from the micro-to the macro- level, translation
studies, which is concerned essentially with texts against their situational and cultural background, should adopt
the reverse perspective: as maintained by the gestalt psychologists, an analysis of parts cannot provide an
understanding of the whole, which must be analyzed from “the top down” (Snell-Hornby, 1988, p. 35).
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theories about Realia in translation as well as a reference to the translation techniques that have

been proposed in order to formulate these components of the language.

2.1.1. Overview of the term ‘realia’

After the conception of translation as more than a linguistic process, different notions and
approaches perceived the importance of the context and the language uses for the analysis and
theorization of this activity. By means of translation features the contact and communication
between the cultures takes place. During this process, complex language and cultural
mechanisms occur in a dynamic and changeable context that is dependent on the actors (author,
translator, and receiver) the situation, the background, among others. The uses of language also
depend on the social habits, behavior, historical background, heritage, etc. of those who
communicate. Given the specificity of every social construction, during his activity, the
translator can find words or structures that are local and thus imply translation challenges. In
view of these problems, many translation theorists have tried to analyze those local items,

present on the translations, by trying to label, define and classify them into different categories.

We present a list of the most relevant proposals in this field.

Cultural items- Nida

In his 1945 article “Linguistics and Ethnology in Translation Problems”, Nida recalls the idea
of language as a part of culture. Following this idea, he subsumes the semantic problems that
can occur during translation under the category of “cultural items”, which are related to five

specific cultural factors, as it is illustrated in Table 1.

Ecology Material Social Culture Religious Linguistic Culture
Culture Culture
Ecological Planting, Social organization and Names for Special
features: cultivation and control, relationships, deities, characteristics of a
Tropic, agriculture, indication of class and meanings of language:
semitropic, | interpretation of caste, social and “sanctity” and .
. . . e a. Phonological
temperate the economic, stratification, holiness™, :
. . . . . b. Morphological
zones, desert, | environmental designations of people, rites, rituals, )
i c. Syntactic
mountains, matters, etc. etc. etc. .
ete d. Lexical

Table 1 Classification of Cultural Items- Nida

Realia- Viahov and Florin

In the field of translation studies the word ‘Realia’ was first used by Bulgarian translators

Vlahov and Florin in order to name the objects, signs, elements being part of a culture that are
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not easily recognizable in the language of other cultures. “Realia (from the Latin realis) are
words and combinations of words denoting objects and concepts characteristic of the way of
life, the culture, and the social and historical development of one nation and alien to another.
Since they express local and/or historical color, they have no exact equivalents in other
languages. They cannot be translated in a conventional way and they require a special
approach” (Florin, 1993, p. 123). The same way as Nida did, Florin also proposed a

classification of the Realia into four categories.

CATEGORY SUBCATEGORY EXPLANATION

Thematically | Ethnographic Daily life, work, art, religion, mythology, folklore ,ethnic
words, measure units , monetary units

Social and territorial | Ex: shire, state, sheriff, alcalde prohibition, fan, hippie.

Geographically | Realia that belong to | Microlocal, local, national, regional, international
one language only

Realia alien to both | Realia that do not belong either to the source or the target
languages culture

Temporally | Modern —

Historical

Table 2 Classification of Realia- Florin

Cultural words- Newmark

Newmark’s cultural words are defined as “(...) token-words which first add local color to any
description of their countries of origin, and may have to be explained, depending on the
readership and the type of text” (Newmark, 1981, p. 82). Additionally, by extending Nida’s

proposal, Newmark developed five categories into which the cultural words can be classified.

Ecology Material culture Social culture | Organizations, customs, Gestures
activities, procedures, and habits
concepts
Flora, fauna, Artefacts, , Food, Work and Political and ——--
winds, plains, | Clothes, Houses and leisure administrative
hills, etc. towns, Transport o o
Religious, Artistic

Table 3 Classification Cultural Words- Newmark

Rich points and four-function Model- Nord

German translator scholar Christiane Nord labeled the cultural elements in a language in two

9921

different forms. First, she uses the term “rich points”~’, proposed by the anthropologist Michael

21 Aware of these « rich points”, Agar constructed an anthropological theory about culture based on the
encounters among social groups and the awareness of difference. He understands culture not as an attribute but
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Agar (1991) and defined by him as “locations in discourse where major cultural differences are
signaled”. Her definition, within the functionalist theory, points out more specific elements:
“The differences in verbal and nonverbal behavior causing culture conflicts or even
communication breakdowns between two communities in contact” (Nord, 1997, p. 45). The
inclusion of nonverbal issues as well as the idea of communication breakdowns give us an idea
of what that notion means for Nord. The second form she adopts comes from Hans Vermeer

and is related to the “culturemes”, which we are going to develop in the following section.

On the assumption that translation is an activity with a delimited aim, Christiane Nord argues
that the specific purpose of translation is communication across languages and cultures. “Every
translation process is guided by the communicative purposes which the target text is supposed
to achieve in the target culture” (Nord, 2006, p. 44). This proposal, based on the functionalist
or Skopos theory that we described before, maintain that for dealing with purposes and
functions across cultures, it is important to take into account a number of conditions that
determine those processes. In order to understand that suggestion Nord proposes a model based
on the following text functions. (1) The Phatic Function in Translation: “works on the basis of
shared conventions”. (2) The referential function: “works on the basis of information explicitly
verbalized in the text plus the information that is not verbalized because it is presupposed to be
known to the addressed audience”. (3) The Expressive function: “is realized on the basis of
evaluative or emotive plus verbal or nonverbal signs”. (4) The appellative function “works on
the basis of common experience, sensitivity, world and cultural knowledge, emotions, values
etc. that are shared by sender and receiver”. As we can see, for Nord, dealing with cultural
specific constructions is a function-shaped activity that, as a result, is directly related to the

functions of the text.
Culturemes

The word “cultureme” is a neologism which, as well as the notions of “seme”, for semantics,
“morpheme” for morphology, “lexeme” for lexicology, among others, is meant to represent a
cultural unit of meaning. This notion, often used in the last two decades in the translation

studies, is already part of the analysis of many translations. As we have seen before, many

as an action: “Culture is... what happens to you when you encounter differences, become aware of something in
yourself, and work to figure out why the differences appeared. Culture is an awareness, a consciousness, one
that reveals the hidden self and opens paths to other ways of being” (Agar, 1994, p. 20). Being an “individual
consciousness, he criticizes the “unity” visions that lead to an ethnocentrism and notions like “American Culture”,
“European Culture”, etc. That individual awareness is mediated by the language, a social construction. That is
why he proposes the term languaculture, referring to “the necessary tie between language and culture” (ibid.
60)
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scholars named those cultural units in a different way; however, they share characteristics with
those who preferred this term. In other words, there is no great difference between the uses of

the terms “cultural words”, “realia”, “cultural items”, etc. They all refer to those elements that

differ in a manner that seems difficult during the process of translation.

In her book Translation as a Purposeful Activity (1997), Nord cited Hans Vermeer, who gave
the name of “cultureme” to cultural features. For the German scholar “a cultureme is a social
phenomenon of a culture X that is regarded as relevant by members of this culture and when
compared with a corresponding social phenomenon in a culture Y, is found to be specific to
culture X. ‘Corresponding’ here means that the two phenomena are comparable under certain
definable conditions” (Nord, 1997, p. 48). Vermeer meanwhile defines Cultureme as a social
phenomenon of a specific culture, and, as we quoted before (p. 14), the latter is defined by him
as an “entire setting of norms and conventions an individual as a member of his society must
know in order to be “like everybody- or to be able to be different from everybody”. This
conception becomes problematic for many scholars who point out that using statements such
as “setting of norms and conventions” and “Culture X and Y has the risk of forgetting the
dynamic character of social phenomena. Culturemes, within the function theory Skopos, are
therefore specific cultural elements whose differences with other cultures, put in evidence
through communication, have to be “solved” during the translation process in order to achieve
the target text’s function. In other words, one translates in form and function as the target
cultures expect to be informed (Vermeer & Reiss, 1984/1991, p. 58). In this regard, the Skopos
Theory proposes that, from now on, the notions farget and source language should be replaced

by target and source culture.

In her book El Otorio del Pingiiino (2006), Lucia Molina Martinez describes and analyses the
translation solutions to the cultural specific elements in literary texts. As a category of analysis,
she uses the term Cultureme, not before presenting different classifications and points of view
in this matter. After that, she proposes a definition based on the difficulties that a cultureme can
create in a process of translation. She defines cultureme as “un elemento verbal o paraverbal
que posee una carga cultural especifica en una cultura y que al entrar en contacto con otra
cultura a través de la traduccion puede provocar un problema de indole cultural entre los textos
origen y meta” [a verbal or paraverbal element which has a specific cultural charge in one
culture and which, when coming into contact with another culture through translation, may
cause a cultural problem between the source and target texts] (2006, p. 79). For her, as well as
for the formalist translation scholars, a cultureme becomes visible only in language comparison,

as in the case of a translation. Based on her research comparing diverse translations into Arab
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of Cien Anios de Soledad, she proposes a categorization of culturemes that we organized in the

next table.

CULTURAL SPHERES

Natural Flora, fauna, atmospheric phenomena, climates, winds, landscapes (natural
environment and created), place names.

Cultural heritage Characters (real or fictitious), historical facts, religious knowledge,
festivities, popular beliefs, folklore, emblematic works and monuments,
known places, proper names, utensils, objects, musical instruments,
techniques used in the exploitation of land, fishing, issues related to
urbanism, military strategies, means of transport, etc.

Social culture (a) Conventions and social habits: treatment and courtesy, way of eating,
dressing, speaking; customs, moral values, greetings, gestures, physical
distance maintained by interlocutors, etc.

b) Social organization: political, legal, educational systems, organizations,
trades and professions, currencies, calendars, eras, measures, etc.

Linguistic culture Transliterations, sayings, ready-made phrases, generalized metaphors,
symbolic associations, interjections, blasphemies, insults, etc.

CULTURAL INTERFERENCE

Cultural false Words and gestures with different symbology in different contexts.
friends Ex : The Owl
- Western culture : wisdom

- Arab culture : bad omen

Table 4 Classification of Culturemes- Molina Martinez (2006)

2.2. Textual level: Style

In a lecture delivered at the Harvard University, Jorge Luis Borges focused on the music of
words and the task of translating poetry. When talking about Les Fleurs Du Mal, he admitted
he found the translation by Stefan George better than Baudelaire’s original. The reason was
expressed with the following words: “Creo que, evidentemente, Baudelaire es un poeta superior
a Stefan George, pero Stefan George fue un artesano mucho mas habil” [1 think Baudelaire is
obviously a poet superior to Stefan George, but Stefan George was a much more skilled artisan. ]
(Borges, 2001, p. 93). While Baudelaire is described as a poet, George is described as an artisan;
this statement could help us to understand the relationship between a translator and the literary
work. Thinking about an artisan some notions come to mind: highly skilled, hand making, high
quality material, hard work. Translating literature implies an artisan work with speech units and
textual constructions. With a high quality material, the literary work, the translator has to make

proof of high skills and hard work in order to create the product, which is the translation.
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Taking into account that a work of literature is a kind of text, a kind of speech using Meschonnic
words, whose construction gives special attention to a particular use of the language, its
translation has to keep in mind this characteristic as well as the questions of meaning and sense.
Meschonnic points out the relevance for a translator to understand that when translating
literature, rather than translating a language, he is translating a poetic, the real effects of a
special use of language (Meschonnic, 2012, p. 119). For translating literature, it is necessary to
identify the connection of effects produced by the literary language, beyond concentrating only
on the meaning of words. It is no longer a question of sense but of the way of making sense,
the style. Style, defined as language “features [that] reflect aesthetic preferences, associated
with particular authors or historical periods (Biber & Conrad, 2009, p. 2)”, represents the
particular shape a speech adopts in order to reach specific purposes. In literary texts, the style
is relevant in the sense that rather than being a decorative or persuasive tool, it produces
meaning beyond the lexical level. Therefore, it represents a significant aspect that has to be
taken into account during a translation process. Both, semantic-conceptual and semantic

stylistic values shape the literary work, its meanings and effects.

The term “poetics”, also called by Genette (2005) “literary forms”, is understood here as the
way different elements of a literary text come together and produce certain effects on the reader.
Translating poetics means translating a ‘doing’ not just a ‘saying’; it underlines the effects, not
only the words. As Henri Meschonnic reveals: « La bonne traduction doit faire, et non
seulement dire. Elle doit, comme le texte, étre porteuse et portée » [ The right translation must
do, not just say. It must, like the text, be a carrier and a scope] (Meschonnic, 2012, p. 25). Since
the function of a literary work goes beyond informing, describing or recounting, its translation
has to take into account its particular use of language, whose conative function defines its
composition. When analyzing translations as products, it is important to keep in mind the
special use of language and its function of producing an artistic creation as well as a poetical

reading’s response.

Focusing on the process of translating poetics implies an analysis of the literary forms in both
the source text and the target text, which also involves a consideration of the process of creation
of the first and recreation of the second. Not only does the selection of words and their
formulation in other languages turn out to be relevant for an analysis on literary translations;
the conception of the speech as a whole, as a system, where particular ways of meaning,
distinctive tones and dictions, unique rhythm and singular prosody communicate and interact
for producing a specific effect. While for Meschonnic the bonne translation has to do rather

than say, the mauvaise translation is the one that erases, but not only the sense, which can also
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occur, but the poetics. An absence of poetics in a translation happens when the focus is to

translate the language units, the signs:

Pour la poétique, est mauvaise la traduction qui remplace une poétique (celle du texte) pour
une absence de poétique:C’est-a-dire la langue, avec la stylistique ou la rhétorique —les
unités de la langue ;la traduction qui remplace le rythme et [’oralité comme sémantique du
continu par le discontinu du signe;qui remplace [l’organisation d’un systeme de discours ou
tout se tient et fait sens, par la destruction de ce systeme;(...)qui remplace le risque du
discours, le risque d’une subjectivation maximale du langage, son historicisation maximale;
(...)qui remplace l’altérité par l’identité, [ historicité par I’historicisme (...) (Meschonnic, 2012,

pp. 163-164).

[For poetics, translation is bad when it replaces a poetics (that of the text) for a lack of poetics:
That is to say, language, with stylistics or rhetoric —the units of language; translation that
replaces rhythm and orality as semantics of the continuous by the discontinuous of the sign;
that replaces the organization of a system of discourse where everything is held together and
makes sense, by the destruction of this system; (...) which replaces the risk of discourse, the
of maximum subjectification of language, its maximum historicization; (...) which replaces

by identity, historicity by historicism (...).]

The most relevant elements that conform the poetics of a text are underlined by the French
scholar in the last quotation. Rhythm, diction, tone, prosody represent the poetics of a text,
which has to be preserved in a translation process. Some of these features are used by the writer
in order to imitate the spoken language, which is why they can respond to rhetorical
conventions. The ‘rhetoric field’, as Stefano Arduini (1996, p. 117) named it, refers to the
semiotic behavior of a group of people sharing similar rhetorical habits. However, there are
other features of poetics that characterize the individual style of the writer, which are evident
in the assembly of his productions. The combination of culture-specific rhetoric conventions
and an individual use of the literary language distinguish the poetics of a text and its uniqueness.
These elements are the essence of a literary work and have to be present in the process of
translation formulation. They represent the otherness, called by Meschonnic ‘/’alterité’, of the
source text and transform a succession of words into ideas, the actual object of a translation.
The translation of the mere linguistic forms carries the continuous resistance of the text to be
translated: “Chaque fois que la traduction s’insurge contre cet amincissement de cette
opération, et prétend étre une transmission de formes, de signifiants, les résistances se
multiplient” [Every time the translation protests against this thinning of this operation, and

claims to be a transmission of forms, of signifiers, resistance multiplies.] (Berman, 2011, p.
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300). Having these ideas on mind, the analysis of the poetics in the source and target texts is
part of the analysis proposed here. Especially relevant for our interests are the characterization
of the narrative voice by adopting a singular diction and tone and some rhetorical figures that

define the novel’s literary construction, such as metaphors, allegories and hyperboles.
3. The literary translator: individuality and style

During centuries, the figure of the translator was absent in the discussions about this activity
and only during the last decades of the twentieth Century, it became an importat agent to
explore, as we have seen in the previous sections. The notion of translation as interpretation
made visible the mediator role of the translator when transforming the text for making it
readable for a target audience. Taking into account the specificity of the literary language, the
interpretation tends to become more complex and, above all, more subjective. Interpreting the
figurative language of literature suppose not only an active role of interpretation done by the
translator but also an inevitable manipulation of the source text, according to the translator’s

subjectivity. According to translator Peter Bush:

Translators’ subjectivities are tempered by style, interpretation and research within a professional
strategy that is driven by an ethical and emotional engagement: they want readers to experience and
enjoy some of what they feel when reading the original and naturally what is added by the

translation, the new literary architecture (2007, p. 25).

Within this idea of translator’s subjectivities, some scholars have poited out the importance of
recognizing a “subjective agency” (Hall 2004, Paloposki 2009), that describes the translator’s
responsibility of the recreated text, in terms of “aesthetic creation, in interpersonal norms and
in social valuations” (Hall, 2004, p. 5). Paloposki identifies three kinds of subjective agency:
textual, referring to style and habits of translating local units, paratextual, which alludes to ways
of making presence, such as prefaces, footnotes of final notes, and extratextual, which is
associated to the role some translators have when selecting the works to be translated

(Palopopski, 2007, p. 191).

In addition, recent analysis and theories within the Translation Studies focus on the literary
translator’s style, which was defined by Baker as “the (literary) translator’s choice of the type
of material to translate, where applicable, and his or her consistent use of specific strategies,
including the use of prefaces or afterwords, footnotes, glossing in the body of the text, etc.”
(Baker, 2000, p. 245). Above all, the translator’s style refers to his typical manner of expression,
which becomes evident through a textual analysis of his “fingerprints” (Baker 2000) or

“footprints” (Palopopski 2007).
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The studies about translation stylistics have uncovered the relevance of the translator’s task as
re creator of the ST in relation to their individual use of language. Jeremy Munday, for instance,
argues that translating is “creating something new with a subtly distinct voice” (2008, p. 14).
The idea of something new and a distinct voice reinforces the awareness of the inevitable
modifications a text suffers in a translation process. The understanding of a distinct voice, the
one of the translator, changes the perspective of the studies on translation. The translator’s
voice, also associated to the translator’s style, modifies the perception of the work in translation
adding the presence of one extra element that alters the text and has to be considered in textual
and literal analysis. For talking about the translator’s style, Munday quotes Bakhtin’s definition
of style as follows: “Any utterance —oral or written, primary or secondary, and in any sphere
of communication— is individual and therefore can reflect the individuality of the speaker (or
writer); that is, it possesses individual style” (Munday, 2008, p. 58). The individuality of the
speaker and the possibility of its being traced in a text represent an important issue in a
translation process and analysis. The translator, with a specific and personal use of language
proposes translation formulations in a TL for a text in a SL. His idiolect, as well as his
understanding of the writer’s and narrator’s idiolect shape the way the TLT is interpreted and

re-created.

