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1. INTRODUCTION

This project is the annotated translation of a Bimnvriter’'s, Juha-Pekka Koskinen’s,
historical novelSeitsemas Temppelihempaiblished by Karisto in 2007. The book
consists mainly of written diary entries of the maharacter, Mikael Canmore, from
the age of the 1-century crusades, after the capture of Jerustde@hristendom.
These diary entries are examined by Mikael's grandtiter, Elvira, who is reading
and restoring the diary as well as completing mgsgivents that have been left out
or destroyed. The translated and analysed seatfcthe book in this project are the
diary entries of Mikael Canmore.

Juha-Pekka Koskinen was the first author imdrid to release the beginning of
his published book as a downloadable PDF file fiee fviewing. The first few pages
of Seitsemas Temppelihemathe PDF file were also released as a transktegish
version, which was translated by me for internatlonarketing purposes (Koskinen
2007). The translation of this released PDF fil@@@7 was created as the result of a
negotiation with the author of the book and metjrsgthe tone (and the skopos) for
the translation of the rest of the book. The baoguestion was chosen as fruitful
material for the project because of several factbesauthor’s availability, recently
published book of Finnish prose fiction (historicalel), the opportunity to turn the
project into an actual marketable book and theipiiég to get an accurate and
confirmed (ability to confirm choices in translatiwhen needed) stylistic
framework for translating the book (skopos). Ththauof Seitsemas Temppeliherra
is my elder brother, which makes it possible toigitrmation about choices made
in the book more easily.

The main impetus for this project is the desir understand and improve the way
in which texts are translated from one’s first laage (L1) into one’s second
language (L2). This was achieved by making an aedttranslation by using three
tools in defining an effective translation. Firstlige Skopos-theories of Hans
Vermeer and Katharina Reiss as presented by Giméstilord (2001) and the
functionalist model used by Nord (2001) were useddtermining the overall skopos
of the material used. The skopos of the transleetinfluences the translator’s
decision making throughout the task as well axhwces made along the process.

Secondly, an important viewpoint which applieshis study is Stuart Campbell’s



(1998) and Nike Pokorn’s (2005) observations onpiteeess of translating into
one’s L2 language instead of the more common mecti translating to the L1
language. Thirdly, classical guidelines regardiraking a good translation of prose
text written by Hilaire Belloc (1931) and André kekre (1994) are applied. By
making observations while translating the sourgg the different areas where
difficulties in translation were encountered wenalsgized and categorized into
segments, as were the possible compromises madeamhexact phrasing in the
target language was impossible to achieve.

The basic categorization of the translaticsbfgms solved in the process is based
on Lefevere’s (1994) findings of recurrent transkafproblems and Nord’s (2001)
categorizations of translation errors. Nord’s (20€dtegorizations were used as a
broader framework in giving direction for findingtéresting areas of translation
errors and Lefevere’s (1994) more specific categdions of translation problems
were used as a model for the specific translatipradlems found in this project.
The categories used in the annotated translaticiioseare based directly on the ones
by Lefevere (1994), which araames, biblical and religious allusions, regiséard
figures of speechThe analysed samples were chosen according to tablematic
they were at the time of performing the translatiéfter collecting a sufficient
amount of data, the above-mentioned categorieshadéscribed the data most
accurately were used.

Functionalist theories emphasize meaning straat form. Meaning and
connotative nuances are especially important iffiéhé of translating prose. In
determining how the source text is to be transl|ateslfirst step is usually
determining the “skopos” (that is, purpose and aifrthe text. The skopos was
negotiated with the author when a previous traimsiaask of the first pages of
Seitseméas Temppelihenaas carried out for general distribution (the dmaxable
PDF). The translation of these pages was done by 2@07 before making the
annotated translation in this project. These fiesjes helped in determining the main
framework for the general skopos of the rest oftibek. With the general skopos of
the source text determined, by conversing withatiidor and gathering information
from related literature, the translation regardinig current project of an annotated
translation was carried out with the above-mentiogeidelines in mind. The fact
that the author is my elder brother and therefaas more available for questions

and discussions about his book was an importaatires.



The aim of this project is to give insightdrihe practical tasks a translator faces
when producing a translation of a prose text frdiririto L2. Also the relation of the
text's genre as a historical novel and the authsiyke of writing will be compared to
the most problematic passages encountered in atérsl| This will help in
determining if there is correlation between theeleof difficulty in translating certain
passages and how much they represent the feafuites lustorical novel genre and
the author’s style of writing. The theoretical freworks used as the tools in the
annotated commentary will hopefully help to bridige gap between the more
practical and work related project of annotateddiations and the more theoretical
translation analysis. Fusing the observations apérience of well known theorists
of translation and translators with the observatishich rise from this project will
hopefully give a deeper understanding of the tedimg} process when translating
prose literature from L1 into L2.

This thesis is comprised of six sections ofclrhhis introduction is the first. The
next section will introduce some translation stadighich are relevant to this project.
The third section describes the research desidgandimg information about
annotated translations, the skopos of the translatiategorization of the translation
problems and research questions. The researchangekad us logically to the
fourth section, which is the actual analysis andbéated commentary of the
translated segments. This section is followed Hisaussion of the results and
findings derived from the analysis in section nunfbe. The thesis ends with the

conclusion as the final section.
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2. TRANSLATION STUDIES

This chapter deals with the range of translatiodiss examined and utilized in the
annotated commentary of the translation assignnasniell as a basic overview of
translating prose and translation theory in genémaloverview will be carried out

first, followed by a closer look at studies andattes which apply best to this project.
These theories include the Skopos-theories of Nanseer and Katharina Reiss as
presented by Christiane Nord (2001) and Hans Verfi€99), the functionalist
model used by Christiane Nord (2001) and the aabkguidelines regarding making

a good translation of prose text written by Hila@elloc discussed by Susan Bassnett
(2002) and André Lefevere (1994). Also the obsémmatof Stuart Campbell (1998)
and Nike Pokorn (2005) on the process of trangjdtito one’s L2 language are

discussed.

2.1 Translating from L1 into L2

Translating texts with complicated connotationgmees and idioms is more
common when the translation task is performed fk@nto L1. This is the standard
operating procedure, since it is considered todséee to render foreign language
into one with which the translator is more familiausing and thus more adept to
deal with complex lexical and semantic combinatiddse of the problems in
determining the competence of the translator'saiide? in the case of translating
prose texts is simply the fact that it is sometitasd to determine whether the
possibly poor quality of the translation is theulesf poor L2 skills or the result of
poor writing skills in general.

Stuart Campbell (1998) describes translationfL2 into L1 and translating from
L1 into L2 as mirror images. Campbell (1998:57)ua% “In translating from a
second language, the main difficulty is in compreheg the source text.....In
translating into a second language, comprehengitresource text is the easier
aspect; the real difficulty is in producing a tartgext in a language in which
composition does not come naturally.” Campbell @99) continues by stating that
since there are hardly any balanced bilingualsatisiational acts fall into one of the
two categories. There is one practical problenaitiring translating into one’s L2

which Campbell (1998:57) also recognizes; the dat¢taving only a few English
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native speakers (by nationality and language pesfiy) who understand Finnish
(he raises this pair coincidentally as an example)he same time it is said by
Campbell (1998:57) that not having a native-likeffmiency can be tolerated since
accuracy in technical texts can be maintained Is=atithe fact that they do not
require stylistic finesse. Prose, however, is & typdiscourse which is relies
significantly on the use of stylistic features autbtle nuances, such as use of
allusions, register and the effect of differentesyin a genre, to name a few. In my
view, the understanding of the source text isatlas important, as the ability to
create the target text in translation. If eithee ofithe languages used in the
translation process does not reach the acadenmmidasthof reading and writing (at
the very least) then the process will be somewhatired and based on book
knowledge. By book knowledge | refer to the contstamification of every single
idiom, more difficult lexical/semantic item and tiukl connotation. Here is an
example: A translator has the basic skills of Estghnd starts translating a famous
passage by James Joyce. S/he is translating frgtsBkmnto Finnish, from L2 into
L1, which is favoured by professionals accordin@tmpbell (1998). According to
this theory, there should be no real problems dinedranslator is a native speaker
of the target language. The translated text woalthle following utteranceif‘you
see kayTell him he maySee youn tea Tell him from me.” This wordplay would
most likely be entirely missed by a less seasomayligh practitioner and the verse
would just be translated as it is. The mastenhefltl is of no use in finding the
“code” in this famous phrasing. The point madéhat the mastery of the L2 must be
virtually at the same level of the L1 in order tbe translator to provide quality texts.
Even when translating from one’s L2 into the L1réhmust be high level of
competence in order to catch wordplays and deepanings. The capability of
using one’s L1 only enables making educated guekagsee with Campbell on
recognizing that translators of written languageehtm have a skill of writing and
this point must hold especially true to those wiamslate prose texts. However, this
skill cannot be taken for granted in one’s natameguage and neither can the degree
of familiarization in one’s own cultural background

Nike Pokorn (2005: x-xii) does not agree with thegra that translations from L1
into L2 are automatically inferior to those whiate aranslated into the native tongue.
This opinion is especially directed towards tho$mwanslate prose into their non-

native language. Pokorn (2005: 1-23) states tleatahm “native speaker” is very
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loosely defined, if it is defined at all, and thilaére have not really been many studies
which take into account other factors that may axphwkward results in
translations, such as the basic literary competeitnieh is needed in all instances of
translating prose literature. The term “mother togigs also questioned by Pokorn
(2005: 1-23) since, for example, English has soynlifierent varieties apart from
the native British origin. Can Americans be categgt as having English as their
mother tongue? The same question applies to paoptelia who have English as
their most used language but who use a differem@niathan that of the standard
British one. In the case of American English andi®r English, even the spelling
differs on occasion. Also definitions of the termative speaker” are challenged by
Pokorn. He lists four traditional criteria for ativa speaker in as follows.

In the first criterion Pokorn (2005: 6) preteinis stated that “A native speaker of
L1 is someone who has native-like intuitions byuarof nativity.” This implies that
the stature of nativity is in itself proof for prancy in L1, the mother tongue.
There is an assumption that if one is born interéain country, that person will
naturally become an expert in using the languagheomajority of people in that
area. This will automatically assure mastery ofube of L1 for the individual in
guestion.

The second criterion Pokorn (2005: 7) presstattes that “A native speaker is
someone who acquired L1 during childhood in an pdaking family or
environment.” The stress here is that a nativelsgrdaas to be a child when
acquiring the L1 and that his/her environment basuipport the learning of L1 as
well.

The third criterion Pokorn (2005: 7) listsanins that “A native speaker is
someone who uses the language creatively.” Thisrmn is very clear in the sense
that creativity is important in any kind of sucdes$anguage use. Creativity in
language use might entail for example building clemgentences and creating
words that have no actual meaning but which camngerstood by others using the
same language.

The fourth and final criterion Pokorn (200%i8ts is “A native speaker is
someone who has the capacity to produce fluenfitapeous discourse in English
and intuitively distinguishes between correct ammbrrect forms of English.” The
level of proficiency is more pronounced here thathe other three criteria where

the mode of acquisition was more prominent. Theveapeaker is described as
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someone who has an intuitive grasp of grammar dr@le&an communicate fluently
using the language in question.

Pokorn (2005: 6-23) then continues by pointagthe possible exceptions to the
criteria. In criterion number one (Pokorn 2005:)6tlie possession of nativity is
emphasized as having a key-role in being a napiealer. The main focus is not on
the proficiency of language use, but in the wagadjuisition. A native-speaker
status does not guarantee expert proficiency amguage. There may be other
debilitating factors as well, including closed figre speaking minority groups (with
little or no social network outside their minorggyoup) which have members with a
full native status, but who are not skilled in tiféicial language of their resident
country.

In criterion number two the stress is placeanvironmental factors. According
to Pokorn (2005: 7), exposing a child to a languag@ronment does not guarantee
proficiency in the language in question becausdé@possibility of disrupting issues
like a move to another country and the loss ofpibsibility to use the language
acquired earlier. By the very least, the languagégency of the native speaker
status will be decreased by changing the environiméma different one; depriving
the use of the alleged L1 altogether. If the chitd his/her family move to another
country and the child acquires two languages wialging the citizenship of both
countries, can the child be considered a nativakgyeof both languages?

The third criterion stresses the ability te lenguage in a creative manner.
Pokorn(2005: 7-8) agrees that creativity in languase is essential for a native
speaker status, as well as for having expert pesfay in it. However, there is no
reason why creativity in language use should Bestironly to natives of that
language. He mentions proficient users of the Ehghnguage who are not native
speakers by origin, for example, Joseph Conradvdaxdimir Nabokov. Of these two
Joseph Conrad did not learn English until he wassrniwenties. They are both
considered to be creators of classic English liteea This would suggest very
strongly against having to be a resident in a aguwarid born there in order to have a
“native speaker” status.

The fourth criterion Pokorn (2005: 8-9) dealth is the native speaker’s ability
for fluency, spontaneity and the capability of lgeable to differentiate intuitively
between right and wrong forms in the language. &hists are very difficult to

define or even measure and Pokorn says that tthe igery heart of the problem. He
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states that the fourth criterion is very closeh® tost common linguistic definition
of a native speaker and that it does not excludelpgrom outside the cultural
scope of a language from having a native speadkeplioficiency in a language. The
term “cultural scope” refers to the environmengaditbrs and the mode of acquisition
of a language limited to a certain geographicdirgptThis applies to translators
who are required to translate texts from L1 intodu® who are not considered
proficient since they cannot obtain a native-speatatus (by the traditional
definition of having to prefer translating into émé1, that is, the native language).
In my judgement using a very abstract definitof no qualitative measurements
for individual cases, translators who translate amother language than their
original L1 have been unjustly underrated. Languagapetence is dependent on
more than traditionally alleged criteria, which danproven by cases of approved L1
into L2 (or L3, L4 etc.) translators who have therbry proficiency to carry out
translations successfully. Unfortunately the ongywo be assured of a translator’s
competence in a language is to evaluate their @ndkthis is not always possible.
Even an evaluation does not guarantee a good ataskince it is difficult to say
who can judge or define a “good” translation. Tindygerson that really matters
when it comes to determining if a translator isfigient in a language is the one who
reads the finished translation. The members ofatget audience have to be content

with the end product which in this case is theglated text.

2.2 Translating prose texts

Prose texts are considered different from textgemrhich are non-fictional in their
form and complexity. This is why it is reasonalddake a look at the specific
translation strategies and theories regarding diosen in particular. This section
contains three theories/strategies which appliéostibject of translating prose.
These include the guidelines for a good translatreated by Hilaire Belloc as
presented by Susan Basnett (2002), the translstiiategies for prose created by
Andre Lefevere (1994) and the skopos theory by Hérsneer (1990 and 1999).
The strategies of Lefevere (1994) will also be used tool in categorizing the actual
translated examples. His views will be discussedenctosely when the actual
analytical categories are explained, which expléiessomewhat brief look at his

categories of translation problems in this moretatcal section.
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2.2.1 Hilaire Belloc on translating prose texts

When approaching the particular area of translgtioge texts, a more experienced
writer is naturally someone who can also provideafle guidelines in translating
text of fictional, as well as informational natuBelloc was a known writer of poetry,
history, essays, politics, economics and travetdiiure. Susan Bassnett (2002: 116-
117) presents and discusses the six guidelinesasigat by Belloc. These topics
were originally described by Belloc in his boOk Translation(1931) but Bassnett
has connected them with more recent translatioless and therefore it was deemed
beneficial to use those referenced by Bassnettgliltelines are now presented one

by one and each one is discussed in relation toamglation project.

The translator should not “plod on”, word bgng or sentence by sentence, but

should “always "block out” his work”yBblock out”, Belloc means that the

translator should consider the workasntegral unit and translate in sections,

asking himself “before each what theolglsense is he has to render”.(Bassnett 2002: 116)

This guideline relates to the events, plot changesracter evolvements and general
changes in the source text. The work as a wholéhaseaning and message to the
reader but also individual segments need to beiders] because of the possibly
different context in the translation situation. @ges in narration, plot line, story
development and so forth must be taken into corglide when translating a text,
especially prose. Prose texts are very dependethieompressions that they are able
to make on the reader and tend to influence thder&aimaginary scenery by

changing register by word choice and by the usalodr stylistic tools.

The translator should render idiom bgnad“and idioms of their nature demand
translation into another form from tie&the original”. Belloc cites the case of the
Greek exclamation “By the Dog!”, whicghrendered literally, becomes merely

comic in English, and suggests thatpihase “By God!” is a much closer

translation. Likewise, he points outtttiee French historic present must be
translated into the English narrativests which is past, and the French system of
defining a proposition by putting itanthe form of a rhetorical question cannot

be transposed into English where theessystem does not apply. (Basnett 2002:116)

Translating idioms, as discussed in example 2,iregjthe knowledge of idioms in
both the source language as well as the targetitayeg Some of the most horrific

examples of lost cultural and connotative meangagsbe found when looking at
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examples of translated idioms. Some examples nighhe Finnish “Olen pelkkana
korvana” which someone might translate as “I'm oam$yan ear” instead of the
suiting idiom “I'm all ears”. There are also sondé@ms which identical in the sense
of word-for-word translation as in “Vieriva kivi @ammaloidu” which translates into
“A rolling stone does not get covered by moss”. eistindably the idioms which
are similar in their use and wording in differenttares/languages add to confusion

with some individuals who then might generalizasta rule.

The translator must render “intentioniftgntion”, bearing in mind that “the
intention of a phrase in one languagg beless emphatic than the form of the
phrase, or it may be more emphatic” iBfention”, Belloc seems to be talking
about the weight a given expression e in a particular context in the SL
that would be disproportionate if traet literally into the TL. He quotes several
examples where the weighting of the phairia the SL is clearly much stronger or
much weaker than the literal TL transiatand points out that in the translation
of “intention”, it is often necessaryaddwords not in the original “to conform to
the idiom of one’s own tongue”. (Bas$2&02: 116)

The translation of the source language’s (SL) deryentions is in the core of my
personal/professional way of translating literattiretention” here is the underlying
process behind choosing a particular way of exprgsomething by means of
textual choices. For example, emphasizing a cevtanals over others by means of
italics raises the guestion how to maintain the lesys in the translation and some
consensus must be reached of what the author teagled when he/she chose to
emphasize that particular word or phrase. By “deapentions” | personally refer to
the act of establishing the same imaginary scetimatythe author had in mind while
creating the original text. If there are wordshe SL text which are, if translated
literally, understandable but are unable to créaeatmosphere which has been the
writer’s intention, it is required of the translato further explain the intention by
using possibly more words so the expression/pHitsthe intentional frame of the
TL. One option is to choose another way of expregan idea in the SL text by

letting go of the original wording in order to redahe intention as closely as possible.

Regarding the annotated translation of thiggat, it was a great advantage to use
a text which was written by my elder brother. Taliswed more communication to
take place between the translator and the autlbthars making the desired

intentions come through in the translated versioighrbetter. It could be said that
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the mere fact that | am of close relation to thihaugave me added insight about the

way he thinks.

Belloc warns againists faux amisthose words or structures that may appear to
correspond in both SL and TL but actudth not, e.gdemander to ask,
translated wrongly & demand(Bassnett 2002: 116)

This faux amigphenomenon hardly applies to translating from Khrio English or
vice versa, since they are not as closely reladder@nch and English are. However,
there are similar situations to which this ruledwartently applies. Using word order
to stress something can be achieved within a @ikpecific phenomenon. One of
these instances is the convention of using thesghiaroudly presents” in promoting
movies. As the American, English-speaking cultuas spread to Finland, it has
become a convention to translate “Proudly presante™Ylpeé&na esittdd”. The
problem here is that this switching of word ordenot a common colloquial way of
speaking Finnish as it is not in English eithet, ibbas been established as a cultural
based idiom in the English speaking world. Thatural aspect cannot be captured
by “Ylpeana esittdd” and the translation just saulilce bad Finnish. The traditional
way of presenting the title screen of a movie gxample, has been the
Finnish/Swedish pair of “esittaé/férevisar” in Eind. It is the cultural convention
that is violated in the translation of “Proudly peats” into “Ylpeana esittaa”. This
example cannot be included in tles faux amidy the strict definition but is more of
a cultural-transitional version of a similar pherera. It was presented here in order
to clarify how important it is to evaluate the cuél factors in phrases that seem to
be adequately translated at first glance, but whithhately are not the same in the

source and target culture.

The translator is advised to “transmhdélly” and Belloc suggests that the
essence of translating is “the restiwacmf an alien thing in a native body”.
(Bassnett 2002: 116-117)

This guideline relates to the need of making theesit correspond to the idiomatic
and cultural conventions of the TL. In order to[xelee reading experience as

equivalent to the original SL version as possiblis, necessary to adjust the TL
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structure in order to fit the conventions which appropriate to the cultural context
and the sub-skopos of the relevant chapter or segméhe SL. By the term
“transmute” Belloc most probably means the necgssisometimes create a
completely different wording or phrase when tratistasomething that does not
correspond with anything in the TL. If the transkais not equipped to do this, the

result is a very awkward translation.

The translator should never embellishs@Bett 2002: 117)

By embellishing Belloc most probably means theestfltranslators who add too
much of their own creations into the text whers ihdt necessary from the viewpoint
of getting the author’s points across efficieniie translator should never invent
anything that is not present in the storyline othia general skopos and feel of the
work in question. While it might be necessary ta@avpassages in a different way in
the TL than the original SL in order to convey aai® idea or connotation which is
essential the translator should keep to the origpian” as much as possible.
Exceptions can be made but it can reflect on thelewvork. At the very least the
commissioner of the work (writer/publisher and sdH) should be consulted about
any drastic changes and the resulting text in thehbuld be explained along with
the possible connotations and images that the resh@assages contain.

Belloc’s guidelines for a good translation earvaluable help when determining
the overall translation philosophy for a successaislation. The fact that they are
presented by Bassnett (2002) in her book on traoslatudies also points out that
the ideas of Belloc have retained their relevan@ tme. The most important
concepts applying to this project of an annotataddation lie within the definitions
of what is important to preserve when transfertitggature from one language to
another. The form of the words is not the most irtgoat aspect in the translation but
the message carried by those words and their iaterit is, however, important to
remember that this does not give the translatoritfiet to completely change the
original text in the translation as s/he pleasé® flnished translation of a text

should still be recognizable as the original authaork.
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2.2.2 André Lefevere on translating prose texts

André Lefevere is a very interesting translatathie sense that he had an active
career as a translator but he also wrote bookshantavtranslate and developed
some theories on how to master the craft of tréinglaHe stressed the need to base
theory on experience and deplored people who thedbout translation with little
or no practical experience in the field. In his bdoanslating Literaturg1994)
Lefevere shares his insights on translating fiction

Lefevere introduces some interesting categaig¢he problems of translating
literature. According to Lefevere (1994: 19), thpseblems belong to the
illocutionary level of language use, referring lte tactual practical level of choosing
the appropriate structures and words in the TLewcdbe the SL ones as accurately
as possible. Lefevere (1994: 19) continues to pminthat the source text’'s semantic
information content has to be considered as wék illocutionary level refers to the
message conveyed by the words and semantic infammedntent to the chosen
forms of the words. Lefevere (1994: 19) concludied very often the illocutionary
level can be effectively translated while maintagthe strict semantic information
content is much harder and that the translatorldraitach greater importance to the
expectations of the target audience and not tadhece text.

Lefevere (1994) lists numerous categorieslfiberent types of translation
problems in his book. Out of these categoriesgthare four which were utilized in
creating the categories for this project’s anafltgection: names, biblical allusions,
register and metaphor. Each of these categori¢beviiscussed in detail in section
number four.

Lefevere’s ideology for translating literatusevery essential for this project since
it focuses on the message and the target audisribe assential factor in a
successful translation without forgetting the setiganformation content. As a
result of years of working in the field of transheaf literature, Andre Lefevere’s
theoretical views for translating prose are a wertyable addition to the theoretical

and methodological background on this annotatetskasion project.
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2.3 The skopos theory

The skopos theory (Vermeer 1990: 93ff) is a pa# tieory of translational action.
The skopos is the intended purpose of the sourteel is very concretely present
in the practical act of translating written tex@&opos can be also described as a
technical term for the aim or purpose of a transfatin writing/creating a text the
author of the text is usually the one who wouladle the ideal person to make a
translated version of his/her work. When the autlesires to release his/her text in
another language, and has not got the required et@mge in the target language,
s/he acquires the services of a person that haskitlathe translator. The translator
is not the creator of the original text and doessnmezessarily even belong to the
same cultural sphere as the writer. Because qfttiegranslator needs some
guidelines and insight to preserve the originappge or purposes of the text. This
can be done only by either getting the author twiple the overall skopos of the
work to the translator or by extensive researcth@fauthor or commissioner is not
available).

The main terms in the theory apart frekoposareaim, purpose, intentioand
function.The most relevant concept of these four concerthirsgproject igntention.
Vermeer describes (1990:93ff) that “Intentionfitentionor Absichj is conceived
as an “aim-oriented plan of action” on the parboth the sender and the receiver,
pointing toward an appropriate way of producingioderstanding the text. The term
intentionis also equated witfunction of the actiofi.We have already touched upon
another definition of the terintentionin the guidelines of Hilaire Belloc as
discussed by Nord (2001), which had similaritiehwwiermeer’s one. Let us discuss
this terminology in relation to the annotated ttatisn project at hand.

The term “aim-oriented plan of actiois’related to the creation of a source text
and also to the production of the translated fExé writer of the source text has an
aim in mind for the work s/he is creating. It midje a specific aim as in educating
people on some particular subject or as vaguesagfiertaining people. A writer
has a clear image in mind during the whole proedss the general aim of the work
is and this influences the action of creating tagipular vision in mind. The
translator should have a similar approach to tedimg} a work. The author has to
keep in mind the aim which s/he has for a textalsd the way in which the reader

will most likely understand it. So there existsuality in how the text has to be
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written in order to be true to the original plardd®eping in mind the receivers of
the text who have to understand it without the aushinsight. Because of the fact
that the translator is in the role of both creaod receiver, the intention of the
author must be viewed from two points of view. 8gdhe text from the receiver’s
point of view is naturally easier since | have taden part in the creation of the
source text. As | have mentioned, the creator eftéxt is my sibling and because of
this | have greater possibilities to confer witk #uthor thus increasing the validity
of the final translation.

