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Introduction
I have always been interested in crime. Perhaps that is why I like reading detective stories, though I used to feel a bit ashamed to admit it. However, it was not until I read Jerry Palmer’s essay Thrillers: The Deviant behind the Consensus during a course in criminology at Nijmegen University that I realized I was not the only one to like them. Indeed, readers and writers rank from tinkers to tailors, from soldiers to sailors. According to Julian Symons, Abraham Lincoln and Joseph Stalin both admired Poe’s work, Stanley Baldwin enjoyed Anna Katherine Green’s The Leavenworth Case and Sigmund Freud is said to have liked the work of Dorothy Sayers (Bloody Murder, 12).
In 1959 the British Detection Club held a competition called Only For Dons. Its main purpose was to encourage new talents to write detective stories. The competition was restricted to dons only because it was feared that otherwise the amount of contributions would be too large. Apart from Agatha Christie, the jury consisted of crime novelist and reviewer of crime literature Julian Symons and Nicholas Blake, which was the pseudonym of Cecil Day-Lewis, an Oxford professor of poetry who was appointed Poet Laureate in 1968. In the Netherlands too, several university professors have moonlighted or still moonlight as detective writers. The best known are Helene Nolthenius and René Appel.
This having said, it may not come as a surprise that I would like to write my thesis on a subject related to detective novels. I have more closely looked into a novel by Raymond Chandler. Not only is he renowned for his mastery of the American language but also for his style, literary techniques, imagery, poetry and his awareness of sentence structure and syntax. I have chosen his novel The Little Sister
, not because it is one of his best novels – it is not – but because there are two Dutch translations available. The first translation is by the Dutch detective novelist Havank and the second is by the journalist Henja Schneider. Because detective novels are immensely popular, publishers are not likely to spend much money on their translations – they will sell anyhow. Therefore, translations come, more often than not, at the bottom of the publisher’s list. However, translation is an art in itself. In the light of this view, it would be interesting to see how both translators dealt with Chandler’s masterful language and vivid style.
The first chapter is an apology of the genre – I still feel the need to defend myself. The second chapter consists of a brief overview of the history of the detective novel in order to give Chandler’s novels a place in time and history. The third chapter contains a short biography of Raymond Chandler, which provides some background information on the world he lived in and sheds some light on his development as a writer. In the fourth chapter a summary of Chandler’s novel The Little Sister is given. The fifth chapter consists of an analysis of possible translation problems in this book. Translation theories and scientific views on possible translation problems are taken into account. The sixth chapter consists of a study of the way the translators dealt with the problems previously established.
1. An Apology
Detective novels
 have always been popular. When London was under siege during the Second World War and people had to seek refuge in air-raid shelters, curious Americans wanted to know what kind of books could comfort the English in such horrible times. The forthcoming answer was that the only books people wanted to borrow from the ‘raid’ libraries were detective novels and detective novels only.
Contrary to the popularity of the genre, for a very long time detective novels and detective writers alike have been considered second-rate literature and second-rate writers. This was not without a reason: already in 1931 Henry Douglas Thomson stated that “the detective story is not popular because it is badly written, but badly written because it is popular.” It was the popularity of the genre that Raymond Chandler led to remark in his famous essay The Simple Art of Murder that “The average detective story is probably no worse than the average novel, but you never see the average novel. It doesn’t get published. The average – or only slightly above average – detective novel does” (3-4). The most vehement antagonist of the genre was the literary critic and writer Edmund Wilson, whose contempt still reverberates even through these days. In the 1940s he said in his column Books for The New Yorker that “with so many fine books to be read […] there is no need to bore ourselves with this rubbish.” After being challenged by his readers to actually read detective stories he struggled through a great many books, recommended by the readers and he passed a very severe judgement on contemporary detective writers like Rex Stout, Agatha Christie, Dorothy Sayers and Dashiell Hammett. Rather inconsistently, he added that the only one detective writer who had the gift of story telling was Raymond Chandler.