Nevertheless, as is also pointed out by Munday, the selection of the language choices differs
between the writer and the translator. While the first has the freedom to employ the language
to his taste, creating new forms or symbolisms, the second is tied to the boundaries of the finite
ST and the way the writer decided to use the language. Under this presumption, the translator’s
voice and style have been disguised with the writer’s style for centuries. However, as recent
studies have shown, it is possible to separate both voices and analyze them in their
individualities because they correspond to different subjectivities. Having in mind that no
translation is the equal reproduction of the original, the style and voice of the writer in the ST

is not rendered identically in the TT.

The decision-making process that a translator performs for recreating the literary work is
influenced by dialectic relation of priorities and restrictions that are related to his individuality
but also to external factors. In this respect, Patrick Zabalbeascoa defines translation as “the
result — although a single “ideal” result is not envisaged — of an interaction of a hierarchical
set of goals for the TT, i.e. its Priorities” (1999, p. 162). These priorities, rather than being fixed
and persistent, they are “variable and context-sensitive”, according to the extra textual situation

and the textual context of the translation. Another characteristic of the priorities, according to
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Zabalbeascoa, is the fact that they are conditioned by contraints and restrictions, these last

identified as forces that inevitably influence on a translation process.

Factors such as deadline for the translation, choice of translator, (insufficient) revision and copy-
editing, structural differences between source text (ST) and target text (TT) languages and other
systemic differences, as well as technological limitations and some forms of censorship, are more

casily formulated as restrictions than as priorities (Zabalbeascoa, 1999, p. 161).

Taking into account these forces, no translation can be similar to another and the solutions
proposed by the translator, appart from being individual, are influenced differently by the

textual situatuation, as well as by the contextual atmosphere where the translation in achieved.
4. Cultural translation

The relevance of culture in any translational process is evident since it is linked with and
inseparable to language. As we have seen in the previous paragraphs, the discussion about the
cultural references from a source language community and their transfer into a different system
has been an important part of the development of the Translation Studies as a discipline. With
the so-called cultural turn, that idea became visible, which does not mean it was not part of the
academic research in this field before. Nevertheless, the discussion is not easy to follow because
of the malleability of the terms involved. Both culture and translation are terms that show
dissimilar denotations in different studies, whereby their determination becomes problematic.
Even within the scientific fields, the concepts of culture and translation vary from scholar to
scholar and from discipline to discipline. In the next section of this chapter, we will provide an
overview of the discussion about cultural translation, as an analysis category, taking into
account the understanding of the two concepts in each discipline and their diachronic behavior

within the social sciences in the last decades.
4.1. Cultural translation: an overview

The term “cultural translation” started to be part of the discussion about cultural encounters in
the fifties, within anthropological studies. British anthropologist Godfrey Lienhardt started to
use the term “translation” for describing the task of the anthropologist in making legible the
thought of other cultures into the Western one. In his own words: “The problem of describing
to others how members of a remote tribe think (...) begins to appear largely as one of
translation, of making the coherence primitive thought has in the languages it really lives in, as

clear as possible in our own” (Lienhardt, 1954, p. 97). The use of the term “translation” referred,
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for the anthropologist studies, to the tripartite conception of Roman Jakobson of this activity,

mentioned before in this framework:

We distinguish three ways of interpreting a verbal sign: it may be translated into other signs

of the same language, into another language, or into another, nonverbal system of symbols.
These three kinds of translation are to be differently labelled: 1.Intralingual translation
orrewording is an interpretation of verbal signs by means of other signs of the same language.
2. Interlingual translation or translation proper is an interpretation of verbal signs by means of
some other language. 3. Intersemiotic translation or transmutation is an interpretation of verbal

signs by means of signs of nonverbal sign systems (Jakobson, 1959, p. 233).

In this sense, intralingual, interlingual as well as intersemiotic translation were practised by
anthropologists in a domesticating way, reminding Venuti’s proposals, because their objective
was to make legible to the western eye systems and structures of an alien community. Only
until the end of the eighties, the emergence of an interest in power relations and the assertions

of authorities of the anthropologist practices took place in the researches of the discipline.

After the cultural turn in the social sciences, new disciplines such as Cultural and Translation
Studies both started to focus their research field on the cultural encounters but with dissimilar
perspectives. On the one hand, within the field of Translation Studies, the attention went beyond
literary and linguistic issues, placing the discussion about culture as a relevant issue during the
translation activity. As we mentioned before, the attention moved to the translators, the texts
and the dissimilitude of their cultural contexts. The activity of translation, being referred within
the discipline as interlingual, started to be considered as re-writing. Cultural issues of the ST
had to be rewritten into the TT by finding an equivalent. On the other hand, within the field of
Cultural Studies, translation is seen as transposition or “carrying across”, according to its
etymological roots, as proposed by Homi Bhabha in 1994. While re-writing refers to finding
equivalences in an interlingual translation practice, transposition implies a movement of a
foreign element, regardless which type, into a domestic one. Cultural translation is then
understood as an activity beyond an interlingual scenario and implies movements of people in
multicultural contexts and the site of negotiation and hybridization these situations produce in

contemporary societies.

The arrival of postmodern theories, such as deconstructionism, brought closer the approaches
of translation and cultural studies and the term “translation” migrated to other fields of
knowledge with a denotation beyond interlingual processes. Against the multiculturalism

perspectives’ idea of culture as an essential identity, deconstructionism conceived culture as a
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narrative production, without any trace of a ‘natural state of things’. “(...) a culture is a narrative
without any historical or physical origin (...) This actually means that cultures, too, never relate
to some natural state of things, but rather construct their origin, beyond any essential feature
like ‘race’, sex or ethnicity” (Buden & Nowotny, 2009, p. 198). The opposition to an ‘essential
origin’ as well as the negation of a static and fixed conception of culture has implications in the
translation activity: “neither the original, nor the translation are fixed and enduring categories
(...) they are constantly transformed in space and time” (Ibid: 200). Consequently, cultural
translation becomes a space of negotiation, of hybridity, where no categories are fixed and the
very concepts of foreign and own are challenged and questioned. Bhabha, the first scholar who
used the term “cultural translation” from a deconstructionist point of view, proposes the idea of
cultural translation as a ‘third space’, where Cartesian legacy of binary negation are replaced

by an ‘empowering condition of hybridity’:

(...) we should remember that it is the 'inter' - the cutting edge of translation and
renegotiation, the in-between space - that carries the burden of the meaning of culture. It
makes it possible to envisaging national anti-nationalist histories of the 'people'. And by
exploring this Third Space, we may elude the politics of polarity and emerge as the others of

our selves (Bhabha, 1994, pp. 38-39).

Under this perspective, cultural translation refers to the foreign moving to the domestic and the
processes that occur in that encounter. Mostly, the references of this term in Cultural Studies
are related to the migrant’s situation, their arrival in an alien culture and the social relation
within the ‘third space’ of hybridity that is produced. As professor Tomislav Longinovic
argued, cultural translators are “the legal and illegal immigrants, refugees, asylum-seekers as
well as itinerant academics” who experienced their own identity and alterity through
displacement (2002, pp. 6-7). The focus of cultural translation is the process not the result, for
that reason translation is seen as transposition not as re-writing. The negation of a fixed and
static product, a finished re-writing, implies an understanding of translation as a constant
movement, as a continuous change, with no determined borders. The approach to culture is the

same, a space of movement, of negotiation, of constant association and incorporation.

Another relevant idea of deconstructionism and cultural translation is the notion of
untranslatability as survival. Taking into account that cultures cannot be completely legible to
others, cultural translation does not aim to find equivalences in the target language for
explaining the source culture. This domesticating procedure eliminates the source culture by

prioritizing the target culture. The proposal of cultural translation is to create, as it was
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mentioned before, a third space, an in-between culture place where the source and the target
culture could coexist without eliminating the other. That third space is a place where
untranslatability is evident, where the source culture resists to be completely erased, where the

source culture survive. In Bhabha’s words:

If hybridity is heresy, then to blaspheme is to dream. To dream not of the past or present, nor
the continuous present; it is not the nostalgic dream of tradition, nor the Utopian dream of
modern progress; it is the dream of translation as “survival,” as Derrida translates the “time”
of Benjamin’s concept of the after- life of translation, as sur- vivre , the act of living on
borderlines. Rushdie translates this into the migrant’s dream of survival; an initiatory
interstices; an empowering condition of hybridity; an emergence that turns “return” into re-
inscription or re- description; an iteration that is not belated, but ironic and insurgent (1994, p.

324).

Taking into account that our research focuses on interlingual translation it is important to
distinguish the notion of cultural translation within cultural studies and the cultural features of
interlingual translation. Many of the above-mentioned ideas migrated to Translation Studies
and changed the way some key notions are conceived, from the very notion of translation and
culture, to other terms such as transfer, equivalence, communication, among others. The
differences and common points between cultural translation and interlingual translation are

going to be developed in the following section.
4.2. Cultural translation and interlingual translation

The term translation has not only been used, as it was pointed out before, as an interlingual
transformation of a text from a source language version to a target language version. Since
Jakobson’s proposal about translation as the center of the semiosis process, any kind of
transformation leading from one system to another implies a process of translation as well.
Mental representations are translated into oral signs while speaking, oral features are translated
into written products. The use of synonymy for the purposes of explaining a concept can also
be considered as a practice of translation. Even beyond that, during the last decades of the
twentieth century, the term “translation” has been used as a metaphor, for referring to people
and social practices and movements, as was mentioned in the section above. Anthony Pym calls
these different uses of the term a “generalized translation”, not, however, without criticizing
that the original notion and the perception of the complex processes it used to embrace might
be weakened by such a generalization. “Language is a translation of thought; writing translates

speech; literature translates life; a reading translates a text; all metaphors are also translations,
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and in the end, as the Lauryn Hill song puts, ‘everything is everything’” (Pym, 2010, p. 153).
Nevertheless, focusing on the interlingual translation or translation proper does not imply that
one ignores the other uses of the term. The development of the cultural studies and the interest
the social sciences took in cultural encounters have much to do with interlingual translation
processes. The use of translation as a metaphor helps to improve and deepen our understanding

of the practice of translating texts and its implications for society.

The most evident difference between cultural translation and interlingual translation is their
focus of interest: while cultural translation is interested in people, interlingual translation
concentrates on texts. This distinction remains relevant as far as it shapes some of the main
ideas of each approach. When the focal point is people, the ideas about non-fixed or finite
source or target culture make sense: individualities go beyond frames, migration destroys
borders, social relations shift constantly and all the binary categories lose their meaning in a
continuous flow. When texts are the focal point, however, this perspective is changed. Umberto
Eco, following Jakobson’s proposal on translation, privileged interlingual translation and
defined it as “a finite textual product of interlingual movements” (Pym, 2010, p. 146). The
textual product of a translation process is fixed, a matter of fact that clearly differs from the
indeterminate and never finished states which take place in cultural transfer within the strictly
social sphere, as well as from the categories by which these latter states and processes are to be
understood. Focusing on the translated and the source texts as products stipulates certain
borders that are not visible in a cultural translation analysis. There is a source text, finite, and a
translated target text, fixed, finished. This perspective only shows up when approaching to texts
as products, not when analyzing translation as a process, which implies different angles. As the
present thesis is an analysis of translated products, source and target are considered as fixed and
finite. This situation, however, does not hinder to incorporate some ideas stemming from the
research of cultural translation, which has opened the perspective in which interlingual

translation has been studied hitherto.

Beyond the consequences of the cultural turn in the Translation Studies, since when the
translation unit moved from text to culture (Snell-Hornby, 2006), there are other points in
common between the approaches on cultural translation and the analysis of the interlingual
translation activity. The first of these points is the notion of equivalence, which moved from a
restricted mathematical use to a more extended conception. As was already mentioned in a
previous section of this chapter, equivalence denotes no longer an equal element found in the
target language but a more complex relation established between the two languages and

realities. The idea of untranslatability as resistance and survival of the foreign, commented in
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the previous section, liberates the equivalence from the reign of sameness. No element of one

source language has a completely equal match in the target language.

This change of perspective introduces the second point, namely the idea of translation as
transfer. As we developed before, the notion “transfer” implies a movement, which is used in
cultural translation for talking about crossing the borders. The idea of transfer in an interlingual
translation refers to the idea of going beyond the re-wording by integrating instead of
interchanging. The “transfer theory” of Even-Zohar implies “that a textual model from one
system is not just put into another, it is integrated into the relations of the host system (...)”
(Pym, 2010, p. 147). The integration involves resistance of the model to be translated, its foreign
nature, as well as, contradictory as it may sound, its assimilation into the relations of the target
system. This complex procedure, recalling Bhabha’s third space, engenders a transformation of
the host system, the target language, moving translation from the linguistic substitution to an

activity with social and even political impact.

The continuous transformations that take place during a translation process turn it from a static
into a dynamic activity, with relevant effects in language and culture. These effects correspond
to the third point in common between cultural translation ideas and theories about interlingual
translation. In the textual level, the natural untranslatability of some units forces the host
language system to change, to adapt itself to the foreign element. That is to say, not only is the
foreign element manipulated and transformed to fix in the host system but the host system itself
has to be modified as well. Therefore, the traditional sacred commitment to the source text or
target language mutates into a profane relationship where unceasing change of both sides is
accepted and embraced. In broader levels, transformations are also a fact and became an interest
within the translation studies. For example, concerning literary texts and literary translation,
there are many changes taking place or resulting from a translation process. Just to name some
of them: the aesthetical perception of the literary product in both the target and the source
culture; the gains and losses in terms of style, meaning and rhetoric; the perception of the source
culture being affected by the understanding of the target culture about their cultural features
and manifestations; preconceived ideas about other social groups being changed by translation

or affected by it, among other alterations.

While cultural studies and sociology use the term “translation” as a metaphor for social
contacts, it is also possible to use the situation of a traveler as a metaphor for interlingual
translation. The traveler (the text), being part of a source culture —neither demarcated nor

perdurable- is transferred to a target culture -neither demarcated nor perdurable- where he is
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translated. That process of translation transforms, in the first place, the traveler (the text), whose
system of values and meaning configurations is affected by the transfer. In a second place, the
target culture, which has to be re-shaped in order to integrate the traveler in its system; finally
the source culture which can be, sometimes more, sometimes less, influenced by the traveler
when coming back home. The impact of translation, either cultural or interlingual, is visible in
the three actors of a translation process. A visible example of such a traveler could be seen in
Cuban writer Alejo Carpentier, whose encounters with the foreign (Europe), shaped ideas about
the own, which traveled with him back home and supported a social, cultural and literary
movement called the marvelous real, the focus subject of a further section. Before going in
depth into the marvelous real and magical realism, we consider important to clarify the
differences of using the term “cultural translation” and referring to the interlingual translation
of cultural terms or Realia. The lack of delimitation and the indiscriminate use of them in

academic works pushed us to explain their differences.
4.3. Cultural translation and the translation of Realia and style

As a matter of fact, the question about culture has always been present in the discussion about
translation. First of all, because of the inseparable nature of language and culture, which implies
that almost every aspect of a language evokes aspects of its corresponding culture. The debates
about the sacred and the profane, the sense or the form, equivalence and faithfulness,
translatability and untranslatability, and other discussions cited in this chapter recall not only
linguistic matters but also cultural issues. In this respect, Andrew Chesterman feels urged to
ask whether there is “any sense in which translation is not somehow cultural?” (2009, p. 103).
For that reason, any attempt of distinguishing cultural translation from interlingual translation

is, for many scholars, a non-sense.

Nevertheless, as pointed out before, there is an actual difference in the use of the term within
the cultural studies in contrast to the notion employed in the translation studies. As the former
was expanded later than the latter, one tends to suppose that cultural translation, as used in the
cultural studies, overcame the limits of the linguistic considerations on translation. This
misconception is pointed out by Buden and Nowotny, among other scholars, who find “less
than convincing to consider the notion of ‘cultural translation’ as a sort of extension or
overcoming of the narrowness of linguistic concepts of translation” (Buden & Nowotny, 2009,
p- 203). Rather, they underline the constant presence of the cultural dimension and the political
and social effects within the reflections about language and linguistics. If considerations about

cultural issues have always been intertwined with the study of linguistic factors, then what does



CHAPTER II- The original is unfaithful to the translation: a theoretical approach on literary translation issues

it mean that a ‘cultural turn’ emerges in the translation studies at the end of the twentieth

century?

At this point, it is important to look back at Snell-Hornby’s intentions and the contributions of
other scholars such as Lefevere and Bassnett, who spread this new conception. According to
Snell-Hornby, the cultural turn does not imply a brand-new perspective in translational research
and activities. The ‘Blickwechsel’, as she calls it, drew attention to a wider understanding of
the activity, beyond mere textual issues. “Cultural turn” does not refer to awareness of problem
of culture in translation, it means that one turns to other elements of the context, placed outside
of the text, that have an influence on or are affected by translation. To mention some of those
elements: the individuality of the translator, the publishing industry and its authority, the
unequal value that is attributed to the different languages, the violence of translation as
rewriting, the effacement of the translator in the name of fluency, the manipulation and ideology
in the translator’s decisions, the domestication or exotization of texts due to target readers’

expectations or institutional manipulation, and other issues we reviewed in the previous pages.