Vermeer’s terminology is quite similar to Bwlls earlier findings of the elements
present in producing a good translation of litematand the terrmtentionhas been
refined a step further. The teintentionis linked to the driving force of action,
action in this case being the decision to writégad of not writing, and furthermore,
by writing having the idea of conveying some megrbg the words written to the
receiver thus creating intention within the textisTis similar to Belloc’s idea of
considering a work as antegral unitwhich means that the work translated should
be dealt with on a broader level than on a woreiford basis. By acknowledging
the need to regard the whole work as a large @mitgotranslated is closely related to
the later skopos theory by Vermeer. It is a famatosion that translating strategies
incorporated now are basically refined versionsanfier translator’s strategies such
as Belloc and adaptable in translating prose fictio

Finally, the core of the skopos theory is #ary action has an intention and an
aim. Written texts have been conceived with some kif a purpose in mind, and on
some level, a specific audience. These aims ambpas make up for the whole
text's skopos and at least in the case of comjitiesaly works, several sub-skopoi.

The term skopos can have in this sense three ngsasVermeer (1999: 224) lists:

1. The translation process, and hence the goai®ptocess;
2. The translation result, and hence the functichetranslatum(resulting
translated text);

3. The translation mode, and hence the intenticghisfmode.

What Vermeer (1999: 224) is describing is the déie facets of the term skopos in
relation to a translation process and its end prbdkopos can be seen as the

process of translation, the end result and the rroddich the translation was
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carried out. The translation process is the phi/siosk done by a translator, the
translation result is the actual text which hastteensformed from its original
language to another one and the translation maihe iw/ay in which the translator
carries out his/her translation. For the purposekis project the most accurate
meaning of skopos when describing the translagdhe translation mode. If we
regard the skopos of the source text as the maingoal and intention of the text,
then what we need in order to produce a good ttioslis an adequate mode to fit
the skopos of that source text.

There has been criticism (for example, Hol8#7113) towards the skopos theory
and one of these points of criticism applies hgawilprose literature in particular. It
has been claimed that prose does not have a spgeifpose and that only texts of an
informative nature with a specific aim are in tkalm of a determinable skopos. If
this is regarded as a serious criticism it wouldamthat only informative type texts
have any purpose and therefore meaning. Vermedasjsos theory summarizes that
action and aim cannot exist without each othet,ithto say, if an action is initiated
(for example, writing a book) then there must bes@im in mind. Also, without
action there can be no aim or purpose. In the abpeose literature the aim might be
to simply entertain or to share ideas. Whateveath®purpose might be it surely
mirrors itself on the pages of a novel or any offiece of literary art.

With these distinctions in mind, it is safestyy that Vermeer’s ideas of
translation can be transferred into translating@rd he criticism of prose not having
a purpose or an aim is not valid as discussedeearflhe strategies of Vermeer give
the translator a sound basis from which to staatuating how the translation should
be carried out keeping the purpose of the soustectmstantly in mind after

establishing it.

2.4 Summary of translation theories

This annotated translation has been comprised ynaitth the translational theories
of Belloc (Basnett 2002), Lefevere (1994) and Veen(@990, 1999) in mind. All of
these theories have a common point of view, wisdhe preservation of the original
meaning/intention of the source text. All three glrghtly different viewpoints,

which give a fuller theoretical foundation when doned.
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Belloc (Bassnett 2002) provides guidelinessfgood translation in general
emphasizing the need to create the text agaireitattyet language and still keeping
in mind the original text and its form. Belloc refeo intention when he is talking
about the weight of context and connotations ofsi@rce text, which should have
priority when translating. Belloc’s term “integnait” also describes the idea of
intention in the sense that when a book is regaadegh integral unit there must be a
certain unifying factor in its creation. This facte the element which the translator
must bring forth in the finished translation.

Lefevere (1994) defines the problems of tratinsh to be on the illocutionary
level of language use. By illocutionary he meamsambiguous nature words and
phrases have, which is a very important qualityrdasfer into a finished quality
translation. The connotative properties of the tartvery important in getting the
correct mental image into the receiver's mind. Réiga this, it can be said that
intention of a text according to Lefevere is besgatibed by its ambiguous nature,
which the translator much capture.

Vermeer (1990, 1999) describes the ter@ntionas being linked to the driving
force of action, for example, writing a book. THisving force of action entails
within it the creation of meaning, which in turradls to the text having a certain
intention. One could say that Vermeer’s definitadnntentionis simply that
intention is the infrastructure behind the creatbmeaning and vice versa.

The combination of these three translatiomalvpoints is the theoretical
foundation for this annotated translation proj@tte main focus is in the successful
preservation of the elements that consist of theetklifferent and yet somewhat

similar versions of intention/meaning by Bellocfé&eere and Vermeer.
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3. RESEARCH DESIGN

In this section the concept of annotated transiatitl be covered first. Following

the description of the annotated translation pretes data will be discussed by
considering the book’s negotiated skopos, topiaakground, the author and the
book’s genre and text type. Finally, there willdreintroduction of the
categorizations of the translation problems cowuatemnd of the questions this project
will hopefully help to solve.

As this project is an annotated commentary wlnslation process with applied
categorizations of translation problems incorpatatethe analysis, the theoretical
framework is a tool for giving direction in detemmg the successfulness of the final
translation and for finding a consistent way oflaating the translation process. The
initial stylistic framework has been determinedtby earlier translated segment of
the bookSeitsemés Temppeliher(2007) with the principles of the skopos thebyy
Vermeer. Other models, which are used in the caiEggmn of the translational
problems, are the functionalist theories of Chaisti Nord (2001) and notations
made on translating literature by André Lefeve@9d). Lefevere’s more detailed
categorization of translation problems applyingtose literature has been adjusted
to fit the broader categorization suggested by Nord

The aim of this project has been to make an Ehgianslation of a Finnish book as
accurately as possible and preserving the autbagmal intention portrayed in the
source text as much as possible. The understanfling choices made in this
translation task require information about the maveuestion as well as the author,
the author’s way or writing fiction and the inteddeaders of the Finnish original’s
translated version. These facts are needed in toddred light on the final decisions
made in preferring some translation over anothakifig a look at this information
also enables one to get a better insight of thdeyhmcess of translation from the

very preliminary stages to the finished translation
3.1 Annotated translation
This project is based on the model of annotatetstasion. In practice, an annotated

translation is based on notes and observationdwth&translator writes down while

in the process of translation, concentrating magmyproblematic passages or,
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depending on the approach, passages with integesttures relating to the topic of
the project. The resulting log or diary of transthpassages will then be analyzed in
a descriptive manner. Although the analysis is wgtee in nature, it is reinforced
with theoretical and practical observations of kndvanslators and linguistics; in

this project mainly by André Lefevere’s findings problems of translating prose
literature. Vehmas-Lehto (2000: 6-7) points out ith&s important for the translator

to have some theoretical knowledge at the stagslating the material and that
without any theoretical knowledge it is more dificto return to earlier observations
and their analysis. Familiarizing oneself with aygmhes in translation theory makes
it easier to organize the observations of the te@d material into categorizations
and decide what passages are essential for theiore of the project in question.

As Vehmas-Lehto (2000) states, annotated transkatiave not been too common in
Finland, at least at the beginning of the thirdenihium. She also states that there
has been speculation on the adequacy of the apddtainslation as a master’s thesis,
but when the workload of both performing a translatask and relating it to

relevant theoretical issues is considered, it @asdid that an annotated translation as
a thesis can be more demanding than a traditibeald. Regarding the workload for
translating a novel or even constructing the skag@swork, it is safe to say that an
annotated translation as a Master’s Thesis isaat En equal to that of a traditional

one.

3.2 The skopos of the translation

In order to comprehend the choices made duringrémelation process of this
project, it is necessary to look closer at thealdds which had an influence on it.
This chapter explains and clarifies the basic Idghind determining the best way
for translating the segment from the b&éitsemas Temppeliheriacluding the
forming of the general skopos for the book in caapen with the author. This
chapter also explains the categorization of thedawanslation problems/issues as
well as the models used for categorization.

We will first take a look at what is the fuiwst of the text in the translated book.
The function of the text is in relation to deteringpits skopos and therefore it was
needed in carrying out a successful translatioterAfetermining the function of the

book’s text we will move on to the author of theok@nd take a look at how people
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see his work as well as his own insights into higimg. Familiarization oneself with
the stylistic properties of the author also add successful translation. The section
finishes with a brief look at the general topidioé translated book in order to give

an overview how the story of the book is constrdcte

3.2.1 Text function

Seitsemas Temppelihenaas designed to be a text of prose fiction fitiimig the
genre of historical novel and it was marketed bypitblisher Karisto (2007), with

the following blurb:

Seitsemas temppeliherra on itsendindwojasa vuonna 2004 iimestyneelle Ristin ja raudan
tielle. Se on suorastaan puistattavaarntuhtuinen kuvaus aikakaudesta, jolloin ihmishexki
ollut minkdan arvoinen. Juha-Pekka Kaslkison kyky punoa maagisen kohtalonomaisia
tarinoita. (Karisto 2007)

At the most basic level, this means that the textschot have a traditional pragmatic
function as in instruction booklets, news or otteats of a more informative

function. Although the historical novel is the sgéare of the novel, it does not mean
that it is purely fictional (and this is a charatggc of the book that | feel was not
emphasized adequately by Karisto in the book’s etarg). To better understand the
function of the book it is beneficial to look attdefinition of the historical novel as
a genre. Amy Elias (2001: 4-5) defines the hiswnmvel genre as having these

three charasteristics in her numbered list:

1. Specific historical detail, featured prominently crucial to plot or character
development or some experimental representatidhnesie narrative attributes.

2. A sensef history informs all facets of the fictional canst (from authorial
perspective to character development to selecfigtace)

3. This sense of history emerges from and is congtduioy the text itself and
requires the text to participate in and differetetigself from other discourses

of various generic kinds that attempt to give a @amhistory.
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Specific historical detail is featured $eitsemas Temppelihervary prominently as
criterion number one of Elias’ (2001: 4-5) list gegts. The book has characters that
are historically known individuals as Bohemond, rece of Antioch. The second
criterion of a sense of history is presenSgitsemas Temppeliherfar example, in
the descriptive narration of the environment, e Way characters act and speak and
in the way that characters perceive the world irctvithey live in. The sense of
history is therefore present on the level of thadnenvironment and interaction

with others in the world obeitsemas Temppeliherrahe third criterion of the sense
of history being constructed by the text itselfrist also bySeitsemas Temppeliherra.
This can be seen by the stylistic choices madewmthe characters communicate
with each other, which makes them seem out of platiee modern world. This
sense rises from, for example, the use of colotidules of speech and religious
allusions, which create scenery that is not frondleno times.

All of these criteria fiSeitseméas Temppeliheraa a book and thus it can be
validly categorized as a historical novel and it taerefore be expected to follow the
basic structure of the genre. The most cruciahiedn from the viewpoint of this
translation project is criterion number two becaoisthe illusiveness of capturing
the sense. This will be discussed later in moraidet

Considering the three criteria of Elias (2085) it seems clear that in a book that
has been categorized as a historical novel, theesedbe at least a hint of the
informative in the formation of the text. The fatdhat give the text a more
informative content are the facts related to the @fghe crusades. In this light, it
could be said that one function of the book isforim people of the crusades
without using a textbook or another purely inforivatformat, but conveying
information with the help of fictional characters.

At the very basic lev&8eitseméas Temppelihenaas written in order to provoke
thought and to entertain, as are most texts ofgprbise function of the text is to
summon vivid imagery in the reader’'s mind and asieately as possible, portray the
conditions which prevailed in the era of thé"&hd 13' centuries with the aid of

prose.
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3.2.2 The author

In this section, the author of the boBkitsemas Temppeliheriduha-Pekka

Koskinen, is discussed from the viewpoint of otiwerk he has done, of his personal
view on writing and from the viewpoint of how cdsi and other people see his works.
This is done in order to achieve an understandirigeoauthor’s style of writing,
which, in turn, provides a keener insight for exeaua translation of his work.

Koskinen has written three novels befSestsemas Temppelihemhich are
listed chronologically with my translated nameshaf books as followsRistin ja
raudan tie[The path of God and iron] (2004yiisi todistajaa[The five witnesses]
(2005) andsavurenkaitgSmoke rings)2006). There is also a published compilation
of the author’s short stories call&dfjailija joka ei koskaan julkaissut mitaan
[Closet author[2007). Some reviews of these books will be lookeith order to get
a better picture of the author and his style otimgi All of the reviews and articles
were written in Finnish and the versions seenimdhction | have translated myself
for the purposes of this project in 2009.

The author’s first published novel Risja raudan tie, which is a prequel of
Seitsemas Temppelihernaaved the way for later releases. The first novehtes
expectations in the readers in regard to the aisthader work, and for this reason,
the reviews oRistin ja raudartie are in an important position when regarding
Koskinen’s later work. Here are some excerpts fi@mo Vilhunen’s review from

Vantaan Laurimagazine (2004):

The central character and the narratth@ftory is Mikael Canmore, who joins the rankthe
crusaders as his master’s, Sir Munroissabearer. He is searching for his lost lover,clvhi
turns out to be the character based stanyline, which develops within the framework bét
historical events. At first glance onegyhtithink that this is a soap opera fitted intdstdrical
backdrop, but considering the fact thatwhole idea of romanticism and chivalry derivesrf
the times of knighthood, it fits nicehto the story.

Koskinen portrays the people living ie thiddle ages well. They are people who see visibns
St. George and on the other hand argpated if a city under siege surrenders and @sopl
lives are spared.

Even now, almost a thousand years laietijar exploits are taking place. It could be Sdialt
terrorism and the holy war in our age barrooted back to the bitterness rising from the
crusades.

It is hard to say whether Koskinen ussthical events as a parallel to modern times beiis
pondering issues of historical philosopiyhe shape of an adventure story. Whateverake c
might be, we are sure to hear more fram because his first novel is such a convinciregei
of work.
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The review points to the romantic elements anchtk®rical depiction of events in
the book as being very successfully written. Th@&garison of the depiction in the
book of people and their lives in the times of ¢thesades to the events taking place
now hints of the book’s historical depiction’s sassfulness. Vilhunen (2004)
clearly appreciates the realism achieved by Kosksiece he draws similarities
between a work of partial fiction and the realifyndnat is taking place at this later
era we are living in. Vilhunen (2004) also mentitims possibility that Koskinen
might purposefully create parallels between thee$irof the crusades and the modern
day world.

The magazine, in which this review was takemt is a religious, freely
distributed magazine run by the parish of Vantaa 8ince the crusades are hardly a
flattering subject for Christians, a positive ravispeaks for the author’s capabilities
as a writer. It is also logical to presume thatiticowriting for a Christian biased
publication is fairly well versed in the historidakts of the Crusades. However, this
review does not really discuss the author’s styhrding in depth, but provides
more of an all-round impression of the book. It siemonstrates that Koskinen has
an eye for details and has succeeded in makingnpression on the Christian
community with this book.

This review, as the ones following this orsepmly the voice of one person. One
must, however, remember that the reviewer/crite it the main agent when it
comes to deciding what books to review. The degitioreview a work of literature
usually rises from the management of the publicatioquestion, who are attempting
to assess what their target audience would prefegad. In this regard, a public
review in a commercial publication tries to mirtbe expectations of the potential
readers even before the review is published. Baidd to the assumption that the
readers of a certain publication will most probaddyee with the review since it is
written with those exact people in mind. It carsbél, therefore, that there is no such
thing as a subjective critic in the sense of alsimgdividual voicing out his/her
opinion. The criticism is mirrored partly from tkerget audience of that review and
therefore is more of a collective conclusion.

Another review published in a larger and bekteown newspaperurun Sanomat
concentrates more on the stylistic properties efvthiter. Here are some excerpts of
that review made by Jari Lybeck (2004):
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In the footsteps of Waltari

Koskinen must have gotten his fair staefreomparisons between him and Mika Waltari.
Comparing these two cannot be avoidedalb&e of the apparent similarity between the vaiter
Mikael Canmore is clearly related to Mik&arvajalka and Mikael Hakim.

Just like Waltari on many occasions, Kosk has an intelligent young man as his main
character (first-person narrator), whepegetting confronted with the harsh realitiekfef

The main character's companion is a rdggelist, who despite of his hard exterior is kind
hearted deep within. The women are mimisrenchantresses or feisty commoners, who put
the poor fellows back in line. All of theecharacterizations fit many of Waltari's charesses
well as Mikael Canmore, Sir Munro, Mikadbver Michelle and servant Anna.

The influence of Waltari clearly shows

V.A. Koskenniemi described Waltari’'s maiorks as historical frescos. There is something
similar irRistin ja raudan tie The novel is almost stifled by its rich varieBolitical
shenanigans, war and other violencejasot and love are spread out in front of the readea
poignant spectacle.Koskinen can telloaystHis use of language is flexible, full of vasieand
as entertaining as Waltari’'s. The infloemf his paragon is obvious in the following exter
“Like a madman | stared at the darkerskg out of my window and felt how every moment
slid through my fingers, cutting sharpke the blade of a sword.”, “The acrid taste délshot
into my mouth and | stared at Bohemomgisting expression with a burdened mind.”, “Her
kiss made me tremble and my stony-haadtheelted into water.”

This review clearly underlines the similaritiesweeén Mika Waltari and Koskinen
as writers. It is stated that Koskinen’s use ofjlaage is rich and full of variety and
that his character portraits follow similar pattethan in Waltari’s main works. It is
also notable how the review points out the usenafflex metaphors which are also
somewhat of a trademark for both Waltari and KoskirKoskinen is commended of
his ability to depict historical events in a fredi@ manner which Waltari also did
in his most famous (historical) novehe Egyptiar(1945).

Viisi Todistajaa(2005) was the following novel from Koskinen togblished
and it continued with the use of a historical seftitelling the tale of Jesus from the
perspectives of Judas, Maria Magdalene, Jacobrdtkdy of Jesus, a spy working
for the high priests Didymys and a Roman legioraBietrinax. The novel contains
religious themes even more clearly tiRistin ja raudartie. Jani Saxell (2006) finds
similarities betweewiisi todistajaaandRistin ja raudartie in his review in

Kiiltomato:

Even with his first boolRistin ja raudan tigKaristo 2004), which depicted
the crusades, Koskinen was laden withpaoiaons to Waltari. Waltari's
cosmopolitic-humanistic historical epwsre bashed by the cultured circles
because of their "entertaining” qualiti&kis will probably be the fate of
Koskinen as well. The traditional namatiof the beginning of the novel,
worn out metaphors and clichéd supportimaracters bring to mind the
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formulas of historical entertainment.

But what is so wrong about intelligentestainment? | do not know if
Koskinen necessarily falls behind in #&ppeal of his narration or in the
timely relevance of his themes when camgdo Raija Oranen’s and llkka
Remes’ serial production bestsellersuably, the fact of the matter might
be quite opposite.

The reference to the use of genre specific forraslalichéd is, in a way, a
testimonial to the fact that Koskinen is in conwbthe tools of the historical novel
genre to such an extent that they mirror classtahents in the great works of other
writers of the genre, such as Waltari. Also thecdption of the entertaining quality
of the narration must refer to the colorful uséanfguage and metaphors in general,
since they are trademarks of Waltari and Koskiridee aln comparison with his first
book, Viisi todistajaaplays more with the conventions of narration wiioime
through clearly because of the five distinctly eliffint narrators of the story.

The third novel by Koskinen is also a histakione, but it does not have as epic
proportions as its two predecess@avurenkaitg2006) is located in the setting of
the writer’'s town of residence, Hameenlinna, artdlis a story of a tobacco factory,
the man behind it and his family. The reviews @f tiovel do not add any
information which has not already been discusselameviews of the earlier books
(apart from plot specific differenceg§avurenkaitgd2006) differs from the other
books mainly by combining relatively recent histerigh a touch of supernatural
elements.

Having discussed the critical viewpoint of kaeviewers, and thus the public
image that Koskinen has as a writer, it is reasien@balso take a look at some
interviews in which Koskinen gives some insight®ihow he perceives his own
writing style and the main elements that have téie@.

Here Koskinen discusses his viewsRistin ja raudan tiethe prequel of
Seitsemés Temppeliheradrisingshadow.ne2006):

Ristin ja raudartie is an epic historical novel in which the hertales of the crusades are told

from the perspective of ordinary folkis a multilayered story about how a headstrong
uncompromising attitude can be devasgati good and bad. The novel also contains many
historical facts, more so than regudaattiooks of history. Within the pages of the bodiave
tried to resurrect the medieval perstiksights, the belief in miracles and the immediedy
of expressing emotions like anger ame:lo
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The author’s depiction of his work matches in gnasays with the views of the
critics. The romantic element is there as he dessrihe novel as containing “heroic
tales”, and he also mentions that the book is faa kistorical novel” right at the
beginning of his depiction. Both of these featlaesmentioned in the reviews of
Ristin ja raudan tieHe also draws attention to the historical detailhe novel,
which are also mentioned in the reviews of the b&rk the basis of this comparison
of the author’s vision for the book and how it iswed by critics, it can be said that
all of the elements needed for a good historicaehbave been successfully created.
These observations lead back to the similaritiesddby Lybeck (2004) and
Koskinen responds to his connection with Waltarficiews in an interview at

risingshadow.ne2006):

| have read my Waltari already as a teen and aleastything he has ever written can be
found in my bookshelf. His phenomenaligito bring characters into life, to mold three-
dimensional worlds from two-dimensiopaber and sustain an eventful storyline is
unmatchable. Waltari has taught me @ahgtvod story and good prosaic expression don't
exclude each other.

Considering this statement it can be said that &dalas an early influence on the
writing style of Koskinen. However, the way in whiKoskinen describes his role
models in literature shows that Waltari is notdmdy influence by far. Koskinen
continues his interview aisingshadow.ne2006) by giving a list of writers that

have influenced him:

I have many role models in the field of writing.€érhiggest impressions on me were made
by Italo Calvino, Roald Dahl, Mika WaitaT olstoi, Dostojevski, Hemingway, E.L. Doctorow
and Raymond Chandler, not to forget J8tainbeck and William Faulkner. One can easily
understand that by melting all of thdgterent elements together, something new is bdaond
come out of it.

Waltari’s name is mentioned by Koskinen, but ibidy a name amongst others and
it should not be overemphasized. However, all ebéhwriters share an epic style of
writing, although, their ways of storytelling diffeeom each other.

In the final excerpt from an interview with &lanen he lists three books that he

feels to have influenced him as a writer (Peltoni2@®3):

Italo Calvino’'sThe nonexistent knighbostojevski’'sCrime and punishmeiaind Raymond
Chandler'sarewell, My lovely These three books teach everything about writdajvino
shows that there is no reason for settimgndaries for the imagination if you can keep the
world you have created logical. Dostsj@yon the other hand, shows us that one can tdepic
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the storms raging inside our heads imtaresting fashion. His expression might not be as
economical as modern readers would piafeit clearly reveals what is lost in using the
iceberg technique.

Chandler’s way of taking the story ford@peaks for itself. He grasps the reader withvérg
first lines without any unnecessary digbl\ story without a plot is as interesting aseadidog
no matter how brilliantly it might be \itgn. The best stories are always born when the-CDC
stew (Calvino-Dostojevski-Chandler) issessful.

Three observations jump out from the statement dgkiben which define his goals
as an author. Firstly, he wants to reach the bayrdee state which Calvino creates
in his novels where the imagination roams freelgwiver, this does not imply a
chaotic style of writing since there must be adagren behind something that is
fantastic. Secondly, Koskinen wants to use as mangs in describing situations
and events as is necessary and not to limit himselmuch in his expression. This
holds also true to his depiction of historical eigeand places. Dostojevski’'s novels
are a good example of this style as his novelgjaite long, but filled with
interesting details. Finally, the way of establighstructure and capturing the
interest of the reader by starting the events @inibvel dynamically and maintaining
a steady pace in plot development are trademarkstbf Chandler and Koskinen. He
realizes that the story and its plot are the firgtrity in order to keep the book
interesting. There are certainly other definitiémsan interesting work of fiction but
since the ideas and writing style of Koskinen weebasis for creatin§eitsemas
Temppeliherrait is important to incorporate the priority of th#ot into its
translation.

This collection of book reviews on the workikaiskinen and his own words from
his interviews, provide a framework for defining thtylistic choices also made in

his novel, “Seitseméas Temppeliherra”, which is stated in this project.

3.2.3 The topic of the translated book

Seitseméas Temppelihercantinues the story from where its pregRatin ja Raudan
Tie left off. Mikael goes to see his son and his famaihd gives his granddaughter a
diary which Mikael has written during his adventir&éhe granddaughter, Elvira,
tries to fill in the gaps and make the chronicleolehso that her grandfather’s story
would be complete. This is the basic back stontterexistence of Mikael's diary,

which is the part of the book translated for thigj@ct. The whole book is 315 pages
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long and Mikael's out of which the diary entrieg 4114 pages. The diary entries end
on page 154. There are short sections between K&ldiary entries in which Elvira
reflects on the entries or tells about the nextyent

The basic story of the diary begins with Mikaelrsgieg time in the desert
contemplating his evil deeds performed during tyetare of Jerusalem. He has
resided in a cave for three years. He then geepgamany that his nemesis and the
main source of his worries, Bohemond, has to bhedkénd by Mikael’s hand. This
event leads Mikael on his adventure first to theegaf Jerusalem and then to seek
out Bohemond and join him on his journey of war andquest. Mikael is trying to
muster up the courage and strength to kill Bohenimnstaying beside him,
manipulating and being manipulated. In the middlellothis Mikael gets a squire,
Theobold, whose family has been violently killed®gracens and who therefore
hates them with all of his heart. Mikael is alsog@d with his wife who is one of the
people that he has been hiding himself from indi®ert because of him committing
adultery and having a child with another womanmiythe Crusades. Bohemond
decides to take care of the situation by killing dther woman and Mikael's bastard
child thus adding to the hatred Mikael has for Bobad.