However, neither he nor anyone else has come up with generally accepted criteria that make the difference between literary art and pastime reading. The problem is that detective stories are bound by conventions. The plot is the most important ingredient of a detective story. Hence, generally speaking, the characterization in a detective story is rather poor. Only the detective is characterized in full detail. The other characters just serve as a means to provide the detective with a job. They act as victims, suspects and witnesses, give local colour to the story and supply the reader with the necessary red herrings.
1.2. Literary Values

Undoubtedly, there is a difference between a detective novel and a literary novel and therefore it is argued that detective novels should be judged by other standards. A good detective novel should have an interesting plot and a high puzzle value. It is not meant to be a literary masterpiece. On the other hand, if detective novels are considered to be a subspecies of the genre along with the police novel, the spy story and the thriller, then their common denominator is the crime novel. Crime novelists have more freedom to elaborate on character, plot and story. However, critics did not make a distinction between detective novels and crime novels and put both in the same category. Once an author had been labelled as a crime fiction writer, critics did not have an eye for literary values. If crime fiction is defined as a genre that deals with crime, detection and the righting of wrongs, then a great many literary novels fall into that category, including works by award-winning authors. Nevertheless, those authors are not considered to be crime writers by most of the critics. Basically, there is no difference between Dickens and Chandler: they both wrote about crime, exposed the wrongs of the society they lived in and they did this in most powerful prose. Julian Symons argues that, even if W.H. Auden is of the opinion that “Chandler’s powerful and depressive books should be read and judged not as escape literature, but as works of art, Chandler’s books are escape literature, but of a different kind” (Bloody Murder, 20). Chandler himself states in his famous essay The Simple Art of Murder that all reading for pleasure is escape (12).
Even if it were true that crime novels should be judged by different standards, this does not mean that there are no good literary crime novels. In the days of Poe, Conan Doyle, Collins and Dickens, no one bothered whether a detective story was capitalized literature or not. Books were either good or bad; or rather, they sold or did not sell. For a very long time this was – and probably still is – a criterion for a ‘good’ book. Whether this criterion is valid or not, is beside the point. Books have to be sold in order to be read. A book that is not read, no matter how high its literary standards might be, is not likely to be listed in any literary canon.
The literary values of the early writers of the detective genre are beyond question. As stated above, even authors who are not considered to be crime writers have tried their hand at the genre. Acclaimed authors like Dostoevsky, Chekhov, Hugo, Trollope and Dickens have written stories about crime and detection. Chekhov wrote at least one novel that can be seen as a detective story. His novel The Shooting Party is a crime story in the true sense of the word. Moreover, one of the story lines in Bleak House by Charles Dickens consists of a crime, its detection by a genuine detective and the bringing to justice of the culprit. Even in these days authors like Jorge Luis Borges, Umberto Eco, William Burroughs, Bret Easton Ellis and Paul Auster, who write about crime, are not assessed as detective novelists. On the other hand, the form could never have survived without rejuvenating itself. The kings and queens are dead, long live their successors.
No reviewer did ever dare criticize books by authors like Collins and Conan Doyle the way his colleagues would treat the books printed on cheap paper half a century later. A cheap book was supposed to be ‘cheap’ in every sense of the word. Even nowadays ‘pulp’ stands for inferior literary quality. For a very long time society has put a rather negative label on detective novels. This double standard has put readers and writers alike in a poor light.
However, this attitude seems to be changing. People who previously did not even want to be seen in the vicinity of a detective novel, now happily admit that they enjoy reading books by Nicci French or Dan Brown, a phenomenon that is no more or no less due to labelling. In the Netherlands, books that are labelled as literary thrillers are booming business. Little by little, it is acknowledged that among the so-called rubbish that has been thrown out by previous critics, many a jewel can be found. According to The Cambridge Handbook of American Literature at least two writers of detective novels have written their way into the American literary canon (45, 104). Dashiell Hammett is considered to be an innovator of the form and the founder of the American hard-boiled detective novel. In his wake, Raymond Chandler gave a new touch to the genre by refining its style. He is renowned for his mastery of the American language and the use of imagery.