The ideas about how language is culturally shaped and how each element is part of a linguistic,
cognitive and social system have elicited long discussions about the very possibility of
translation. As was mentioned in the section about untranslatability, transferring texts to other
linguistic systems has been a practice for centuries even though it had to consider all those
factors. It is the capacity of language to adapt, transform and evolve that makes translation
possible. Besides, many grammatical schemes in one linguistic system do find equivalences —
in the sense of functional equality and not sameness— in other languages, for instance similar
relations betweeen signifier and signified. Many realities of the world have comparable
denotations in many languages, despite their cultural charge. The ideas in the mind could be
different, such as in the case of bread, where Nida pointed out that every social community
could have a dissimilar mental idea about it. Even in cases like that, however, many
characteristics are shared, for example associations with food, breakfast, flour, etc. On the other
side, in some languages there are words referring to realities that have no representation in other
languages, different denotations or differing annexed connotations. Such cases are gathered
under the name of Realia, as was mentioned in this chapter before. Their translation represents
a special challenge for the translator, who has to propose a new formulation based on his
interpretation and directed by his worldview. Of course, Realia are culture shaped, as much as
any other language element. The difference lies in the fact that the target language does not

foresee expressions for them due to a gap in the target culture.
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This fact allows us to distinguish between the idea of cultural translation and the translation of
Realia and linguistic sytle, which is often used interchangeably in many academic articles. If
we equate translation of Realia and style with cultural translation, we will face two major
problems. The first one is that, as we remarked before, there is no translation which is not
cultural, even if we concentrate only on the linguistic aspect, therefore any translation, either
of Realia or any other kind of term or language construction, is cultural. The second one refers
to the simplification that lies in associating Realia, or ‘cultural terms’, to culture as a whole, as
if culture were a defined, fixed set of objects, habits or institutions. Culture is a more complex
representation of social, political, mental, linguistic practices that cannot be reduced to some
terms, as it was pointed ou in the section before. For that reason, we found the term Realia more
accurate to group all of these terms or lexemes that represent realities of the SC that are
inexistent or differently used and understood in the TC, instead of ‘cultural terms’, which

restrings the cultural bound of language in general to only a set of terms.

The reference to translation as a cultural activity and the attention to cultural issues beyond the
text has been underlined in this chapter because of the nature of our analysis. Even though our
basis is actually the text, the exploration goes beyond to the cultural effects of the translation
formulations in relation to the aesthetical reception of the novel as well as its repercussion on a
preconceived idea about Latin America. The focus on Realia and style does not make this
research an analysis of cultural translation; the ensemble of a textual analysis with social and
political repercussions does. As it was noted by Carbonell I Cortés, any analysis on translation
should ask the question “how cultural reality is built, re-built and implemented through
translation” as well as take into account issues such as “power, politics, identities and
transcultural shifts” (2009, p. 103) in order to understand widely what a process of translation
implies. An example of a transcultural shift is the denomination ‘magical realism’, whose use

and implications are going to be reviewed in the next paragraphs.
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CHAPTER III- Hasta las cosas tangibles eran irreales: on magical realism and Cien Aiios
de Soledad

The denomination “magical realism” as an artistic category, although created for clarifying and
categorizing different expressions of art, produces confusion and might even create an
impression of being a hotchpotch of ideas with no apparent definition. This situation is a
commonplace in art criticism in general, as well as in other disciplines. The intention of putting
together divergent and sometimes even contrasting material under a unique category is found
to be a contradictive practice. It blurs the authenticity of a work of art and produces distorted
imaginaries and expectations about it. With this in mind, in the next paragraphs, we will follow
the trail of “magical realism”, in an effort to approach its meaning, or at least to gain an idea of
how it has been used in the academic world. In a first step, we will explore the historical
background of the term: how it was first used, defined and modified, and how it migrated from
one form of art to another, from one continent to another during a period of fifty decades. Later
on, we will discuss “magical realism” among the theories of the fantastic, making special
emphasis on the conflict between reality and fantasy. Based on this discussion, we will review
some important ideas about the relation between Latin America and “magical realism”, not only
in a context of an aesthetic choice but also within the debate of the construction of an identity.
Finally, we will describe the characteristics of “magical realism” that have been assigned to
Cien Anos de Soledad and that make this novel, according to the critique, the most genuine

representation of the gender.

The concept of Magical Realism is crucial to the main hypothesis of this thesis. We will see,
by working through our analyses of Realia, that the portion of magical and exotic elements in
CAS becomes too strong in relation to the competing elements of the conventional reality of
the local society when certain techniques of translations are applied in a systematic manner so
as to achieve a foreignizing effect. This thesis can only be discussed if it is clear what we
actually mean by Magical Realism. By thoroughly reconstructing the origin and development
of that concept and by elaborating the components still valuable today, we will be able to
demonstrate that the conception of CAS in terms of Magical Realism must indeed be affected

by a certain tendency of translating the Realia.
1. Magical realism: The background of a term

German historian, photograph and art critic Franz Roh was the first to use the term “magical
realism”, in 1925. He proposes the term in order to characterize a group of German painters

whose art tended to react against the artistic tendencies of those years: impressionism and
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expressionism. Known under the title of “post expressionists”, these artists tried to combine
both the outside reality of the nature and objects, characteristic of impressionism, as well as the
inside feeling hidden behind it, which corresponded to expressionism. A dialectic fusion
between the two avant-garde movements produced “magic realism”, a characteristic, according
to Roh, of the post expressionist painting. In Roh’s words, the essence of post expressionist
style consists in finding and representing, by the means of art, the “Magie des Seins” and the
“Wunder der Existenz”, which at the end correspond to a re-creation of the reality, a real
objectivity, a new realism: “Die Malerei empfindet die Wirklichkeit des Gegenstandes und
Raumes nun aber nicht mehr als Abmalen der Natur, sondern als eine zweite Schopfung”
[Painting no longer perceives the reality of the object and space as a painting of nature, but as
a second creation] (Roh, 1925, p. 36). The new perspective of the reality, seen with new eyes,
allows the artist to uncover the repressed magic of the existence. Many years later, in 1958,
Franz Roh replaced the term “magic realism” by the competing designation “New Objectivity”

(neue Sachlichkeit), which had been used by other critics as well.

Although, Franz Roh was the first author who used the term “magical realism”, it was the Italian
writer Massimo Bontempelli who adopted it in literary criticism. In his self-created magazine
Novecento (1926-1929) Bontempelli developed the idea of a new art, the focus of which was
the hidden reality behind the observable nature. The recreation of a new reality constituted the
objective of art. The domination of that new reality is what Bontempelli called “magic”:
“Quando avremo collocato un nuovo solido mondo davanti a noi, la nostra piu solerte
occupazione sara passeggiarlo ed esplorarlo”. Precisamente, ¢ “l’arte del Novecento” che
deve costruire un mondo reale esterno all’'uomo. E dominarlo. Al dominio dell uomo sulla
natura Bontempelli da un nome: lo chiama “magia” [When we have placed a new solid world
in front of us, our most zealous occupation will be to walk around it and explore it. Precisely,
it is "the art of the twentieth century" that must build a real world outside of man. And to
dominate it. Bontempelli gives a name to man's dominion over nature: he calls it "magic"]
(Buttignon, 2013). The “magical” designates for the Italian writer two aspects: on the one hand
the other, the mystery and inexplicable, which, being hidden, has to become evident; on the
other hand, it points out the capacity of the artist to combine the real and the imaginary world
in order to create a new relationship between men and nature (Scheffel, 1990, p. 77). Based on
that, it seems reasonable to suppose that both Franz Roh and Massimo Bontempelli share the
same idea of the term but differ from each other in so far as the former used it in relation to

pictorial art and the latter linked it to literature.
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It was precisely due to translation that the term migrated from Europe to America and that it
gained so much prominence. First of all, the above quoted book by Franz Roh was translated
in 1927 into Spanish by Fernando Vela and published in the well-known academic magazine
directed by José Ortega y Gasset Revista de Occidente. This event not only made Franz Roh’s
ideas circulate among the most important intellectual circles in the Spanish-speaking world, but
transformed what was originally a subtitle into a characteristic title: from the German title Nach-
Expressionismus, Magischer Realismus, where the second element is subordinated to the first,
it was translated into Spanish as Realismo Magico. Post-expresionismo, where the first term
gained importance over the second. The term “realismo magico” became instantly a widely
spread instrument of characterization and classification in literary criticism. “This term was,
then, well-known in the Buenos Aires literary circles which I frequented in my adolescence
(...) within the circle of my friends we talked about the “magical realism” of Jean Cocteau,
G.K. Chesterton, Franz Katka, Massimo Bontempelli, Benjamin Jarnes et al.” (Anderson

Imbert, 1976, p. 2).

When the term was finally well established in literary criticism, it started to be associated to
Latin American literary production. The first author to do this was Rodolfo Usigli, the Mexican
playwright, who pointed out, in 1940, the existence of two kinds of realism in theater: modern
realism, which goes beyond the field of objectivity and reaches the psyche, and magic realism,
which is interested in the disrealization and simultaneous re-creation of a new reality (de Beck,
1953, p. 369). Some years later, in 1948, the Venezuelan intellectual Arturo Uslar Pietri used
the term “magical realism” as a characteristic of the new Venezuelan literary production, where,
as it was previously pointed out by Usigli, there was a poetical disrealization or denial of reality:
“Lo que se destaco en el cuento y dejo una huella indeleble en él fue la consideracion del
hombre como un misterio rodeado de hechos realistas. Una prediccion poética o una negacion
poética de la realidad. Lo que a falta de otro nombre podria llamarse un realismo magico”
[What became prominent in the short story and left an indelible mark there was the
consideration of man as a mystery surrounded by realistic facts. A poetic prediction or a
poetic denial of reality. What for lack of another name could be called a magical realism] (Uslar
Pietri, 1948, p. 161). Without referring to Roh, both Usigli and Uslar Pietri used the term
“magical realism” in the same sense the German critic did. The mystery of life, exposed by an
artistic mechanism of re-creation of reality is the idea that was associated to the term during

those years.

Contrary to the scholars, artists and critics who have used the term “magical realism” in the

same way as Roh and Bontempelli, Cuban writer Alejo Carpentier rejected it and proposed a
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new one in the prologue of his book El Reino de Este Mundo (1949). The “marvelous real” (lo
real maravilloso) was a term that had two purposes: firstly, to distance himself from the
European criticism view (magical realism) and, secondly, to describe the Latin American
production, which was unique and not comparable to the one of other latitudes. For Carpentier,
while the European mystery is manufactured, unnatural, artificial, in Latin America it is latent
and omnipresent in its everyday life. The marvelous real goes beyond literature and becomes a
characteristic of an area full of contrasts, marked by hybridization, cultural fusion and a very

specific social history.

It was not before 1955 that a rigorous study about magical realism, its origins, characteristics
and problematics was published. The article “Magical Realism in Spanish American Fiction”
by Angel Flores focused on the new phase of Latin American literature, characterized by
magical realism, which began in 1935 with the publication of Borges’ collection Historia
Universal de la Infamia. For Flores magical realism corresponds to the whole of Latin
American production which is characterized by “la transformacion de lo comun y lo cotidiano
en asombroso e irreal” [the transformation of the common and the everyday into awesome and
unreal] (190) “que en ultima instancia puede llevar a una gran ambigiiedad o confusion” [which
ultimately may lead to one great ambiguity or confusion] (191), where “el tiempo existe en una
especie de fluidez intemporal” [time exists in a kind of timeless fluidity] (191), and which
“expresion civilizada y emocionante” [civilized and exciting expression] (192) represent the
authentic voice of Latin American literature (Flores, 1955). As it was later pointed out by
Anderson Imbert (1975), for Angel Flores there is no distinction between magical realism and
fantastic literature, that is why he included Borges as a pioneer and listed so many divergent
writers such as Juan Rulfo, Onetti, Sabato, Cortazar, Huidobro, among others as part of the

same literary trend.

A response to this proposal came twelve years later as Luis Leal published the article “El
Realismo Magico en la Literatura Hispanoamericana” in 1967. Leal not only went back to
Roh’s definition of magical realism but also argued that Borges’ literary production could not
be characterized as magical realism but as fantastic literature. The difference of these two

tendencies, according to Leal, lies in the attitude towards reality:

En el cuento de Kafka los personajes aceptan la transformacion de un hombre en cucaracha,
su actitud ante la realidad no es magica, les parece intolerable la situacion y no la aceptan. En
los relatos del propio Borges, como en los de otros escritores de literatura fantastica, el rasgo
principal es la creacion de infinitas jerarquias. Ninguna de esas dos tendencias impregna las

obras del realismo magico, donde lo principal no es la creacion de seres de mundos imaginarios
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sino el descubrimiento de la misteriosa relacion entre el hombre y sus circunstancias. ((1967)

1999, p. 121).

(...) in Kafka’s story the characters accept the transformation of a man into a
cockroach, their attitude toward reality is not magic; they find the situation intolerable
and they don’t accept it. In the stories of Borges himself, as in those by other writers of
fantastic literature, the principal trait is the creation of infinite hierarchies. Neither of those
two tendencies permeates works of magical realism, where the principal thing is not
creation of imaginary beings of worlds but the discovery of the mysterious

relationship between man and his circumstances.

Leal also called the attention to the importance of distinguishing magical realism from fantastic
literature. It is important to recall that, as it is evident in the paragraphs above, this distinction
was not developed yet, which produced the indistinct use of the terms and, as a consequence,
the mixture of their characteristics. Leal defined magical realism as “an attitude toward reality
that can be expressed in popular or cultured forms, in elaborate or rustic styles, in closed or
open structures” (Ibid 121), and named Alejo Carpentier, Miguel Angel Asturias and Arturo

Uslar Pietri as its pioneers and archetypes.

The same as Alejo Carpentier and Uslar Pietri were not only writers of, according to Leal, the
magical realism trend but they also wrote about the characteristics of this style in the new Latin
American literature, as we already noted previously, Guatemalan writer Miguel Angel Asturias
described his literary production as part of this movement. For him, there are three categories
of reality: the real, the magical and the fusion of both, which is magical realism. This last is

evident in the mentality of the Latin American Indigenous people:

Entre lo “real” y lo “madgico” hay una tercera categoria de realidad. Es una fusion de lo
visible y lo tangible, la alucinacion y el ensuerio. Se asemeja a lo que deseaban los
surrealistas en torno a Breton, y es lo que puede llamarse ‘realismo Magico”. Este
realismo magico, desde luego, tiene una relacion directa a la mentalidad original de los

indios (Asturias, 1968, p. 225).

[Between the "real" and the "magical" there is a third category of reality. It is a fusion of the
visible and the tangible, the hallucination and the dream. It resembles what the surrealists wanted
around Breton, and it is what can be called "Magic Realism". This magical realism, of course,

has a direct relation to the original mentality of the Indians.]

Asturias shares the idea of Carpentier that magical realism (or marvelous real for the Cuban
writer) is close to surrealism but it has always been part of the mentality of the indigenous

people. The association of the term to a local, Latin American mentality for Asturias, and to a
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geography and social history for Carpentier, would play an important role in the meaning

construction and reproduction of magical realism in the literary criticism.

When Tzvetan Todorov published his essay Introduction a la Littérature Fantastique in 1970-
translated two years later into Spanish-, the definition and use of the term magical realism
changed and began to approach the meaning it has today. In this book, Todorov not only defined
the fantastic literary genre but also distinguished it from other neighboring genres. In that
distinction, the French-Bulgarian scholar included the “strange” and the “marvelous” and
differentiated them from the “fantastic”. The condition of the “fantastic”, being the conflict and
hesitation between a natural and a supernatural explanation of the events, marks a contrast with
the other forms. The theory of degrees of magic and real will be developed during the next part
of this chapter. If we are to understand precisely what it is that constitutes the specificity of

Magical Realism, the Todorov account delivers a kind of key.

During the next years, between the decades of the seventies and the eighties, the borders of the
fantastic and the magical realism became more visible. Writers such as Borges, Bioy Casares
and even Cortazar, were no longer included as authors of magical realism but of fantastic
literature in many researches and studies. The literary criticism during those years perceived
the confusion of putting so many different styles under one unique category. Professor Ana
Maria Barrenechea, for instance, pointed out that the difference between magical realism and
fantasy literature was that in the former there was no conflict, no problematized coexistence
between the ordinary and the extraordinary, which was a necessary characteristic for the latter
(Barrenechea, 1972). Enrique Anderson Imbert associated magical realism to Todorov’s
category of “the strange” and emphasized its aesthetic character. He also demarcated its limits
towards other kinds of supernatural categories: “In these supernatural stories the world is left
standing on its head. On the contrary, in strange stories, the narrator, instead of presenting magic
as if it were real, presents reality as if it were magic” (Anderson Imbert, 1976, p. 4). Many other
studies focused on the distinction between magical realism and surrealism. Taking into account
the perceptible influence of the avant-garde movement in the emergence of the genre, especially
in Carpentier and Asturias, it became necessary to open up a parallel view of the two tendencies
in order to identify their divergences and common points. Many of these studies, including the
aforementioned ideas of Carpentier and Asturias, coincided in the conclusion that, the same
way as surrealism, magical realism breaks away from the rational-positivist conception of
reality. The discrepancy lied in the fact that while the surrealists had to turn to dreams,
unconscious states or physiological introspections, in Latin America those other realities were

part of the everyday life. The conflict between the European and the Latin American perception
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marked an important element of the configuration of magical realism as a literary trend. This

element results relevant for the analysis and results of this dissertation.

The vindication of the Latin American peculiarity in comparison with Europe worked as a
symbol of identity and was materialized in magical realism. The perception of the Latin
American reality as plural, diverse, autochthone, mythical and divergent from the western one
contributed to the association of magical realism to that specific geographical point. For the
writers, their literature was the representation of that magical reality, which was rooted either
in the indigenous world view, as Asturias pointed out, in the hybrid believes of the Caribbean
region, according to Carpentier, or in the daily life and geography, as Garcia Marquez

developed in the next quotation:

La vida cotidiana en América Latina nos demuestra que la realidad esta llena de cosas
extraordinarias. A este respecto suelo siempre citar al explorador norteamericano F.W. Up de
Graff, que a finales del siglo pasado hizo un viaje increible por el mundo amazonico en el que
Vio, entre otras cosas, un arroyo de agua hirviendo, y un lugar donde la voz humana

provocaba aguaceros torrenciales (Apuleyo Mendoza, 1993, p. 36).

[Everyday life in Latin America shows us that reality is full of extraordinary things. In this
respect I always quote the North American explorer F.W. Up de Graff, who at the end of the
last century made an incredible trip through the Amazon world where he saw, among other
things, a stream of boiling water, and a place where the human voice provoked torrential

downpours.]