The main storyline follows the relationshipBdhemond and Mikael, one of
whom wants to use force and the other more lemalt to get what they want.
Their relationship gives a lot to think about retjag the actions and ethics/morality
behind peoples’ deeds. This raises the questioth&héhe ends justify the means.

There are naturally more complex motives atibok but this short description
will give an all-round idea of what the topic okthook is. Having abroad idea of the
generic plotline makes reading the annotated taiosl somewhat easier and

accessible.

3.3 Categorization of translation problems

The most interesting translation problems foundnduthe translation of the segment
from Seitsemas Temppeliheware categorized into four groups which aaenes,
biblical and religious allusions, registandfigures of speechThis was done in

order to give structure to the analytical process draw attention to topics which
were particularly important in the translation loé tbook. The actual sections of

annotated commentary and analysis of the translat&re derived from the pre-
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existing categories devised by Lefevere (1994)di¢of2001) functionalist
categorization of translation errors was used prebminary tool for finding
interesting samples from the vast data collectszbdld be said that Nord’s (2001)
model functioned as funnel and that Lefevere’s §)@@tegorization played the role
of a sieve. As a result, the most interesting semplere selected for analysis. The

following four categories had the most samplesttthéir criteria in the data.

3.3.1 Lefevere’s categorization of translation prolems

In this section the analysed topics, which weretrpasminent in this particular
translation project, will be explained and linkedhose of Lefevere (1994) as
mentioned earlier. The categories will be listedlphabetical order as they are listed
in Lefevere’s (1994) book. Each of these four catieg will be discussed from the
viewpoint of the project. Also an explanation ofahthe final categories in this
project have been derived from Lefevere’s transteti problems will be given.

Allusionsare in the most basic sense referrals to otheksnvar other culturally
well known phenomena. They are used by authorsttithgir point through in a
more specifically stylised fashion. Lefevere (198®)ntions four different types of
allusions: biblical, classical, cultural and litgraln Seitseméas Temppelihertiae
style is sometimes archaic and religious due tdtmestian type of fundamentalist
way of conversing in the times of the Crusades. &bihlical allusions are present in
the way in which the main character conducts héesp at occasions. These
allusions are mainly used to show the state of ramdia preaching way of engaging
in dialogue at times. The main focus in this projeas directed akligious and
biblical allusionsdue to their significant role in partly creatingetbkopos of the
book.

The second category by Lefevere (1994ésaphorsLefevere (1994: 37)
describes metaphorization in a following way: “Cepts that do not normally
belong together are linked in such a way as teese the illocutionary power of the
passage, preferably without overly straining theedss’s credulity or sense of
propriety.” Metaphors are somewhat difficult tortséer from a language that differs
quite a lot from the respective TL. As an exampbefSeitsemas Temppeliherra
there is a passage: “Aani liihotteli tasangon hkikn yota pakeneva perhonen.”,

which was translated into: “The sound flutteredbasrthe plains like a butterfly
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fleeing the night.” The sound in question was anmkiiof a horse, which needed to
have a wavy quality in it. This was why the verlutter” is used in the metaphor
since it seems to describe the quality of the sduettkr. There are also other
changed word choices like the word “halki” whichranslated into “across” because
of the combined gentleness and darkness of thepim&taThe figure of speech in the
example can be considered a simile by strict dafimi but since the definition of
various figures of speech is very debatable anépendable on the reader’s
viewpoint, other figures of speech can be fittedam_efevere’s concept of
translating metaphors. For the reason of ambiguaitiie terminology and Lefevere’s
broader concept of metaphorization, however, tkhé@econtaining metaphors is
labeledfigures of speech

Namesare used by the author to reveal something ekatahe characters and
places in which key events take place. Lefevererseb actual names of people (as
in first names and surnames) and their meaningterchining what sort of a
character they represent. | have personally fobatlthe use of certain professional
tittes and names for geographical locations (f@amegle hill versus mountain versus
cliff and so on) to name a couple, have importatds in making some passages
work in a book. When it comes to translating therd eonveying the intended
meaning of the author, it has to be considered anghe names have specific
meaning in the SL language directed to the cultspakre of the SL natives or is
there something in the name that is somehow uralifer example, iBeitsemas
Temppeliherrgahe main character’s surname is Canmore. Thisitlginal name in
the Finnish version. The name has an obvious mganiithe character’s qualities as
a person; how he perceives himself as a persoh@ndthers perceive him, more or
less. In this case, there is no need to make awgugs when translating into English
because the meaning is already there.

The fourth and final categorynsgister.Language is used in different situations
and therefore language must adapt itself into te@ggations by varying ways.
Register can be defined in prose literature asgosdmething outside mere lexical
choices. Register is constructed by choices oticalland social concepts. As an
example Lefevere (1994) describes a situation whésenecessary to greet the
queen of England and a mere “Hello, queen!” sinvglynot suffice. This is
naturally because of the conventions connectednwearsing with royalty. Lefevere

(1994: 58) describes register as “discrepanciesdsat utterance (the use of
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language) and situation (the particular contextlimch language is used)”. This
description shows that Lefevere’s definition ofister is a lot broader than the more
traditional one.

The sub-categories regarding register inghogect are registers of characters,
letters and narration. The register of characteskd at the way in which main
characters conduct themselves and how their pdisesan the text manifest in the
book. The register of letters section examines letigrs written by people in the
book have been documented in Mikael’s diary. Thalfregister type looked at is the
register of narration where the narrative portioiMikael's diary is examined. The
further explanation of the applied terminologyasifid in the chapter with the actual

analysis.

3.3.2 Nord’s functionalist categorization of transhtion errors

In order to create a translation which is as adeuaa possible, the translator must be
conscious of the types of common errors that octtranslations. By recognizing
passages which are laden with meaning, seemingvi® é&n importance, but which
cannot be translated word-by-word without seriouklynaging the intention of the
author or the text, the recognition of the possdster helps preventing the execution
of the error. Both the skopos theory and Nord'sgaties are of a functionalist
nature and therefore it seems suitable to utilikesiane Nord’s (2001: 75-76)
categorization to some degree. The four categwilébe discussed next.

Nord’s (2001: 75) first category psagmatic translation errorsyhich she
describes as caused by inadequate solutions tonptagtranslation problems such
as lack of receiver orientation. Nord (2001: 763atdbes pragmatic translation errors
as errors that cannot be seen from the targettsett without comparing it to the
source text. She continues that the producedgdhdid but has factual errors due to
a faulty translation. Iiseitsemas Temppeliheragpragmatic translation error might
be translating the word “miekka” as “dagger” altgbimiekka” is actually a sword.

If a person read the text, they would not necelysaotice the difference without
looking at the source text.

Nord’s (2001: 75) second categoryiustural translation errors which she
describes as being due to an inadequate decistbrregard to reproduction or

adaption of culture-specific conventions. She cards that cultural translation
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errors are related to the question of whether aotimes should be adapted to target-
culture standards. As an example frBegitseméas Temppeliherttae name of the city
of Antioch could be left in its Finnish form of “Aiokia”, which could be considered
a cultural translation error. Since “Antioch” i'stbommonly used name for the city
used in English speaking cultures the name “Angéibktould not be fitting.

The third category Nord (2001: 75) presentsguistic translation errorsyhich
are caused by an inadequate translation when this s on language structures. She
then elaborates that linguistic translation erevesoften due to deficiencies in the
translator’s language competence. A linguisticgtation error could basically be
any type of grammatical error in language structure

The fourth and final of Nord’s (2001: 76) apees istext-specific translation
errors,which are related to a text-specific translatioobpem. Text-specific
translation errors relate to the special featunasdre present in a translated text. A
text-specific translation error iBeitsemas Temppelihercauld be, for example,
using contracted verb forms as “won’t” or “canhich have been omitted due to
the stylistic features in the text.

As this project is an annotated translatiotmcarigid categorizing method will
hinder the end product of analysis and that igm®desired result. Applying Nord’s
categorization of translation errors to some degrdke process of translation
merely indicates that an awareness of these cagsgmovides a constant reminder
of what kind of errors can occur during the tratistaprocess and therefore lessens
the possibility of such errors occurring. To giveexample of the usefulness of the
categories in determining the procedures for tedimgj Seitsemés Temppeliherra
into English, here are some examples of possilelasarelated to the book, in which
there might be a possibility of committing the esron question.

There are some religious references in thé& kaoluding biblical references,
which means that the translator has to be awatteeofultural significance of them to
those who live in cultures where Christianity iscanmonly practiced religion. By
inventing completely new translations for passagdsch are widely referenced in
other instances and therefore have “set” transiafithe cultural conventionality of
the passage is lost as well as the connotationsiandlocutionary affect it might
have on the reader of the target audience. An errihis type of translational task
might be considered as a cultural translation eacoording to Nord’s categorization.

Another example would be using abbreviations ia farticular translation task
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despite the fact that it was determined at an gmuiyt fashioning out the skopos of
the translation that no contracted verb forms (migg forms similar to “won’t” and
“can’t”) would be used in order to create a moralieeal feel to the text. Contracted
verb forms are also avoided in formal communicatioaur modern times, but the
book tries to capture the colloquial way of comneating and the colloquial way of
communication in our time has an abundance of aoted verb forms and
abbreviations. In this case the feature could begeaized as a text-specific
translation error because there is a breach agam$brmed convention inside the
text of how it should manifest itself and its pretenined style or skopos.

These categorizations serve as a tool in hglthie translator notice possible
avenues for errors. This also helps the transiatgcognizing what areas are
closely related to each other in the text regardlimgissues in translation. This helps
in maintaining a certain consistency in evaluatiigt choices seem correct and
what choices to take in order to convey the meseatee source text as accurately
as possible in the translation. In a broader seheegategories help in the
preparatory stage of choosing the larger strokesaating the scenery/skopos for the
translation of the whole novel. The gained advamfagm using Nord’s (2001: 75-
76) categories for the preliminary categorizatibthe data samples was the
knowledge of where the most important aspect otekeresided in relation to the
translation task. In the later stages of trangfaitis less practical to check every
single problem area relating to a specific categouy it will help to know how a
problem related to a particular category was sobaatier in the course of translation,

which will, in turn, make the end product more detent.

3.3.3 Integration of Lefevere’s and Nord’s categorations

As already mentioned in the previous section, No(@001: 75-76) categorization of
translation errors served as a preliminary venuestmating where the more
problematic translational issues may lie within pineject. Nord’s categorization
functioned as a funnel in selecting samples froenntiost problematic passages
encountered while translatir@gitsemas Temppeliherr@his estimation of key
points in the text led to the selection of the ipatar categories in translation
problems by Lefevere (1994). These categories mathtgest impact regarding the

source text’s translation into English. The foualgtical topics of translational
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issues were determined as: 1) names, 2) biblichraligious allusions, 3) register
and 4) figures of speech. The strict integratiotheke topics into Nord’s model of
translation errors is futile in the sense thabathese sections contain a mixture of
all of the errors in the model: pragmatic, cultuliaguistic and text-specific. Still,
the one category of Nord’s that most fittingly déised the problems of translating
Seitsemas Temppelihensaithe category of text-specific translation esrdhis is
because of the simple reason that the text iseofater genre of historical novel and
has many interesting stylistic features, whichdrallenging to translate. As Finnish
is a very different language from English, espégiagarding the virtually limitless
possibilities of adding prefixes and suffixes tRatnish has, the possibility of
linguistic errors of translation is present. It was, howeestablished that the more
important aspect of the translation as a wholegpaavork was the preservation of
the original intent of the specific text and itenasphere, which makgeitsemas

Temppeliherrahe interesting historical novel it is.

3.4 Research questions

This project is an annotated translation and issfloee quite simple in its aim, which
is the explanation and annotation of the trangtadibthe chosen material. There are,
however, other aims as well, which | hope that stigly will at least partly succeed
in accomplishing.

As the book is a representative of the histdmovel genre in Finnish literature it
will be interesting to see how the text-specifiatteres of the book will manifest
themselves in the more problematic areas of tréoslds there a possible
correlation between the features which make atistionovel a representative of its
genre and the topics that rise as the most probiesuad crucial features of
translation? If there is any correlation, then iginh be logical to assume that the key
areas, which create the main illocutionary pointa certain genre of literature, are
the most important areas of translating the prospiestion as well. This, in turn,
implies that the failure to translate these keywsi@fects the outcome of the
translated version of the book more than otherspalich are less related to the
novel’'s genre. All of this will naturally be affest by the author’s personal style of
writing, which has been credited by literary cstgimilar to that of Mika Waltari

(for example Lybeck 2004). How will the style okthuthor come through in the



analysis? The annotated commentary/analysis wiehdly shed some light on

these questions.
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4. ANNOTATED TRANSLATION

This section contains the annotated translatigdgh@imost problematic translational
sections encountered when translai&itsemas Temppeliherfi@am Finnish into
English. The examples were picked according teeffat needed in achieving the
best possible solution when faced with problemsanslation. Of these pre-selected
samples, four subcategories were formed into wthielmost representative samples
of each group were placed as examples in the as@ygsaotation. These categories
are based on the model of Lefevere (1994) as disdusarlier. The categories
analysed are: names, biblical and religious alhsioegister and figures of Speech.
The minute differences between these categoriesiase of Lefevere will be
discussed in each subcategory section of anallseintentions of the source text in
every example in this section have been verifiatietplained by the author of
Seitsemas TemppeliherfBhe author, Juha-Pekka Koskinen, has also confirtmestd
the translations of the examples in this sectioreleaptured the intended meaning of
the original Finnish textMost of the examples in this section are not wordsord
translations and have added meaning in them comiparhe source text. This does
not mean that the whole book has been translateshbgncing passages of the
source text in the translation. The reason forgitfiese examples is the fact that
they are more interesting and succeed in represgtite author’s and the text’s

intention more clearly.

4.1 Names

In this section, the choices in the translatiothef names of locations and people in
the book will be discussed and analyzed S&gsemas Temppeliherisa historical
novel, there is an abundance of historical figaes locations amidst the more
fictional ones, who do not have explicit roleshie historical crusades and therefore
can be dismissed as mostly fictional.

As Lefevere describes (1994: 39), writerstheenames of characters to give
hints about their nature and essencesdiiseméas Temppelihertiae translation of
historical locations, buildings and people are kew position in creating the illusion
of medieval life. The names Beitsemas Temppeliheraae not descriptive of

individual characters (for example in the in thesseof assigning a descriptive
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adjective as a surname), not at least in the ntgjoficases, but they are essential in
giving clues about the book’s status as a histbniogel. The surname of Mikael
Canmore is the only exception in the sense thasuhgame “Canmore” is
descriptive of Mikael's character to a certain poin

One of the earliest decisions made with tht@un regard to the translation of
the book was to keep the names of the charactevided in the book as identical
with the original as possible. This was done ireottd give the book a more
distinctive flavor in regard to the character nanblesome cases the character names
could not be kept in the same form for the simpkespn that they would be most
likely misunderstood by the target audience (Ehgéiseakers with no Finnish skKills).
Even more paramount was to find corresponding narhleations and buildings,
which would be difficult to understand in their Rish form, but which are crucial in
creating a historical setting.

I will now list some of the problematic traatbns of locations and character
names with brief descriptions and historical baokgd (regarding historical
locations/characters) in order to explain and areathe choices finally made. The
character/location examples and introductions lmélin chronological order
according to page number in the book. The analydi€oncentrate on the main
characters and locations which are mentioned inetkemore frequently. In addition,
some locations that appear in the text only ondevime are discussed if they have
been somewhat problematic to translate or if it beein possible to translate them in
several ways.

First the names of characters will be disctissel then the names of locations,
each in its own section. Because of the fact thaf the names mentioned in the
sections occur several times in the book, the fipgrges where they are located

will not be mentioned in the examples.

4.1.1 Names of characters

In this section the names of characters will bewdised in regard to the choices
made in their translation. The historical backgmuelating to their
translation/transfer into English will also be exaed. There are four main character
names which will be examined. They are analyzatierorder in which they appear

in the book. Some of the names do not appear isdhee form as they do in the
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book because of simple practicality. For examphatiokian ruhtinas Bohemond”
does not appear in this exact form in Mikael's giant he is referred to as
“Antiokian ruhtinas” (ruler of Antioch) in the book is also futile to refer to a
certain passage in a book when analyzing charac@nses since they are presented
in the text numerous times and in different foriftse examples combine the most
important ways in which the main characters arerretl to inSeitsemas
Temppeliherraand therefore give a richer description of theivest behind each
translation.

1) Antiokian ruhtinas Bohemond

Bohemond, the ruler (Prince) of idoh

As Tyerman (2006: 111-114) describes him, BohemafdAntioch was one of the
most significant leaders of the first Crusade dredeldest son of the Norman
nobleman Robert Guiscard. He was christened "Matkils baptism, but was
nicknamed Bohemond (after the legendary ggaramundus giggsby his father
due to his size as an infant.

Asbridge (2004: 57-59) gives two different wles of names used for Bohemond;
Bohemund or Boamund. Because of Bohemond's sigmifisize (the reference to
the legendary giant as mentioned by Tyerman 2004) thought was given to the
idea that his name would be translated as Boamimigh is closer to the giant’s
name Buamundus gigas. However, since the prelipiplan was that character
names would be changed as little as possible, Bohdmwas transferred into English
in the same form. This choice was also verifiedlifferent sources referring to him
as Bohemond (Tyerman 2006 and Asbridge 2004). $talso considered that the
referral to Buamundus gigas would not be apparetité¢ majority of people and
therefore the linkage gained by using Boamund woeldh vain.

The decision to refer to Bohemond as the miléntioch instead of the Prince of
Antioch was a conscious one. Since the key itetramslation in this case is
“ruhtinas” (prince) it grants one some freedomrahslating it into English. There
would be less freedom if the title in question webbé more specific, for example,
“king”. The historical Antioch was a principalityd technically the one who
governed it was therefore a prince, but since tamnadea that the readers should

know about Bohemond regarding this matter is tleastihe head of Antioch and it
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is under his rule, the word “ruler” was chosen.slas a personal choice in which |
exercised the freedom | was given. The word “prirf@es the connotation of being
second in line after the king as t@&ford advanced learner’s dictionaf2005)
describes it “sovereign’s son or grandson”. Attihee of the Crusades the word
“prince” was used in the more general sense of/adeereign (principalities were

led by princes who were the absolute rulers, seéomdne) but to modern audiences
it holds an idea of someone who is only secondmmand and that connotation
does not fit Bohemond to the slightest. “Rulerliged so that the greatness of
Bohemond, as intended by the author, will be pgetlaand readers will still be

introduced to the fact that he was the sovereighnioch.

2) Mikael Canmore, Mikael Erakko, sir @zore

Mikael Canmore, Mikael the Hermit, @anmore

Mikael is the main character in the book. His dianyries are the essence of the
novel for this reason.

There are parallels with Mika Waltari's (1948)ok “Mikael Karvajalka” and
Juha-Pekka KoskinenSeitseméas Temppeliherr@hey are both historical novels
with some religious motives mixed into the plotlides it was established, Koskinen
has been credited for having a similar style otingi than Waltari and it can
therefore be established that the first name optbtagonist irSeitsemas
Temppeliherras not a mere coincidence. This linkage was cordt by the author
when establishing motives for the character naBesn Koskinen himself has
admitted that Waltari is one of his favourite writeThe obvious choice for
translating the name “Mikael” into English wouldtaeally have been “Michael” but
this would have eliminated the intended connectiott homage to Waltari. This was
a part of the decision to keep the original chaiagames as similar as possible.
Preserving the names both conserves the cultukadies to other works and to the
historical background of world events.

The protagonist’s surname, Canmore, is cocigduof words “can” and “more”,
which refer to the nature of the character of Mikdanmore. It is in his nature to see
himself as being morally and ethically superiootber people. He also is a type of
person who needs to take responsibility when otseesn to be content with a more

passive role. Thus the name “Canmore” reflectswag the character's outlook on
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life as well as the person he is. There was no tee&dnslate the name “Canmore”
because of the connotations it carries are alrpaglsent in the English language.
Mikael has an English surname for the reason oéggmtmosphere. The author did
not want to use a Finnish surname because it woald been less convincing. It
was the author’s opinion that it would have seelasd probable to have a crusader
with a Finnish surname. The combination of a Finrisst name and an English
surname was intended to appeal to both Finnishlpeom those who might not be
of Finnish origin.

Early in the book, Mikael is living as a hetini a cave and the people who are in
contact with him in his surroundings do not knowhi colourful past as a crusading
knight. That is why he is referred to as “Mikaeakko” which was translated into
“Mikael the Hermit”. As the capital letter in theame “Erakko” suggests, Mikael's
surname is unknown to the people who have beeantact with him during his time
of isolation in the desert and they have therefised his current situation and status
as a distinguishing surname used in linkage witkadi. “Hermit” has become a
differentiating label for Mikael and therefore begiwith a capital letter as if it were
his surname. Since “Hermit” is meant both as a nantka describing label, a
decision was made to add the article “the” in frohtHermit” thus creating “Mikael
the Hermit”. By combining both the surname usagekthe descriptive label the full
intended connotation has been successfully tranesféo English.

Mikael Canmore is a knight of the crusadesctvimeans that he has reached his
knighthood by serving as a squire and earnedthesni battle. He is not an honorary
knight in the sense that he has not been knigtfegiladly. In the book the prefix
“sir” is not written with a capital letter as it@hld when “Sir” is used as an honorary
title. This instigated the impact of using “Sir'stead of “sir”. The capitalized “Sir”
is more prestigious but to Mikael the fact thaishealled “sir” is not a title as much
as a label that he has earned in battle. It isgdsal to remember that it is actually
Mikael who has used the prefix “sir” without a dapietter since he is the one
making the diary entries within the book which ta#l story. Because of these
observations | made a decision to use “sir Canmimsg&ad of “Sir Canmore”. This

also applies to the translation of other charatéenes with the prefix “sir”.
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3) Balduin
Balduin, king Balduin

According to The Columbia Electronic Encycloped@7), Baldwin | (Baldwin of
Boulogne), 1058?7-1118, was the Latin king of Jdemsg1100-1118) and the
brother and successor of Godfrey of Bouillon, whmeraccompanied on the First
Crusade. Separating from the main army after theessful siege of Nicaea,
Baldwin followed Tancred into Cilicia and seize®9¥) Tarsus from him. He
wrested (1097) Edessa from the Muslims and as afubtiessa defended the city
until elected ruler of Jerusalem. His election redrkhe triumph of the military
faction of the Crusaders over the ecclesiastiadida. Taking the title of king, he
consolidated the Latin states of the East. Withhigle of crusading fleets from the
West and, more importantly, the Genoese and thetiérs, to whom he made large
concessions, he gained possession of the chief pbRalestine. He helped the Latin
rulers of Antioch, Edessa, and Tripoli againstifheslims and fought against the
Egyptians. He died on his return from an expeditian Egypt. His cousin, Baldwin
II, succeeded himThe Columbia Electronic Encycloped@07).

InSeitsemas Temppeliherking Baldwin | of Jerusalem is referred to as
“Balduin”, which is one of the ways in which hisma has been written in history
books. One example of the use of the form “Baldusnth Heimskringla: history of
the kings of NorwaySturluson 2002: 695) where King Balduin gives Kiigurth
holy relics to strengthen the faith of their nati@m the other hand, many history
books written in English prefer the “Baldwin” forwhich is also used in The
Columbia Electronic Encyclopedia. Since the twatten forms are almost identical
in their pronunciation and the form “Balduin” isthahe version used in the book
and can also be found in history books writterhm English language, the decision
of using the less frequent form of “Balduin” wasdea

The book also uses the title “king” in froritBalduin’s name, which normally
would be written with a capital letter when oneersfto a specific king, for example,
King Balduin. However, since these are Mikael'srdiantries the way in which titles
are written is in his power. As before with théetitsir’” (which was written in the
lower case) in the title “king” the first letter mot capitalized. This shows the attitude

of Mikael towards titles and a certain “earthly rgio
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4) basileus Aleksios

basileus Aleksios

According to Smith (1867) Alexios | Komnenos, Latied as Alexius | Comnenus
(Greek:AréErog A' Kopvnvog, 1056 — 15 August 1118), was Byzantine emperor
from 1081 to 1118, and the founder of the Komnexiymasty. Inheriting a
collapsing empire and faced with constant warfanmend his reign against both the
Seljuk Turks in Asia Minor and the Normans in thestern Balkans, Alexios was
able to halt the Byzantine decline and begin theary, financial, and territorial
recovery known as the "Komnenian restoration". &fipeals to Western Europe for
help against the Turks were also the catalystttltgggered the Crusades. (Smith
1867: 129-130)

In many history books and articles concerrtimig Byzantine ruler his name was
used in the Latinized form of “Alexius”. Also therin “Alexios” was present but in
Seitseméas Temppelihertiae Byzantine ruler was labelled as “Aleksios”lagng
the “x” with a “ks” sound. As | tried to avoid ugjrLatinized versions of names and
the “X” in both versions is practically the sameisd as the more Finnish “ks”, |
deemed it acceptable to use the name “Aleksio#"aas written in the book.
“Aleksios” is more faithful to the original Greelame and also to the source text and
was therefore chosen over the more prominent veisi&nglish texts, “Alexius”.