Hammett’s prose bears a strong resemblance to the prose of Nobel Prize winner Ernest Hemingway. There has been some question about whether Hammett influenced Hemingway or it was the other way round. Whichever may be true, it is a fact that they were familiar with each other’s writings. In Hemingway’s Death in the Afternoon he remarks that his wife is reading Hammett’s novel The Dain Curse. In Hammett’s The Main Death, his detective, the Continental Op, notices that a witness is reading The Sun Also Rises. 
It is an open-and-shut case that Chandler was strongly influenced by Hemingway.
 Not only did he write a pastiche of Hemingway’s writing in order to master fiction writing, but also he mentioned the name ‘Hemingway’ at least seventeen times in four pages of his novel Farewell, My Lovely (140-144). In his paper Ernest Hemingway’s Grace under pressure: The Western Code Philip Durham says that Hemingway, when he was a Cuban resident, found it hard to read fiction. The fiction that he did read was written by Raymond Chandler and Ernest Haycox – a detective writer and a western writer (425).
It has been hotly disputed which one is the better writer, Hammett or Chandler. As a detective writer, Chandler comes off second best. His plots are far too complicated. According to Tom Hiney, Chandler’s first story Blackmailers Don’t Shoot “has an almost completely indecipherable plot. It is possible to read the story half a dozen times without understanding what has taken place” (Raymond Chandler, A Biography, 81). However, he had a literary eye for detail and his mastery of the American language is superb. Chandler himself once remarked that: “I had to learn American just like a foreign language … I had to study it and analyze it. As a result I use slang, colloquialism, snide talk to any kind of off-beat language, I do it deliberately” (Raymond Chandler Speaking, 80).
That, his thorough British classical education and his proficiency in languages gives him a literary lead over Hammett.
2. The History of the Detective Story – An Overview
2.1. Ancient Times

Crime has been of all ages. The first crimes ever recorded are to be found in the Bible. In Genesis III the snake seduces Eve to taste the forbidden fruit of the tree of knowledge and in Genesis IV Cain slays Abel. However, these crimes are not tales of detection. Real detection can be found in 1 Kings III 16 – 28 where Solomon solves the case of the stolen child. When the two mothers come to him, each claiming the child is theirs, he suggests cutting the child in halves and giving each mother a part. One of the mothers agrees with him, but the real mother comes forward and says: “Do not kill the child, but give it to the other mother.” Hence, Solomon knows who the real mother is and returns the child to her.
In Daniel XIV 1 – 22 the story of the priests of Bel is told. Daniel is challenged by King Astuáges to prove that Bel is an idol, a statue of clay and brass, and could not possibly eat the food that is put in front of him. Daniel therefore scatters ashes on the floor of the temple of Bel. The next morning, when the King sees the footprints of men, women and children, he knows that the priests have been deceiving him all the time.
In the writings of classical authors too, stories of detection can be found. In book VIII of The Aeneid by Publius Vergilius Maro the story of Hercules and Cacus is told. Cacus, Vulcan’s son, has stolen several head of cattle that Hercules had captured from Geryon. Cacus drags the cattle by their tails into a cave, so the hoof prints will point in an opposite direction and nobody would suspect him of stealing the cattle. Unfortunately, the oxen start to bellow and give Cacus away. In the story of King Rhampsinitus’ treasure house, as it is told by Herodotus in book II, the thief is rewarded for outwitting the King and is allowed to marry the King’s daughter.
Many a modern detective writer could be extremely jealous of Marcus Tullius Cicero. In his Oratio pro Sexto Roscio Amerino Cicero very eloquently reveals in court that Roscius, being accused of having murdered his father, was framed by members of his family, who wanted to lay their hands on his father’s vast fortune.