In the opinion of the critics, the categories “magical realism” or “marvelous real” cannot be
understood without taking into account the ideology behind them. From being catalogued as an
aesthetic category for many years before the seventies, the term was associated again to the
search of a Latin American identity (back to Carpentier’s thesis of 1948). Walter Mignolo, in
Literatura Fantastica y Realismo Magico (1983) pointed out that the term had ideological
connotations that had to be underlined when using it in a Latin American context: the term

29 ¢

“magical realism” “(...) se emplea para aludir a cierto tipo de literatura cuya idologia
corresponde a la busqueda de la americanidad. En este sentido, cuando la expresion Realismo
Magico se emplea en el contexto Latinoamericano, debe limitdarsela a su contexto de uso”
(Mignolo, 1983, p. 40). [is used to allude to a certain type of literature whose idology
corresponds to the search for americanity. In this sense, when the expression Magic Realism is
used in the Latin American context, it must be limited to its context of use]. The link between
a literary style and the representation and configuration of a local identity would be attached to

the term “magical realism” for many years.
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Nevertheless, during the same years, there were also studies that vindicated the purely aesthetic
character of magical realism and tried to separate it from other non-literary analyses. Irlemar
Chiampi, for example, used the term “cultural units” (41), which referred to the Latin American
cultural references in magical realism texts. These units embody material, social, historical and
geographical elements that are linked to a specific community. However, in magical realistic
texts, they act as references; they are literalized through aesthetic mechanisms. Thus, according
to Chiampi, the reality of Latin America is not per se magical; it is more about the aesthetic use
of those cultural units that could contribute to the configuration of a magical realistic text
(Chiampi, 1983). German professor Horst Rogmann had already alerted, in 1979, to the risk of
associating an aesthetic tendency with an identity ideal referring to the “a posteriori
identification” of “illusory identity” which, according to him, forms the basis of theories such

as “magical realism” or “négritude”:

Pues lo atractivo y peligroso del realismo magico-maravilloso es su afan de presentar la
realidad latinoamericana o aspectos fundamentales de ella como algo magico y
maravilloso, es decir de no limitarse a realidades literarias sino de declarar que éstas reflejan

o reproducen una realidad caracteristicamente americana (Rogmann, 1979, p. 45).

[For what is attractive and dangerous about magic-wonderful realism is its desire to present
Latin American reality or fundamental aspects of it as something magical and marvelous, that
is, not to limit itself to literary realities but to declare that these reflect or reproduce a

characteristically American reality.]

As magical realism was understood as both a literary style —a way of telling stories where the
idea of one unique reality is questioned and the coexistence with other marginalized or hidden
realities becomes the essence of a narrative world— and the particular expression of a colonized
and mestizo population, it started to go beyond the Latin American borders during the eighties
and nineties. In other geographies, where colonization had led to relegation of local traditions,
writers and artists used magical realism to vindicate their cultural reality. Even if, as we
mentioned before, there was the risk of exotizing and trivializing complex cultural features, this
contributed to spread a literary movement that was still linked exclusively to Latin America.
This phenomenon paradoxically contributed to put aside from magical realism the ideological
Latin American identity characteristic and gave preference to its aesthetic aspect: being no
longer linked to a specific region, it became universal. “Magical realism has become so
important as a mode of expression worldwide, especially in postcolonial cultures, because it
has provided the literary ground for significant cultural work" (Faris, 2004, p. 1). Everywhere

where cultural conflicts marked the development of a society is a field of inspiration and
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flowering of magical realistic fiction. These cultural conflicts correspond to either marginalized
voices in colonial processes, where the movement germinated, or other kinds of tensions that

take place in a significant process of change, such as postwar, shift, migration, etc.

Based on these ideas, during the eighties and nineties, many studies started analyzing non-Latin
American fiction under the eye of magical realism. The fiction of British-Indian novelist and
essayist Salman Rushdie started being considered as magical realism in, among others, Jean-
Pierre Durix’s article “Magic Realism in Midnights Children”, from 1985. The proliferation of
criticism considering Rushdie as an author of magical realism has led to the opinion that he is
one of its most representative figures. The same way as Durix, Patricia Merivale identified
magical realism elements in Rushdie’s The Midnight Children (1981) as well as in Giinter
Grass’ The Tin Drum (1959), seeing the German writer as a strong influence in Rushdie’s
narrative. So magical realism migrated from a Latin American way of literary expression to a
narrative technique that was traceable, even before the publication of Cien Afios de Soledad, in

literary works from other continents, with other realities and conflicts.

Magical realism is understood today as a style “which integrates a realist mode of writing with
fantastical or marvelous events treated as perfectly ordinary occurrences” (Buchanan, 2018). A
typical magical realistic text should integrate at least, some major characteristics, which were

listed by Wendy Faris as following:

First, the text contains an "irreducible element" of magic; second, the descriptions in
magical realism detail a strong presence of the phenomenal world; third, the reader may
experience some unsettling doubts in the effort to reconcile two contradictory
understandings of events; fourth, the narrative merges different realms, and finally,

magical realism disturbs received ideas about time, space, and identity (2004, p. 7).

The problematic inherent to magical realism, the definition of what is real and what is magic,
has been the center of several debates in the last years. An accurate definition of these entities
was developed by Eva Aldea in her work Magical Realism and Deleuze, from 2011. As a

conclusion of her research, she delimited magic and reality as follows:

The order of realism is the expression of the territorial field of history and politics, and
reveals this realm’s inherent structural rigidity as its limit. It defined the magic as that which
escapes this limit, and becomes a supplement to realism, not by negating it, by adding
fanciful elements, or supplying an alternative world-view, but as an element which allows
for the imagining of a new people unfettered by the constraints of existing politics, society and

culture; unfettered, indeed, by real (2011, p. 149).
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Related to this idea, German scholar Uwe Durst in his book Theorie der fantastischen Literatur
(2010) distinguishes the “realistische Realitit” (real Reality) from the “Realitditsystem”
(Reality system) in a literary work, in order to build up his theory about the fantastic. The first
one, being not defined by natural laws, is a social convention and can vary within history. The
second one refers to a reference system that takes place inside the text: “Als Realitditssystem
bezeichne ich die Organisation der Gesetze, die innerhalb einer fiktiven Welt gelten.” (2010, p.
92) [As reality system, I call the organization of the laws, which apply within a fictitious world].
This textual reality system is divided by Durst into Normrealitdiit, which includes realism-
oriented texts, and Abweichungsrealitit, which puts together texts of the category of
“marvelous”. In this regard, in words of Durst, “Als realistisch sei fiirderhin ein Text
bezeichnet, der die immanente Wunderbarkeit seiner Verfahren verbirgt (2010, p. 111)“
[Henceforth, a text that hides the immanent wonderfulness of its procedures shall be called
realistic]. A marvelous-oriented text is the opposite: a text that openly exposes the artistic

marvelous procedures of literature. The fantastic emerges when there is no system at all.

Durst’s definition results problematic, especially if we take into account a text like CAS. First
of all, focusing strictly on the text and its relations, risks to overlook the social commitment
numerous literary texts have to their contemporary time. In the case of our selected novel, the
fuzzy borders between realism and fiction allowed Garcia Marquez to deal with sensible
political issues. The political commitment of the novel with the problematics of imperialism,
war, government decisions etc. establish a link between the “real reality” and the “reality
system” of the text. As long as one clinges to a reality outside the text, it is not possible to
analyse the richness of the narrative construction of this specific novel without taking into
account its political dimension (see 4.2.4). Furthermore, even if we agree to the idea of “reality”
having nothing to do with natural laws, being more a convention that changes throughout
history, it is important to add that that convention changes according to the point of the world
you are looking at it. This idea is especially relevant for our analysis because translation is a
transforming activity that allows a text to travel to other geographies, where the conventions

are significantly different.

2. Subverting the real: Magical realism and its neighboring genres

After the previous exploration of the roots, the development and the current perception and
meaning of magical realism, it is important to establish a parallel approach with other adjacent
forms. A historic confusion, a random use, a common ideological point, a mere temporal

simultaneity, among others, become relevant reasons for a delimitation of magical realism in
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contrast to fantastic literature, the marvelous real and other neighboring genres. In the next
paragraphs, we will describe the divergences and common points of these literary forms in
order, first, to demarcate the meaning and the use of this term in this research and, secondly, to
highlight the approach to ‘reality’ in these forms and the importance of the perception and
reception of the narrative worlds they create.

Seeing the difficulty of defining literary styles, as well as the long and intense debates that some
of them have inspired among the critics, one should refrain from definite judgements. What we
have developed in the last paragraphs is, of course, far from providing a solution, nor a fixed
delimitation of the borders between the three concepts that have been confronted: fantastic
literature, the marvelous real and magical realism. We mentioned and commented some of the
most neuralgic discussions in literary criticism and among the writers who reflected on these
neighboring trends, and tried to summarize their most relevant points of divergence. This will
help us to determine how the real and the magic are handled in each kind of narration and how
it determines the style of the writing as an essential aspect of our analysis. Some of the most

important elements of this comparison are presented in the next graphic:

1. Local color

2. Aesthetic terms

3. Conflict Magical
4. Encounter of realities Realism
. sl
5
Marvelous Fantastic
Real ~ Literature

Table 8 Magical realism, marvelous real and fantastic literature: differences and points in common

As can be observed in the table, there are elements that, according to some scholars, are shared
by at least two or all three of the tendencies, and appear as important characteristics of the
narrative composition. The first one, the ‘local color’, is a common point between magical
realism and the marvelous real. As mentioned before, this specific feature is what differentiates
them from fantastic literature. The ‘local color’ is understood as an evident and remarkable
reference to an objective place or area, by the means of including local geographical elements,

specific social or historical allusions, describing habits, beliefs of points of view of explicit
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groups, among others. Some of these elements are included in Cien Arios de Soledad and
became Realia in the translation process, as we will analyse in further chapters. The second
element, the designation as ‘aesthetic terms’, is related to magical realism and fantastic
literature. For some authors the marvelous real includes characteristics that go beyond the
literary borders?? and make it become an ontology of the ‘americanidad®’, an ideology or even
philosophy. The third important aspect is the ‘conflict’, which is shared by the marvelous real
and fantastic literature. As we described in the previous paragraphs, for many scholars the
conflict between the numerous realities is a major characteristic in the narrative of the fantastic.
The otherness enters, either in one breaking moment (fantastic classic) or in different and
regular situations (neofantastic), producing a feeling of strangeness, which is perceived in the
narrator or in the characters. In Carpentiers’ marvelous real style there is a conflict between the
different points of view face to a magical event, being the latter justified by the faith of a group
of characters. Magical realism, in contrast, erases the conflict and normalizes the different
realities that take place within the fictional world. The literary mechanisms of normalizing the
“different” are also a relevant field of interest in this dissertation. The peculiarity of the three
styles, probably the one that led to confusions between the three, is the cohabitation of different
realities in the same plane of authenticity in the narration. This component subverts the idea of
a unique objective reality, opening the door to other points of view and beliefs that had been
silenced and expelled of the explanation of the world for many years. The turn to the otherness,
to the alienated and isolated points of view of the world, correspond to artistic, philosophic and
even scientific movements that took place during the twentieth century. Post colonialism and
postmodernism restored the multiplicity of the reality, which was already suggested by these

literary styles.

2.1. Magical realism as a paradigm of postmodernity and postcolonial discourses
The colonial wound experienced in Latin America, as well as in other colonized territories, was

perceived as a collective feeling of a search for identity. During the first decades of the twentieth

22 This ideological affiliation represents an important distinction between magical realism and the marvelous real
and contributed to divide the critic. Many scholars considered unnecessary to go beyond the literary field and
reported the ideas of the marvelous real to be neither a real contribution to the academic description of a literary
style, nor a serious philosophical theory. One of these scholars is Anderson Imbert, who pointed out the idea
that Latin America is not per se marvelous, as Carpentier argued, but became so in his narrative: “(...) the idea of
the ‘marvelous real’, since it is detached from aesthetics, should not be confused with the category ‘magical
realism’ which is indeed aesthetic” (Anderson Imbert, 1976, p. 4).

2 This term is understood as the search of the Latin American essentiality in contrast to the European modernity.
A significant step towards the development of this ideology during the twentieth century is José Marti’s text
Nuestra América first pubished in 1891.
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century, the new nations found themselves in a constant introspective exploration of symbols
and signs of uniqueness, which they could use as insignias of national identity. This search was
characterized by a negation of European influences or models. The wish of building a collective,
of getting rid of the imperial oppression, of finding their distinctiveness was named by Mignolo
as the “decolonial momentum” (Mignolo, 2007, p. 494). This complex historical moment
opened the gate of numerous nationalist and continental discourses with contradictory impact
on the social, political and cultural realities. In the first part of this section, we will pay special
attention to two of these discourses, which influenced both the development and the vision of
magical realism by assimilating it as a paradigm of postcolonialism. Later on, we will include
a list of reasons why the critics consider magical realism, in so far as it belongs to

postmodernity, as a cultural current.

The first of these discourses is the idea of the marvelous real as an ontology of Latin America.
As pointed out before, the impulse of differentiation, experimented by Latin American
intellectuals, is recognizable in Carpentier’s thesis about the Continent’s essentially marvelous
reality. This idea has two seminal problems, which explain, in a certain way, the development
of preconceived ideas. The first problem is the association of Latin America to a marvelous
territory, where extraordinary and otherworldly things happen. This statement recalls and
reinforces the colonial vision of the conquerors and has been considered by the critics as neo-
colonial and exotizing. The second problem is the perspective of Latin America as an
undifferentiated whole, whereby the enormous cultural differences characterizing the area are

simply erased.

The second discourse is the notion of transculturation, introduced by Cuban anthropologist
Fernando Ortiz in 1947. In his book Cuban Counterpoint: Tobacco and Sugar, he stipulates
that the neologism “transculturation”, better than the English term “acculturation”, describes
the cultural transformation that has occurred in Cuba, without which it is impossible to

understand the Cuban society.

I am of the opinion that the word transculturation better expresses the different phases of the
process of transition from one culture to another because this does not consist merely in
acquiring another culture, which is what the English word acculturation really implies, but
the process also necessarily involves the loss or uprooting of a previous culture, which could
be defined as a deculturation. In addition, it carries the idea of the consequent creation of

new cultural phenomena, which could be called neoculturation. (Ortiz, 1947, p. 103)
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These processes of deculturation and neoculturation are illustrated by Ortiz as the reproductive
process, where “the offspring always has something of both parents but is always different from
each of them” (Ortiz, 1947, p. 103). The replacement of the two initial cultures by the hybrid
offspring represents the significant transformation that Ortiz proposed by the term
transculturation. However, as is pointed out by some scholars, there is an implicit homogenizing
idea behind this proposal. “The impression that the two interacting cultures somehow disappear
or become one”” (Arnedo-Goémez, 2008, p. 190) describes the nationalist homogenizing impulse
of Ortiz, where only the offspring survives by eliminating the others. As a consequence, the
possibility of different cultures remaining and interacting together, without conflict, after

transculturation, is invalidated.

Uruguayan literary critic Angel Rama in his book of 1982 entitled Transculturacion Narrativa
en América Latina also employed the term “transculturation” in order to explain Latin
American narrative production. Based on Ortiz’ definition?*, especially the idea that the culture
that receives the external impact does not remain static but also contributes to the
transculturation process, Rama analyzes different literary works corresponding to different
points of history. The transculturation process operates, according to Rama, in three functional
structures: the language, the literary structure and the worldview. The artistic creation is the
privileged place of transculturation because it is there where “se dan cita elementos de distintas
culturas para convivir armonicamente e integrarse en una estructura autoregulada’ [Elements
from different cultures come together to live harmoniously and integrate into a self-regulated
structure] (Rama, 2004, p. 208). This harmonious co-existence, together with Rama’s adhesion
to Ortiz’s proposal, unleashed conflictive reaction, similar of those made against Ortiz. The
homogenization of Latin American literary systems (Schmidt, 1996), the reduction of Latin
American cultural heterogeneity (Moreiras, 1990) or the perception of Latin America as a
positive totality endowed with common attributes (Avelar, 2004) are only some of the critical

comments that Rama’s transculturation has received. Many of Rama’s detractors preferred

24 Rama observes that Ortiz’ definition of transculturation misses one important element, the ‘plasticidad
cultural’, which implies the selective power of the receptive (active) culture: “Este disefio (the one proposed by
Ortiz) no atiende suficientemente a los criterios de selectividad y a los de inversion, que deben ser obligadamanete
postulados en todos los casos de ‘plasicidad cultural’, dado que ese estado certifica la energia y la creatividad de
una comunidad cultural” (Rama, 2004, p. 38). [This design (the one proposed by Ortiz) does not sufficiently take
into account the criteria of selectivity and investment, which must be obligatorily postulated in all cases of
'cultural plasicity', given that this state certifies the energy and creativity of a cultural community.]
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Cornejo Polar’s notion of heterogeneous literatures? instead of transculturation because the

former does imply the heterogeneity of Latin American cultures.

In view of the above, the ideas of transculturation and postcolonialism find their comfort place
in magical realism, the narrative mode that becomes their paradigm. In magical realistic fiction,
the elements of ex-centric communities are placed as focus, the cohabitation of diverse
traditions and believes takes place in a narration that illustrates the consequences of colonialism
and intercultural encounters. In a first moment, as it was reviewed in the previous paragraphs,
it was considered as a Latin American insignia, as the representation of the uniqueness of a
continent. However, as its characteristics were related to every colonized territory, the narrative
mode was also used by other writers in other points of the globe. This phenomenon, instead of
reinforcing diversity and heterogeneity, was transformed by the critics into a homogenizing
category. An example of this is the notion of “third world literature” formulated by Fredric
Jameson as a form of national allegory. In his article of 1986 ‘Third World Literature in the Era
of Multinational Capitalism’ Jameson points out the attention on literary production of countries
that experienced colonization, which he calls Third World. The particularity of this literary

production lies in its representation of the national reality. In his words:

third-world texts, even those which are seemingly private and invested with a properly
libidinal dynamic— necessarily project a political dimension in the form of national
allegory: the story of the private individual destiny is always an allegory of the embattled

situation of the public third-world culture and society (Jameson, 1986, p. 69).

The national situation represented in the texts refers to the postcolonial condition of the Third
world countries. Therefore, magical realism is understood by Jameson?® as both a possible

alternative to the narrative logic of contemporary postmodernism (Jameson, 1986, p. 302), and

2 Friedhelm Schmidt summarizes Cornejo Polar’s heterogeneous literature in the next points:” 1. Las
reformulaciones de la teoria de la heterogeneidad con respecto a la heterogeneidad interna en todos los niveles
del proceso literario, 2. el hecho de que esa teoria se basa en interpretaciones detalladas de los discursos en
sociedades colonializadas y poscoloniales, 3. la critica del concepto occidental del sujeto y de sus
representaciones, creo que la heterogeneidad puede ser un paradigma para la interpretacion de las literaturas
de las sociedades poscoloniales” (Schmidt, 2000, p. 179). [1. The reformulations of the theory of heterogeneity
with respect to internal heterogeneity at all levels of the literary process, 2. the fact that that theory is based on
detailed interpretations of discourses in colonialized and postcolonial societies, 3. the critique of the Western
concept of the subject and its representations, | believe that heterogeneity can be a paradigm for the
interpretation of the literatures of postcolonial societies.]