The title used for the Greek ruler Aleksioshe book is “basileus”. This title is
also written with lower case letters, as is “sintle’king”, but for a different reason.
Chrysos (1978: 69) gives insight to the title ohSbeus”. The title had more of a
leadership quality to it than the mere office osifion of king. The basileus was the
representative of the people in the ideal sensenahd dictator, at least, in theory.
The term has been used as a synonym for “kingitladtually means that the one
who is a basileus is closer to the people thamg@ ith absolute power. The
basileus is seen as “every man”, a man of the peapd for the people. This is the
reason why “basileus” is not capitalized as tHe of “king” would be, because it
brings him closer to ordinary people, his subjeBtsileus Aleksios’ image in the
book is indeed that of a negotiator, even if ha csafty one, and that of a man of the
people.
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4.1.2 Names of locations

In this section the names of locations will be dgsed regarding the choices in their
translation and their historical background relgtio their translation/transfer into
English. This section includes three examples afawof locations which were
more difficult to translate. There are also sixalt@n names that are introduced as
examples of the way in which location names anesteded in general in the

translation.

5) Edessan kreivikunta

the County of Edessa

| basically had two choices in translating “Edeskiagivikunta”. The first was “the
Countship of Edessa” and the second “the CounBdefssa”. | was first considering
“Countship” to be my primary choice because it im@re elaborate (a compound
word consisting of count + ship) word than “Coungéthough they are identical in
their basic meaning. Abbreviating words is a manetemporary phenomenon in the
English language and when | was faced with a choigsually used the
unabbreviated forms. The following information abthe founding of Edessa by

Gregory (2010: 327) made me rethink my strategy:

The first Crusader state, the County @é€sSa, was founded in 1098 and fell to the Musiims
1144. It was the creation of Baldwin ajuBogne, who, along with the Norman Tancred,
abandoned the crusading army on its waletusalem and made a naked claim for land along

the route.

For some reason, the word “county” has been us#tkitUSA as a name for local
level government. There is no count who governsthaties in the USA so the
original connotation from the times of the Crusadaso longer in existence, at least,
not in the USA. However, when people think aboettmited States of America,
they usually remember the colonization days antesgt It was possible to make a
claim on a piece of land exactly as the crusaders/den they founded the County
of Edessa. As this book is at some point intendduktoffered for distribution in the

USA, the connotation of the word “county”, evempédople do not form the
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connection between Edessa and the history of Amenidl sound more familiar

than “countship”. This is why the translation ga¢ form “the County of Edessa”.

6) Pyhan Haudan kirkko
the Church of the Holy Sepulchre

Here is a short description of the church by Hélhyes (2010):

The Church of the Holy Sepulchre, knowsrtee Church of the Resurrectighn@stasiyto
Eastern Orthodox Christians, is a chinctine Old City of Jerusalem that is the holiest
Christian site in the world. It standsapsite that encompasses both Golgotha, or Calvary,
where Jesus was crucified, and the tawapulchre) where he was buried. The Church of the
Holy Sepulchre has been an importantipilgge destination since the 4th century.

| was not too familiar with the Church of the H&gpulchre before | did the
background work for my translation task eeitsemas Temppeliherrdahad heard of
“Pyh&n Haudan Kirkko”, which is the official Fintisrame for the church. However,
| was not certain what the word “Sepulchre” meaecysely. | found out that it was
a specific kind of tomb or burial chamber usuabyved in stone. As mentioned, this
church is also called “the Church of Resurrectibaetause of the Christians’ belief
that Jesus was resurrected or resurrected himsljat out of his tomb. Therefore,
my two main choices for translating “Pyhan Haudarkko” were “the Church of

the Holy Sepulchre” and “the Church of Resurrecti@ne of the most valued
places for Mikael in the book is the Holy Tomb, wlinresides in the church in
Jerusalem. It is encompassed in the vows he arfdllog/ crusaders have taken
when embarking on their trek. In order to be redelafsom their service to God and
the Crusade, they must kneel and pray in fronhefHoly Tomb/Sepulchre. As the
fulfilment of his vows is such a pivotal part of kdiel's personality, using the name
of the church which mentions the sepulchre seems mygpropriate. It ties the vows
to a material place of which the reader is reminoleghen its name is mentioned.
Furthermore, there are references to the Holy Tamioch are not connected with the
church in the book. Using the name “the Church @uRrection” loosens the ties
between the characters and the location. In addlitice word “sepulchre” is not that
common in everyday language, which adds an arcbaeto the name. A less used

word in everyday life can help to entice the imagion and even make people read
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more about the subject. These facts led to thslaon “the Church of the Holy

Sepulchre” to be chosen.

7) Pyhan Stefanoksen portti

the Lions’ gate

According to Murphy-O’Connor (2008: 21) Locatedlime east wall of Jerusalem, an
entrance marks the beginning of the traditionalistian observance of the last walk
of Jesus from prison to crucifixion, the Via Doleeo Near the gate’s crest are four
figures of panthers, often mistaken for lions, wyothe left and two on the right.
They were placed there by Sultan Suleiman the Mizgmit to celebrate the Ottoman
defeat of the Mamluks in 1517. Legend has it tha¢i®an's predecessor Selim |
was captured by lions that were going to eat hicabee of his plans to level the city.
He was spared only after promising to protect thely building a wall around it.
This led to the lion becoming the heraldic symialerusalem. (Murphy-O’Connor
2008: 21)

"Pyhan Stefanoksen portti” could have easégibtranslated as “St Stephen’s
gate”, which one might see as the easy and stfarglard approach because they
both are the most commonly used names for thetatejdut when one begins to
think about the choice “Lions’ gate” it has morgoaal to it. When one compares St
Stephen and a lion in terms of mental imagery, igom much more energetic and
active image than that of a saint. The scene wiheréions’ gate is mentioned is that
of embarking on a new adventure. Mikael and hisfoand squire venture of to the
desert with a new quest in mind through the Liggade. This is a passage in the
book to a more action-filled sequence which demana®re exciting depiction of
the events and in this case, the depiction hasmait additional flavor with the use
of “Lions’ gate”.

A personal recollection of a scene in the ratiiliana Jones and the Last
Crusade(Boam 1989) further made the use of “Lions’ gategferable. In the movie
Indiana Jones is searching for the Holy Grail aewde the work is filled with
Christian cultural connotations. Jones has to fasg obstacles at the end of the
movie before he can get access to the cup of Chihst last one of these obstacles is
the “Leap of Faith” which is described in Indiarmmds’ father's Grail diary as

written in Boam’s (1989) screenplay: "The pathlobtl. Only in the leap from the
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lion's head will he prove his worth.” The lion e as a symbol of courage left as a
marker by crusaders for those who seek the Holyl.Gnaliana Jones and the Last
Crusadeis an immensely successful movie with a theméefGrusades utilized in

its main plotline. The connection betwe®aitsemés Temppeliheraad the movie
might not be obvious but it might bring up some geiy in the minds of people who
are interested in the time period of the Crusaddsh@nce the book and movie as

well.

8) Konstantinopoli
Constantinople
9) Antiokia
Antioch
10) Sisilia
Sicily
11) Apulia
Apulia
12) Kilikia
Cilicia
13) Eufrat-virta
Euphrates

The examples listed above are names of historilaakp and cities which are
basically the same in both languages but requiliferent spelling in most cases.
“Apulia” is one of the rare cases where the spglilthe same. The principle of
keeping the translation equal to the original FBhreounterparts was mostly
impossible since many of these places still exist @hers are referred to in English
literature by their Latinized versions, for exampRéey-Smith’s (2005) book on the
Crusades. People would most likely recognize thaiBh versions in English-
speaking countries but it would not add to the epee. The different spelling
would most probably just create confusion as to wig/not identical to the
accustomed English spelling. There would have Ipessibilities of keeping some
alternative spellings (e.g. Kilikia) but | choselatinize these types of names across
the board in order to be consistent.

If one considers the differences between lonatames and the names of
characters, there is one crucial difference. Naohéscations are mostly in the

background of the story and the names of charaatermore actively present. The
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names of the characters have been used in thesentorm in order to give the
characters more depth. This is the main reasonlatimyzing character names was
not preferred while it could be done with locatitames. However, using Latinized
versions of location names as they are used itimergives the reader a chance to
make a connection between the book and the reddiwachieving that connection
strengthens the sense of history and reality img¢héder. In sum, the Latinized names
and the names found in the Finnish original teXamee each other by adding

fictional depth and historical parallels to modezality at the same time.

4.2 Biblical and religious allusions

Since the Crusades were rooted in a religious mdtivthe most part, biblical and
religious allusions have their place in creating @tmosphere of this particular
historical novel. They are one of the tools thatdlathor has used in creating the
illusion of medieval scenery and a way of livingiirose violent times.

In this section, some biblical allusions, Wwhadded flavor to the text, are
discussed. Lefevere (1994: 22-23) describes thefuskusions as giving a sharper
edge to the point the writer is trying to make Iiizing the common cultural
knowledge of certain books or other works of aHisTis achieved by using subtle
and sometimes even direct quotations from otheksvdrefevere points out that
there should be little or no difficulties in traashg allusions to a target audience
with a relatively similar cultural background. Sénlboth Finland and the English-
speaking world in general are quite well versethair knowledge of the Christian
faith and the Bible (at least on the cultural leseknowing something about both
Christianity and the Bible), it is reasonable teuase that certain distinctive passages
and expressions will be recognized on some levard are no exact quotes from the
Bible but there are many instances where the upantitular words and phrasing
are typical of the style used in the Bible as sexsmples later on in this section will
demonstrate. There is also an example of one afiugihich is often linked to the
Bible but which does not actually occur in it. Thiscurrence will be the first

analyzed sample.
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14) Jumala auttaa sité joka itseddn aufkoskinen 2007: 39)

God helps those who help themselves

This saying has been credited to the Bible in edagyyinteraction and it is in a sense
biblical in the way it is constructed (God as tigerst and the saying is brief and
concise) but it is actually an aphorism stated lyeAon Sydney in 1698 in his
article called “Discourses Concerning Governmegydney'’s article seems to be the
first occurrence of this aphorism in its specificrh but naturally it is conceivable
that similar sayings have existed befordte reason why | treat it as if it were a
biblical allusion is because it has such a strampotation to the Bible without
actually being there. One of the reasons why pecph@ect this quote to the Bible
must be the fact that it is now over 300 years old.

The original source (Sydney 1698: 147) is gdatord for word in the translation
of the Finnish phrase. It is such a specific anoWkmaphorism that there was never a
doubt in my mind that it would not need an exaahs$tation, which in this case was
the one traced back to Sydney'’s article in 1698e ook uses the singular form
which means that a word for word translation fromnish to English would be
something like “God helps the one who helps hinis&lere is, however, a certain
quality in the way the plural, more general forrmeeys the meaning further. In this
particular occurrence the phrase is both an ananga suggestion. The phrase is a

retort to the following remark made by an emisddikael is conversing with:

15) Jumala on totisesti kAantényt seléé@neille, hAn murahti ja teki varmuuden vuoksi
ristinmerkin. (Koskinen 2007: 39)
God has truly forsaken us, he gedreind made the sign of the cross just to be ografee

side.

The pronoun “us” already points to a group of nb@n a mere one person and in
this situation Mikael is relating to the generaltstof affairs regarding the way in
which he does things and his expectation/suggestidmow others should conduct
their business. That is why the plural and origii$aldney 1698: 147) version of the
aphorism “God helps those who help themselves”pvmsarily selected as the best

choice for a translation in this particular case.
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16) Tapahtukoon tahtosi. (Koskinen 2000
Thy will be done.

The above illustrated Finnish example is not a woreword from the Bible as was
not the previous example but the way in which lagguis used in this particular
phrase draws clearly on the Bible. The Englishdi@ion, however, is a direct
guotation from the Bible.

“Tapahtukoon tahtosi” is a similar expressiofiTapahtukoon sinun tahtosi”
used in the Finnish version of the Holy Bible.dhde found in the Lord’s Prayer
(Matt.6 and Luke. 11) as well as the part wheredésasking God if there is any
other way to fulfil his destiny without giving hiie just before he is betrayed by
Judas and taken away by the Romans (Matt. 26).eT$mions can also be found in
the King James edition of the Bible, which is uasdeference because of its more
precise translation of the original scriptures iBtwlish. The two Finnish forms are
not identical but they contain the same phrasirjtha same message. The omitted
part “sinun” is not necessary since the activeigagnt can be understood from the
word “tahtosi”. The suffix “-si” in this case refeto the second person genitive in
the Finnish language and “sinun” is only a confirgibr supporting part of the

sentence. For example:

My will --- Minun tahtai
Your will --- Sinun taht

His/Her will --- Hanen tahtsa

As this example demonstrates, the message of idfearFinnish Bible version and
the phrase in the book share their style and anestlidentical in their wording.
Since both of the phrases “Tapahtukoon sinun t&raas “Thy will be done” can
be found in the same sections of the “Lord’s Pratrex choice for the translation
being “Thy will be done” is a valid one. They cantéhe same Christian
connotations which make the phrase work.

An alternative translation in the processhaasing an adequate choice was “so
be it”. It has a less obvious Christian connotabanit is one of the preferred
translations for the prayer-ending word “Amen” altigh the word has established

itself into the English language on its own. Whemeparing this choice with the one
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chosen ultimately, “Thy will be done”, it could Faworked on some levels in
conveying the preferred message in the dialogud kagks some of the facets
needed. Because the phrase “so be it can be sgpiaith “Amen” within the
Christian context it has to be examined as a choidgself since “Amen” is an
established word in the English language even aeitsie context of religion (for
example “Amen to that, brother.”). In this parti@utase the phrase “Tapahtukoon
tahtosi” is meant to have a double meaning in émse of fulfilling the demands of a
mortal person and that of God. There is a hint ofkery in the utterance since
Mikael is saying it to a Muslim whom he has takeisgner in battle. Another facet
is the way in which Mikael shows his Christianitythe way in which he conducts
himself verbally around non-believers or those desthot know. “So be it” and
“Amen” might not convey the full desired effect libe Biblical allusion of “Thy

will be done” serves all of the different facet®ded to tie in the necessary
connotations which make the situation in the bawd the phrase itself work. This is
why “Thy will be done” was chosen after some timheansideration as the best all-

round choice.

17) Jeesus Kristus, ole minulle armollinen ja péasinut pahasta. (Koskinen 2007: 122)
Jesus Christ be merciful andwglime from evil.

The phrase is uttered in the form of a prayet as a plead for one’s sanity and
well-being. This is a part of a passage in the hebkre Mikael is witnessing
Bohemond getting out of a casket after having sspgly been dead for several days
emanating a rotten stench. It is quite possiblyothig instance in the book where
Mikael is genuinely horrified by what is happenigince Mikael’s beliefs are based
on Christianity in the hour of need he quickly sebklp from the Christian God. In
order to capture the Christian connotations it mesessary to see if there were
corresponding sections in the Bible.

This example and its translation draw heawnlya phrasing used in many
occurrences in the phraseology of the Bible. itasa direct quotation from the
Bible but borrows from its language use which maturn affected the English
speaking Christians’ use of language. As David @ay2010: 9) says in his book
Begat: The King James Bible and the English Langudgo other translation
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reached so many people over so long a period ag Jimes. This probably explains
why so many of its usages entered public conscesssh

The matching part in the Finnish version @ Bible is the following: “Alaka
saata meité kiusaukseen, vaan paasta meidat paddistsinun on valtakunta ja
voima ja kunnia iankaikkisesti. Amen.” (Matt. 6)he passage which corresponded
in the best possible way was again found in thedloPrayer” in this following
section: “And lead us not into temptation, etiver us from evil: For thine is the
kingdom, and the power, and the glory, for ever.efuf (Matt. 6).

There are several incidents of “deliveringnirevil” in the Bible and since | was
familiar with the phrase beforehand | was ablegtarsh for occurrences in the Bible
and whether or not the translation is a suitabke éfere are some of the findings of
a similar phrasing in the King James Bible to nanfew: “And in this thou madest
thine enemies confess, that it is thou vadativerest from all evil” (Wis. 16), “Who
gave himself for our sins, that he migidliver us from this present evil world,
according to the will of God and our Father” (GBl. “And the Lord shalteliver
me from every evil work, and will preserve me uhis heavenly kingdom: to whom
be glory for ever and ever. Amen.” (Tim. 4).

The phrasing used in the translation in the 'okeliver me from evil” is of
identical construct to that in the “Lord’s prayegart from the difference in the use
of the pronoun “me” instead of “us”. The Finnishue@lent has the same difference
in pronoun but with the words “minut” and “meida@é&spectively.

There were two choices for the part “ole mimarmollinen”. The first was “grant
me your mercy” which has an archaic resonanceandtkeeps the aspect of
“minulle” in the translation. This would, howeveepeat “me” in the phrase as it
would be “Jesus Christ gramte your mercy and delivene from evil.” and it seems
a little too repetitive. Considering that the othboice “Jesus Christ be merciful and
deliver me from evil.” avoids repetition and algtains the essential information that
needs to be conveyed. There is also a slight dife in “grant me your mercy” and
“be merciful” the first one being more of a direletmand and the second one is a
more neutral statement, wanting Christ to act upercharacteristic (being merciful)
that Mikael automatically associates with himslaiso characteristic for Mikael not
to demand anything from God but he rather expéetsGod demands act from him
which he must fulfil. By using the passive “be mir Mikael softens the more

demanding “deliver me from evil” which is a much malirect demand or plead.
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Because of these reasons “Jesus Christ befutenmed deliver me from evil”
seemed a suitable choice considering all the neasieects concerning Christianity

and those of Mikael's character in the book.

18) Totisesti, Mikael (Koskinen 2007: 150)
Verily, Mikael

The aforementioned example is just a translatiom sihgle word but it adds some
religious flavour to the overall religious connadat of the book. The example shows
how the translation of a single word can add ahaiocsense when used in the
proper place.

This passage is a part of a dialogue betwedreBond and Mikael and
Bohemond utters this phrase with a scornful anldghtl/ blasphemous tone.
Throughout the book Bohemond tries to mock Mikadésotion to the church and
God, which can be seen in direct contemptuous fesreard in indirect ones as in the
above example. “Totisesti” is something that is lEequent in the common use of
the Finnish language and therefore its use redeasspecific motive for using it. The
source in which “totisesti” occurs frequently ig thinnish Bible (see, for instance
Matt. 5:18, 6:2, 6:16) and when comparing the figdi to the King James edition of
the Bible the corresponding translation is “verilZonsidering that “totisesti” was
used by the author &eitseméas Temppeliherfar a reason since the word is not a
word used in abundance on a day-to-day basis md¥init is also fitting to use the
King James’ Bible equivalent in order to retain gwthor’s intention and the
connotations connected to the use of the word éygkiaracter, Bohemond.
“Totisesti” could have been translated as “Truly’samply as “Indeed” but they
lacked the scornfulness of “Verily”.

Because of the way how the remark is utteseBdhemond the choice of
translation must be “Verily” in order to keep thmmful undertone which it is
spoken. Bohemond chooses his words on the bakis &howledge of the Bible
although he himself does not believe in it, attieast in the way Mikael does. By
using “Verily” he can attack both Mikael and hidiets with a sharp remark.

There exist many other religious allusion$Seitsemas Temppeliherpat they are

all very similar to those which have already berangined.
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Recreating the atmosphereSaitsemas Temppeliherirathe translation was a
task that clearly needed background informatiothenBible and other allusions
related to Christianity. The examples presentdtiimisection demonstrate that it was
not always clear how to proceed with a passage awtigious context. The only
hint of a religious or biblical allusion was bassdmy own knowledge of
Christianity and the Bible. Additional clues ofigebus items in the text were
naturally found in the language use, which oftdfedtd from the surrounding
context by their form. The strict difference betweebiblical and a religious allusion
is that a biblical allusion is considered to beraat quote from the Bible. Example
14, however, shows a passage that can be labslleidblacal on the grounds that it is
widely referenced as such by the public. In pedpiesds the passage from example
14 is widely considered to be from the Bible. I ha be considered that a historical
novel works in between the two worlds of fact aietidn; a grey area. For this
reason, we can see that example 14 is a combinaitiwhat actually is and what
exists in peoples’ minds. The biblical allusionpresent reality, the religious
allusions represent fiction and example 14 reptssieir synthesis. In a way the
solutions in translating biblical and religioususiions inSeitsemas Temppeliherra

represent the books stylistic structure.

4.3 Register

The translation of register is described by Lefe\@994: 58) in the following way:

Writers can exploit all kinds of discrepancies betw utterance (the use of language) and
situation (the particular context iniethlanguage is used) to heighten the illocutiorzower
of their texts. Translators have to malre that the registers, the types or utteragite f
appropriate to a given situation, anailar, or at least analogous in different culturiéshey
are not, the illocutionary power of geurce text will not be heightened by a merediter

translation of the words on the page/imat amounts to a cultural vacuum.

The above description defines register as theutlonary power derived from the
relative differences of utterance and situatioa given context. Register envelopes
the illocutionary power captured in the relatiopsbf utterance and situation, which

can be described as the context influenced conansateaders form in their minds
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by combining clues. These clues cannot be captwyguaoducing a literal translation
because the connotations and illocutionary pow#theidiminished or lost
altogether.

There are three main areas of interest comgeregister in this analysis. Firstly,
in analysing aspects of register in this projdwot, doncept of differences in
utterances of characters in different situatiorexemined in the sense of how key
characters express themselves in various situatimvg do their ways of
communicating build their identities as charact&@s@ondly, looking at how some
of the properties in language use in the narrat@aions of Mikael’s diary entries
set them apart from other types of registers. $haws, for example, in the way in
which he is capable of telling the story in a wiagtthe wants it to be read and
perhaps making himself look a little more respddafuitimes than he actually is.
Thirdly, looking at some parts in the book whereeotcharacters’ letters are read by
Mikael and which he has documented into his diihese documented letters show
a different type of register which differs from tbee Mikael has in his diary.

Since the concept of register in this analgsiscentrates mainly on the way in
which characters are constructed through theiralexbd written communication, the
analysis of register related items regarding titiest will give deep insight on how
the book itself in constructed and what is itsralihd atmosphere.

Considering the fact that “register” is a tamtinguistics that usually describes a
certain way of expression or “jargon” in a fieldsfecialized area of using language,
for example in different professional fields, theras consideration of looking at the
analysed phrases in this section from the viewpafindiolect. Yule (2003:204)

defines idiolect in the following way:

The term idiolect is used for the persati@ect of each individual speaker of a langualjesre
are other factors, such as voice quality physical state, which contribute to the idgiid
features in an individual’'s speech, banhsnof the social factors we have described determi

each person’s idiolect.

This means that every person has their personghcteaistics in using a language,
which consists of situational context, personalegigmces and other social variables
that make people individuals. A crucial reasonrfor using the term “idiolect” for

describing characters’ individual speech regiséhat the fictional characters in any
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book consist at least partly of the author’s ownlett. The fact that the characters
do not exist in their own social environment, in apinion, renders the use of the
term “idiolect” less favourable. It can be argukdtithe characters are in a way in
their own social environment, but since the autifdhe book is contributing to the
voices of the characters, the individual viewpaihthe term “idiolect” seems
fragmented. The term “register”, however, can ergass the fact that the characters
have more fragmented motives for their choicesoafimunicating the way that they
do.

Lefevere’s term of register incorporates thiecaitegories of both sociolect and
idiolect but since all of the characters and evamtsportrayed through Mikael’s
diary entries, these subcategories are too spegifiapture the features in the final
translation. The definition of register made bye\adre is concerned more about the
interaction of the utterances and the situationghiich they occur in and the way in
which the cultural features carried by these velsiere properly translated into the
target language. It was therefore decided thateime “register” is more fitting in
describing the ways in which choices in translapoaserve the original intent of
portraying the characters and the way in which Milsadiary entries are made on
the whole. The subcategories are good tools inrit@sg the desired effect in the
translation but narrowing the analytical scopertach will result in not capturing

the many facets in which these register relatedg#s have to offer.

4.3.1 Register: Characters

In this section the way in which the main characterthe book represent themselves
through personal expressions is examined. Phrasies wffer insight into the

overall character portrayal through translationlacked at and analysed from the
level of Lefevere’s definition of register. Thisliprovide insight into the choices
concerning translation of the spoken communicatiokey characters in situations
which define them. The examples were selected ebaisis of how difficult it was

to find a suitable translation (the most difficsdtmples are the preferred ones) and
also on the basis of how well the particular sarsplews different aspects of register
that apply to the character. This analysis alseiges a general view on how all of

the dialogue and utterances of the book’s chaetere built and the consistencies
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lying therein by examining the characters of Mikaetl Bohemond as representative

cases.

The character of Mikael

As Mikael is the main character and co-narratadhebook, it is important to
examine the ways in which he is portrayed throughutierances in dialogue and
how this is transferred into the target languagErajlish in creating a fitting
translation for the whole book. Let us now looloisbme phrases of interest and

discuss their structure and motives for translattivegm.

19) Menemme pohjoiseen. Minulla on asiaa Antiokiantinaalle
Bohemondille. (Koskinen 2007: 31)
We are heading north. | haveiedfaith the ruler of Antioch, Bohemond.

This example shows three general points on howttieeances of Mikael, and to
some extent the utterances of all charactersramslated into English throughout
Seitseméas Temppeliherra

The phrase “Menemme pohjoiseen.” is translaketiVe are heading north.” One
choice in defining the skopos of the book and thegeeits translation was not to use
contracted forms as in this case the translatiomldvbe “We’re” instead of “We are”.
This is how every character in the book converselsittadds to the formality of the
language use which people often connect with didees and older people. It was
decided in the beginning of this project that mé&ddi old English type of language
would not be used in creating a medieval feel étthnslation, for example the use
of “thee” and “thou” type of language was not prafde because of its
inaccessibility to the general public. Not usingpviations in the English
translation adds to the language sounding morefasdtioned” thus bringing the
reader closer to a medieval mindset. The sourdedtss not use an archaic form of
Finnish either but establishes its atmosphere atlter choices in phrasing as the
aforementioned sense of formality.