It is obvious that these tales inspired a great many modern detective writers. In The Adventure of the Golden Pince-nez Arthur Conan Doyle’s detective Sherlock Holmes smokes a lot of cigarettes, tips off the ashes on the carpet in front of a bookcase and finds out that there is a secret room behind it where a prisoner is hidden. The method used in the story of Cacus is very primitive compared to the horses shod with cow shoes in The adventure of the Priory School by Conan Doyle, but the pattern is the same.
2.2. On the Origin of the Species
Most people think that the roots of the detective story are situated in England and that it all started with Sherlock Holmes. Unfortunately for the English, this is not true. The seeds for the detective story were produced in France. It all started with the memoirs of the former French crook François Eugène Vidocq, which have had a major influence on crime fiction. He inspired many writers in the world. Victor Hugo based some of his characters on Vidocq’s stories and Herman Melville’s Moby Dick and the fugitive in Dickens’ Great Expectations were based on Vidocq’s so-called real life reports.
However, the man who benefited most from Vidocq’s memoirs is definitely Edgar Allan Poe: the seeds had crossed the ocean and found fertile soil in America. However, in 1887 the birth of a fictional detective took place who dwarfed all previous detectives in fiction. His name was Sherlock Holmes and he has become the prototype of the brilliant classic detective. He brought the ratiocination methods, previously employed by Poe’s detective Monsieur C. Auguste Dupin, to perfection.
Did superhuman geniuses dominate the early days of the detective novel, at the turn of the century this slowly started to change. Fooling the reader became more important than ratiocination. The detective story became a kind of game played between writer and reader. Hence, the rules of the game had to be established, not only to describe the nature of the game, but also how it should be played. In the 1920s and 1930s it became very popular to list rules about proper detective fiction. In 1928 Monsignor Ronald Knox laid down his rules of detection in his Ten Commandments and in the United States S.S. Van Dine went even further than that: in his Credo he laid down no less than twenty rules for writing detective fiction. Not only did this impose restrictions on authors but it also yielded a fair amount of bad detective novels. Needless to say that each and every rule has been broken at one time or another.
2.3. The American Way of Life

Although America had some very good writers in the British tradition, crime fiction took a different turn over there. After the world had been shattered to pieces during the Great War, the British clung to the past but the Americans did not have a past to cling to. Authors like Dashiell Hammett and Raymond Chandler created a new type of male detectives: tough, cynical private eyes who worked and lived in the big cities. The hard-boiled detective was born. They worked in a world that had ‘gone wrong’ and answered to no higher authority. They saw the world from the perspective of the ‘man in the street’ and spoke their language. They had more in common with ordinary American people than the aristocratic British sleuths did. The first hard-boiled detective stories were published in the notable American magazine Black Mask, originally a magazine for sensational stories, but under the inspiring leadership of ‘Cap’ Joseph Shaw it became a prominent magazine of hard-boiled detective fiction. Many excellent writers, including Hammett and Chandler, made their debuts in it.
Their stories were enormously popular and many authors tried to copy their format. Unfortunately, most of them only produced bad carbon copies. They did not do very much credit to the genre because of the promise of sex, excessive violence and the treatment of women. Still, this was America, and their books were immensely popular.
It is stated by some writers that there is a causal connection between hard-boiled detective stories and organized crime (Visser, 91). Apart from the fact that both flourished at the same time and in the same place, there is no scientific evidence for this proposition. If there is any link at all, it is rather more likely that they both are the result of the same cause, which is a government that was not able to maintain law and order in combination with the deplorable economic situation in America during the Great Depression of the 1930s and the Prohibition. In a situation like that, crime and corruption could thrive. It is only natural that crime writers responded to this state of anarchy with their own solution of ‘justice being done’. P.H. de Vries states in his doctorate thesis that “here (America) the reaction of the perceptive artist cannot be but violent” (44). Chandler’s stories reflect the world he lived in. There may be quite some violence in his stories, but reality was even worse. According to Hiney, “photographs of mutilated homicide victims were as commonplace as pictures of the detectives leading celebrated cases” (Hiney, 87). It may not be true that life imitates art, as Oscar Wilde said, but all literature takes colour from its social surroundings. Therefore, crime stories reflect the spirit of their time and reveal its attitudes towards police and criminals, crime and punishment.