26 About magical realism in films, Jameson concludes as follows: “we grasp the necessary and constitutive
relationship between intensities of colors and bodies in these works and their process of de-narrativization which
has ultimately been shown to be a process of ideological analysis and deconstruction”. (Jameson, 1986, p. 323)
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as a “specific articulation of the history and politics of the postcolonial situation” (Aldea, 2011,
p. 108). Magical realism becomes again the insignia of postcolonial literatures unifying not
only the literary production to only one style but also homogenizing very diverse cultures into
a single category, the Third World. This homogenizing gesture is reported by Garcia Canclini
as follows: “It is necessary to question above all the mania that has almost fallen out of use in
Third World countries: to speak of the Third World and include in the same package Colombia,
India, and Turkey” (Garcia Canclini, 1995, p. 45).

Regarding postmodernity, magical realism has also been considered as an example of this
cultural current. For Wendy Faris, in her article entitled “Scheherazade’s Children: Magical
Realism and Postmodern Fiction”, of 1995, magical realism can be considered as a postmodern
fiction because of the characteristics that the two movements share. The first point in common
is the ‘self-reflexiveness’ or metaphysical dimension that is current in much postmodern fiction.
The second element is the narrative way, characterized as primitive or childish by Faris and as
pure by Llarena. This aspect is related to the ‘linguistic nature of experience’ (Faris, 1995, p.
176), the fact that not only situations can be magic but also the very use of the language wakes
up the magic atmosphere. A third characteristic of both fictions is the use of anecdotes as a
narrative principle, which increases the verisimilitude of the narration. The use of anecdotes
and the reference to a familiar ambit plays a relevant role in the construction of the realistic
sense, as we will observe later on in our analysis. The fourth similarity is the revival of beliefs
that were silenced by a logo-centric perspective. This resurgence is possible in rural
environments, being those appropriate for the inclusion of excluded worldviews. Finally, the
change from modernity into postmodernity is, according to Faris, marked by the move from a
Freudian to a Jungian perspective, where the magical events come from a collective rather than
an individual subconscious. Being postmodernity described by Lyotard, as an urge for

representing the unpresentable?’, magical realism is understood as its narrative paradigm.

All things considered, magical realism has always been a fuzzy term, since it has been

understood from dissimilar perspectives. From its very first use, within European avant-garde,

27 This idea of Lyotard’s is expressed in the compilation of his correspondence between 1982 and 1985 The
Postmodern Explained as follows: “The postmodern would be that which in the modern invokes the
unpresentable in presentation itself, that which refuses the consolation of correct forms, refuses the
consensus of taste permitting common experience of nostalgia for the impossible, and inquires into new
presentations—not to take pleasure in them, but to better produce the feeling that there is something
unpresentable”. (Lyotard, 1992, p. 15)
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up to its postcolonial readings, the notion has been employed not only as a narrative strategy
but also as a political statement. The paradox of its oxymoron, the union of realism and its
apparent counterpart, magic, is also evident in its use as a space of heterogeneity with
homogenizing consequences. From postcolonialist or postmodernist perspectives, magical
realism is a literary style that allows the cohabitation of conflictive worldviews, the magic and
the real, under a type of narration where neither the real nor the magic are privileged. However,
as Eva Aldea reveals, “it is undoubtedly the realism of the text that differentiates the real from
the magic” (2011, p. 147), a situation that concedes a privilege of the former over the latter.
This scene, Aldea points out, has produced other completely different postcolonial readings,
where magical realism is denounced of being escapist, ineffectual, neo-colonial and even
exoticizing. At this point, some questions rise up in relation to these ways to read magical
realism and the research we are proposing here. Have all these ideas affected the translations
into English and French of Cien Afios de Soledad? Does the process of translation influence the
notions of real and magic in the novel? Is there an impulse of translators to fulfil exoticizing
ideas about Latin America? Before we analyze specific textual aspects of both translations, it
is important to summarize which elements have been considered by the critics as magical
realistic in the novel in order to identify the notions of magic and real and how they can probably

be affected by the transfer from a source language into a target culture.

3. Magical realism’s style in Cien Afios de Soledad

Taking into account the difficulty that is implied in describing a narrative style such as magical
realism, in this section we will try to list some elements that the critics have characterized as
magical realism representations in Cien Arios de Soledad. For that purpose, we have compiled
a selection of the most relevant elements that will contribute to our analysis, namely references
to the sense of reality, magical events and strategies used by the writer in order to make fuzzy
the borders between magic and reality. After listing these elements, we will also include a
classification based on Mario Vargas Llosa’s analysis of the real and the magic in the novel.
We found this proposal relevant because of, on the one hand, its systematical organization and
categorization of the narrative world created by Garcia Marquez and, on the other hand, its
publication in 1971, which allow us to accede to a critical view during the first years after the

first printing of the novel.
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3.1.Local color and sense of absurdity

As mentioned before, a magical realistic narration is characterized by real references and
magical inclusions coexisting due to an unclear distinction between them. The elements that
produce the sense of reality in the novel can principally be subsumed under two classes: (1)
details of family life and history and (2) a sense of absurdity. Within the history and family
sphere, we find characters and events that are part of history, references to geographical places,
description of habits, family activities, traditions, references to food, smells, flavors, childhood
remembrances, among others. Many of these elements are part of our classification of Realia
and play an important role in the creation of reality. The sense of absurdity is reached by
describing real events in a way that seem to be funny or false but are actually real. An example
of this could be the dissolution of historical events into legends for silencing massacres or
repressed ideals, such as the transformation of Colonel Aureliano Buendia into a myth or the
killing of the workers of the United Fruit Company. This mechanism implies strong political

denunciation.

The magical inclusions refer to all those events that have no explanation outside the magic or
the miracle; they are neither metaphorical nor exaggerated. Some examples are the levitation
of priest Nicanor, the ascension to heaven of Remedios, the resurrection of the deaths such as
Prudencio Aguilar, Melquiades, Jos¢ Arcadio Buendia, etc., the appearance of magical
creatures such as a child with a pigtail, the movements of unanimated objects such as house

elements or a blood trail directing to Ursula, etc.

3.2. The ‘brick tone’

Finally, the fuzzy borders between magic and realism are managed due to a series of narrative
devices. The first one is the omniscient narrator, which is characterized by an unastonishing
tone and a rustic, oral voice reached with a precise, simple and natural use of language. This
tone, described by the writer as “cara de palo”, which will be here translated as “brick tone”,
represents a very important narrative feature that gives the novel its particular atmosphere. He

was inspired by the way, his grandmother used to tell him stories:

Hablemos de todo el lado artesanal del oficio de escribir. En este largo aprendizaje que ha sido
el tuyo, ;podrias decirme quiénes te han sido utiles? -En primer término, mi abuela. Me contaba

las cosas mds atroces sin conmoverse, como si fuera una cosa que acabara de ver. Descubri que
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esa manera imperturbable y esa rigueza de imdgenes era lo que mas contribuia a la verosimilitud
de sus histerias. Usando el mismo método de mi abuela, escribi Cien Afios de Soledad. (Apuleyo
Mendoza, 1993, p. 15)
[Let's talk about the artisanal side of the craft of writing. In this long apprenticeship that has been
yours, could you tell me who has been useful to you? -First of all, my grandmother. She would tell
me the most atrocious things without being moved, as if it was something she had just seen. I found
that this unflappable manner and wealth of images was what contributed most to the verisimilitude
of her hysterics. Using the same method as my grandmother, I wrote One Hundred Years of
Solitude.]
The brick tone is understood here as the way Garcia Marquez described it in the last quotation:
telling without being moved, with an unflappable, imperturbable manner. Being the voice of
the narrator as important as it is in this novel, his way of narrating the events configurates the
whole atmosphere, in which the reader is invited to enter. The omnisciency of the narrator
allows the reader to turn himself in to his voice and experience the events the way he tells them.
Without any astonishment, even the most magical, incredible events turned to be normal,
common, everday material. This characteristic is not only given to the narrator but also to some
characters, as in the case of some of Ursula’s dialogues. For instance, in the sequence where it
is described how Jose Arcadio tells his brother Aureliano about his affaire with Pilar Ternera
both brothers magically experience the same feelings. Ursula, realizing this, declares: “Estos
nifios andan como zurumbaticos (...) deben tener lombrices (Garcia Marquez, 2007, p. 43).”
[Those kids are out of their heads (...) They must have worms.] With this statement, the magic
of the fact that both brothers feel the same is interrupted by Ursula’s brick tone and common
hypothesis.
This tone is relevant for the disappearance of the borders between reality and magic, which is
the principal result of this mechanism. Without this choice, the narrated events would not be
perceived as common and habitual. The preservation of this literary mark of style in a process
of translation is challenging. The overview of its relevance in the creation of the atmosphere
could result in a change of perception about the events, which would completely influence the
relationship between the magic and the reality. In our analysis, we will pay special attention to

this element in translation.

Besides the brick tone, ther narrative mechanism is the reiterated use of the hyperbole, which
makes difficult to distinguish if a situation is real and exaggerated or magical. Not only physical
description but also sizes, periods and quantities are presented in an oversized manner. The

third device is the disfigurement of time, which engenders an oneiric atmosphere. The constant
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sensation of a suspended time, with repetitions of names, events and days (it is always Monday),
as well as the circular use of narrative time contribute to the undistinguished relation between

reality and fantasy.

In his 1971 study, entitled Garcia Marquez: Historia de Un Deicidio, Mario Vargas Llosa
analyzes the narrative of the Colombian writer, and dedicates chapter VII to Cien Afios de
Soledad. The title of the chapter, Cien Arios de Soledad. Realidad Total, Novela Total, includes
Vargas Llosa’s vision about the novel, defining it as total. That total character is evidenced,
according to the Peruvian writer, in its plural nature, which combines antagonist elements such
as tradition and modernity, local and universal, magic and realistic. Besides, he points out the
unlimited accessibility of the novel to every kind of reader (Vargas Llosa, 1971, p. 554). In
addition to that, in this chapter, Vargas Llosa proposes that the reality in Cien Arios de Soledad
can be perceived in two different categories: the objective real (lo real objetivo) and the
imaginary real (lo real imaginario). Rather than using the categories real and magic, he includes
both sides in the representation of reality with two different perspectives, the objective and the

imaginary. In the following table, we summarize the ideas of Vargas Llosa about this

distinction.
The objective real The subjective real?®
1. Social and historical chronicle 1. The magic
2. History of a family 2. The miraculous
3. The mythical-legendary
3. Individual history 4. The fantastic

Table 7 Reality in Cien Afios de Soledad

We found the distinction between the objective and the imaginary helpful for understanding the
elements that are considered as real, those that give the sense of reality and those that are
perceived as magic, miraculous or fantastic. Although we consider that, some of the examples
used by the Peruvian writer do not belong to the categories he proposes (for example the two
pests considered as fantastic, or the knowledge of the gringos considered as magic?°), we find

the distinction accurate as a characterization of magical realism elements in the novel.

28 Vargas Llosa uses subjective reality for talking about the different levels of the imaginary. That is why he uses
‘the subjective real’ and ‘the imaginary real’ interchangeably.

2% Some of the examples included to illustrate these categories combine two dissimilar points of view: the point
of view of the reader and the point of view of the narrator. We find this arbitrary fusion problematic.
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After identifying the magic realism elements in the novel object of this research, we consider
important to dedicate the next paragraphs for writing about the novel in a more extended way.
The elements that we will present in this final section of this chapter will help us to understand

better the analysis that we propose in this dissertation.

4. Historical, social and literary contextualization of Cien Afios de Soledad and its

translations

Writing about an author like Gabriel Garcia Marquez implies an immersion into the immense
number of texts that have been written about him: interviews, dissertations, reports, newspaper
articles, literary studies, biographies, etc. In this section we made a selection of information that
help us to characterize, on the one hand, the Colombian writer in terms of his writing career
and distinctive literary style, on the other hand, the novel and its translations. In the first
paragraphs of this chapter, we will include some aspects of Garcia Marquez’s life, as well as
his literary career as a writer. Furthermore, we will focus on the novel selected for this research,
Cien Arios de Soledad; additionally to the plot, we will include both the ideas of the writer about
the creation of this novel, and the perception of the critique about its relevance in the world of
literature. Moreover, we will talk about the translations of the novel into more than forty
languages, where the English one was a significant contribution to its worldwide influence that
was to position it in the literary canon. Finally, we will concentrate on the two translations that
are part of our object of study: the French (1968) and the English (1970) translations. We will
discuss, in a first moment, the trajectory of the literary translators Claude and Carmen Durand,
and Gregory Rabassa in relation to Latin American literature. In a second moment, we will
describe the relationship established between the writer, the translators and the novel, including
impressions of both sides about the final translated product. Finally, we will propose a short
analysis of the impact of both translations in each target culture and the important role that they
had in the reception of the novel. These last ideas will be retake and deepen in the last chapter

of this dissertation together with the discussion about the results of our research.
4.1.The writer

Gabriel Garcia Marquez was born on March 6 in 1927 in Aracataca, a small town of fifty
thousand inhabitants, located in the north of Colombia, near the Caribbean Sea. The oldest son
of eleven siblings, he belonged to a typical numerous Colombian family. During his years as a
child, he lived with his grandparents in a big house shared with some of his siblings and a few
Wayuu indigenous people, who helped with the household tasks. His grandmother, Tranquilina

Iguaran, with her typical way of telling stories, would inspire him the narrative style of most of
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his later literary work, as the writer himself claimed in several interviews. His grandfather,
Colonel Nicolas Marquez, was a notable local militant of the Liberal Party. He would serve as
an outline of several of his characters in the novels. Just like his grandparents, his parents
Gabriel Garcia and Luisa Marquez inspired, but this time with their love story, one of the

writer’s dearest novels, Love in the Time of Cholera (1985).

As his grandfather died in 1936, Gabriel Garcia Marquez left the house in Aracataca and moved
with his parents to another town. At the age of thirteen, the young novelist left the Colombian
Caribbean coast for studying in Zipaquira, a small town near Bogota, located in the center of
the country. As a boarding student in a catholic school, he had enough time to immerse himself
into the literary world. As he left the school, he stayed in Bogota to attend a law school,
following his parents’ wish. During those days, he published his first short story La Tercera
Resignacion (1947) in the newspaper “El Espectador”, where he also worked as a journalist.
Due to the serious violence episodes occurred in Bogota in April 1948, because of the murder
of Jorge Eliécer Gaitan, an important political figure, Garcia Marquez returned to the Caribbean

coast and continued working as an empirical journalist for local diaries.

Convinced that his passion was writing, leaving the law school in Bogot4 was, for him, more a
liberation than a loss. During those days, he lived in Barranquilla, wrote for the local
newspapers “El Universal” and “El Espectador” and met a group of literature enthusiasts who
introduced him to the early twentieth century’s novels. His job as a journalist gave him not only
the money to survive, but also the possibility to write and to travel. In 1955, he was sent to Paris
by “El Espectador” as a press correspondent. During the same year, this newspaper was shut
down by the dictatorship of Gustavo Rojas Pinilla. On account of this event, Garcia Marquez
decided to stay in Paris, where he met other artists and writers. The unemployment’s free time
and the contact with a city, which was the artistic center during those years, helped to shape his

career as a writer.

As mentioned before, the first fiction work written by Garcia Marquez was the short story “La
Tercera Resignacion”, published by the newspaper “El Espectador” in 1947. Roughly
influenced by Kafka, this story is about a child who suffered a typhoid fever and remained in a
living dead condition until he reached the age of twenty-five. The absence of astonishment face
to supernatural events used by the narrator of Kafka’s The Metamorphosis inspired the
Colombian writer, who found in this artifice his particular way of writing. During the
subsequent years, Garcia Marquez wrote and tried to publish his first short novel Leaf Storm,

which after seven years of numerous attempts, was finally published by a local publisher in
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Bogota in 1955. In contrast to the omniscient narrator of his first work, in Leaf Storm the writer
experimented with different points of view, a frequent literary mechanism used by another of
his big literary models: William Falkner. Additionally, this novel introduced the fictional world
of Macondo, including some characters that would live in his novels and stories throughout
many years. In spite of the good critics and commentaries, Leaf Storm was not a commercial
success: the manuscript was rejected several times by publishers like Guillermo de la Torre
from Editorial Losada in Buenos Aires, who suggested Garcia Marquez to look for another

profession different from literature.

Between 1956 and 1957, while living in Paris, Gabriel Garcia Marquez wrote another short
novel, which is considered by him his best: No One Writes to the Colonel. Published by the
Colombian literary magazine Mito in 1958, this novel evidences a sober facet of the writer in
terms of language and literary constructions. The linear fictional time, its deliberate discursive
spontaneity, the austerity of his omniscient narrator reveal what would be the central theme of
his literary work: Solitude. The same way as in Leaf Storm, No One Writes to the Colonel
anticipated some other literary elements that would build up the universe of his consecutive
works. During 1958 and 1965, Garcia Marquez continued working as a journalist and his
literary work widened its horizons spreading to the intellectual and literary circles in Latin

America.

As Garcia Marquez tells, it was on the road to Acapulco in 1965, where the Colombian writer
suddenly visualized the whole structure of which was to become his most famous literary
creation, the novel Cien Afios de Soledad. In several interviews he claimed that he could not
continue the journey and he turned back, with all his family, in order to write what he received
as a revelation in that specific moment’’. Even Carlos Fuentes, the famous Mexican novelist
and one of his friends, declared he witnessed that creational event: “(...) sin saberlo, yo habia
asistido al nacimiento de Cien Afios de Soledad- ese instante de gracia, de iluminacion, de

acceso espiritual, en que todas las cosas del mundo se ordenan espiritual e intelectualmente y

30 several magazines and newspapers quote the following information abut this episode: “Una de las multiples
conjeturas «macondianas» sobre el famoso episodio indica que una res se le atraveso en el camino, le averio el
vehiculo y le obligo a regresar a casa, pero todas la versiones, incluidas las contadas por él, coinciden en que en
ese instante de enero de 1965 vislumbro por fin las claves que andaba buscando para escribir su primera gran
novela. «La tenia tan madura que hubiera podido dictarle alli mismo, en la carretera de Cuernavaca, el primer
capitulo, palabra por palabra, a una mecandgrafa», diria Garcia Mdrquez mucho después, al evocar ese momento
mdgico de iluminacion” [One of the many "macondiana" conjectures about the famous episode indicates that a
cow got in his way, broke his vehicle and forced him to return home, but all the versions, including those told by
him, agree that at that moment in January 1965 he finally glimpsed the keys he was looking for to write his first
great novel. "He had it so mature that he could have dictated the first chapter, word for word, to a typist right
there on the Cuernavaca highway," Garcia Marquez would say much later, evoking that magical moment of
enlightenment ] (Ramos, 2007).
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nos ordenan: ‘Aqui estoy. Asi soy. Ahora escribeme” [Without knowing it, I had witnessed the
birth of One Hundred Years of Solitude - that moment of grace, of illumination, of spiritual
access, in which all things in the world are spiritually and intellectually ordered and command
us: 'Here I am. That's the way I am. Now write me] (Fuentes, 2007, p. XIX). It took Garcia
Mirquez eighteen months to put that colossal work into words. In contrast to his previous
works, the book had an immediate success. The Argentinian Editorial Sudamericana S. A was
the publisher house chosen by the writer for marketing his new novel. When a first print of
eight thousand copies had been sent to the Argentinian book stores in 1967, they had to prepare
a new edition two weeks later because the copies were all sold out, and this only in Buenos
Aires. Many years later, with more than fifty million copies sold, Cien Afios de Soledad belongs
to the universal literary canon and is considered one of the most important literary works written

in Spanish.