The issue of rhythm in the utterances is oifteam key position in describing how
the character thinks and what his or her emphsasiad this applies to the

punctuation and pacing of the phrases used inrigaal text versus the translation.
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Sometimes the pacing in Finnish punctuation ishdlygdifferent from the English
one or vice versa. This is why it is prudent tomkhof the rhythm of the sentence as it
is spoken out loud and then determine what woulthbéest choice for the
punctuation in order to keep the rhythm as sin@lpossible to the source text. In
this particular example the punctuation is identicahe source text compared to the
target text except for the comma before “Bohemoiitiiere is a certain dramatic
pause between Bohemond’s stature and his namegsitllimagine this to be the
case, as in introducing a president or other @ifiitist stating the whole title and
then the name (for example the President of Finl@ada Halonen). The suffix in
“ruhtinaalle” somewhat slows down the pace so tihaite is naturally a longer space
between “ruhtinaalle” and “Bohemondille”. It seentedne that the way it read in
English was that there was a smaller pause bettheawords and a comma would
regulate the pace accordingly to match the soande This is only a minute feature
but it adds to the total ambiance of the atmospimetige dialogue.

Because of the decision to leave ShakespeariansBrait of the translation process
as a tool to make the target text seem more datdebttimes of the Crusades as
discussed earlier, it was necessary to succeedlkmgadequate choices in
translation so that the language used would be moig-faceted and formal in the
sense that it would be rich with connotations digh#y different wordings to that

of which people conversing in everyday life woukkwas their first choice. This
point can be seen clear from example with the latios “Minulla on asiaa

Antiokian ruhtinaalle...” which is translated “I haedfairs with the ruler of
Antioch...”. The basic message of “Minulla on asiaaiékian ruhtinaalle...” is I
have to talk/converse with the ruler of Antioch.which is an expression that
people would use in a casual conversation. Thé tiiaaslation used is “I have
affairs with the ruler of Antioch...” where “affairgs the key selection used to create
atmosphere and bring the text closer to the timiéiseoCrusades. The word “affairs”
implies to an event that is somewhat importantzaslan impact on other peoples’
lives as well as the two individuals concerned.t@other hand the word “affair”
involves a connotation of a close intimate relagldp and which is usually secret
and forbidden. In this meaning of the word “affas”’most commonly associated
with a relationship of a sexual nature with infidelssues involved but it still hints
at a close, personal relationship which is sometiamgerous and malignant. The

word “affairs” is also closely related to financkalsiness as in “We will put his
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affairs in order.”, which deepens the meaning eénghnse of the Knights Templar
forming the first practical banking system. Theset$ are deductable both from the
context of the whole book and the dynamics in &lationship between Mikael and
Bohemond. All of these small parts together formremations in the readers’ minds,
which is not to say all of them will connect withegy one of them, but surely most
people will connect with at least one of them. &lthese definitions can also be
found in theOxford Advanced Learner’s Dictionaf2005). By adding words that
are multi-faceted in regards of giving connotatitmthe mood and flavour of the
whole book give the required feel for the readebaihg transported to another place
and time, thus creating the illusion of realitythe fictional parts of the historical
novel whichSeitsemas Temppelihensin its essence. These connotations help to
connect fiction with historical facts.

All of these three points concerning the exi@ngiscussed relate a great deal to
the whole book and the way in which the charactafterances were adjusted in the
translation in order to match the intended feelokhs present in the source text. The
main objective of the translation is to relate tessage of the text, which uses
language as its vehicle. A strict word for worchstation is always preferred if it
succeeds in relating the same intention and cotionsaas the original text, but
conveying the message behind the words is alwaymsty. This first sample
discussed in this section was more of a genemdirgigoint into the translation and
finer points in the characters’ utterances andodiad, in a way setting an all round
basis for looking at register. The following setztphrases will concern the

character of Mikael on a more individual level.

20) Tassa sinulle toinen oppitunti. Pida miekadtasinolla kiinni. (Koskinen 2007: 35)

Let this be your second lessooldH/our sword with a true grip.

This example shows how Mikael relates to his sqditeobold, and the way he
conducts himself when he is in a superior soctabsion (knight and squire). There
are no unnecessary words used to communicate wilkkaeMommunicates with a
set agenda, which in this case is giving advidesesquire. The example also
demonstrates the use of subtle changes in wordeticompared to the original text,

which make it possible to preserve the originadmion of the author and the text.
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The two phrases are short and separated vpduse, a full stop in the source text
and a colon in the target text. The full stop wedaced with a colon in order to
create an illusion of a set list in the mind of &gk from which he picks advice to
coach his squire. The colon often precedes aduisinbthis case there is only one
phrase instead of a list and the phrase beginsangtipital letter. Use of the capital
letter right after the colon is not the norm in #emse of grammatical practice but by
using it, it seems that the two phrases are maralend it also seems that in
conjunction with the idea of the list in Mikael’smd of lessons to teach, the lessons
are very specific and almost quoted from someose (@erhaps Mikael’'s own
mentor, Sir Munro) and should be capitalized imalar way to holy scripture in
parts of the Bible. With the use of the capitaldetthe original form of the target
text is also preserved retaining the idea of twiasate sentences. The intention to
use the two sentences as a combined structuref(lsssons in Mikael's mind) was
verified by the author, which also made the usthefcolon preferable in this case.

The literal translation of “Tassé sinulle smoppitunti” would be something in
the lines of “This is a second lesson for you.” erhsounds rather plain and not very
imaginative. Using the structure “Let this be...” givthe phrase more meaning in
the sense of Mikael filling the role of the oldeemtor and Theobold the role of the
squire. The way in which Mikael and Theobold meelérusalem is also a clear
indicator of the nature of their relationship. Thell's relatives have been killed by
the Saracens and he asks Mikael to have Theobdid agjuire. This is the
beginning of a father-son type relationship wheikad| teaches Theobold by
example and experience. “Let this be a lessondar™jis something that parents say
to their children when they have done somethingwyrand there have been
undesirable consequences for an action or deechthey performed. There is
therefore a process in the instructed individuadisd of accepting or rejecting the
new information that concerns acting in a certaity\w a given situation, as in this
case where Mikael is instructing the proper usa ®ivord in battle. “Letting” oneself
be instructed is a conscious decision in the sehsgecting or accepting the
information presented and in a sense this meaastare acceptance on the part of
the instructed that he is in the position of lessewledge to that of the instructor.
This is naturally the case with Theobold who isexdg be a knight and Mikael who
has agreed to teach him. “Let this be your secessidn” accentuates the knight-

squire bond which is essential between Mikael amelobold. It also shows that
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Mikael is in a position of power as a teacher asd aattle-seasoned knight, which is
reflected in his use of words when talking to Thaldbn this example.

Translating “Pida miekastasi kunnolla kiinras "Hold your sword with a true
grip.” has a very specific reason behind it contgymeligious connotations and
Mikael’s personal convictions. The direct tranglativould be “Hold your sword
properly” which does not have a proper sense afaqjue. This sense of guidance
relates to the mental list which Mikael has in mimgen instructing Theobold as
discussed earlier. The word “properly” is too plaitd vague to seem important
enough to pass down from a knight to a squire. Wbl “true” has a special place
in the translation. Mikael is a Christian crusaaed based on this his conception of
“true” is something that is somehow related torkigious foundations as a crusader.
He is true to his cause and loyal to his commitmenen if they do not always make
sense to him on a personal level. Honouring hismitments and being “true” to the
cause of the crusaders is one facet of the useus" In the phrase “Hold your
sword with a true grip.” it carries meaning of gghat is true to the way of the
Knights Templar and to knights in general in additio a grip that is sturdy and
strong. Another important facet is the meanindhmreligious sense. The crusaders
fought the Saracens and the biggest motivatiothisrwas the fact that they were
infidels in their eyes. In a Christian sense ohgeghe ones with the “correct” God
and religion the phrase of “true grip” might bers@s something that is based on the
“truth” of Christianity, a righteous grip that wilay infidels more efficiently.

By translating the sentence “Pida miekastasnblla kiinni” as "Hold you sword
with a true grip” gives more insight to the chaeaaif Mikael in the sense that the
phrase “true grip” describes his inner world ascdesd earlier in a concealed way
which the reader will pick up little by little abdy read the book. Staying true to his
cause and trying to understand what is the truthiffarent situations and regarding
his own faith and beliefs is at the very core okddil's character. By using subtle
hint of “true grip” gives more depth to the chasaavithout distracting or distorting
the original message intended by the author.

21) Jos meité uhkaa pieninkin vaara, halkaisen siatiia ettet kuole heti vaan paivien
kuluttua sanoin kuvaamattomieskien raastaessa ruumistasi. (Koskinen 2007: 38)
If even the slightest danger &te@s us | shall split your stomach in such a veay you

will not die instantly but aftdays of suffering from excruciating and unimagieapins
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coursing throughout your body.

This is an example of Mikael talking to a Saracdrm he and Theobold have taken
as a prisoner. It gives some insight to the wayhich Mikael's use of adjectives in
the translation defines his character to some @egne also the way in which some
words have to be added in order to achieve theeftdct of the original Finnish
version.

The key item in this phrase which has to leted into English via its translation
is the cool and calculating manner in which Mikde$cribes his reaction if he feels
that he is being betrayed. Mikael is making a thbeg he delivers it in a matter-of-
fact manner which gives no room for doubt consitewhether or not he will follow
up on this statement. He is stating a cold fadtithtashioned as a threat with no
chance of him failing to follow through with it shiol there be need for it.

By translating “...halkaisen mahasi...” as “...I Blsalit your stomach...” a
certain discreet formality is preserved in the ¢atgxt. Mikael announces this
statement as a fact in a very calm manner. Thera@exclamation marks in the text
at this point and Mikael is portrayed as calm aoliected. The translation could
have been “...1 will cut your belly in two...” or coulthve used other more
explosive verbs and descriptions to add aggres&oexample, “slice” or “rupture”
to name a couple. Also the choice of using “storhatdtead of “gut” or “belly”
hints at formality and a deliberate choice of wosdsMikael's part. Stating a fact in
this clinical and formal way functions as a muchreneffective threat than an
exuberant rant filled with rage.

In order to give the threat both its cool atidical matter-of-factness and still
keep it threatening and explicit without steppiag much into aggressiveness, some
descriptive words had to be added to give somehddpanslating “...sanoin
kuvaamattomien tuskien raastaessa ruumistasi’'safféring from excruciating and
unimaginable pains coursing throughout your bodka’ the result of long
deliberation caused by the formal translation eflileginning and having to add
some power to the threat in order to make it memsymsive. Also translating
“sanoin kuvaamattomien” without losing a certainffard motion in the rhythm of
the English translation was an issue. “Unimaginaies the translation used for the
idea behind “sanoin kuvaamattomien” (literally skted as “beyond words”) which

naturally refers to pain that is so horrible thas ibeyond description and
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imagination. Adding “excruciating” seemed to make threat more convincing in
the sense that there are two descriptive word$fins” as if Mikael is leaving no
room for doubt on the subject of what kind of pduesis talking about. They are
unimaginable but he is emphasizing that they at@hthe pleasant sort. As “pains”
is in plural as the phrase is in Finnish “tuski@réreates an image of there being at
least two types of pain in question which led ® tianslation “...coursing
throughout your body.”. There is the physical pamal of course the
mental/psychological pain. These two feed eachrathihe sense that when one
feels physical pain it creates a mental anguishifathe pain is great it creates a
mental agony in anticipation for the physical pdihe meaning of the word
“ruumistasi” in the source text encompasses theningaof the whole body. By
using the translation “...pains coursing throughauinbody” a mental image is
created of the pains travelling in the body, inmadit and not just settling at the
point of injury and of mental and physical anguigiculating in the body and
coursing, as it were, like blood through veindl is often thought of when the
word “to course” is used and this connotation wdsritional. The pain that Mikael
threatens to inflict is so great that it is to lsecanstant as circulation and the beating
of the heart, present everywhere in the body andmletting up. This is what was
sought after by using the translation “...sufferingni excruciating and
unimaginable pains coursing throughout your body.”

The translated phrase “If even the slightestgeér threatens us | shall split your
stomach in such a way that you will not die indtahtit after days of suffering from
excruciating and unimaginable pains coursing thinoud) your body” shows that
Mikael has a way with words when he has to dripgiat across and even then he
states his position comparatively calmly and witteetain formality. Anger and
other strong emotions are almost exclusively usdgyl\wwhen he is conversing with
Bohemond and even then he tries to keep himseHmurwhtrol. The biggest
challenge in translating this long phrase was &pkie threat convincing enough
but still refrain from being too aggressive in wargk, which was achieved quite

adequately.

22) Sina paivana tahdet putoavat taisgalimaa aukenee jalkojemme alla, puuskahdin. -
Kaikkien pyhimysten nimeen, Jumailgallisi koskaan moisen onnettomuuden tapahtuvan!
(Koskinen 2007: 60)
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When that day comes, the starkfalllfrom the skies and the earth will open betheaur

feet, | snorted. — By all the s$gjrisod would never permit such a travesty to fadéee!

This is an example of Mikael relating to his neraégdbhemond. As stated before,
Mikael has a tendency of losing his composure whehe company of Bohemond,
which is reflected in the manner of his speech.adlks reacting to Bohemond'’s
casual remark that Bohemond might one day ruletiiee world.

The first clue that Mikael is distraught whettering the phrase is the use of the
exclamation mark at the end of the sentence. Alsase of the description of how
he says the first phrase, “..., puuskahdin”, showesdttitude intended to be related
by the utterance as it means “..., | snorted”. Thedwo.., puuskahdin” marks the
preceding phrase “Sina paivana tahdet putoavaddata ja maa aukenee jalkojemme
alla, ...” as a scornful statement which was traesldor that reason as “..., |
snorted.”. Snorting is the action of forcing airdiigh ones nostrils in an explosive
manner often linked to horses but which is a comstww of contempt when used
to describe actions in human utterances and mamerit relates to the reader that
Mikael holds the statement of Bohemond as ridicsilalthough he still seems to
think that there is a possibility that Bohemond Imiigarry out his ideas since Mikael
utters an exclaimed half-prayer directly afterihiial statement.

Because of the prayer-like nature of the séqidase “By all the saints,...” the
word “taivaalta” was not translated as “from theaMens” which would fit the
religious connotations fairly well. The Finnish widtaivas” has both the meaning of
“sky” and “heaven”. The first utterance, howevaersiill that of unbelief on the part
of Mikael in the sense that he does not reallykhitat Bohemond is capable of
enslaving the whole world under his rule. Mikaeéhking about the possibility of
Bohemond succeeding after all is the reason fostigelen exclaimed outburst, in
contrast to which the first utterance is still kaicomposed. By using “skies” instead
of “Heavens” the religious connotations do not préaghemselves until the
exclamation and therefore building up Mikael's age as he continues his speech.
Mikael does not use words which are “Holy” in vliecause he regards that as
blasphemy. This aspect of Mikael's character wadioned by the author.

Because the second phrase is an outrageolasraton the part “Kaikkien
pyhimysten nimeen,...” is translated as “By all thenss,...” and not “In the name of

all the saints,...” which was an option. This wasebecause “By all the saints,...”
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is a less complicated structure and upset peopl®lilkael in this case, tend to use
more condensed language when they are upset otirgipdilis just a common fact
that in moments of frustration and anger thererised to simplify the message
uttered in order to make a point more efficienflyshorter choice in this case also
keeps the dialogue flowing more fluently.

A final point to make about this example i translation of “onnettomuuden” as
“travesty”. The word for word translation for “ont@muus” would be “misfortune”
and the word also carries the meaning of “accideB#tause the anxiety level is
higher in the first phrase than in the followingeothere is a contrast between a
lighter, contemptuous attitude in Mikael and hisraged exclamation. Some choices
such as “mishap”, “accident”, “misfortune”, to naméew, were not descriptive
enough to get Mikael's point across clearly. Mikdehks of Bohemond as someone
who is ruthless and should never be granted anyuwf governing whatsoever.
The mere thought of Bohemond ruling the world sekkesa cruel joke to him
because he places his trust in a higher powereteept such irregularities. The word
“travesty” is strong enough to fit the rising artyief Mikael as well as his thoughts
about Bohemond as the ruler of the world. The walesty” hints of a mockery
taking place, something that has somehow slippetisGyasp or was overlooked by
him in Mikael’s thinking. The use of “travesty” aléits in an ironic sense since
Mikael begins this pair of phrases by mockery amdiseup asking for divine help. He
is taking part in a travesty by exaggerating h&tien to a casual remark made by
Bohemond. Mikael in a way feeds his own anxiety anger when he deals with
Bohemond and slips into a mockery or parody in Wiiie himself plays the main
role. This is fitting to Mikael's and Bohemond'datonship in the context of the
book.

The Character of Bohemond

Bohemond is a very willful character and an expésaging war. He is not just a
general leading his men from afar but is with tharthe action when he is needed.
He relies heavily on power to resolve his diffieedtwhether they concern personal
matters, war or both of them.

Bohemond is both Mikael’s nemesis and hisftibecause he has been a great

asset to the crusaders and the cause of Chrigti@uhemond, however, does not
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have the same motives for his actions as Mikaelignabstly driven by fantasies of
power which he has already partly fulfilled by cargng Antioch in his own name.
This is unacceptable for Mikael whose main motwafior joining the Crusades has
been to claim Jerusalem back from infidels andh&rthe Christian cause, although
he does not turn down any compensation that heaoayire doing so. Bohemond
kills for his personal gain whereas Mikael usesioigt motives, such as God, to
justify his actions. Mikael's mission in the boaktd stop Bohemond, or, at least, try
to control him. In a way Bohemond is Mikael's shagtaeflection as they a very
similar men but yet totally different.

This section includes four examples of Bohed®wntterances and their
translations. They show the essential ways in wBichemond is represented in the
book (filtered through Mikael's diary entries natlly) and what are the most
important factors that had to be taken into accedren attempting to transfer his
characteristic mannerisms of talk into English.f@#ént character aspects discussed
about Bohemond have been confirmed by Juha-Pekkkiken the author of

Seitseméas Temppeliherra

23) Voit sdastaéa korulauseesi Boutounaitearten. Keisari Aleksios on vaatinut minulta
Kilikian kaupunkeja liitettdvaksikaisin valtakuntaansa. Suureksi hdAmmastyksekeesi v
todeta sinulle, etten suostu riitdvuttamaan vaikka keisari Aleksioksen kirje kadunis ja
likuttava. Siksi han on lahettimgnhan ystavasi kenraali Boutoumitesin ottamaan n
minulta vékivalloin. Kunhan olerurskannut kurittomat saraseenit, kdyn Boutoumitesin
kimppuun, Bohemond naurahti jaliti ulos ovesta. (Koskinen 2007: 67-68)

You can spare you verbal acrobdtic8outoumites. Emperor Aleksios has demandet tha
I hand over the cities of Cilica that they can be annexed back to his kingdonyotio
great amazement | can state totlgatil will not consent to handing them over natera
how beautiful and touching Empekterksios’ letter was. That is why he has sent yaldr
friend general Boutoumites to tdkem from me by force. Right after | have crusties
wayward Saracens | will attack Biumites, Bohemond laughed and snuck through the

doorway.

In this first example there are some phrases amdsmehich reflect Bohemond'’s
warlike nature and his powerful presence which vieneslated accordingly. The
example is fairly long but was chosen becausesahdny interesting features

regarding the character of Bohemond.
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The sentence “Voit saastdad korulauseesi Boutesia varten” describes the
attitude that Bohemond has towards Mikael to whenmsttalking to in the excerpt.
Bohemond places more value on action than tallesgecially if someone is trying
to convince him not to perform a deed that requivese or violence. Mikael follows
Bohemond in an effort to try to lessen his appédtiteaggressive action and he often
does this by talking to Bohemond in convincing wathough mostly failing. The
translation “You can spare you verbal acrobaticBmutoumites.” has features
which are typical of Bohemond. By using the tratislka“spare” for “saastaa”, there
is a connotation of Mikael having annoyed Bohemwaittl his remarks on previous
occasions which Bohemond considers as a mentate¢odtie wants to be “spared”
from more talking which is pointless in his mindee it only delays the transition
into action. The translation of “korulauseesi” &srbal acrobatics” concerns the
same issue in Bohemond’s psyche. The Finnish wkwdutause” has the meaning of
“empty phrase” or any kind of saying or remark tisatverly decorative with no real
informative value. Bohemond does not like it wheple try to talk him out of
fulfilling his will, especially when doing so showseakness or inaction. This feature
can be seen in Bohemond throughout the book. $hidy the translation “verbal
acrobatics” is suitable. Bohemond considers theyaesion on Mikael's part usually
leading into a passive or inactive solution. Bohathis drawn to action and he
therefore does not want to listen to words whicdbresult in a conclusion leading
to action. This is why talking about solutions whito not result in action is only a
useless play on words; juggling with words withstmng forward motion behind
them. The first phrase as a whole is typical fohn®nond’s style of communicating
in the sense that he completely crushes the otvepp’s contribution if he sees that
it is not to his liking.

The translated phrase “Emperor Aleksios hasaseled that | hand over the cities
of Cilicia so that they can be annexed back tkimgdom.” has two distinct features
that show Bohemond'’s personality. The source taxage “Keisari Aleksios on
vaatinut minulta Kilikian kaupunkeja liitettavaksikaisin valtakuntaansa.” speaks
only of demanding and not handing over. The additibthe “handing over” element
into the translation has the point of stressingréi@quishing without resistance
which is the part of the demand that Bohemondldislihe most. He enjoys waging
war and the power and land he gains in victoriesoaly added bonuses. He does not

respond to threats by giving up. The second feasurethe translation of
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“...litettdvaksi takaisin valtakuntaansa.” into ”.. r@@xed back to his kingdom.”.
The combination of the word “annex” with “back” gigsts that returning under the
rule of Aleksios means that the territories wil/eaa subordinate position to the rest
of Aleksios’ empire. The word “annex” can be usedhe meaning of adding
something to an already existing bigger mass buhitre common connotation is its
war-related interpretation. By this choice of woBfshemond insinuates that the
cities of Cilicia are better governed under higruwhich he does state in the book
(Koskinen 2007: 45).

The next point of interest is the translatidn. .., etten suostu niita
luovuttamaan...” as ”... | will not consent to handiihgm over...” in the sense that
Bohemond is being issued a demand by an emperohaésuperior resources when
it comes to war and Bohemond still keeps himsethaposition of power. A direct
translation would be “..., | will not give them ovef.., which would carry the basic
message of the source text. However, the Finnigh‘geiostua”, which basically
means “to agree” or “to comply” in English, hasiamportant place in this structure.
Consent is something that has to be given. Itisatery core of the definition of
the word. It implies that one cannot be threaténtmgiving one’s consent. If
cooperation is gained by threats then it cannatdfmed as consenting since at the
very least there has to be a joined decision madeematter at hand. By using the
word “consent” it is implied that Bohemond sees $@ihin control of the situation at
all times and not affected by the threat he hasived. The use of “consent” stresses
the point that Bohemond is the one who will maledicision and that he cannot be
forced into doing anything he does not want to.

In the last part of the example there are paimts of particular interest. The
sentence “Kunhan olen murskannut kurittomat saraség&yn Boutoumitesin
kimppuun, Bohemond naurahti ja livahti ulos ovesteludes the phrase “kurittomat
saraseenit” and the clause “livahti ulos ovestaiciinad to be considered carefully
in order to preserve the according connotationgkfit the character of Bohemond
in the English translation. Translating “kurittonsaraseenit” as “wayward
Saracens” relates to the manner in which Bohemegdrds the Saracens. He is not
himself a man of God and mostly uses Christianigt as a tool to get what he wants
if using it is necessary but he still thinks of seif as more of a Christian than a
Muslim. The word “wayward” implies turning away frosomething that is proper

and right as in “a wayward son”. Bohemond considleesSaracens as infidels and
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that they are not a part of the society structereléems fit. The word “wayward”
also implies a stubbornness which can be connéctad adolescent attitude of
opposing for the sake of resistance. The word fandviranslation for “kuriton” is
“undisciplined”. The adjective “kuriton” usually deribes someone who
mischievous and does not obey instruction or rifesy often the word “kuriton” is
used in a context of describing a child who wilt behave himself. The translation
“unruly” was also considered but it lacked the tkdwas feature present in
“wayward”. The second point of interest is the slation of “livahti ulos ovesta” as
“snuck through the doorway”. The word “ovi” is immmon use for both “doorway”
and “door” in Finnish, but the word “doorway” caa been as “oviaukko” in Finnish.
Using “doorway” instead or “door”, which would bieetexact translation, it comes
possible to form an image of the door being alregoiyn. This image contains the
fact that Bohemond does not have to slow down endpe door in order to get out
but gets out immediately after having said whah&e to say. This adds to the
action-loving character of Bohemond. Also, by usisiguck” for “livahti” there is

the implication of agility on the part of Bohemorthe word “livahti” has a meaning
of both sneaking and getting away as in “livahtagkiqun”, which adds to the sense
of agility. The word “slipped” was considered fdivahti” but the action of slipping
has the connotation of an accidental slip, whichsdwot fit the idea of Bohemond as
an agile person. Considering that if the door wdwdde been closed, Bohemond
would have had to open it fairly far regarding thet that he is a huge man as
discussed in the “Names” section. The wanted effestto get the mental image of
Bohemond getting out of the room so quickly thas illmost unnoticeable; not
because he is small or somehow secretive but bedeus very agile for a man his

size

24) Se ken pelkda haavoja ja mustelmia, voi ja&dd kikseen vuoteelleen makaamaan. Yritys
oli hyvé ja jos vain Balduinillaisil ollut vahankin jarked, istuisimme nyt Harramiuurien
sisapuolella ja linkoaisimme saeasen irtihakattuja paita heittokoneilla eramaahéssi
mies ei voi voittaa sotaa mutta kénhavita sen. (Koskinen 2007: 88)

The one who cowers before the mfezuts and bruises can remain lounging in hisfbed
the rest of his life. The effortswgood and if Balduin would have had even a shfed o
reason we would be sitting inside walls of Harran even as we speak, whirling cledpp
off Saracen heads with trebuchets the desert. One man cannot win a war but héoszn
it.
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This example reveals a great deal about Bohemah@isacter and about the choices
needed to be made in the translation in orderatster the proper connotations into
English. There are several features that are ygigdl features for the character of
Bohemond.