2.4. Modern Times

It is hardly surprising that after the Second World War, when the American economy was thriving and organized crime was more or less under control, the popularity of this kind of hard-boiled detective fiction very slowly decreased. However, they were rather popular until the 1970s. True successors in the hard-boiled line were authors like Ross Macdonald, Mickey Spillane and Robert B. Parker, although Chandler characterized Spillane as “a comic book writer” (Moss, 203). Writers like Peter Cheyney and James Hadley Chase reaped the profits of Hammett and Chandler’s popularity. Chase was even accused of lifting whole sections of the Marlowe novels in a book called Blonde’s Requiem (Hiney, 176). It was not until the 1980s that a new kind of hard-boiled detective fiction came into being. Were the authors of the 1920s and 1930s all male, by now, female authors started to play a part in the field. Their main characters are tough, young female private eyes who can cope very well in a man’s world.
In England, although Agatha Christie was still going strong, new crime queens rose to power. Writing in the English cosy style, they discarded the aristocratic detectives and idyllic rural settings. Their protagonists are solid, hard working middle class police officers.

Times change, and with it our morals and views on society change. In this respect, the fictional detective changed too. From a faultless thinking-machine, he turned into a real human being with his own flaws and weaknesses. This was for the greater part due to Chandler and his hard-boiled school contemporaries. During the late 1980s and the early 1990s a number of new crime writers have introduced themselves, in America as well as in Great Britain. They proved right Julian Symons’s words that “what the modern crime story can do, in short, is to say something of interest about our own time. The fine art of murder, as de Quincy called it, can tell us something about the world we live in, and about the best way of living peacefully in it” (Symons, 290).
The critics that have forecast the death of the detective novel at almost every decade have proved wrong. Although its focus may have shifted from a puzzling dimension to a more thrilling dimension, the genre remains remarkably resilient.
3. Raymond Chandler – A Biography
3.1. The Early Years

Raymond Thornton Chandler was born to Anglo-Irish parents in Chicago in 1888. His father, Maurice Chandler was a descendant of one of the Quaker families that fled from England to southern Ireland during Oliver Cromwell’s regime in the 1650s. The family settled in County Waterford and sailed to America some thirty years later. Maurice, by that time a lapsed Quaker, was a railway engineer and while working in Nebraska he met an Irish girl called Florence Thornton. Florence, a pretty, dark-haired girl, was visiting her elder sister who was married to a boiler inspector and lived in Plattsmouth, Nebraska. Florence’s parents lived in the same Quaker community in Waterford where the Chandler family originally came from. Florence and Maurice were married that same summer they had met. They settled in Chicago where twelve months later their son Raymond was born. The marriage was not a happy one. Not only was Maurice away from home most of the time, but even when he was home, his drinking habits made him aggressive and the situation became unbearable. Florence moved out with Raymond and went to stay with her sister Grace in Plattsmouth.
3.2. English Education

When Raymond was seven years old, his parents were officially divorced and he and his mother returned to Ireland. The reception was not a very warm one – the family held Florence’s hasty marriage against her – and soon Florence and her son took off to London. Her brother Ernest Thorton, a wealthy solicitor and a bachelor, agreed to become Chandler’s guardian. They came to live in a house Ernest had rented for their unmarried sister Ethel. This was hardly an improvement. Ethel resented her sister’s intrusion on her life and their mother treated Florence with contempt during her recurrent visits. However, Ernest promised to pay for Chandler’s education and it was decided that young Raymond would attend Dulwich College as a dayboy. Although this public school was not in the league of schools like Eton and Harrow, it nevertheless was – and still is – one of the most prestigious public schools in England. By the time Chandler joined the school it had already produced a great many politicians, sportsmen, generals, admirals and writers. Among its most notable alumni are writers such as P. G. Wodehouse, C.S. Forester, A.E.W. Mason and, more recently, Michael Ondaatje.