With the publication of Cien Afios de Soledad, Garcia Marquez became a famous writer and his
later literary works, as much as his previous, have each of them been published several times,
reaching readers in all continents, thanks to the translation of his novels and short stories into
more than forty languages. Together with his masterpiece, Diario de un Secuestro (1970), La
Increible y Triste Historia de la Candida Herendida y de su Abuela Desalmada (1973), El
Otorio del Patriarca (1975) and Cronica de una muerte anunciada (1981), Gabriel Garcia
Mirquez’ literary work reached the zenith of reconnaissance in 1982, as he obtained the Nobel
Prize of literature. In 1985, the Colombian writer published one of his most loved stories, E/
Amor en los Tiempos del Colera (1985), which, as we previously mentioned, was inspired in
the love story of his parents Gabriel and Luisa. The subsequent books, El General en su
Laberinto (1989), Cuentos Peregrinos (1992), Del Amor y Otros Demonios (1994), among
others, marked the road of a successful literary career, in which his original narrating style not
only seduced thousands of readers around the word, but contributed to catch the attention of the

world on Latin America historical and artistic reality.

In general terms, the literary style that characterizes Gabriel Garcia Marquez’s production
combines different linguistic, rhetoric and symbolic elements. On the one hand, as he
proclaimed several times, his work reflects the Caribbean lifestyle, with its habits, customs and
beliefs. A long oral tradition, together with cultural encounters and the exchange of viewpoints,
characterize this region as a meeting place of peoples of most diverse origin and cultural
background - the Europeans, the Native Americans and the Sub-Saharan African people, the
Arabs -, which resulted in a hybrid social and cultural construction. This diversity is the

spotlight of Garcia Marquez’s inspiration. On the second hand, a combination of his two
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principal activities, journalism and literature, builds up a narrative that breaks the borders
between reality and fiction setting up his literary world in the side of the anecdotes, the rumors,
the popular knowledge. Furthermore, a careful and selective use of language is indeed one of
the most important elements that makes his literature both local and universal, both complex
and generally discernable. Most of his books are constructed with a polysemic vocabulary.
Archaisms, regionalisms and even neologisms that become fountains of symbolic senses and
references. With their characteristic humor and their references to most of the human feelings
and passions, his books fascinated a huge and diverse public around the world. The
characteristics of his writing that we mentioned here represent just a few aspects of all the

richness of his literary production.

4.2. The novel

In order to understand the allusions and the analysis of the corpus, it is important to describe
broadly the plot of the novel, his characters, his historical and social context, as well as its
importance in world literature. In the next paragraphs, we will focus on Cien Afios de Soledad
trying to introduce the reader to its fictional world and his representative characters, or,
respectively, remind her or him of these aspects. Some references to the writer’s opinions as
well as to literary criticism will also be included and generally discussed with the purpose of
emphasizing the importance of the language, the symbols and the geographic references, which
are related to the aspects of analysis selected for this research. But first, a short social, political
and literary contextualization of Latin America and Colombia will be presented in order to
understand the importance of the novel in its specific period of appearance and, as a relevant
element for our analysis, the influence of the context in its reception and translations. Many of
the points mentioned here will be more specificly developed in the translation effects analysis

in chapter VL
4.2.1. Social, political and literary panorama during the sixties

The social panorama of Latin America during the sixties was framed by the world problematics
during those years. In a context where cultural movements such as counter-culture opposed to
the mainstream cultural norms, the problematics of marginalized groups started to receive
attention. The focus on the center, the mainstream, the typical, began to vanish clearing the way
for the emergence of the peripheral, the marginal, the outside. Women, homosexuals,
afroamerican, pacifists, students among other marginalized groups started to claim for a voice

that was denied for them during centuries. Additionally, the situation of the population outside
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the cities got also the attention of artists, intelectuals and activists. Slums and countryside
dinamics started to be taken into account and adquire visibility among academic, social and
political spheres. Colonized and ex-colonized populations, in their excluded und mistreated

situation, slowly appeared in the academic discussion and artistical production.

In Latin America, the social and political panorama was linked to the aforementioned global
context incarnated in the local situation. The division of the world powers into two antagonist
ideologies, capitalism and communism, was materialized in Latin America in a series of
military dictatorships and putsches encouraged and sponsored by the United States government
in a pursuit to fight communism: Fulgencio Batista (1952-1959) in Cuba, Alfredo Strossner
(1954-1989) in Paraguay, Junta Militar (1963- 1966) in Ecuador, militar putsch (1962) in Peru
and (1964) in Brasil. Communism or any other manifestation of insurgent thought was violently
silenced by the militars with the support of the United States. The isolated case of Cuban
Revolution, where the insurgents overthrew Batista’s regime and instaured communism in the
island inspired many artists and intellectuals and served as hope in a context of despotism and
oppression. Taking into account this situation, the United States government promoted cultural
programs supporting emergent Latin American artists as an indirect attack to the Cuban
communist regime. Among these programs appeared the Inter-American Foundation for the
Arts (IAFA) founded in 1962 by Rockefeller as well as the Center of Inter-American Relations
(CIAR) founded in 1967, which introduced a program of divulgation of Latin American
literature through translations, criticism and publishing. The implemantion of such programs

determine the English translation of Cien Arios de Soledad as it will be analyzed in chapter V1.

The Colombian socio-political context during the fifties and the sixties does not differ from the
one of Latin America presented above. The beginning of a civil war after the murder of
president candidate Jorge Eliécer Gaitan in 1948, the subsequent violent period between two
opposite political parties and the dictatorship of Gustavo Rojas Pinilla (1953-1957) represented
the difficult social and political situation of the country during those years. However, the
conflictive situation started years before, right after the proclamation of the independence of
the Spanish colonial power and the instauration of the republic. This particular scene was, as
Garcia Marquez argues, ignored by the literary production published in the country during the
last century. An “entertainment literature”, far from the national reality and with a dubious
literary quality overwhelmed the Colombian literary production until the middle of the

twentieth century, in the words of the writer:
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(...) mientras el hombre colombiano padecia el drama de las guerras civiles, los
escritores se habian refugiado en una fortaleza de especulaciones filosoficas y averiguaciones
humanisticas. Toda una literatura de entretenimiento, de chascarrillo y juegos de salon

prospero en el pais mientras la nacion hacia el penoso transito hacia el siglo XX (1960, p. 45).

[(...) while the Colombian man was suffering the drama of the civil wars, the writers had taken
refuge in a fortress of philosophical speculations and humanistic inquiries. An entire literature
of entertainment, chascarrillo and parlour games prospered in the country as the nation made

the painful transition to the twentieth century.]

For Garcia Marquez the Colombian literature production, with some few exceptions, was
outside the local reality, being rather inspired and located in foreign preocupations: “En la edad
de oro de la poesia colombiana, se escribieron algunos de los poemas mas europeos del
continente. Pero no se hizo literatura nacional” [In the golden age of Colombian poetry, some
of the continent's most European poems were written. But national literature was not made]
(1960, p. 45). With this social, political and literary panorama in mind, the colombiar writer
assumed his task of refounding a national literature, which goes beyond the simplist
denunciation of the Novela de la Tierra and represent the drama of the Colombian reality.
Among this social, political and literary context in Colombia and Latin America the novel Cien
Anos de Soledad was created, published, read and translated. Locating the novel within this

context is relevant for understanding its reception impact as well as its translations.
4.2.2. The plot

The novel tells the story of the Buendia family: its beginning, its lineage during seven
generations and its ultimate decline and end. Before a horizon of vague mentions of earlier
generations, the story commences with José Arcadio Buendia and Ursula Iguaran, who
represent the very first generation of the Buendia family. Being related to each other by a family
tie (cousins), they refuse to sleep together fearing that their children might be born with a pig’s
tail, as the popular belief claimed. This situation produces the mockery of the town and ends
with the murder of Prudencio Aguilar by the hands of José¢ Arcadio, who had been provoked
by his victim. Due to this crime, the couple decides to leave the town and look for another place
and a better life. During the migration journey, they find a place by the riverside, where they
decide to stay with other families and found a new town, under the name of Macondo. The

atmosphere is miraculously clear and filled with the purity of an innocent mankind.

The beginning of the town is accordingly linked with the beginning of the Buendia family, as

well as every other event. The foundation of Macondo is accompanied by symbols that
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represent the willing of permanence: the inhabitants build houses, plant local products and have
children. José Arcadio, Amaranta and Aureliano compose the second generation of the Buendia
family. However, in addition to the natural children, a Wayuu girl named Rebeca one day
suddenly appears in the house and is adopted by the family, thereby completing the second
generation. If the first generation was characterized by the activities of foundation and settling,
this second is marked by the first migration of Arabs, bringing with them the trade activity
(Vargas Llosa, 2007, p. XXXII). Another important aspect that affects this generation is civil
war, an element that plays an important role during the whole novel and that reflects a historical
conflict in Colombia. Due to that war, Aureliano joins the rebels’ army and proclaims himself
Colonel. Neither José Arcadio nor Colonel Aureliano have children with their wives, Rebeca
and Remedios Moscote, respectively. The offspring comes from no-marital relationships.
Arcadio, Aureliano José and the seventeen Aurelianos form the third generation of the Buendia
family that witnesses a period of progress. The old foundational houses are now replaced by
more modern constructions and other industrial developments arrive to the geographically
isolated Macondo: the telegraph, the train, the electric light, the telephone, among others. The
small town experiences the beginning of a period of growth, the peak of which is reached when
the Banana Company arrives and the fourth generation starts. The children of Arcadio and Santa
Sofia de la Piedad, Aureliano Segundo, Remedios la Bella and José Arcadio Segundo,
experience the bonanza period of Macondo, whose excesses paradoxically give birth to a
progressive decadence time. The fifth generation lives a period of social conflicts, massive
arrival of foreigners, authoritarianism, and despotism, which ends with a torrential rain that
announces the beginning of the end. Ursula Iguaran, the backbone of the house and the family,
dies after surviving one hundred years, and the entire fictional world begins to collapse. During
the sixth generation two cousins, Aureliano Babilonia and Amaranta Ursula fall in love and
give birth to a child, Aureliano, who is born with a pigtail, and represents the end of the

offspring, the family and the fictional world.

4.2.3. Literary construction

The novel is constructed in a mise-en-abime structure, which is revealed at the end. Melquiades,
a gypsy who is a permanent character of the story, writes a prophecy about the family in some
parchments that are illegible during the course of the novel. Only the last Aureliano, in the last
paragraphs, is capable of understanding the language of Melquiades and reads the end of the
parchments, which represents the end of the novel as well. But not only the textual construction

ends, but also the fictional world: under the force of a strong wind, the walls of the house fall,
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the objects disappear and the universe collapses. The end of the reading is the end of the

fictional world.

For Gabriel Garcia Marquez the main theme of, not only this novel but also the majority of
them, is solitude, a state that is the consequence of the negation of solidarity and love (Bell-
Villada, 2006, p. 13). The characters, incapable of loving, find themselves in a constant
condition of solitude, beyond which there is no escape. The only characters who experienced
love in Cien Afios de Soledad are the two cousins of the sixth generation, whose consummated

love meant the end of their lives and the end of their world.

Such a project of recreating a complete fictional world, from the beginning to the end, as a
“total novel”, in terms of Vargas Llosa (2007, p. XXV), implies a particular style and use of
language. Garcia Marquez described in an interview that Cien Afios de Soledad needed a richer
language; in order to let other realities enter and coexist in the narrative sphere he created
(Apuleyo Mendoza, 1993, p. 32). Together with the carefully selected vocabulary, the way the
events are narrated mark a representative poetic expression that opens to, not only diverse
realities, but also different readers. “Lo que en Cien Aios de Soledad se cuenta se parece a la
vida de todo el mundo. Esta escrito ademas de una manera simple, fluida, lineal, y yo diria que
superficial” [What is told in One Hundred Years of Solitude is like everyone else's life. It is
also written in a simple, fluid, linear and, I would say, superficial way] (Apuleyo Mendoza,
1993, p. 34). This linear narrative structure allows the reader to follow the events in a classical
sequence of origin-peak-destruction, and keeps his attention throughout the seven generations
with the introduction of anecdotes, humorous episodes, oral traditions, oversized description,
etc. The so-called “simple writing”, as we quoted before, represents the constant fluid of
discourses that belong to everyone’s life. What can be considered by the literary criticism as an
original way of narrating, responds to how life is, a network of texts and discourses. That is
why Garcia Marquez repeated several times that there was not anything original in this novel
because he just illustrated in words what reality is like. Here lies probably the reason for the

novel’s success.

Another important characteristic of this book is the surprise effect. Garcia Marquez explained
that he wanted to tell a linear story where, with all innocence, the extraordinary enters into
everyday life (Apuleyo Mendoza, 1993, p. 40). According to this premise, the way of telling
has to be distinguished by the absence of surprise, since everything is part of reality. With regard
to the reader, this effect can be perceived with different nuances, according to his belief system.

The writer pointed out the fact that there are people who read the novel without surprise, as a
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mirror of their daily life: “Conozco gente del pueblo razo que ha leido Cien Arios de Soledad
con mucho gusto y con mucho cuidado, pero sin sorpresa alguna, pues al fin y al cabo no les
cuento nada que no se parezca a la vida que ellos viven” [1 know people from the village who
have read One Hundred Years of Solitude with great pleasure and care, but without any surprise,
because after all, there is nothing that does not resemble the life they live] (Apuleyo Mendoza,
1993, p. 19). This idea is confirmed by the British Indian author Salman Rushdie who explained
that he felt in love with the book because of its realism: “his world was mine translated into
Spanish” (Elie, 2015). In contrast, in other societies where there is a precise Cartesian
distinction between real and not real, the surprise effect in the readers tends to increase. In
addition to that, the cultural distances produce an association of the unknown to the unreal,
which also plays an important role in the surprise effect of the readers. This multiple effect
located based on a cultural perspective is an important element of the analysis that we propose
in this research. Since some of the selected elements of the corpus could be perceived as not
real, unfamiliar or have meaning associations with marvelous denotations, the reception of the

novel can vary, as well as the surprise effect that we are describing here.

As pointed out before, a more varied and extended vocabulary was needed for building up a
universe where reality is made up by the coexistence of all quotidian discourses. Nevertheless,
a particular way of telling was also an imperative element to create the fictional reality. The
idea of a family saga, concentrated around a house in a small town, had been mulled over by
Garcia Marquez for a long time, without his being capable of finding the correct tone, a manner
of writing that would give credibility to the story. This lack of stylistic certainty contributed to
making the story remain an unfinished draft during many years. As he recalls in his
autobiographic book Vivir para Contarla (2002), it was during the journey to Acapulco that he
suddenly understood what the story needed. As a child, he used to believe everything his
grandmother told him, due to that serious, “cara de palo” — the poker face tone she would
practice when telling stories. It normalized events, flattening any possible surprise or doubt,
making everything common and convincing. He understood that to use this tone would allow
him to play with different discourses and realities and make them believable for the reader.
This narrative tone (explained in chapter III, section 3.2) is also an important aspect of our
analysis. How the translator handled those narrative elements in order to maintain the tone is

one of our interests in this dissertation.
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4.2.4. Political dimension of CAS: between reality and realism

In the first section of this chapter, we tried to trace the development of the term “magical
realism”, principally in contrast with other genres. The principal debate lay in the conception
of reality. The difficulty of defining ‘reality’ as a fix, stable feature hinders the perception of its
opposite. Most of the theories of the fantastic associate ‘reality’ with ‘natural laws’, as in the
case of Todorov. According to Uwe Durst, it is there where their principal problem resides. As
we previously quoted from Durst, focusing on the text and its system allows us to find a way
where ‘natural laws’ and worlds outside the narration do not play any role. Being ‘reality’ a
social convention, it varies and fluctuates from time to time. However, that convention,
according to Durst, determines if the text belongs to the “Normrealitit” (regular system) or the

“Abweichungsrealitit” (wonder stystem). In his own words:

Die Konvention des FErzihlens tduscht iiber das auch hier vorhandene Wunderbare
hinweg. Das literarische Wunderbare existiert ausschliefslich vor dem Hintergrund eines sich
selbst als wunderlos ausgebenden (in Wahrheit jedoch selbst wunderbaren) reguldiren

Realitditssystems (Durst, 2010, p. 115).

[The convention of storytelling belies the miraculous that exists here as well. The
literary miraculous exists exclusively against the background of a regular system of reality that

pretends to be miraceless (but is in fact miraculous itself)]

This distinction results very useful if we anaylse the miraculous and not miraculous elements
of the novel. If our perspective moves from the reality outside the book to the system of the
text, we could identify the textual realism of some events in CAS, for instance, the levitation of
father Nicanor Reyna. In the internal system of the text, which is created by the specific way of
telling (described in the previous section) such events happen and do not question the reality
system of the text. In Durst’s theory, this event would not be fantastic. Nevertheless, such
levitation is not conventional for the reader. For that reason, it could be classified into the
wonder system. However, there are other sequences resulting problematic, if we follow the
same analysis. For instance, what happens if we analyse the secuence of the strike workers
massacre? How could we classify this example into Durst’s schema? What happens with the

convention?

The convention, that element that allows us to distinguish what is ‘real” and not is necessarily
an extern element of the narration being, for that reason, time dependent. If we analyse the
convention deeper, we find that there are numerous elements that are manipulated by external

forces. History is a very good example of this. How historical events are told, spread and
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interiorized in the collective unconscious results relevant when talking about convention. Other
versions, thoughts, experiences are silenced in order to preserve the convention. If we associate
what is conventional to what is defined in that specific moment as ‘real” we risk to erase
everything that is classified as ‘non conventional’. The ‘non-conventional’ is, in this case, not
necessarily a ‘miracle’. This distinction is pertinent if we come back to the text, specially a text

like CAS.