The first sentence “Se ken pelkaa haavojausteimia, voi jadda koko iakseen
vuoteelleen makaamaan” shows one of the key pwirB®hemond’s personality.
The literal translation would be “The one who feauts and bruises can stay lying
on his bed for all his life”. The main point behitige utterance is that if one is not
prepared to take risks and chance the possibi#ityrg hurt, there is not a chance
that any gain can be achieved either. To sharpsmy of thinking the word
“cowers” was chosen as the translation for “pelk&dwering has the meaning of
making oneself smaller and unnoticeable as in erqgr being afraid. Using “being
afraid” for “pelkaa” would not be as descriptivepesially when the cowering is
linked to the idea of a bed. It creates an imagaajbe getting under the covers and
making oneself invisible to the outside world astjaurling up to a fetal position on
the bed. Because of creating this image the wanaritjing” was chosen as a
translation for the word “makaamaan”. The otherichdor “makaamaan” was
“lying” which did not have the desired meaning. Theaning of “lying” lacks the
active avoidance of action present in the wordrilgel’. Lounge has the meaning of
passing time without any planned activity and dao ae related to lying down (for
example the lounge chair). These two word choiessribe Bohemond'’s attitude for
inactive people. In his eyes they make themselves|so that they will not be
noticed and also spend their time in less impoiativities than he himself does,
unless their activities are of the same persuagdibis.can be seen in interactions
throughout the book with Bohemond and the otheradtars.

In the next sentence “Yritys oli hyva ja jasrv Balduinilla olisi ollut vahankin
jarked, istuisimme nyt Harranin muurien sisapualgl linkoaisimme saraseenien
irtihakattuja paita heittokoneilla eramaahan” thare three main points of interest.
The first one is the translation of “Yritys” as “@teffort” which shows another detalil
in the character of Bohemond. The word “Yritys” bhave been translated as
“Try” but that did not fit Bohemond’s mindset. TR&nnish word “yritys” has the
meaning of “an attempt”. If one tries or attemptseans that there is a chance for

failure and depending on the task there might eeat chance for failure. By
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translating “Yritys” as “The effort” tells of Boheomd'’s attitude towards succeeding
in life. For him, there is no concept of “tryingdohemond is certain that if the effort
put into a task is great enough, success will folldhere is only effort and the lack
of effort in Bohemond’s mind. It is almost like @t of self-hypnosis. This feature
can be seen in the way that Bohemond is very ceofdiis prowess and his chances
for victory in battle throughout the book.

The second point is the translation of “vahén#rked” as “even a shred of
reason” which tells of the attitude that Bohemoad towards his allies. The literal
translation of “vahankin jarkea” would be “everitdd sense”. “Shred” is used in the
translation to bring an aggressive stamp to thalingr Shredding is a forceful
activity with blunt force associated which suitshBoanond well. The use of “reason”
for “jarked” entombs a double meaning. The firsamag is the mundane one of just
the synonym of “sense” and “intellect” combinedeT8econd one has to do with the
motives of his allies in aiding him in battles. Bomond is increasingly paranoid
about his generals and other allies betraying mchkas character hints with
“reason” that perhaps “Balduin” did not have adequaotivation to give out his
best effort for Bohemond. This connotation of “i@aisis similar to that of
“motivation” implying that Balduin lacked both tletellect and the motivation to
succeed.

The third point is the translation of “heittoieilla” as “with trebuchets” which
shows Bohemond'’s use of a certain jargon regangargare. When the word
“heittokone” is mentioned in the book it is usuatignslated as something that is not
very specific like “catapult” or “throwing machindgut Bohemond'’s character uses
the more technical term of “trebuchet” which hititat he has more insight about the
art of war than any of the others.

The last sentence of the example “Yksi miegevoittaa sotaa mutta han voi
havita sen” translated as "One man cannot win abuahe can lose it.” is a
straightforward translation but it underlines tliepous insight about Bohemond’s
character and the choices made in the exampleisl&igon. Bohemond places the

blame on Balduin and there is a seed of mistriesept.

25) Et tietenk&&n sano noin vain sen siyakta omalta ratsultasi on pudonnut kenka? Enkd
juuri sinun tavaroistasi l6ytanytéen, jossa basileus Aleksios lupasi sinulle ktaimaalta
jos tapat minut? (Koskinen 20075)14
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Naturally you are not saying thattjpbecause your own horse has dropped a shoe® Was
not in your possessions where htba letter in which basileus Aleksios promised e

Moon from the sky if you killed me?

This example has an interesting saying which weated by the author (Juha-Pekka
Koskinen) of the book for the character of Bohemand an interesting word choice
in translation to compliment that idiom in the sante following it.

The implicit meaning of “Et tietenk&&n sananneain sen vuoksi, ettd omalta
ratsultasi on pudonnut kenk&a?” is basically thab&uoond suspects Mikael of
working behind his back against him. The literahslation would be “Naturally you
are not saying that just because your own horselitggped a shoe?”. It insinuates
that Mikael has his own agenda for acting whicatikast partly hidden from
Bohemond. The nearly corresponding Finnish sayiaglavbe “Olla oma lehma
ojassa” but it is not quite the same as the ided usthe book. That is why the
idiom of “to have an axe to grind” (which is th@sést equivalent for “Olla oma
lehma ojassa”) was not used since it lacked a mgahat could be inferred from the
word-for-word translation “Naturally you are notyggy that just because your own
horse has dropped a shoe?”. The translation pivirtddition to the hidden motives
which Mikael might have for his own personal gairalso underlines the fact that he
has left a clue of his misdeed which is the missinge from his fictive horse;
evidence. In this case the evidence is the letteciwBohemond finds.

By translating the phrase “sinun tavaroistasi™in your possessions” an
interesting connotation can be seen linking tadi@matic structure in the previous
sentence of the example. Bohemond is very paramogh it comes to his allies and
others he keeps close to him. Bohemond’s parasdased on his experience of
people plotting against him which is underlinedtly fact that his own nephew
refuses to pay his ransom when Bohemond is heliveafiKoskinen 2007: 56). By
choosing the word “possessions” there is a coniootaf being possessed which
works in two different ways, excluding the obviausaning of having possession of
some goods. Bohemond is possessed with parantie @ioint of the book when
emperor Aleksios is trying to bribe his high rankifficers into betraying him. This
is one way that the word “possession” works. Theeptonnotation is from the
viewpoint of Mikael that he is possibly working fieadership other than that of

Bohemond and being possessed in his own manneaeVigk possessed by a
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different master in Bohemond'’s eyes or at leassIseispected of it. The use of
“possessions” conveys the same meaning as “simandistasi”. The connotations of
“possessions” were accepted by the author (JuhkaReéskinen) since the meaning
is not distorted and the word fits to the intentajrihe message. This translation
links nicely with Bohemond’s inquiries concerningjdery and treachery within his
ranks and his growing paranoia. It adds to theasgicand forceful inquiries which
he finds proof for in Mikael’s tent. This sarcassraiso present in the final passage
of the example “basileus Aleksios promised youNte®n from the sky if you killed
me?” which is basically a word-for-word translationt is verification for the

sarcastic undertones on which the translation@g&tample was carried out.

26) Viimeisen kerran olen vannonut valiumala yksin tietdd, kuinka monta valaa olen
vannonut ja kuinka monta niisté&adhkut. Kaikki valat olen vannonut Jumalan nimeen.
Kaikki, paitsi taman viimeisen. Ta&mmina vannoin koirani nimeen. (Koskinen 2007:)154
| have sworn an oath for the laset God only knows, how many vows and oaths | have
sworn and how many of them | hakekbn. All of those | have sworn in the name of God

All but this last one. This onen@e on my dog.

This example examines a different side of Bohem®wgtaracter; a more thoughtful
side. There was not as much difficulty with woraides in the translation but the
pacing is important in this passage. It is the lgistrance that Bohemond makes in
the book in which his aggressiveness has subsimted because of the death of his
dog.

The first effective choice regarding the rhgthnd pacing of the passage is the
comma after the phrase “God only knows”. Theredgsmma in the source text in
the same location. There is not a need for eithédreon regarding grammar and
therefore the use of the comma is about the paifitige passage. The comma
produces a short break which indicates that Bohenmoeither talking slowly or that
he is contemplating his next words. An additioth@at thoughtfulness is the usage of
both “vows and oaths” as the translation of “valdaasing both of the words creates
an ambiance of ambivalence and thoughtfulnessBshémond could not decide
which of the words is better for his use. Their as® slows the pace a little more
than in the source text and therefore the senté'@akki valat olen vannonut

Jumalan nimeen. Kaikki, paitsi tdman viimeisen.¥éndeen linked with a semicolon
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in the translation and the comma after “Kaikki” teeen omitted in order to balance
the pace.

One element in regard to the last sentenctteiexample is that the same
structure is used for “...tdAmé&n viimeisen.” and f@&Man...” in the translation as
well, which are “...this last one.” and “This one..because the repetition adds to
the solemnity of Bohemond’s monologue. It stressegoint that the vow he has
sworn is something special, not like others thah& sworn in the name of God.

The pacing, using two words for “valaa” and thpetitive element in “...this last
one.” and “This one...” create the thoughtful monalegvhich is uncharacteristic
for Bohemond'’s character. This is a contrast taalygressive and sarcastic style of

talking, which requires the slightly slower pacerpress itself on the translation.

Summary of the characters Mikael and Bohemond

This is a summary of the main features found indifferent registers of the
characters Mikael and Bohemond. The features ofliaeacter Mikael will be
discussed first. The features found in the registéthe character Bohemond will
then be discussed in relation to those of Mikaehlige of the similarities between
the two characters.

The issues that needed to be addressed vdresiaiing Mikael's utterances were
linked to his character and personality and how #i@w in the way he represents
himself verbally. As mentioned at the beginnindgha$ section, by using Lefevere’s
broader term of register to describe the diffefanéts which are present in the
characters’ way of communicating, a richer undeditag of the translations can be
obtained. Considering the character of Mikael itlgdoe extremely limiting to
categorize some of his utterances into idiolectamiolect or even jargon. There are
so many levels in his verbal expression that it lvdoe too restricting. He is an
individual and acts in ways that many of his pgwsot. From this point of view it
could be said that we are dealing with idiolectkail is also a part of a higher cast
of people since he is a knight and affiliated with order of the Knights Templar.
His higher status could mean that his manner cdlépg has been derived from his
high social rank and therefore we could categaize® analyze his speech from the
point of view of sociolect. When considering thaiklkl is a knight and a crusader it

might be that his way of communicating is mostijoced by expectancies of him as
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a crusading knight which would point to the uss@écial jargon with
biblical/religious allusions, prayers and a coal aollected way of representing
himself. As a result of this reasoning the broadem of “register” served well in the
analysis of the utterances of Mikael and the resalt a multifaceted, more
illuminating look at the character’s essential nodéspeech in the light of
translating them into English.

There were important facts to take into comsition when translating Mikael's
utterances into English. His matter-of-fact stylespeech when confronting
individuals to whom he feels superior is one ofkbg points combined with a
formality and a certain type of coolness. Relatimse features into the translation
was achieved by using less common everyday wordstien he is representing
himself in a more formal tone. Also, depending @émotional state and company,
less complex structures are used when Mikael isyamgin other ways more
aggressive than normal, usually when he is comnatinig with Bohemond.
Regarding the way in which Mikael communicatesthhyis also very important
and the pauses caused by punctuation of phonetiar$a(regarding the pacing and
rhythm of phrases) were duplicated as equally [mmgses if possible in the
translation as discussed earlier. Mikael is alsbaty very talented in the sense that
he uses his words very precisely often with mudtipbnnotations attached to single
words. Some connotations are not possible to rbgalsing a word-for-one-word
translation and therefore there are places whalitiachl adjectives, for example,
are needed to fill in the gap in meaning. Mika@hkl of himself as being a very
righteous man with high moral standards which cohis speech mainly in the sense
of religious connotations and this had to be takémconsideration in choosing
appropriate translational vehicles to carry the mmegs of the source text as
discussed in the section of “Biblical and Religid&lkisions”. The religious nature
of Mikael can be deduced for the context of the ok and it was also
confirmed by the author @eitseméas Temppeliherrduha-Pekka Koskinen.

The central issues regarding different tydaggister of utterances of the
characters of Mikael and Bohemond are very simBaice they are very much alike
and Mikael was discussed in this section earliesi)llpoint out the main differences
between them as illustrated by the examples disduss

Bohemond is a very action-driven characterdiffdrent from the somewhat

more contemplative Mikael. Bohemond is more conegrabout the end result than
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the process that leads to it whereas Mikael at teias to assess if the end justifies
the means. Regarding the translation this mean®8tteemond uses more time
describing what he is going to do than explainirggrhotives, which leads to a more
action based use of words. Whenever there wasiaechetween a less aggressive
and a more aggressive expression in the transjdliermore aggressive was most
often chosen for Bohemond. If some word had amredte meaning which could be
perceived as aggressive or raised connotatiortsgbhtature, it was better suited for
Bohemond.

Because of the fact that Bohemond tends twiadence as a primary problem
solving skill, words, which have aggressive or @idlconnotations, were always
preferred in the translation as doing so addsdatiion-loving character of
Bohemond and hints at the key differences BohenamdMikael have. As a simple
example there might be a word which signifies gvsomething and for that word
Bohemond'’s utterance would need a translationerlities of “rip”, “tear” or “slice”
whereas Mikael's character would benefit more (deljpgy on the circumstances
naturally) from a translation like “halve”, “splitir “part”.

There are some passages in the book wherenBwitbuses words which could
be considered jargon used by a general in the falpe €rusades and this expertise
in war talk is casually fortified by other charastesing cruder descriptions of
battle-related articles, as in the example menigtie trebuchet. This contributes to
the all round image the reader forms of Bohemona &arrior.

One last defining feature in Bohemond’s chiawhich defined how his
utterances were translated was the sarcastic wmésrhe has especially when he is
communicating with Mikael. Bohemond deliberateigdrto annoy Mikael by
committing acts of what Mikael regards as blaspheBometimes he does this by
simply being himself and other times he does itieily to get a reaction from
Mikael. Everything Bohemond says to Mikael hasedilst considered sarcastic in
some way because the two characters are alwayg tiyimanipulate each other in
some way. This ambiguous and sarcastic theme nauasb transferred successfully
into English or the interplay between the charactéiBohemond and Mikael
somewhat suffers.

Because of the fact that Bohemond can be dedaas Mikael's “evil brother” in a
sense that they are almost two halves of the sameso to speak, it is essential that

the way in which Bohemond is represented throughutierances and how these
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utterances are translated into English, differéesidim from the way Mikael is
represented through his utterances. The choicesmfings for the translation in the
manner presented in this analysis of the regibtrthe characters use in
communication, add to the experience of the reatien s/he forms the basis of
what kind of people the two main characters inktbek really are.

In each of the sections concerning Mikael'd Bohemond’s types of register,
most of the examples have added meanings in thslatéons. These types of
additions, which are mostly related to the pacihthe passages and connotations of
the words in the translation compared to the sotaxie were not made in the
majority of cases. The reason why the examplesagontostly translations that add
something to the source text is that those passagesthe most challenging to
translate. There was always a need to balance somted word or connotation
when elements that were not in the source text aeded to the translation. This
was done in order to preserve the integrity ofdhginal registers created in the

source text.

4.3.2 Register: Letters

There are two distinct letters in the book, whiok aritten by Bohemond and
Mikael’'s wife Michelle. The letters need their ow@ction in the analysis of register
since they are three times removed in the senséinstdy a character has written the
letters, then Mikael reads them by himself andrlagehas written the whole
experience in the diary which is what the readés ges/her information from. One
does not get explicit evidence from the book whethe letters presented are
documented as they are or is Mikael just writingjiticontents into his diary from his
memory. There are some interesting consideratidnishihad to be taken into
account when translating these letters into Engli$iese considerations will be

demonstrated with examples of fitting passagestiagid analysis.

27) Sinulle, min&, Bohemond, kuuluisa Robert Gudicepoika, lahetan taman viestin.
Menneisyys on osoittanut sinullegdtakunnallesi, kuinka suunnaton on voimani ja
urheuteni. Kun min& ohjaan kohtatatkua, olkoon Jumala todistajani etten jata
kostamatta menneisyyden vaaryykSiid lahtien kun valtasin Antiokian ja saatoirkko
Syyrian kauhun valtaan, ovat kaikinettomuuteni johtuneet sinusta ja armeijastédsiin

sind olet aiheuttanut minulle mutageei kukaan muu. (Koskinen 2007: 127)
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To you, |, Bohemond, the famous sbRobert Guiscard, send this message. The past ha
shown you and your realm how vagtstnength and valor are. When | steer the passage
destiny, as God is my witness, Il not fail to revenge the wrongs of the past. 8ihc
conquered Antioch and brought tetodhe whole of Syria, all of my misfortune haseh

brought upon me by you and youryarifou alone have brought me grief, no-one else.

This excerpt is the first part of a letter dictalgdBohemond and written by Mikael
in Seitseméas TemppeliherrBhe letter is separated into two examples inomae
make the analysis more accessible to follow.

The main point that had to be remembered vitzerslating the letter was the fact
that it is a letter written by Bohemond but we @sders do not have any certainty
that Mikael who is writing events down into his idas also written the
representation of this letter as it was in its ioidd form. For this reason the result is
in a way a synthesis of Bohemond’s and Mikael'$estypf communicating; two
different registers one might say. There is als® amicial factor that affects the
outcome of the letter in the book; Bohemond medétyates the letter and Mikael is
actually the one who is writing it down. This conwésar in the passage “l was with
him and wrote down that message, sealed it, aretjdtdd it to be given forward...”
(Koskinen 2007: 127), which is in the narrationttem in Mikael's diary.

Let us take a look at some of the points entthnslation, which had to be
considered because of this partial merge of twesygf communicative strategies of
Mikael and Bohemond.

The first word choice which shows some intégraof the two characters is the
translation of “urheuteni” as “my valor”. The ligrtranslation for the Finnish word
“urhea” is “gallant” and for “urheus” it is “gallary”. The word “urhea” could be
described as a certain fearless bravery suitingrsop who helps others selflessly.
The word “gallantry” did not seem right for the sea that Mikael thinks of
Bohemond as a murderer among other things and bi&lwot use that word to
describe Bohemond. The use of “valor” links Boherisiboldness to the battlefield
since the word has a strong connotation regardihgegements in war. Mikael
agrees that Bohemond is fearless in the battle§ielthe use of “valor” does not
conflict him as much as “gallantry”.

The next integration is on the sentence lgv8lVhen | steer the passage of

destiny, as God is my witness, | will not fail ®venge the wrongs of the past.”,
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which was translated from “Kun min& ohjaan kohtatatkua, olkoon Jumala
todistajani etten jata kostamatta menneisyydernyyééid.”. The translation of
“ohjaan” into “steer” has a double meaning whichiséies both Mikael and
Bohemond in their own ways. From Bohemond’s pofntiew “steer” is a much
better choice of words than for example “guide’gritrol” or even “command”. This
is because of the fact that if one steers sometihggh in Bohemond's time was a
ship or maybe a horse, it is in your immediate @ea$ control and there are no
delegates in between. If one guides, controls omaands there is a possibility that
they are doing it via delegation indirect influereé steering requires immediate
personal involvement, which is what Bohemond islyimg. He regards even his
army as just an extension of himself and holds &lfhte be in the reigns at all times.
The reason why Mikael’s character likes the wortgés’ is because of its alternate
meaning of a young ox that has most often beematadtvery early on. Mikael
thinks of Bohemond as a powerful force but he #tgaks that Bohemond’s overly
aggressive tactics will be his downfall, thus hékie a powerful animal robbed of
his true power. The word choice of “steer” worksywevell considering both of these
viewpoints. The other noteworthy point in the saenteis the use of the phrase “as
God is my witness”. This phrase is something thatddnond might not use unless
he is trying to mimic Mikael or just using his pii@n as a crusading knight in order
to provoke some respect. In order to heightendba that it is a used like a tool it is
separated from the rest of the sentence with twaneas while the source text had
only one. This underlines the fact that Bohemorasuke word “God” in his letter
although it is written by Mikael.

The following example is the second half & tbtter dictated by Bohemond and

written by Mikael. Bohemond'’s letter to Aleksioscigncluded in this example:

28) Mutta nyt kaikki muuttuu. Tieda si&tté oltuani kuollut, olen palannut eloon. Olemgsut
kuolleista kuin Herramme Jeesustds. Jos lahdin lampaana, palaan nyt leijonaren Ol
paennut juoniesi ulottumattomiirokeen miehen valepuvussa, silla kuoleman
valtakunnassa ei edes sinulla itheid ja korvia. Ja kaikki siksi, ettéd aion tuhota
valtakuntasi. Pian sotalippuni &ékoontuvat lombardit, latinalaiset, germaanifrgnkit.
Pian, basileus Aleksios, kaupurggessja provinsseissasi virtaa veri kunnes lopakan
keihaani Konstantinopoliin. Se deva loppusi. (Koskinen 2007: 127)

But now everything is about to cpanKnow this; after being dead | have come badifeo
| have arisen from the dead like loord Jesus Christ. If | left as a lamb, | nowretas a
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lion. | have escaped beyond thehred your plots in the disguise of a dead manijridghe
realm of death even you do not heywes and ears. All of this | have done, becayan to
destroy your kingdom. Soon the Lamtb Latin, German and Franc alike will gather unde
my banner of war. Soon, basileuskalos, blood will flow in your cities and proviree

until I finally thrust my spear inConstantinople. That is to be the end of you.

In this second half of Bohemond'’s letter theresme religious allusions which
strongly point to Mikael but their use is also tégiing to Bohemond, for example
comparing him to Christ. The translation itselfagly straightforward in the sense
that there is only one word that was translategite added meanings to the letter of
Bohemond and this time it is something that istyeased by Bohemond while
some other points discussed were affected by MiKded phrase “...lopulta isken
keihaani Konstantinopoliin.” is translated as fidily thrust my spear into
Constantinople.” in which the active ingredient wias word “isken”. The literal
meaning of “isken” is “strike” or “hit”. The wordisken” was, however, translated as
“thrust”. This has both the meaning of just pushimg something or making a
conquest in a sexual manner as in thrusting imtorman. The word thrust fits the
use of a spear because it is a long weapon whilhmeigp only at the end. This type of
weapon needs a thrusting motion. Other optionghi®mord “isken” were, for
example, “strike”, “jab”, “insert” and “plunge” buthrust” gives a idea of a
conquest which is not only getting the job donedmiting it done forcefully and yet
with a certain kind of satisfaction. The added niregg/connotations achieved with
the use of the word “thrust” compared to the odjiiisken” were chosen because of
the aggressive nature of the sentence. The aggeessis and action in the word
“thrust” were added in order to separate this phthe letter more clearly as
Bohemond'’s voice. The sentence which has the wibidist” speaks of conquest and
conquest is something that fits Bohemond’s charaestead of Mikael. The added
meaning therefore marks the sentence as not irdheehy Mikael.

The last sentence in the letter “That is taHeeend of you” is in a way a final hint
that the letter has been somewhat tempered by Mikéting it down for Bohemond.
In the source text “Se on oleva loppusi” is in athaic form (in this context), which
suits the style of Mikael much better than thaBohemond. The item “on oleva” is
an old future tense which in modern colloquial Fshnwvould be “tulee olemaan”.

Because of the source text’s more archaic expmess@translation could not simply
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be “It will be the end of you.”. In order to fittio the spirit of the letter it had to be a
more formal “That is to be the end of you.” whidhtl to the more formal
communicative style of Mikael as well. It could tensidered that the register is
related to that of a formal letter but this canp@iconsidered the reason since the
register changes to reveal word choices that Bohdrhamself would most probably
not use.

When analyzing the features regarding thesters of Mikael and Bohemond
earlier, it came apparent that there were diffesénattegies in which the utterances of
each character had to be translated. By examihmdgtter dictated by Bohemond
and actually written by Mikael, it can be seen thate is some synthesis of the two
registers. This synthesis of the characters’ styles interesting and required a closer
look. The combined strategies for translation efitidividual characters had to be
merged into a third one when translating the lettdrich led to some of the key
points from the examples. Bohemond’s forcefulnesbaggressiveness are present
as is Mikael's use of religious allusions and aenfmrmal way of communicating.
Some translations allow both Bohemond and Mikagletbtheir own agendas and
ideas across without alarming the other, or at|éas way that the other does not
dare to object to. Making the choices in transhatiegarding the letter adds some
tension and intrigue between the characters aod/alihe reader to find more clues
of the nature of their relationship.

As a contrast to Bohemond’s dictated letteictvinas been written by Mikael, we
will now take a look at a letter which has beerorded into Mikael’'s diary strictly
as it was written. Mikael's wife has written a &tto him from which some
examples will be discussed concerning the choitéinslation which show how
the letter reflects her own voice. The features shaw the letter’'s own unique

register are the most important ones and the ardtysuses on them.

29) Ja ehka juuri tyhmyyteni téhden mioamahtéava se, silla en voi kasittda miksi ystévas
eivat korjanneet ruumistasi talteaikka he kantoivat aseenkantajiensa ruumiitapitk
Jerusalemin katuja kyyneleet silovétissa kuin saippuansa kadottaneet pyykkéarieukot.
(Koskinen 2007: 64)

And maybe because of this daftméssine, | have to see it, because | cannot grdsp w
your friends did not collect yowrdy even when they carried the bodies of theirregui
through the streets of Jerusaleamstin the corners of their eyes like laundresdeshave

lost their soap.
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Michelle uses a more refined way of communicatimantMikael and Bohemond.
There seems to be a womanly softness in her clobierds, which | tried to stress
in the translation. The word “tyhmyyteni” is traatdd as “this daftness of mine”
because it shows a self-criticism and understandiirignes own flaws which is not
present in either of the main male characters.\Wdrel for word translation of
“tyhmyyteni” is “my stupidity”. Michelle cannot beharacterized as a stupid person
because she is intelligent and although the phrasen element of sarcasm, |
wanted to give this part of the translation a totkat would imply shared knowledge
between Michelle and Mikael in the sense that #iere each others intimate
personality traits. Since that is the overall tohéhe letter, the translation suits it
well.