In 1904 Ernest’s financial patience was wearing out and Chandler was withdrawn from Dulwich College. Although Chandler himself wanted to become a barrister, his uncle decided that he should sit the Civil Service examination in order to find himself a job. He was expected to do his filial duties and support his mother. However, uncle Ernest agreed to make a final contribution to Raymond’s education and Chandler was allowed to go on a one-year tour to France and Germany. During his stay on the Continent, he took courses in business French and German. Back in England, he passed the examination with flying colours and was offered a post at the Admiralty, which he left after six months because he found the work extremely boring. He pursued a new line of vocation and decided to become a poet and a writer. The best thing that can be said about his poems was that he was actually able to sell them. For a period of four years, he tried to make a living by his pen. However, he could barely support himself, let alone his mother. Lack of prospects decided him to try his luck elsewhere. In 1912, the twenty-four-year-old Chandler sailed for America.
3.3. A New Country and New Possibilities
On the boat he met the wealthy Lloyd family who invited him to come to Los Angeles. However, Chandler did not want to sponge on them and for the next six months he kept himself alive doing all kinds of odd jobs. In the meantime he took evening classes in accountancy. With his bookkeeping proficiencies the trilingual Chandler presented himself to the Lloyds. Through a friend of the family Chandler was given a job as a bookkeeper at the Los Angeles Creamery and, earning now a regular wages, he was able to send for his mother. He was soon fed up with this uninspiring life and in 1917 he seized the opportunity to escape and joined the Canadian Army. Many Old Alleynians, as the alumni of Dulwich College were called, were already fighting in the trenches and Chandler wanted to join them.
Although he was stationed in the trenches near Arras in France, he did not see very much of trench warfare. However, he was knocked unconscious by German fire and was, together with the rest of his battalion, transferred back to England. Here he was trained to fly military aircraft. Before he could come into action again the war was over.
Back in Los Angeles he fell in love with the beautiful, twice married Cissy Pascal, née Pearl Eugenie Hurlburt, who was eighteen years his senior. Chandler’s mother did not approve of the planned marriage, so the couple had to wait. Within a month after Florence’s death they were married. He was devoted – although not faithful – to her until she died about thirty years later. In the meantime, Chandler had found work with a small oil company, the Dabney Oil Syndicate, a holding company for more than a dozen smaller drilling firms. He was good at his job and eventually he became a director of eight and a president of three companies, earning a monthly wage of around $3,000. However, during his RAF days he had discovered a taste for alcohol:
When I was a young man in the RAF I would get so plastered that I had to crawl to bed on my hands and knees and at 7.30 the next morning I would be as blithe as a sparrow and howling for my breakfast. It is not in some ways the most desirable gift (Hiney, 43).
As the years went by his drinking became more excessive and he frequently suffered from blackouts. Not for nothing does liquor play an important part in his stories and novels. After almost thirteen years of working for the Dabney Oil Syndicate he became unemployable because of his frequent absenteeism due to his drinking habits and he was fired, although he himself blamed the Depression for it.
3.4. Pulp Fiction Writer

His dismissal sobered him up and, in need of a new livelihood, he decided to become a writer. Although he had no property to his name – and neither did Cissy – he had saved some money. This enabled him to live on his savings for some time.