First, it is important to underline the strong political dimension of Gabriel Garcia Marquez’
novels, particularly his masterpiece and object of this analysis. With the mask of fiction, the
Colombian writer not only addresses universal common human feelings and situations, but
heavy local political problematics, such as the abuse of power>!. As a journalist, he was directly
confronted with the politics of his time and tried to denounce its horrors throughout his novels.
The narrative atmosphere of uncertainty that he creates becomes a safe place for his social and
political criticism. Focusing on the mere narrative system, without taking into account this
dimension, could have strong consequences for the understanding of the novel, especially in
relation to the perceptions of ‘reality’ and ‘realism’. The ‘reality’ outside the book informs us
about the time and geography in which the narrated world takes place. Through this, it is
possible to identify the convention, as well as the possible other versions that are not part of the
official speech. The ‘realism’, being exclusively a textual system, provides us with the textual
organization of the narrative universe. CAS is a novel that we could classify, still within Durst’s

principles, as realism that does not hide its inmanent wonder.

Second, the narrative mechanisms used in the text for describing events with a strong political
background are relevant for identifying the atmosphere created and the risks of destroying it in
a process of translation. The sequence of the strike workers of the Banana Company confirms
this statement. Being the abuse of power from whichever political ideology his principal
political statement (Nilsen 2006, O’Keefe 2018), Gabriel Garcia Marquez pays special attention
to his descriptions and narrative devices, when it is about such a scene. The abundance of
images, details, and descriptions accompanied by the voice of the narrator provide the secuence

with a political statement, a magical touch and a feeling of helplessness and frustration.

Ya los de las primeras lineas lo habian hecho, barridos por las rdfagas de metralla. Los
sobrevivientes, en vez de tirarse al suelo, trataron de volver a la plazoleta, y el pdnico dio
entonces un coletazo de dragon, y los mando en una oleada compacta contra la otra oleada

compacta que se mocia en sentido contrario, despedida por el otro coletazo de dragon de la

31 More about the abuse of power as a political subject in CAS in O’Keefe, Arthur (2018).
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calle opuesta, donde también las ametralladoras disparaban sin tregua. Estaban acorralados,
girando en un torbellino gigantesco que poco a poco se reduciia a su epicentro porque sus
bordes iban siendo sistematicamente recortados en redondo, como pelando una cebolla, por las
tijeras insaciables y metodicas de la metralla. El nifio vio una mujer arrodillada, con los brazos
en cruz, en un espacio limpio, misteriosamente vedado a la estampida. Alli lo puso José Arcadio
Segundo, en el instante de derrumbarse con la cara bariada en sangre, antes de que el tropel
colosal arrasara con el espacio vacio, con la mujer arrodillada, con la luz de alto cielo de

sequia, y con el puto mundo donde Ursula Iguaran habia vendido tantos animalitos de caramelo

(Garcia Marquez, 2007, p. 366).

[The people in front had already done so, swept down by the wave of bullets. The survivors,
instead of getting down, tried to go back to the small square, and the panic became a dragon’s
tail as one compact wave ran against another which was moving in the opposite direction, toward
the other dragon’s tail in the streets across the way, where the machine guns were also firing
without cease. They were penned in, swirling about in a gigantic whirlwind that little by little
was being reduced to its epicenter as the edges were systematically being cut off all around like
an onion being peeled by the insatiable and methodical shears of the machine guns. The child
saw a woman kneeling with her arms in the shape of a cross in an open space, mysteriously free
of the stampede. Jos¢ Arcadio Segundo put him up there at the moment he fell with his face
bathed in blood, before the colossal troop wiped out the empty space, the kneeling woman, the
light of the high, drought-stricken sky, and the whorish world where Ursula Iguaran had sold so
many little candy animals (Garcia Marquez, 1970, p. 312)]

The problem of reality in such sequences was predicted and so-planned by the writer. His
intension, as it will be described in the last section of this chapter, was not to turn his novels
into a direct political dennounciation, as it was previously done with the so-called Novela de la
Tierra. He wanted to write fiction and, with a master management of the narrative devices, hide
his perception about the politics and historical events. In the description of this scene, there is
exaggeration, imagination, magic, reality, feelings, and many other elements that result from
fiction. However, the whole passage is clearly a dennonciation of the horrors of imperialism,

abuse of power and unhuman behavior that touch common people.

This dimension is not only relevant for understanding the novel but, as a direct consequence, to
analyse its translations. As it was already mentioned, overlooking this political side has the risk
to influence the way of narrating, especially when creating the atmosphere. The horror of the
massacre, described like a nightmare, finishes with the narrator being involved in the frustration
feeling by almost screaming ‘puto mundo’. The methodic climbing of the description results

relevant for the feeling that is transmited, which could be damaged if the focus is rather the
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magical description and not the political denonciation of this passage, as we will confirm later

in our analysis.
4.3. The translations: why focusing on the English and French version?

More than fifty million copies, one hundred editions and forty-eight languages reveal the
importance of this novel and its place as a classic in the universal literature canon. A few years
ago, when the numbers mentioned above were still half as high, Gabriel Garcia Marquez
expressed his “great joy” with all of the translations and with the fact of “having achieved such
communication with people” (Bell-Villada, 2006, p. 5). Thanks to the sagacious work of his
agent Carmen Balcells, who the writer met in 1965, the first translations rights became a fact.
In Europe, Balcells sold the rights of Garcia Marquez’ next novel to two publishing houses in
Italy and France, Fertrinelli and Seuil respectively. During the same year, she received four
rejection letters from the United States. Due to that, she decided to travel personally and look
for a deal. She sold the rights for an English translation to Harper & Row and immediately after

that, she traveled to Mexico to meet Garcia Marquez in person.

The first published translation was the French version made by Claude and Carmen Durand in
1968. As this translation belongs to the corpus of our research, we will develop more
information about it later in this chapter. The second version to be published was the Italian
translation made by Enrico Cicogna. Even though the English version was already copyrighted,
it appeared two years later, in 1970, because the translator, Gregory Rabassa, was working on
other translations during that period. As well as the French version, we will focus on this
English translation further on. After the English translation, Gabriel Garcia Marquez traveled
to Barcelona, where he would also live and where his agent was located. As a sign of gratitude
to the Catalan people, he arranged personally the Catalan version, which would also be
published in 1970. After the success of Rabassa’s translation in the English-speaking public,
many other publishing houses manifested their interest in the novel. From then on, the
subsequent translations in German by Curt Meyer-Clason, and in Russian by N. Butirina and
V. Stolbov, both in 1970, spread the publishing and translation’s boom of the novel all around
the world. By 1975 Cien Anios de Soledad was already translated into more than ten languages
including Czech by Vladimir Medek (1971), Hungarian by Vera Székacs (1971), Japanese by
Tadashi Tsuzumi (1972), Polish by Grazyna Grudzinska and Kalina Wojciechowska (1994),
among others. Many of these translations were acclaimed and lauded by the readers and the

critics.
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Most of the translations of Cien Arios de Soledad, being published during the seventies, were
translated again by other translators some decades later. That is the case of the Italian
translation, the second one to be published, and the German version. During the year 2017,
many commemorative events took place around the world for celebrating the fifty years of the
first edition of the novel. In the case of Italy and Germany, they decided to honor this event

with a new translation, accomplished by Ilide Carmignani and Dagmar Ploetz respectively.

As it concerns the new Italian version, the edition of the publishing house Mondadori Libri
includes a selection of letters, written by Garcia Marquez, explaining how the novel was
conceived, as well as his speech for the launching of the commemorative edition by Alfaguara
in 2007. In addition to that, a glossary and a “nota del traduttore” are also part of this book. In
the note, Carmignani explains why a new translation was necessary: “ Per aiutare i lettori, che
all’epoca viaggiavano ben poco, si usava ad esempio addomesticare i culturemi, e infatti la
traduzione di Cicogna transforma il sancocho, piatto tipico colombiano a base di verdure
locali, in un generico stufato (...)” [To help readers, who at the time traveled very little,
culturemes, for example, used to be domesticated, and in fact, the translation of Cicogna
transforms the sancocho, a typical Colombian dish made from local vegetables, into a generic
stew] (Garcia Marquez, 2017, p. 376). As it will be exposed in the following chapter, the
treatment of the Realia in both translations analyzed in this research does not differ from the

statement and examples of Carmignani about the translation practices of her predecessor.

With the same objective of proposing a new translation, the new German version pursues a
contrasting aim. Dagmar Ploetz argues that, even if every translation is an interpretation, due
to the newness of the book, as well as the phenomenon of generalized fascination all over
Europe, the first German translator, Curt Meyer-Clason, could have been influenced by this

allure and it strongly determined his translation.

Die Begeisterung fiir das Neue, Besondere, das der Ubersetzer im Werk entdeckt, kann
ihn dazu verfiihren, ebendieses zu betonen, das Farbige noch farbiger auszumalen,
exotische Anmutungen in den Vordergrund zu riicken und auch solche Passagen damit
abzutonen, die im Original andere Assoziationen wecken. Dieses Phdnomen ist bei
den deutschen Ubersetzungen der Literatur des sogenannten lateinamerikanischen
Booms hdufiger zu beobachten. Mein Vorsatz war also, dem entgegenzuwirken und
den unterschiedlichen Stilebenen des Romans und der durchaus auch vorhandenen

Niichternheit und Lakonik gerecht zu werden (Ploetz, 2018).



CHAPTER III- Hasta las cosas tangibles eran irreales: on magical realism and Cien Afios de Soledad

[The enthusiasm for the new and special that the translator discovers in the work can
seduce him to emphasize this very thing, to colour it even more, to bring exotic
impressions to the fore and also to tone passages that in the original evoke other
associations. This phenomenon can be observed more frequently in the German
translations of the literature of the so-called Latin American boom. My intention was
therefore to counteract this and to do justice to the different style levels of the novel

and the sobriety and laconics that certainly existed. ]

While the first Italian translation was characterized by domesticating the foreign references, the
first translation into German did the opposite by, as Ploetz explained, exotizing the culture
specific associations. This phenomenon is a common result of the literary reception that is
linked with a specific place and a precise time. The reception changes and so does the language.
The approximation that we have today to a novel like Cien Arios de Soledad is determined by
all the studies, glossaries, interpretations and researches that have appeared about the book in
the last fifty years. Similarly, the appreciation of the novel a few years after its publication was
also conditioned by the novelty and the enthusiasm or refusal of the foreign. That is why our
object of study is composed by two translations of the novel that, having been made in the years
that immediately followed its first publication, both remained without change during all these

decades.
4.3.1. The English translation: socio-cultural context of TC1 and description of TT1

Before describing the appearance of the translated novel into English language, it is important
to describe grosso modo the historical, political and social context of the United States, country
were this translation first appeared, as well as the relationship between the Latin American
literature and the readers in this country before the publication of Cien Arios de Soledad. This
exploration will allow us to understand the external influences of the translation that we will

analyze later in chapter V1. Some of these ideas will be broadly analyze in that chapter.

In section 4.2.1 we described the political and social panorama of the world, and specially Latin
America during the sixties. As we mentioned, the atmosphere of counterculture and revolution
paved the way for the subversion of social norms and the fall of social taboos, especially in the
United States society. A big part of the population claimed for freedom not only in relation to
occupied countries and wars, but also regarding social manifestation and diversity.
Additionally, in the political sphere, the imperial power the United States exerted over Latin
America through mercantilism and economical control extended its forces to the internal policy.

Fighting communism provoqued not only invasions such as Bay of Pigs in 1961, but also a
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disguised support to emergent dictatorships, as we listed before. In order to stop possible
replicas of the Cuban revolution in other Southamerican countries, the US government carried
out associations such as CIAR and IAFA, where Latin American intellectuals, writers, artists
were promoted and visualized in the US markt. Special characteristics would, in this context,
seduce the US markt, such as apolitism and a certain character of homogenism. As it is going
to be analyzed in chapter VI, this panorama influences the reception, interpretation and

translation of the Cien Arios de Soledad.

As mentioned before, even though the publishing house Harper & Row had already obtained
the rights for an English translation, this was only possible a couple of years later. As Garcia
Marquez was looking for an English translator, he asked advice to his colleague, the
Argentinian writer Julio Cortdzar, who did not hesitate to suggest Gregory Rabassa, even if he
was not available during that time (Rabassa, 2005, p. 94). Rabassa, a Columbia University
professor and a literary translator, translated into English many Latin American authors that are
known und read in the whole world today. His first translation work happened while he worked
as an editor for Odyssey Review, a magazine that had the aim to bring to the United States’
literary scene new authors from Latin America and Europe. He translated Rayuela from Julio
Cortazar and won the National Book Award for this work in 1967. This was only the beginning

of a successful career as a translator.

Rabassa’s translation of Cien Afios de Soledad represented an international recognition for both
Garcia Marquez and himself. His translation was celebrated again, as it happened with
Hopscotch, not only by the public, but also by the writer himself, who claimed “he liked the
English version better than his own original Spanish one” (Rabassa, 2005, p. 96). For the writer,
the English language gave to the novel a special strength that was not possible to achieve in
Spanish (Apuleyo Mendoza, 1993, p. 42). However, without any intention of denying the
translation work of Rabassa, Garcia Marquez admitted in some interviews and books that he
was not proud of his English language skills. The recognition that the novel achieved by the
English translation was colossal. As English was already an international language, the book
could reach corners in the world that otherwise it would not have been able to reach. Before the
novel was translated into so many languages, many readers had access to Garcia Marquez
throughout Rabassa’s translation. Additionally, the academic works about Cien Afios de
Soledad were numerous in the English-speaking world and Rabassa’s recreation of the novel

must have mediated a certain part of these comments.
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In his Memoir, published in 2005, Gregory Rabassa included his impressions and translation
problems about Garcia Marquez’s novel. He reveals his translating technique, the words or
constructions that were especially problematic to put into English and how he feels about the
result. His experiences are not only anecdotic but have an impulse to theorize about the

translation task. This element will be included as well in the analysis of the coming chapters.

In a time where translators were segregated and hidden, and the original was deified, Gregory
Rabassa rose up as the visible translator, giving back to the profession its lost recognition. Even
though Lawrence Venuti, whose theories were discussed in the previous chapter, found “self-
effacing” attitudes in Rabassa’s translations and comments, the American translation scholar
paradoxically used his name because of his recognizable role as a translator*? (Guzman, 2008).
This role went beyond the task of language transfer: he represents an important figure in the
internationalization of Latin America’s literature. “Rabassa is accorded nearly a co-creative
status with the original author” (Guzman, 2010, p. 14), which signified a change towards the
appreciation of the translation work. Nowadays, as it is possible to perceive in the new German
and Italian translations of the novel that we commented before, the figure of the translator holds
more visibility; the translators include explanations, notes, write about their ways of translating
and have a more active role in the final editions. Gregory Rabassa’s literary translations,
especially his version of Cien Afios de Soledad, are part of the history of Latin American
literature and the history of translation, in general. An approach to the Latin American literature
that was produced in the sixties and the seventies needs to understand the key role Rabassa
played in its internationalization. Analyzing his translation of Cien A7ios de Soledad implies an

awareness of his major role beyond the linguistic issues and his legacy in the translation studies.
4.3.2. The French translation: socio-cultural context of TC2 and description of TT2

Even if the historical, social and political situation of France during the sixties does not differ
from the one in the US, in regard to the social movements and the political tension, the
relationship with Latin American artistic and specially literary production contrasts with the
one experienced in the American country. The Fifth Republic, with its gouverment head Charles
de Gaulle, focused on rebuilding the country and reinstate [’esprit de la nation. With this

objective, France did not side in the Cold War between The Soviet Union and the United States

32 The complete quotation of Guzman reads: “Venuti chooses to use Rabassa’s name precisely because it is a
proper name that is recognizable in a similar way that an author’s name is also recognizable. He has chosen a
translator who is not anonymous, at least in the Anglo-American cultural community. Precisely because of his
visibility and status, Rabassa’s remarks must be viewed in the context in which they are expressed, for they are
articulated in relation to the cultural community—or communities—to which he belongs and where he is a visible
cultural agent.”
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and decided to thrust for an independent France. In addition to this political panorama, the
independence of Algeria in 1962 marked the end of French colonialism in Africa. The social
movements described in the US cotextualization took also place in France, with their local
particularities. The massive strikes leaded by students and workers during May 1968 dived the
country and showed the social atmosphere inherited from the international politics and the local
behavior of the French society. Concerning the literary panorama, Paris was a center of artistical
interchanges. Many Latin American artist lived in Paris during the first half of the twentieth
Century, which determined the relationship between French and Southamerican writers in the
sixties. Even if, as we will develop in chapter VI, Latin American writers were not massively
translated and read, many of them were part of the intellectual cirlces in the French capital. A
literary dialogue between France and Latin America was promoted by Roger Caillois after his
stay in Argentina, as it is pointed out by scholar Sylvia Molloy (Molloy, 1972). He introduced
Borges to the French readers and open the way for the coming Latin American novel. As we
will analyze in the last chapter, these early contacts will determine the reception and the

translation of Garcia Marquez novel in 1968.

The French translation of the novel had a different destiny than the English one. As stated
above, the translators in charge were the couple Claude Durand and his wife Carmen Perea
Jimenez, known also as Carmen Durand. Claude Durand, a popular editor in France, had also
worked as a translator and a fiction writer. Since 1958, he worked for the French publishing
house Seuil. At Seuil’s, he ran the series “Combats”, a collection where the new Latin American
and Eastern European literature was published. He strongly influenced the publishing practices
in France to the point of being surnamed as “le pape de [’édition” (Aissaoui, 2015) due to his
work in numerous publishing houses in France, such as Grasset (1978-1980), Fayard (1980-
2009), and his first work for Seuil (1958-1978), where he published what would be his only
translation of Garcia Marquez’s work. Carmen Durand was born in La Havana but moved to
France escaping from the difficult political situation in Cuba during Batista’s regime. In Europe,
she kept in touch with Cuban writers in exile through whom she met Carmen Balcells, who
would be later Garcia Marquez’s agent. Thanks to this encounter, the Durand couple received
the manuscript of Cien Afios de Soledad even before it was published for the first time, in

Argentina by Sudamericana (Beuve-Méry, 2016).