Another interesting point is the translatidrihee word “ké&sittdd” which was
translated as “grasp”. The word “kasitta&d” hasrtteaning of “understand” or “to
consist of”. Some of the obvious choices for “Ksit were “comprehend” and
“understand” but they do not give any added infdramaof Michelle’s mindset. By
using the word “grasp” it can be said that she tstdads the behavior of Mikael's
comrades in a way but cannot fit it into her idggi@f how things should be done in
her opinion. This is to say that she does undeddtas motives but she cannot see
the logic in the action. Regarding these pointsasg” was a very fitting word for
this particular idea. The choice places strestieriwo characters’ different

worldviews.

30) Sina et suostu kuolemaan tekematbéekoastasi suurta koettelemusta, joka tuomitsee ja
sortaa maahan kaikki ymparillagwalt. Sin& haluat repia laheisesi riekaleiksi
karsimyksellasi ennen lahttasi.gkinen 2007: 64)

You refuse to die without makinguyaeath a great ordeal, which condemns and trample
to the ground those that are arogmd You want to tear the people that are clos@toto

shreds with your suffering beforiygo.

This is an example where the careful choice of wandhe translation reveals some
knowledge of the relationship between Michelle &hkiael.

The word “koettelemusta” is translated as &aitl which has a more negative
connotation. The Finnish verb “koetella” is “totteis the sense “to test one’s

resolve” for example. The noun “koettelemus” isigkeat from the verb “koetella”.
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The literal translation for “koettelemus” would teéore be “trial” or “a test”. This
definition gives the translation “ordeal” prefererieecause it implies a negative test
or trial which has to be overcome. This connotaitomade stronger by the choice of
translating “tuomitsee ja sortaa” as “condemnstaathples”. Both “condemns” and
“tramples” are negative verbs in the sense that biaeh happen from a place that is
in a way higher than the recipients of these asti@ondemning is executed from a
higher moral ground, at least in the mind of the oandemning, and trampling is
physically stomping on someone or something that &slower position. This
reflects a problem Michelle has with Mikael’s parabty which is his
pretentiousness.

The translation of “laheisesi” had to be cdesed from the viewpoint of
Michelle’s character. The meaning of the word “léle@” is something that is in
close proximity or intimate. One choice was “lowates” but that did not have the
desired connotation which would describe Mikae#gtionships with people. “The
people that are close to you” was chosen on this bakow Michelle (and possibly
others) views Mikael's closer relations with peoi8ée is aware that there is a
complex bond between Bohemond and Mikael and aidotinose he goes into battle
with. Michelle is not physically close to him bubBemond is and she cannot
describe Bohemond as a loved one although Mikaekth would have affected him
very much. Regarding all of this there is a seriseoay achieved by comparing the
physical and emotional closeness of Michelle anddeé®oond to Mikael by using the
translation “the people that are close to youfetinds Mikael of the physical
distance to his wife whom he loves and the emotidistance between him and
Bohemond who is on the other hand very close togfigsically at that given
moment.

Having looked at examples from both Bohemoraid Michelle’s letters, there
are clear differences regarding how they had todreslated. The fact that
Bohemond’s letter was written by Mikael is showrthe resulting text, which is a
synthesis of the two characters’ types of register degree. The most pronounced
difference to Michelle’s letter is the fact thaeshk the one expressing her own ideas
and personality, which is shown by a different ségi to that of Bohemond’s or
Mikael's. Michelle’s choices of words reflect hardwledge of Mikael and of their

relationship. Some hints of the nature of thistrefeship can also be seen in
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conversations between Mikael and Michelle in thekoKoskinen 2007: 91-94,
100-101).

Finding key points and helping these pointsedhrough in the translation of
each letter, the original intention of the writershbeen related by translating these
key points in a manner that give clues of the tratires of the characters’ motives.
These motives have to be obtained by examiningvtide context of the book and
especially Mikael’s diary entries. The motives loé tharacters have also been
discussed with the author in order to insure thdequacy in the translation. Using
choices in the translation with appropriate contiots wherever possible give the
translation an added possibility to relay meaninbsre a strict word-for-word
translation would prove to be inadequate. Thesedddnnotations were mainly
used to balance other parts where the connotatitiie original text could not be
manifested in the translation as strongly withastatting the intended message
excessively. It has to be stressed that adding imgsim any amount to the
translation was by no means the standard procealtings task. Most of the
examples chosen for the analysis have passages atided meanings occur in the
translation. This is because they are the onesthat had the most challenging

translational problems in them.

4.3.3 Register: Narration

One final area to be examined through the ternstegis Mikael’s diary entries

when he describes the events as they happen tdrhisis the narrative portion of
Mikael's diary entries. Because of the fact thakdéil's character’s qualities
regarding its register and the means to carrylmsd qualities in the translation are
similar, there is some overlap in this section tredone discussing Mikael’s
character. There are, however, some noteworthytgairthe narration which
describe the overall style of the book and the imayhich the author has written it.
These factors naturally affect the way in whichftia@slation had to be rendered and
therefore some examples and their analysis adtetwhole discussed topic of

register.

31) Saatoin tuijottaa harmaata taivaaa@niin kauan, ettd Bahram epadili minun saaneen

halvauksen. Suuret syntini murenkapauksen liekeissa tuhkaksi ja aloin epailléoo
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itselleni langettama rangaistusivaista tekoa julmempi. Taté rienaavaa ajatustatikaen
paatin jalleen palata erdmaahametiien lopulta liikahtanut sinne enka tanne.
(Koskinen 2007: 73)

| could stare at the gray skylioe$o long that Bahram would suspect | was havisyake.
My great sins crumbled to ashethenflames of yearning and | started to doubtéf th
punishment | had imposed on mysel§ crueler than the deed itself. Recoiling from th
profane thought, | once again deditb return to the desert and finally could novenim
any direction.

This is an interesting structure beginning with &#Ks immobility and returning to
its cause at the end of the passage. As Mikaeldiingsthe first-person narrator on
the pages of his diary, the reader gets additimi@atmation about his character even
in the narrative parts where the book’s story rsied forward between dialogues.
The passage in the example is very descriptivasightful and shows a different
side of Mikael, which is usually the case regargegples’ diary entries. Because of
the fact that these are diary markings made by ®ikascribing his inner world and
feelings, the proper translation of his mental phgsical conditions was of the
utmost importance.

The example begins with the physical manitesteof Mikael’s indecisiveness,
which his Saracen prisoner describes in the sdesteas “halvaus”. This desribes
Mikael’'s unwavering immobility to the degree wheeople think there is something
physically wrong with him. The word “halvaantuatelially means “to be paralyzed”
which could describe Mikael's condition. His comalit, however, is much better
described from the viewpoint of Bahram that Miksethaving a stroke. Mikael is old
in Bahram’s eyes and has also many physical irgdr@m battles. Therefore
Bahram simply thinks that Mikael has finally gottemold and weary that he is
beginning to soften in the head. The concept of/ifiga stroke” fits much better in
this case where Mikael is being observed by outsi@s. Also the fact that the
source text is in the form “saaneen halvauksen'licates that there is a physical
occurrence and not just a voluntary state of belsgstrokes can be seen as a sign of
weakness, especially if one is a knight, this ch@twords shows a vulnerable side
of Mikael which he seldom shows outside the padéssodiary. Showing weakness
is one area which differs from Mikael’'s charactéran discussing his utterances to

other characters in the book.
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Another difference found in the narrative peErMikael’s diary entries compared
with his utterances in it is the almost poetic natf his choice of words. The phrase
“Suuret syntini murenivat kaipauksen liekeissé alsk...” is very descriptive of
Mikael's inner feelings, almost romantic. The tdatisn “My great sins crumbled to
ashes in the flames of yearning...” has tried to wapthe feeling by two carefully
placed word choices. Using the word “great” foruset” seemed fitting for this type
of romantic and insightful thought. The word “grelaas also the meaning of
excellence and positiveness and considering thasgotations it makes an
interesting pairing with the word “sins” has vemlgative connotations. The word
“great” creates at least two connotations in tigieat sins” combination. Firstly, the
sins are of a large magnitude. They are very oiveria the sense that they break the
code that Mikael lives by as well as the Bible siiikael is Christian in the very
original sense of the word. The other meaningas the sins are “great” because
they are Mikael's. He is mostly considering hisake&om only his viewpoint since
he regards that nobody else is valid in making slethsions. This leads to the part
of the example where he ponders about the punishineeimas “imposed” on himself.
The literal translation for the word “langettaahieh is the basic form of
“langettama”, is “to impose” or to “pass a senténdée word is used most often in
matters of the law and especially in court. Mikaelds himself in such a high regard
that he sees himself as the only one who can yiginige him. Using the word
“imposed” for “langettama” implies that Mikael hpglged himself without any
outside input. This mixture of self-depression aaccissism explains why he would
consider his sins as being more potent than arageanan’s and therefore also the
choice of translation in “great sins”.

The same theme continues in choosing a tramisor the word “rienaavaa”
which could be translated as “blasphemous”, “sagiilus” or “profane”. The literal
meaning for the Finnish verb “rienata” is to “mogckdisgrace” or “blaspheme” and
it is used most often in a religious context. Teason why “profane” was chosen
from these three seemingly similar words mentiosgdier was the fact that the
word “profane” is used in the meaning of “vulgan”’@veryday language although the
word has its roots in the same meanings as “blasphs” and “sacrilegious”
meaning something that is against God or not of. Btiklael recoils from the
thought that he has made himself suffer in vairabee it is a reasonable thought and

which would bring him peace if he acted on it. ldgards this thought against God
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because he thinks he has to suffer but at the samaehe thinks of the thought as a
weakness; something that an average person might fhis can be deducted from
numerous facts revealed about Mikael in the teott.dxample, the years Mikael
spent living in the desert were his punishmentiorself. These two issues of
blasphemy and denying weakness are combined itfidiped and the word describes
Mikael's mental condition most accurately.

This example describes very well the overature of the narrative portions in
Mikael’s diary. They reveal more about Mikael thas talks with the other
characters since the diary is his inner world actis the voice of the author of the
book. This does not mean that the only use for Blikanarrative voice is to serve as
the author’s vehicle for carrying the storylinethar. There is also the element of
bringing another dimension of Mikael's characteptigh these narrative parts which

differ from his other communication in the diarytiveir register.

32) Meteli yltyi yltymistéén ja viimeinlgrin takaa ilmestyi majatalon omistaja kasvot
punaisina yrittéden estelld takanagiryvad miesta paasemasta poytaani. Han halusi
viimeiseen saakka varjella rauhaeimiink&an minun itseni vuoksi vaan siksi, etta
ystavyyteni Bohemondin kanssaéadiléi yleisesti tunnettu. (Koskinen 2007: 90)

The uproar got louder still andaliy from behind the pillar the owner of the tavern
appeared with his face all redingyto stop a man crowding him from getting to rajgle.
He wanted to preserve my peace alltbf his effort, not really for my sake, but bese of

the fact that my friendship withHgomond was commonly known here.

This example is more of a descriptive nature insthiese that Mikael is directly
telling the readers of his diary what is takinggal@nd he himself is not partaking in
the action. This example is in a sense an exaniglare descriptive narration where
Mikael's old mentor, Sir Munro, finds Mikael in avern. Mikael is somewhat drunk
and surprised of the events taking place.

The main impetus in translating this kind ekdriptive narration is the efficient
use of words with proper connotation relating t® #iction described. Passages of
this nature build the foundation for communicati@iween the characters and
therefore give the reader almost as much informatlwout the characters motives
than their actual utterances or thoughts. The tisalgle hints by choosing the

appropriate wordings in the translation is a masirder to recreate the full
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ambiance of the scenery described. These choiceslieen made with the author’s
choices for describing environments in mind.

Creating the atmosphere of the tavern whidtigklighted in the example for
chapter 12 is achieved by first creating a memtalge of the surroundings and
placing the action within those surroundings. Tdiies a solid foundation from
which to work on finding adequate English phrasegaint the same image that the
original Finnish text has.

The phrase “Meteli yltyi yltymistaan” was tedated as “The uproar got louder
still” because it seemed to describe the pre-exjstondition of the tavern as well as
the developing status. The literal translationtfer word “yltyd” is “to escalate” and
“yltyi” is the past tense. The word “uproar” immi¢o a state of continuing sound of
chatting and human noises so that it is loud addtimct. There is also the fact that
Mikael is somewhat drunk in this scene and hisegase not that keen so any
chatting and sounds of usual noises in an inntavern would sound very muddled
to him. Once option for the translation would h&een to use the repetitive motive
in the original and use “The uproar got louder kmdier” but that would not
describe the image of the events accurately endughuproar gets louder in
Mikael's ears because Sir Munro is trying to gedtjghe owner of the tavern in order
to get to Mikael. Sir Munro’s efforts add a spikeatn already existing noise of the
tavern. If the expression “louder and louder” wobédused it would create an image
that the noises which were there before were ajreadessively loud and that the
whole level of noise in the tavern rose. The imige was desired by the author was
that the noise caused by Sir Munro is a noticepbk in the general uproar of the
other patrons in the tavern thus adding to thel lefveoise in Mikael's hazed mind.

Another important point in the translationttheas used to create an accurate
image of the tavern in the passage is the trapslafi “vy6ryvaa miesta” as “a man
crowding him”. The literal meaning of “vyorya”, wdt is the basic verb form of the
word “vyoryvaa”, is “to billow” or to “roll”. Sir Munro is a strong man and a knight
and could have easily pushed the tavern ownerfchisavay but the tavern is
naturally typical of the times of the crusadestss probably somewhat small and
packed with people. For this reason | got the inthgéthere are people in the way
of Sir Munro besides the tavern owner, not delitetyanecessarily, but having their
ale and wine and conversing in small groups. Tiuplgecombined with the

relatively small space give little maneuvering roand thus the translation
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“crowding” seemed appropriate. The word describesact that Sir Munro is in
physical contact with the tavern owner but notlyela¢ing able to get past him
gracefully. By this simple word choice the mentahge of the tavern is put into a
slightly sharper focus giving the events takingcpléhe atmosphere intended in the
source text. The verb “billow” was considered a®ption but it has also the
meaning of a large wave and is also in other waysiected to movement of water.
The word “billow” would have been more fitting ifthere had been a group of
several men. A group of men could be seen as@biti this situation but somehow
it was a fitting word for just one man.

33) Katkeavan peitsen, tuskasta kiljuvien hevogedrjuvien miesten &énet sekoittuvat
yhdeksi korvia vihlovaksi ryopykSiillan kansi kumisi ja aurinko valahti miekan tetéa
Hirvittava parkaisu sai muutamatumille. seisovista miehista tekemaan ristinmerkin.
(Koskinen 2007: 102)

The sound of a breaking lance, é®end men screaming from pain were muddled into a
one ear shattering barrage. Th& déthe bridge was rumbling and the sun flashed of
sword’s blade. An agonizing screaade some of the men standing on the battlements

cross themselves.

This is an example of a more action-filled narratinn Mikael’s diary entries. The
overall register is the same as in the other exesiplit there are some descriptive
features which add to the action taking place, n@ki as exciting as in the source
text.

The register type in this example from chafiteconsists of two or three images
or perceptions per sentence. The first sentertte ibngest in the example with a
slower pacing due to the listing of different sosintihe two shorter sentences after
the first one quicken the pace giving the textrmseeof urgency and fast paced action.
Since pacing is important in an action sequencexample regarding the relative
lengths of sentences the contrast of slower paaitgmore compact, shorter phrases,
it is in my opinion very important to keep the anigl pacing of an action sequence
when it has a clear purpose of adding excitemergrd are some points in the
example which | will explain in order to see why ttinal version of the translation
of this particular segment was carried out as g.wa

The first sentence “Katkeavan peitsen, tuskijuvien hevosten ja karjuvien

miesten aanet sekoittuvat yhdeksi korvia vihlovai8pyksi” has an anticipating
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pacing. The first indication of this is the comnegarating the first item from the
rest in this list of sounds. Each of the itemslanlist has a minimum of two words
which slows the pace down even more. The word “@évigch identifies the list in
guestion as sounds is at the end of the list irsthuiece text whereas due to the nature
of English grammar it seemed best to place the iswdnd” first in “The sound of a
breaking lance, ...”. This meant that the anticipafior the reader knowing that all
of these are sounds is lost in translation althaughcan argue that the reader can
deduct that they must be sounds from the list. Soihtleat anticipation was achieved
by using the singular “sound” instead of “soundsiiet would indicate immediately
that the rest of the items on the list are sousdsell. The singular indicates that the
rest are sounds but from reading only the firshitene could assume that the list is
not comprised of only sounds. This is a very mirdetail but it is something that is
important when considering the pacing of a passageh changes word order and
has a particular structure as in this case aikstdtructure. There was also a decision
to be made on the part of translating “...tuskadjawen hevosten ja karjuvien
miesten...” because of the partial ambiguity of theage. Are the men involved also
screaming from pain or are they just bellowing lseaof the violent situation? | had
to ask the author for his insight but he did netlygeremember what the original
point was. Because of the situation | decided torag freedom of choice that | was
granted in the matter and chose to make the asligintly more violent to depict the
chaos of the events taking place. The more excilisgpassage is, the more
interesting it is to read.

The two succeeding sentences have only omd poincerning a choice made in
order to keep the pacing preferable. Other thar tha sentences are almost word-
for-word translations. The translation used fohta ristinmerkki” was “to cross
oneself” instead of the longer “to make the sigthef cross”. The choice was made
for the simple reason of keeping the final phrasingrt enough, so that the pace
does not slow down too much and hinder the effeags of the action taking place.

Examining the narrative parts of Mikael’s gi@ntries, which can at the same
time be regarded as a part of the book’s narratntges, it comes apparent that three
main modes emerge regarding different modes oslaian strategies | had to use.

The first mode is Mikael's thoughts displaybrtbugh the narration. Since they
are Mikael's inner, personal thoughts there hdasetaore of the register of his

character in the words chosen in the translationedkas the same types of
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connotations which have been used in his utteratiocether characters. In this mode
of translation Mikael's character’s personal registomes out more. This mode can
be labeled as an outlet for Mikael’'s thoughts widiriect discourse.

The second mode is Mikael describing surroogsiand events in which he is
more of an observer. These situations require rib&tion of a mental image of the
location described from the written clues in thekhdSome points are very subtle
and have to therefore be deducted from the relattuation (for example, the
tavern’s size in the example and Mikael's physstate). This mode can bee seen as
description in general.

The third mode is Mikael describing sequengkiEh involve more action and
which are written in a certain rhythm or pace idesrto give the action more
urgency and excitement. This mode can be labeledmation of action.

This section of different registers demonstrates huulti-faceted modes of
translation had to be utilized in order to presahesintended meanings of the source
text and its author. The investigation of the reggisf the characters, letters recorded
in Mikael's diary and narration reveals a multituafellocutionary vehicles that have
been used by the author to create the text. Thatsielgs include, for example, the
usage of pacing, carefully planned choice of wamis formality in language use.
The difficulty in producing an adequate translatidrthese vehicles lies in the fact
that literal translations often do not capturerieanings carried by these vehicles.
The intentions of the text and author are a psianitthe translation process. This is
why when a literal translation cannot be carrietiwithout damaging the source text
it presents a problem. The most problematic passaggrding register, which are
represented as examples in this section, are thftese which have to be altered
somehow in order to preserve the original meanimyiatention. A great advantage
in this regard was the fact that these problenpatsages could be discussed with
the author in order to insure the integrity of ttenslation in relation to the source
text. The addition of elements, for example, wosith different connotations than
that in the source text, was deemed necessangé@saghere no other option could
preserve the original intent. In the majority oé$k cases, however, adding elements
meant that some other elements of the oppositeenatere either omitted or toned
down. This insured that the message and intentibtize original passages in the

source text were translated as accurately as pessib



97

4.4 Figures of speech

One of the most interesting aspectSeitsemas Temppeliherisathe use of figures
of speech in creating a special atmosphere. Le#efl€194) examines the concept of
metaphors in his book and his thoughts apply terdiigures of speech as well. Let
us begin this section of analysis by reciting whadre Lefevere (1994: 37) has to

say about translating metaphors:

Translators will find that their readeofpropriety tends to act as a check on the teaiosi of
metaphor: collocations of concepts ordgahat do not unduly strain one culture’s con@épt
what is acceptable (logically, emotiogaiven morally) may be found beyond the pale ef th
acceptable by members of another culfimr@nslators may have to adapt or substitute
accordingly, but they should do so ordyadast resort since one characteristic of metagho
that it requires some flexibility of mimd be understood and that it can impart a similar
flexibility on the target language. Sirftexibility is always a good thing, translatorsght do

well to consider the potential benefitshee “unacceptable” before rejecting it.

Lefevere (1994: 37) states that what is accepiald@e culture as an understandable
metaphor can strain the understanding of anotHaurels representatives. Lefevere
continues to state that this causes the needdoslators to adapt and substitute
metaphors if a literal translation will not suffidde concludes by remarking that
since flexibility is the key feature of a metapleertain flexibility is also required of
the translator so that s/he will not reject optionganslation that might at first seem
unacceptable.

What Lefevere has to say about translatingpteirs is equally applicable to
other areas of translation as well, especially ndigg the functionalist viewpoint on
translating and the nature of translating fictishjch has to do with being able to
create vivid imagery in the reader’'s mind throuigh $ource text.

The concepts of other figures of speech hamtadded to this section because
of the fact that some metaphors can be seen asfigees of speech and vice versa
depending on the viewpoint of the reader and peeceBy locking down definitions,
some of the freedom of the reader in interpretirggitmagery is blocked since people
have a tendency of understanding connotations altatations differently
depending on their cultural and personal experiefdiée. As | have mentioned

before in the other sections of this annotatedstedion and analysis; the main point
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is to find key areas of interest and how their stations came to be what they are in
the final version. The analysis will, however, antdefinitions in parts where one
can see clear features of certain types of figafepeech.

Regarding this analysis the most interestimigtds in the illocutionary power
created by the writer in the examples where figofespeech are represented and
how they were translated. The following examplesasshow problems of translating

figures of speech were solved within this particylice of fiction.

34) Kaikki se paattavaisyys ja voimaajatinussa oli muulloin, vuoti minusta Bohemondin
laheisyydessa kuin valkuainen riktuneesta munasta. (Koskinen 2007: 67)
All that determination and strengjtat | possessed at other times was poured auedike

albumen out of a cracked egg inpfessence of Bohemond.

To illustrate my previous point about not giving tmuch stress to the fact whether
an illocutionary tool used iBeitsemas Temppelihensa metaphor or some other
type of figure of speech, | will discuss the amliigof the concepts of metonymy,
metaphor and simile regarding this example fronptdranine.

By limiting the example to its figure of spédeaving out all that is excessive in
this case we get the phrase “Paattavaisyys ja veuaa minusta kuin valkuainen
rikkoontuneesta munasta” which was translated ageinination and strength was
poured out of me like albumen out of a cracked eBg’st, let us take a look at the
logic behind the translation itself. The verb “ddl” was considered for “vuoti” but
the image of an egg and linking albumen and thb \@rained” did not seem
appropriate especially when Bohemond had an abtwel in the emotional state of
Mikael. The verb “poured” seemed more active asoimebody is actively pouring
Mikael's strength out of him, at least, more adinban the verb “drain” suggests.
Another point was the word “valkuainen” which couldt be translated as “egg
white” because of the image it creates. The waelfisuggests the colour white and
in a raw egg the egg white is of clear colouringjol tampers with the image. Since
the word “albumen” is a synonym without the contiotaof a colour, it was chosen
instead.

Depending on the viewpoint the phrase “Detaation and strength was poured
out of me like albumen out of a cracked egg.” cannberpreted very differently
regarding different types of figures of speech. Woed “like” hints strongly to the
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fact that this particular passage is a simile, dngva immediate parallel between the
desired image and the actual image of Mikael fgdhimself powerless. On the
other hand the word “albumen” is used to descrubiewords, “determination” and
“strength” which could be seen as a sign of a mgtoii we assume that this image
is or has been a fairly common comparison and therdnas been used on many
occasions. Also considering the word “poured ontt@nnection to Mikael's mental
attributes can be said to be a metaphor since #ig#sutes cannot actually be
poured out and the word is therefore used in anatbmain than where it is usually
found, which is one quality used to define a metapNaturally these qualities are
not physical in nature but a more accurate desenptould be “vanished”,
“diminished”, “subsided” or “lessened”, which are@ra accurate in describing the
actual event taking place in the physical worldseay.

This first example was used to illustrate poent of concentrating on the
illocutionary tools within the figures of speechaexined so that they could be
accurately translated and the message of the atigrt would be most accurately
represented. There is no real point in concengaimthe fact whether some figure
of speech is definitely a metaphor or something akslong as the different facets of
the phrases themselves are understood and trahalederdingly. As many of the
definitions concerning different figures of speech also debatable to a point, it
seemed wiser to start with the assumption thagusia concept of translating
metaphors, which Lefevere (1994: 37) uses, to desalso other forms of figures of
speech, if adequate to capture the illocutionapistthat are the most essential in a
translation of this type. It is the essential mgssaf the text and its collocations and
connotations that are the most important facts whereating the original text’s
mental imaginary into the translation. This doesmean that all the figures of
speech should be looked upon as metaphors. Thepuaihis that the concept of
translating metaphors by Lefevere (1994: 37) caadexjuately used to describe the

translation of other figures of speech as well.

35)Viisi pitkda vuotta sulivat pois ja minusta tunsiltd, kuin olisin juuri asken hyvastellyt
hanet kavutakseni Jerusalemin nilleijehtaville tikkaille. (Koskinen 2007: 92)
Five long years melted away aneltlds if | had just said goodbye to her in ordeclimb

the ladder leading to the wallslefusalem.
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This example has a metaphor in it, “Viisi pitk&&tta sulivat pois...”, which fits the
strictest and most obvious definition of the patae figure of speech. There is also a
more hidden metaphor, “...kavutakseni Jerusaleminreilleljohtaville tikkaille”,
which might not be as obvious but neverthelesstbdud very carefully rendered
into the translation.

In this particular passage, Mikael is meetigywife for the first time in five
years and experiencing feelings and memories tetatéhat event. The first
metaphor “Viisi pitkda vuotta sulivat pois...” traatd as “Five long years melted
away...” can be seen from at least two different yieints. The melting of the years
could mean that all of the hardship Mikael has kbeough in the last five years
seems less painful when he is finally reunited withwife. The other interpretation
could be that he himself feels actually five yeayanger because of the sight of his
wife. There are other interpretations as well ammilginations of those
interpretations of which every reader sees thetloaieis closest to their personal
viewpoint and understanding. When a metaphor hieedne discussed is translated it
has to be kept as close to the original image dedrby the author as possible. This
was mentioned by Lefevere (1994:37) and it is &gbiin the passage.

The second metaphor relates to the storylirlkeeoevents in the book. The
passage “I felt as if | had just said goodbye toih@rder to climb the ladder leading
to the walls of Jerusalem” can be understood lileaa as a figure of speech relating
to Mikael as a Crusader. The preposition “to” imikey position regarding the
translation. If the passage would have been tratshks “...leading up the walls of
Jerusalem” the translation would miss a prefermthotation, or at least, it would be
somewhat diminished. The metaphoric meaning optssage achieved with the
usage of “to” relates to Mikael's journey to Jetlesa which is his main goal within
his pilgrimage. He has in a way abandoned his iniferder to fulfill a need or
obsession he feels that he must complete. Inittig F'the ladder leading to the
walls of Jerusalem” can be seen as the journegrissdlem itself as Mikael makes
his way, rung by rung and step by step closergaghbal and away from Michelle, his
wife. In this regard the ladder is a metaphor fer difficult journey leading to
Jerusalem.

This example demonstrated how it was importafidge the meaning of each
passage and then choose the appropriate waysaiporate the preferred

connotations relating to the story of the book tiymetimes translating directly and
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not having to choose between words, which migheémpixlly distort meaning, and
other times when a single choice of prepositionad#ange the whole outlook of the
figure of speech in question.

36) Han punnitsi aina mielessaan kaildihtoehdot ja tarttui vimeisena siihen, joka vaati
rahan tai musteen sijaan miekkigdaskinen 2007: 99)
He always weighed all options is hiind and used the one requiring a sword instéad o

money or ink as a last resort.

In this example there is a very straightforwardifeyof speech, which has been
translated almost word-for-word except for the worder being slightly different for
the sake of making the English text more fluenisTé an example of the typical
figures of speech used in the book. Many of thessg@ges have metonyms in them
as does this one, which is to say they have wosdingt represent a greater whole,
which are both situated within the same domain. Mbeey and ink represent a non-
violent, diplomatic way of solving conflicts ancetsword naturally represents
violence and war. This form of metonym is somewkatiniscent of the saying “The
pen is mightier than the sword”, which is also @tonymic construct. There was
thought of dismissing the metonym entirely in orttecarry the point through more
directly but the original text would have lostitganing as the metonym is more
describing of Aleksios as a ruler. Sometimes stiligin of a metonym with a more
direct approach comes to mind for the reason o$&yeng/wording having an almost
cliché-like usage, although in the case of thiskhotassical sayings work to the
betterment of the medieval atmosphere, which iont@mt in a historical novel.
Metonyms similar to this example were used to atgegtent in creating the books
atmosphere and were therefore important also itrémslation. There is also a
metaphor present in this example in “punnitsi nEsé&n” which was translated as
“weighed in his mind”. This was a word-for-word isdation because of the fact that
the connotations carried by the wording of the ipleta are the same in both cultures.
The metaphor is a very common one and does netda@dny special meaning in

this context.

37) Olimme saaneet ratsumme siksi hywéutiin, etteivat saraseenit edes hidastaneet
etenemistamme. Iskimme heidat raadduin kivivyory iskee alas risuaidan.
(Koskinen 2007: 86)



102

We had managed to get our ste@dssuch a commanding stride that the Saracensadid
slow our pace down the slightéée struck them down just as a rockslide strikesrdaw

brushwood fence.

Here is an example of a simile and a passage vemeesact translation was
impossible to achieve and the closest possibl®opt the original had to be chosen
after much consideration.
Translating the phrase “siksi hyvaan vauhtiin” wasewhat difficult since it has a
construct that is rather rare within the Finnisigiaage and a word-for-word
equivalent does not exist in English. The followsgile “Iskimme heidat maahan
kuin kivivyory iskee alas risuaidan” depicts théatve weakness of the Saracens
compared to the Crusaders force and thereforagdhslation “into such a
commanding stride” was chosen. The translation dimés the differences of the
two groups regarding their power especially with Word “commanding”. This gets
us to the simile which lets the reader know howkwba Saracens defense is at the
time of the charge taking place. The simile’s stite is very ordinary with the
signature “kuin” (translated “as”) confirming thiésere is indeed a simile in use. The
translation of “risuaita” as “brushwood fence” istrompletely accurate regarding
the design and outlook of the fence in questiore fEnm “risuaita” is used
traditionally in Finland for a fence with vertigables placed side by side at a
distance from each other and then poles of woodtaked horizontally at a slight
angle across these vertical poles. There is asodghnotation that “brushwood
fence” has, which is that of a more ragged fencssisting of dried up pieces of
branches and such. Both of these fences cannat stk of pressure before they
break so the translation “brushwood fence” was agekadequate because it conveys
the basic idea that the simile originally represdnt

This discussed example shows the reciproldyfigures of speech have with
other passages, which cannot be translated insfiasabry fashion unless there is
additional descriptive information available foetavents taking place, as in this
particular case, the simile is illuminating the asphere of current events. From the
simile it is possible the draw support for the siation of “commanding stride” and

keep the overall image very close to the origieat.t
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38) Mitapa tassa kaartelemaan kuin tlaihén jousimies. Leuassasi kasvaa tuuhea pada jot
kestat kylla kuulla totuuden. (Kogen 2007: 96)
Well, no use near—missing the niidska Turkish archer. There is a thick beard edain
that chin of yours so you can suhandle the truth.

This example was surprisingly difficult to trangldtecause of the content within the
figures of speech. The meaning of the phrase “Mit#@igsa kaartelemaan kuin
turkkilainen jousimies.” is roughly “let’s get tbe point” but a direct translation
would be something like “What is the point of wheglaround like a Turkish
archer.”. The literal translation does not realyrg the meaning of the source text
which implies that Turkish archers tend to miss tthay are shooting at. Another
explanation for the source text’s choice of thedvtkaarrella” could be the way in
which Turkish archers were able to shoot theinasrap to a 300 meter distance
accurately and this naturally required the arrolwedchot in a steep angle upwards,
resulting in a high arc of trajectory. Both of te@siages succeed in conveying the
idea of not talking around the main issue to bewtised and getting to the point. The
saying “beating around the bush” would have otheeviieen quite suitable but the
idea of the slandering the Turks is very much dpsee of both the attitude of the
knights towards them and the thinking of that erit seemed something that was
wiser to conserve for the sake of the book’s athesn

In the second sentence of the example thexdasly simple figure of speech
which is a metaphor or a metonym depending on ig@point of the reader. The
basic gist of the passage is that if Mikael ise@dugh to grow a full beard, he is
also wise enough to hear the truth without any nessary softening. The word
“kasvaa” was translated as “rooted” instead ofvitwdo “grow” in order to underline
the fact that the beard has existed on Mikael's éti some time and is well
established there. There is a possible link toyangan the Finnish “Kalevala” “Ei
parta pahoille kasva, turpajouhet joutaville...hexe “paha” does not mean “evil”
but “young”. Nevertheless, the beard and facial imlgjeneral has been revered as a
sign of wisdom and old age. The connotation of &la” will most probably not
be conveyed to any other group of people than thesFout it is there regardless.

The examples presented in this section ofyaighad colorful uses of language
in the form of figures of speech, which are oftemeralized as metaphors in

everyday conversation. The translation of thesaréig of speech proved to be



104

challenging in some areas because of the diffe@motations within each language
and the cultural references bound to those langassges and cultures. There are also
examples which can be translated word-for-word stitichold the desired

illocutionary message. The main objective, howewas the same as with the rest of
the areas of translation within this project; tfansng the message of the passages
and conveying the original, intended atmosphereimadery to the reader in the
target audience. Naturally, the examples presdmesl are only a small portion of

the figurative language use within the area ofdiation, but they give a
representative look into the process which is nééaderder to integrate the passages
into the greater whole of the book’s translatedigar. Translating figures of speech
in a historical novel is highly dependent on the@unding features in the book: the
characters, scenery, events, timeline and othaceeghedding light into the world
where the events of the book take place. The ogisltip of the characters of Mikael
and Bohemond, for example, is illuminated by tlgeife of speech in example
number 34 where it comes apparent that Mikael’srd@hation and strength are
weakened by Bohemond’s presence. This demonstratesvell a single sentence
with the proper use of a figure of speech can adtid knowledge of the reader on
the details of the characters. This is why it wegeeially important to follow the
guideline presented by Lefevere (1994: 37) andsubstitution as a last resort since

it might affect the flexible nature of the metaph@mnslated.
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5. DISCUSSION

This section contains examination of the featunas were found in the process of
analyzing the most problematic passages concetheganslation of the diary
entries of Mikael irSeitsemés TemppeliherfBhe analysis/annotated commentary
of the examined examples will now be discussed fimum different perspectives.
The first perspective examines the commentaryanigit of what was most
essential for the translator in relation to thded#nt translational issues within their
respective categories of analysis derived fromdhaid_efevere (1994) labelled:
names, biblical and religious allusions, registet mmetaphors and other figures of
speech. The second perspective regards the exafrgteshe viewpoint of the
found translational issues correlating to the feztwf the genre of historical novel
as defined by Elias (2001). The third perspectiesvs the examples with regard to
the correlation between the author’s style ancetieountered translational issues.
The fourth and final perspective will examine txamples based on a general level
of topics regarding the performed translation.

Translating names of characters and locatimnsot translating them, required
extensive work in order to be familiarized with itheistorical background. It was
not enough that the author had done his researtheogra of the Crusades because
the text had to be in essence written again inigimglhe basic consensus with the
author was that the original character names amaaary other names as possible
were to be left in their original form. This wastpossible with the location names
because they are somewhat different in their Lzgishiform to that of the Finnish
ones. Using the Finnish forms for locations wouwdddncreated confusion in the
English speaking reader. The character names ackinshe form they were written
in the original Finnish text as it makes them mamé&yue and real. This applies
somewhat to real life in the sense that nobodystea®s peoples’ names and calls
them by a different name in different countries antiures. The characters gain
added depth because of this fact. The translafiommes and locations required a
lot of checking and cross-referencing in orderind the best possible option for an
accurate historic representation while at the stiime keeping in mind the wishes
and intentions of the author. Regarding the faat the character names that are
historical can be recognized as they appear imwvanvritten forms in historical

books including the forms used in this translafimn example Bohemond), their
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possible connotations remain intact. Not transativre names of the fictional
characters (for example Mikael Canmore) cannotlesise connotations related to
their names since the original intention of the end author is bound to those
specific names. The only possible reason for tedimg) the fictional names would be
the conventionalizing of those names and that mtieesharacters less unique.

Finding adequate translations for the biblarad religious allusions used in the
text required some examination of the Bible anapotbxts influenced by
Christianity. The mechanism in making choices rday these allusions depended
on the nature of the passage and on the charakteuttered them. When there was
a passage that could be found word-for-word inRimaish Bible, it was translated
using the corresponding passage in the EnglishMast of the allusions in the text
were more of a religious nature and not strictlylibal. The language used in them
was, however, similar to that of the Bible and #fiere some passages and words
were translated to suit that format. Some of these rarer wordings like “totisesti”
which seemed suitable to translate according tio bilglical counterparts as in this
case with the word “verily”. This was a way of pgesng the religious atmosphere
which was emanating from some characters in th&.boo

Register is a very broadly used term in toisimentary because of the
description of Lefevere (1994) regarding utterarares situations. Register in this
project reflects the suitability and means in whtioh text is able to accomplish
getting the desired message through using diffellentitionary and stylistic tools. It
is demonstrated in the way how the characters &bMiand Bohemond have a
register/style in which they communicate with otheople throughout the book. It is
also distinctly present in the narrative aspectdlidhel’s diary markings and the
excerpts of letters discussed in the analysed ebesmfill of these different registers
had to be established through character and teataysis which resulted in a
consistency of translation based on these decisfma translator is only a one
person, there is the danger of being overly subgat determining the motives of
characters and stylistic choices of the authothi particular project that risk was
minimized by having the possibility to consult nethor whenever needed.
Examining the facets of register in the senseithsdefined in this study proved to
be very fruitful in the sense of understanding whytain translational choices suited
other characters and passages of text better tharsaand what the motives behind

those choices were. In order to achieve a compgiandetermining different
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registers of characters it was imperative thatithele book was read by the
translator and processed in great detail regartti@gplotline, character motives,
timeline and so forth. This made it easier to daiee the motives behind certain
stylistic choices made by the author, which affaetregister of the book in different
areas. Once the motives for the actions behindhb&es were made clear, it was
possible to create a more consistent and wholslaton which followed the

original intention of the text and the author.

From an analytical viewpoint, there was a peobregarding the term metaphor
as one of the categories presented by Lefeverel{18Dne applies the strictest
definition of metaphor to the figures of speeclthia text ofSeitsemas
Temppeliherrathere are not many interesting examples. Angthalolem regarding
the same issue is that the definition of a metagepends to some extent on the
viewpoint of the reader. This was the reason wilystiction was broadened into
“Figures of speech”. The issue which is most fesinng about figures of speech
from the viewpoint of translation is their ambiguiBridging the gap between
cultural word usages in the figures of speech éntéxt was hard due to the fact that
Finnish and English have somewhat different cortimia regarding sayings and
metaphoric expressions. The intention of the pasgathe most important factor
when any ambiguity is present. Despite this fdetre were many instances where
the translation could be carried out on the womdword level. One demonstration of
a literal translation of a figure of speech carseen in example 35 in the passage
“Viisi pitkda vuotta sulivat pois...” which was trdaged as “Five long years melted
away...”. It is, however, very important to understahe purpose of the figure of
speech rather than its word-for-word translatedmimega The ideal translation
combines both the intention and the exact mearfitigeowords. It was also
important to establish the nature of the figursméech in the source text and
translate it in the same form; metaphor as a metagid so forth. The translator has
to invent different possibilities when the souregtfjust does not translate directly
with its intention intact. This is one of the are@a@sere flexibility of the mind and
creativity are demanded of the translator.

Keeping in mind the definition of the hist@icovel genre as described by Elias
(2001), let us now take a look at how the areals thié most problematic issues in
the translation process 8eitsemas Temppelihercampare with the three, different

elements of the definition.



108

The first element mentioned by Elias (200Xhesinclusion of specific historical
detail which is featured prominently and is cru¢@plot or character development
or some experimental representation of these maerattributes. There was a lot of
background work within the section “Names” of thenslational issues in the
analysis for the reason of verifying and checkiagaus historical sources in order
to keep the translation true to the source texs®hical facts regarding names and
locations. These historical facts included researcBohemond | of Antioch which
revealed for example that his name refers to anldaey giant. There are also choices
in the “Register” section which make use of thddrisal setting and the era where
the events of the book take place for instancerdegg the war machinery and
armour equipment of the times. One of these chaicesting a historical atmosphere
is in example 24 where Bohemond speaks. The waedttikone” was translated as
“trebuchet” in order to show that Bohemond is knedgeable of the specific
terminology regarding waging war in that particuéaa.

The second element of the definition of thetdrical novel genre by Elias (2001)
is that a sense of history informs all facets effibtional construct.

The words “sense”, “feel” and “atmosphere” are wfteentioned in the
analysis/annotation of translated examples, whsarery descriptive of how the
book is constructed by the author. The importarfdpie “sense” is transferred
naturally to the translation since the intentioriref author and the text are the first
priority when pondering what choices to choose ahathers in the English text. The
choice of not using contracted verb forms and pvasg the original names of
characters had a lot to do with creating the “seathistory in the way in which
characters are represented and how they communidateis combined with
historically accurate locations and timelines whiatther empower the illusion of
the past. The dated way in which characters relatewhat kind of utterances they
use is very prominent in sections 5.2, “Biblicatlaeligious allusions” and 5.4,
“Figures of speech”, although they are still byiaat of the whole. The colourful use
of language, however, is somewhat lost in modeany@ay communication and as it
is used irSeitsemas Temppeliheridadds a sense of older times. Also the way that
the fact that most of the book is narrated in tre¢ person by Mikael adds a new
twist of reality as if the reader has stumbled updrue ancient journal and is

reading events that have actually happened. Thiedenawn tools used by writers of
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historical novels, which validates the findings eweore solidly. They link the
passages with problematic translations to the featun the historical novel genre.

The third and final element by Elias (2001firdag the historical novel genre
states that the sense of history emerges fromsacohistructed by the text itself and
requires the text to participate in and differetatiéself from other discourses of
various generic kinds that attempt to give a nast@gtory. There are many issues
discussed in the analysis section labelled “Registhich are at the very core of
defining what nuances are at work when creatingable characters, some of
whom have a true counterpart in history. It couddshid that a historical novel
differs from a history book in the sense that while framework of the story is
based on true historical facts in a novel, the dddelouring” is what makes the
book come a live. This “colouring” is the way in ivh the facts are slid in the story
only if they have meaning for the characters arehts/of the book. The structure of
the story is also created the other way aroundbyding the story on facts and
adding fictive elements to complement them. Thenndéference to a history book
is that the knowledge gained of history in a nasejained almost accidentally.
Many readers might be surprised after readingtatisl novel that much of what
they have read has actually happened at one tichéhahthe story is a combination
of fact and fiction. The details and connotatioresadded by the author to give the
story depth and believability so that the readdirstart little by little to fall into the
world s/he has recreated.

Reflecting on the descriptions of the histakitovel genre, it can be said that
many of the features that make a historical noveit is are also the important and
problematic issues encountered in the translati@®edsemas Temppeliherrahis
would suggest that these features have an impaxnin making the translation
relate the desired intentions of the author, bex#ube features that make up the
book’s genre are changed to such a degree that thasires do not represent the
original genre anymore, then the translation candmsidered inadequate.

Key features in the writing style of the autbbSeitsemés Temppeliherrduha-
Pekka Koskinen as revealed by himself in an ineanin Kosmoskyna (2003), are
the desire for limitless and colourful descriptigithout unnecessary limitations,
creating a boundary-free state in which imaginataams free within the restrictions
of the set outlines of the book/project and the wigstablishing structure and

capturing the interest of the reader by startirgethents of the novel dynamically
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and maintaining a steady pace in plot developmerdrder to recreate these features
in the style of the text while translating it irEmglish, it was necessary to keep in
mind the above mentioned stylistic features. Thwasee through in every analytical
section of the most prominent translational proldemthis translation project. There
were various passages where connotations of woeds very important and carried
ambiguous meanings, which revealed parts of thiegoladded to the development
of characters in the book. Many of the translatesspges used as examples in
analysis contained added meanings when compatéeé spurce text. This was due
to the fact that the examples were picked accorttirgpw challenging they were to
translate. As a result, many of the most diffipassages to translate seemed to be
the ones which added connotations to the origewl tn each of these cases it was
important to consider the text as a whole and kieefody of the source text intact.
This meant that adding a word with a stronger ctation compared to the source
text required lessening some other connotatiohersame sentence or a broader
context, depending on the situation. The othewofaaiso discussed in analysis was
the correct pacing of some of the translated passag that they carry the story and
events forward in the original, desired intentidrhe author/text, for example, in the
more action-based way of communicating which isdgifor the character
Bohemond at times. The usage of figures of spexealso relatively prominent in the
writing style of Koskinen, which is a part of hisyin describing situations and
characters in the most becoming way possible. fAhese features in Koskinen’s
style were represented in the analysed sectionwithghe definition of the
historical novel as a genre, the stylistic featuiethe author’'s text seem to contain
the most important features regarding the succkisafslation of Mikael's diary
markings inSeitsemés Temppeliherra

Considering that for a large part the sectimfithe most problematic translated
passages presented in the analytical sectionssgbithject describe also the features
of the historical novel genre and the main styi¢iatures of the author, it can be
said that the essence for a successful translatiorsucceeding in the translation of
these two areas as a priority and the author'siiitte for the text will be transferred
into the English translation quite successfullye Bikopos of the text does naturally
encompass more minute features. When looked atail dthese features could be
almost infinitely analysed and scrutinized, butegard to fulfilling an adequate

translation where the essential intentions of titb@ and the text are present in the
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final translation, it can be said that the traredatersion is a successful

representative of the original.
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6. CONCLUSION

This project was intended as a hybrid in the sémeskits intention was to succeed in
mixing the traditional way of performing a reseaadsignment and the more work-
related annotated translation format. The areasreavin this thesis had to be chosen
very meticulously because of the relatively largeoant of data present (almost 140
pages of a printed book). As the translation watopmed from L1 into L2, it was

felt that some background on this issue also hdn tpresented since it is regarded
more traditional to translate into one’s L1. Thsigit of Campbell (1998) and
Pokorn (2005) provided sufficient information om tbubject that there is no reason
why a translation from L1 into L2 cannot be as &sstul as the one from L2 into L1.
The annotated translation itself shows in deleslgrocess of translating from L1
into L2, although the main focal point is in thartslation itself and not the mode (L1
into L2) in which it is performed.

Using the skopos theory by Vermeer (1999)ftermining the intended mode of
the translation was the first practical step. Hrsompassed discussions with the
author on how to proceed with the translation, ir@dlistorical background material
as well as the book itself and examining what tthar’s writing style was. The
important factor was the way in which the text esants the author’s intention. This
was in part very difficult since even the authouldonot always be certain what his
intention was in relation to some aspects of the ta addition, the term “intention”
in the skopos theory presented some surprisingdtrons. Even with the
cooperation of the author it was sometimes impdéssidseparate whether the
intention is set forth by the author or if there aases where an intention is born
within the text and acts as an independent agetielse cases it was relevant to fall
back on the larger skopos of the text which deteeahithe intention of the whole
book. One might argue that an author is alway®mrol of the text s/he creates but
the practicality of the matter seemed somewhagdifit. The skopos theory assumes
that the author is always conscious of the chaicade and it does not take into
account the possibility that every passage camaasthutinized by the author from
all angles. This means that in every literary teetre are words with connotations
which have gone unnoticed by the author. Despéddbt that the skopos theory
could not always capture the more minute detaith®ftext it did prove to be very

useful in considering the intention of the whole@k.o
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The functionalist categorizations of translaterrors by Nord (2001) were used
for the preliminary stage of finding the most regenetative samples for the analysis
section. This selection was made from the mostlpnoatic passages found during
the translation task. The preliminary stage praeele rather difficult since the
categories in Nord’s model are somewhat overlappiihg four categories of
pragmatic, cultural, linguistic and text-specifiarislation errors do not usually exist
in pure form. A perceived translation error carbbéh pragmatic and text-specific
for example. It was a great task to determine wraaislation problem would belong
to what category in ambiguous cases. In the ewdstdetermined that the most
problematic translational issues were encountarela area where text-specific
translation errors occur. This was achieved byuatalg the damage to the intention
and message of the text if these errors shouldrasdbe selected examples.

The use of Lefevere’s (1994) categorizatiotrarfislation problems was very
useful in the final selection of the examples pnése in this project. The categories
of names, biblical and religious allusions, registed figures of speech were fairly
easily derived from Lefevere’s matching ones. Lefels (1994) categories of
biblical allusions and metaphors had to be broadi¢méiblical and religious
allusions and figures of speech. This did not preaay problems since the
definitions of Lefevere’s categories are very prattand the advice on translating
the respective features matched perfectly. Lefésemvice on translating prose was
a great help on a more practical level. The categdrelped to define the most usual
translational issues found in prose texts andtliredones specific tBeitsemas
Temppeliherra.

In relation to the work itself, some practiolkervations were made on how the
actual framework of particular translational prabgeand their solutions are formed
and on what basis are the decisions made regatftgngost appropriate translation
at a given time.

Correlations between the stylistic featurethaauthor’s text, the book’s genre of
historical novel and the sections of translatiqggrablems that rose from the text,
were present. For example, all of the categorigsofilation problems by Lefevere
(1994) represented in this study can be linkedsasrdial features in a historical
novel as described in section number five. Anoth@mple is the fact that Juha-
Pekka Koskinen’s style as an author is describeldybgck (2004) as “flexible and

full of variety” which can be linked directly toaffeatures found in the register and
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figures of speech categories. This could be ingegr as finding some important
features in the general area of translating fictioregards of transferring the
author’s and text's intention as faithfully as pbks which should be the main aim
in all translation oriented work within the field prose.

Analyses of actual practical and work oriertredislational tasks give more
insight into the world of language in relation tffefent cultural usages of language
in general and therefore a more detailed analydimoslation tasks in prose material
could prove beneficial in other areas of sciende detailed analysis of the key
features found in this project in relation to therfish historical noveSeitsemas
Temppeliherracould prove fruitful also if applied to other texihis could help in
discovering how the intention of the author andtthé can most faithfully be
rendered so that people from other cultures carréquce them just as the people
who have Finnish as their L1 language. This ismadljupossible only on a
generalized level since all people are individaeld understand different texts in
different ways. More research in this area coutthier the methods of translators of
fiction and result in raising the standards of stated prose. Since there are
relatively few task related projects concerningaaslation from L1 into L2 it would
prove beneficial to continue examining such tasksdo so would strengthen the
notion that there are many competent translatos egm be proficient in a language

other than the one that is traditionally considetesr native language.
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