The French version was copyrighted a couple of months before its appearance in Spanish. The
publishing house Gallimard, the one that had been publishing Latin American authors since
Robert Caillois discovered Borges, was also interested in the novel but the potential translator,

Claude Couffon, was busy translating Miguel Angel de Asturias. The very first contract for a
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translation was made with Seuil, thanks to Severo Sarduy, the Cuban writer, who was in charge
of the Latin American Editions and Claude Durand asked to translate it. The latter asked his
wife to do the work together. Gabriel Garcia Méarquez, who was fluent in French because of his
time in Paris, collaborated with the French translators and reviewed the product before the
publication. Claude Durand reminded this collaboration in an interview and explained: « Gabo
ne voulait pas d'un texte normalisé, raboté (...) Il me poussait a inventer des mots la ou lui en
inventait. J'aime la traduction. C'est une compensation quand on n'a plus le temps d'écrire soi
mémey [ Gabo didn't want a standardized, planned text (...) He pushed me to invent words where
he invented them. I like translation. It's a compensation when you don't have time any more to

write yourself] (Le Naire, 2005).

However, the book did not respond as expected and the copies were hardly sold during the first
year, just unlike the enormous commercial success in Latin America. The first impression of
the book that Claude Durand had was that it was very well written but probably incapable to
reach a big public: “Ce n’est certes pas un livre susceptible d’enthousiasmer les foules au-dela
d’un cercle restreint de lecteurs, mais ses qualités littéraires sont indiscutables, et nous
n’hésitons pas a assurer les risques que compte l’édition d’un tel ouvrage en frangais» [It is
certainly not a book likely to enthuse crowds beyond a limited circle of readers, but its literary
qualities are indisputable, and we do not hesitate to ensure the risks involved in publishing such
a work in French] (Chaubet, 2018, p. 102). This perception was shared by Claude Couffon, who
would translate the next literary works o f Garcia Marquez, arguing that the book had a special
originality that was difficult to be understood by the French public. For the Colombian writer
this situation could be explained by the positivist mentality widespread in France; probably
because of the strong differentiation of what is considered as real and what is not, a book with
a proposal of questioning those notions resulted confusing and difficult to follow. “Yo estoy
mucho mas cerca de las locuras de Rabelais que de los rigores de Descartes. En Francia fue
Descartes quien se impuso. Quizds por ese motivo, aunque con muy buena critica, el libro no
ha tenido en Francia el nivel de popularidad alcanzado en otros paises” [1 am much closer to
Rabelais' follies than to Descartes' rigors. In France, it was Descartes who won. Perhaps for this
reason, despite a very good criticism, the book has not had the same level of popularity in
France as it has in other countries] (Apuleyo Mendoza, 1993, p. 43). The recognition of the
author in France began only in later years, probably under the influence of the success in other
European countries and in the United States. Seuil lost the rights for his next book, El Otorio
del Patriarca, because, due to the international recognition that the Colombian writer got in the

subsequent years, the publishing house Grasset proposed a better offer. Garcia Marquez himself
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asked Grasset to let Claude Couffon be in charge of the translation, offering him a contract for
ten of his published or future work. The latter became Garcia Marquez’s French translator until

his retirement in 1981.

In this section, we have gathered the most important elements of Garcia Marquez’s life and
literary work. With the references to his life, we could understand the formation of a writer as
well as his recurrent inspirational elements, which represent a relevant element in the
construction of his literary work. With a general description of the plot of Cien A7ios de Soledad,
we could point out the peculiarities of this novel, some of which are going to be analyzed in the
next chapters. The allusion to some critical works about the book let us understand its style
characteristics and the fundamental literary aspects that determine it as part of the world literary
canon. As we previously described, the fictional world of this novel is created by diverse
components, among which we find the local references, or Realia, as they are called in this
research and its characteristic narrative tone. These references build up atmospheres and
suggest meanings that are difficult to be transferred into another languages. Due to this
specificity and their importance in the construction of the fictional world, we will analyze how
the Realia and the narrative style were interpreted and translated into English and French
language. For this analysis, it is also important to pay attention to the circumstances of the
translations in terms of historical period, context of the publication and the relevance of these
translations in the respective target cultures. With this view, the analysis proposed in this
research can offer a more complete and ample perspective in order to explain the choices and
decisions made by the English and French translators, as well as their impact on the reception

of the novel.
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CHAPTER IV- Macondo era entonces una aldea de veinte casas de barro y caniabrava:
Realia and the foundation of the fictional world

The beginning of Cien Arios de Soledad reveals the essential keys of its fictional construction.
The very first sentence announces the use of a non-lineal narrative time (“Muchos afos
después...”), exposes one of the principal characters of the story (“el coronel Aureliano
Buendia...”) and unveils the brick-tone narrative style of the narrator face to extraordinary
events (“conocer el hielo”). Immediately after, the second sentence begins with the name
“Macondo”, the narrative place, and follows with an initial physical description of the fictional
world. The literary universe of Macondo will determine the growth and interaction of the
characters and the nature of the situations. As well as the story and the characters, Macondo
will also experiment changes, within the dynamic system of the novel, which will approach it
more to a character than a background geography scenario. The foundation of the fictional
Macondo uses elements of the external reality of the writer, especially of his childhood town in
northern Colombia. Geography, traditional practices, food, historical references, clothes,
animals, i.e. build up a coherent and believable world. Since some of the elements of that
external reality are inexistent in other external realities, the relationship holding between the
literary text and the external reality determines what is real and what is not. This situation, in a
literary universe where magic things occur without any surprise, could confer magical
characteristics to actual real things or even assign a magical nature to everything that results
foreign. Taking into account this problematic, in the next paragraphs we will develop a
descriptive analysis of the elements that, being relevant for the configuration of the fictional
world, refer to the external reality of the writer and have no equivalences in the culture and
language contexts of the readers. These entities, called in this research ‘Realia’, play an
essential role on the characterization of Macondo in the Source Text (ST), and determine not
only the reception of the literary universe but also the configuration of an idea about the external

reality they refer to in the Target Language (TL) readers.

1. The definition of Realia

Taking into account the variety of denominations used by different scholars regarding the local-
specific linguistic phenomena, and the problems they carry during the process of translation, it
is important to clarify the term that will be used throughout this research. In order to avoid
arbitrariness, we will explain our decision on using one of these designations by, in a first
moment, arguing the problems we found in those we decided not to use. After that, we will

provide our own definition of the selected term, based on the literature review about this
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problematics that we presented above (chapter 2 section 2). Why does this research use the
denomination ‘Realia’ and not the others, such as cultural terms, items or words, or, in a
condensed version, culturemes? What are the terminological issues that the latter

denominations could carry?

As we pointed out before, all of these terms include the word culture, which still represents a
substantial difficulty, related to its definition and its relationship with language. First of all,
according to Humboldt, every language has a particular point of view, which is normally shared
by people speaking the same language. A new language implies not only the learning of visual
and phonetic forms, but a novel structure of thought, because it is its formative organ
(Humboldt, 1907, pp. 53-60). In this regard, every word, being part of a system, has a cultural
background. In consequence, a cultural word, item or term would refer to all words in a
language system. In light of the above, these denominations do not differentiate between the

subject matter of our research, and the rest of the elements of a language.

Furthermore, by using the word “culture” as a category name of words or language phenomena,
which imply an equivalence difficulty during their translation into another language, we risk
being misled by three misunderstandings: (1) stereotyping, (2) reducing the denotation of
culture to just those aspects that represent a communication conflict between two languages,
(3) minimizing the semiotic function of those elements in the text to a mere representation of a
linguistic group. Such terminological misinterpretation could result in an erroneous notion of
culture that would reduce it to a mere element of language, while the opposite perspective is
more adapted to the real proportions of force. Language is to be considered as a part of a much
bigger dynamic spectrum, namely culture. Every single element of a language can be
understood as being entirely culture-permeated. Since the notion, “cultural words” implies the
idea that only the elements that are classified under this category are “cultural”, in other words

that there are “non-cultural words”, we consider this name problematic for our research.

In the light of the argument developed above, we decided to use the term “Realia” for referring
to the words or construction that, being relevant for the construction of the narrative world,
could be problematic in a process of translation. First of all, as it was discussed in the previous
chapter, the word Realia, originally from Medieval Latin, meant all the real things, in contrast
to the abstract elements. Nowadays, this designation refers to the realities, i.e. phenomena,
things, images, etc, outside of language, that are known and shared by a group of people. Within
the Translation Studies, this denomination concerns the signs those realities are named by,

specifically words or group of words. Due to their local character, these elements usually
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represent a problem during a translation process. The inexistence of the same reality in a TL or
even the presence of a different denotation of connotation of the lexeme are the necessary
conditions for considering a word or a language construction as Realia. Only in cases of
language comparison the Realia become evident, which also implies the fact that some words
can be considered Realia in a comparison between L1 and L2 but not between L1 and L3. In
other words, Realia is not a fixed list of words or language phenomena; their existence depends

on a language comparative analyisis and on the languages that are being compared.

2. Categorization of Realia in the novel

Based on the categories that other scholars have already proposed (cf. chapter 2.1.) and the
Realia found in the novel, we designed our own scheme. This proposal aims to classify the
types of Realia we chose for this specific analysis. The different categories, including their

subcategories and types, were organized as it is illustrated in the chart below.

CATEGORIES SUBCATEGORIES TYPES EXAMPLES ON THE NOVEL
Trees and Ex. 1 : Cafabrava, Ex. 3 : Malanga,
plants Ex. 4: Yuca, Ex. 5: Name, Ex. 6:
Ahuyama, Ex. 7: Totumo, Ex. &:
VEGETATION Ceiba, Ex. 10: Paico, Ex. 11:
Guayabal
Fruits Ex. 2: Guineo
Flowers Ex.9: Trinitaria, Ex. 12: Astromelias
NATURAL
Birds Ex. 13: Guacamaya, Ex. 14:
ENVIRONMENT Gallinazo
ANIMALS
Reptiles Ex. 15: Caiman, Ex. 16: Iguana
Mammals Ex. 17 : Marimonda
GEOGRAPHY Landscape Ex. 18 Manglar ,Ex. 19: Ciénaga,
Ex. 20: Paramo
SOCIAL SOCIAL Festivities Ex. 21: Parranda, Ex. 22:
PRACTICES Cumbiamba
INTERACTION
Activities Ex. 23: Mantear un toro
ORAL Language Ex. 25: Papiamento
TRADITIONS
Tales Ex. 24: El cuento del gallo capon
FORMS OF Pejorative Ex. 26: Cachaco, Ex. 27: Montuno,
ADDRESS Ex. 28: Godo, Ex. 29: Gringo, Ex.

35: Chafarote
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Ethnicity and Ex. 30: Criollo, Ex. 31: Mulato, Ex.

caste 32: India guajira, Ex. 33: Negros
antillanos
Familiar Ex. 34: Compadre
POLITICS Authorities Ex. 36: Corregidor
MATERIAL FOOD Typical Ex. 37: Caldo de lagartija y huevos
HERITAGE colombian de arafia, Ex. 38: Guarapo, Ex. 39:
dishes Mazamorra, Ex. 40: Huevos de

iguana, Ex. 41: Sancocho de gallina

TOOLS Home Ex. 42 : Petate, Ex. 43 : bangaia,
Ex. 44: Batea

Weapons Ex. 45 : Bolillo

RITUAL Amulets Ex. 50: Nifios en cruz

OBIJECTS
Natural Ex: 51: Jabon de Corozo
products

CONSTRUCTIONS | Indigenous Ex. 46: Rancheria, Ex. 48: Tambo
origins

Other origins Ex. 47: Patio, Ex. 49: Gallinero

Table 9 Classification of Realia in Cien Afios de Soledad

After a process of delimitation, we include three Realia categories that meet the specific
requests of our objectives and analysis methodology. We tried to use general terms in order to
include the diversity of elements found in the novel. The arguments by which we decided on
these categories, as well as on the elements that are not included in the chart, or rather in the
analysis, are presented below. In addition to this, we will present a comparative chart to
illustrate, for each category, the frequency in use of the Realia, so that we get a global idea of

the importance of these elements in the construction of the Source Text (ST).
Natural environment

As we could observe in the literature review, many different terms have been proposed for the
first category, such as ecology (Nida and Newmark), geography (Florin and Nedergaard-
Larren), Natural Environment (Nord, Molina), inter alia. The first two denominations were not
taken into consideration for our work because of their vagueness and limitation, respectively.
The term used by Nida and Newmark results vague in the sense of its unclear meaning.
According to the Encyclopaedia Britannica, “the word (ecology) comes from the Greek oikos,
meaning “household,” “home,” or “place to live.” Thus, ecology deals with the organism and

its environment”. Considering that our corpus is related to specific lexemes that symbolize the
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Realia, a concern for the relationship between the organisms and their environment seems a
little bit misleading. Besides, the second term, “geography”, limits the category to only those
elements that are related to physical features of places and spaces. As we mentioned before, in
order to construct more inclusive categories, we adopted more general terms, whereby
geography was included as a subcategory. For these last reasons, we opted for the term “natural
environment”, first proposed by Nord (1994), because it allows not only to include geography
(landscape), but also other features that we considered relevant in the novel, such as vegetation

(plants, trees, flowers, fruits), and animals (birds, mammals, reptiles, etc.).

It is, nevertheless, important to note that toponyms, or any other kind of name (historical
personalities, names of characters) were not considered in this study. One of the criteria for
delimitating the examples, as we will discuss later, is the difficulty that the Realia carry in
interlingual translation, because of the lack of a correspondent term or equivalent denotation in
the TL. Most of the toponyms used in the novel have a fairly well-known, conventional form
in the target languages that are part of this analysis, or else their names are exact copies. Some
examples of this are the name of the cities, such as Rioacha, Manaure, Santa Marta, Curacao,
or of rivers such as the Orinoco. Despite the fact that we are aware of the symbolic meaning of
some of the names used by Garcia Marquez in this novel, due to our definition of Realia, they

are not included in this research.
Social interaction

The second category is partly consistent with what Nida and Newmark called “social culture”
as well as the category “lifestyle” proposed by Nord and Nedergaard-Larsen’s “Society”. The
notion “social interaction” is here understood as representing any event that takes place in the
sphere of contacts and relations between people. To be more concrete and precise, we propose
four subcategories illustrating the way the groups and persons that inhabit the novel’s universe
interact. The first subcategory is “social practices”, which includes the free-time traditional
activities. The second category, called “oral traditions” is related to elements of the oral
heritage, such as language games or popular tales and stories. The third category incorporates
the address forms that people use to refer to each other, according to their relationship, their
status, their occupation, among others. Finally, under the name “politics”, we included political

entities whose denomination includes specific local denotations.
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Material heritage

This category groups the elements that Nida considered as material and “religious culture”, as
well as the “ethnographic” subcategory in Florin, and the “culture category” used by
Nedergaard-Larsen. We decided in favor of the category name used by Molina, “cultural
heritage”. However, we have replaced the word “cultural” by the adjective “material”, which,
we think, best represents the essence of the elements gathered here. Thus, what is grouped
within this category are all the Realia that refer to heritage, understood as “features belonging
to a particular society, that were created in the past and still have historical importance”
(Cambridge Dictionary, 2017), in its material forms. The examples that we found in the novel
were sub classified into food, referring to typical dishes; tools, such as home instruments and
weapons; ritual objects that refer to beliefs and religion; and constructions, denoting particular
architectural components. There are many other references to material heritage in the novel, but

they had to be put aside since they were not considered as Realia, according to our definition.

After organizing the Realia of the novel into these categories, subcategories, and types, we
could see that most of the problems concerning formulation decisions in the translated versions,
reside in those that represent the natural environment. The singularity of those elements, in the
sense of local characteristics, as well as their importance for the understanding of the fictional
world created by Garcia Marquez, are probably the reason why most of the Realia belong to
this category. As we can see in the graphic below, from fifty-one elements that comply with the
above mentioned characteristics of Realia, twenty were placed in the first category, natural
environment, fourteen in the second one, social interaction, and sixteen in the third, material
heritage. We can also remark the percentages that illustrate the quantity of the Realia, in relation

to each category.

Natural
environment;
20; 39%

Social
interaction;
16; 31%

Graph 1 Realia in Cien Afos de Soledad



CHAPTER IV- Macondo era entonces una aldea de veinte casas de barro y cafiabrava: Realia and the
foundation of the fictional world

3. Descriptive analysis: Realia in ST and in TTs

As it was described before, the present chapter aims to develop a descriptive analysis of the
previously selected Realia in the novel Cien Afios de Soledad, as the Source Language Text
(SLT), as well as their translations in both Target Language Texts (TLTs). In order to fulfil this
objective, the analysis of each Realia is accomplished in three steps. (1) A lexical-semantic
description of the Realia in the Source Language (SL) and Source Text (ST). (2) A lexical-
semantic description of the translation formulations in both English language and text, (TL1 or
TLT1, respectively) and French language and text (TL2 or TLT2 respectively). (3) A comment
about the implications of these formulations in terms of techniques, orientation and sense
interferences. The lexical-semantic description includes, depending on the kind of Reale, a
portrayal of the relevant information concerning the etymology, morphology, denotation or
connotations, regional variation, i.a. of each one of the elements selected. In addition, a remark
about the symbolism and imagery of the Realia in the ST is developed with the aim of
comparing and contrasting those important literary elements with the translated products. This
aspect will help us to formulate the ideas that we are going to develop deeply in a posterior
discussion chapter (Chapter VI). At the end of each description, we include, as we mentioned
before, a short comment about the implications of the formulations proposed by the translators
in TLT1 and TLT2; these hypothesis will be extensively discussed in the subsequent section,

where an analysis of the translation techniques is envisaged.

3.1. Natural environment: vegetation

Example No. 1 : Canabrava (fig. I- fig.2)

The word “cariabrava’ is defined by the Diccionario de la Real Academia Espariola (from now
on DRAE) as “graminea silvestre muy dura, con cuyos tallos se hacen tabiques y se emplean
en los tejados para sostener las tejas” [Very hard wild grass, whose stalks are used to make
partitions and used on roofs to support the tiles] (DRAE, 2017). This dictionary points out the
fact that this definition refers to the use given in Latin America. Additionally to this, the Nuevo
Diccionario de Colombianismos (from now on NDC) states that this sort of grass is plentiful in
warm weather riverbanks (Haensch & Reinhold, 1993, p. 77). This kind of material is
characteristic of many traditional indigenous houses in the Caribbean coast in Colombia and

Venezuela.

SLT: “Macondo era entonces | TLT1:At that time Macondo | TLT2: “Macondo était alors un
una aldea de veinte casas de | was a village of twenty adobe | village d’une vingtaine de
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barro y caiiabrava construidas
a la orilla de un rio de aguas
diafanas...” (9)

houses, built on the bank of a
river of clear water...” (1)

maisons en glaise et en
roseaux, construites au bord
d’une riviére dont les eaux
diaphanes...” (17)

Figure 1 Realia- Cafiabrava

SLT: “Las casas de barro y
cafiabrava de los fundadores
habian sido reemplazadas por
construcci