Never having written any fiction before, he approached the subject almost scientifically. After having written some pastiches of stories of writers he admired – he considered “Hemingway to be the greatest living American novelist” (Hiney, 74) – he decided to turn to crime fiction. He would take one of the stories of the most successful crime fiction writer of that day, Erle Stanley Gardner, rewrite the story and compare it to the original in order to find flaws in his own writing. It took him almost six months to write and rewrite – he rewrote it five times – his first story. It contained 18,000 words and yielded $180, a meagre profit of one dollar a day. In order to be able to live from his pen a pulp fiction writer had to produce at least a million words a year. Erle Stanley Gardner would dictate a Perry Mason novel to his secretary in three weeks’ time and it can not escape the readers’ notice that his format became a bit worn out as time went by. It does Chandler credit that he never gave in to this kind of practice. He honed and reshaped his stories until he found them satisfactory and fit for publishing. It took him another eight months to have his second story published. Between 1933, the publication date of his first story, and 1939, when his first novel was published, he had written some twenty stories, mostly for the magazines Black Mask and Dime Detective, his total stories amounting to 24, including three non-detective stories.
The publication of his first novel The Big Sleep did not gain him the nation-wide recognition he had hoped for. Nor did his next three novels. Critics did not pay any attention at all to the books. According to Hiney “[critics] were still refusing even to distinguish between the good and the bad writers of hard-boiled fiction” (114). However, Chandler received letters of appreciation from his admirers, one of them being Nobel Prize winner John Steinbeck. It was not until his publisher Alfred Knopf decided to sell the rights to pulp publishing houses that Chandler sold his books by the millions. Never a prolific writer, he wrote only seven novels. The last one, called Playback, published in 1958, was an adaptation from a screenplay Chandler had written for Universal Studios, but the movie would never be made.
3.5. The Days of Wine and Roses
In 1943 Chandler was invited by Paramount Studios to Hollywood in order to write together with Billy Wilder the screenplay of a novel by James M. Cain called Double Indemnity. The movie, directed by Billy Wilder, was a huge box office success and Chandler was offered a post as in-house screenwriter. It increased not only his income – in 1945 he paid income taxes of nearly $50,000 (Moss, 61) – but also enhanced his fame as a writer. Hollywood became interested in his books and bought the rights to The Big Sleep and The Lady in the Lake. The storylines of Farewell, My Lovely and The High Window had already been sold. The resulting movies bore no resemblance to Chandler’s books; the hero was not even called Marlowe. Apart from Double Indemnity his other best known screenplay is The Blue Dahlia. In 1950 he adapted the novel Strangers on a Train by Patricia Highsmith at the request of Alfred Hitchcock. However, the two did not get on very well together and Hitchcock dismissed Chandler. As a result of the studio’s policy Chandler was paid in full and his name appeared on the credits.
While in Hollywood, Chandler had taken up his old habit of binge drinking. In fact, The Blue Dahlia was written under the influence of alcohol, which the very text of the script makes quite clear. He became tired of Hollywood and refused to show up at the studios. In 1946 he left Hollywood for good, although he still was very much in demand as a screenwriter, but he wanted to return to his novels. During his Hollywood days he had begun writing The Little Sister, but he had to stop working on it. The book was finally published in 1949 and it was received ambivalently in America. Although the British reviews were positive, in France 42,000 copies were sold in a cheap ‘Série Noire’ edition, which was almost as much as the sales of the hardback copies in America and England together.
Chandler’s novels were far better received in England than in America. When he and his wife visited London in 1952 he wrote to Paul Brooks, his Boston publisher: “In England I am an author, in the USA just a mystery writer” (Hiney, 202). This may have to do with the fact that the British readers made their acquaintance with Chandler through solid, hardcopy books and not like the Americans through pulp magazines and pulp books. England did not have a pulp version of pocket books, but the prestigious Penguin Group was working its way through Chandler’s booklist and by the time of his visit it had already published four of his books in a cheap paperback edition. Another reason for his being more celebrated in England than in America may be the fact that England had a long tradition of mystery writing, the contributions to the genre by acclaimed writers like Conan Doyle, Dickens and Collins and the popularity of contemporary writers such as Christie, Sayers, Marsh and Allingham.
3.6. The Last Years

During the years Cissy’s health deteriorated and eventually she was diagnosed with fibrosis of the lungs. When Somerset Maugham visited the Chandlers in 1946 – Cissy was seventy-six to Chandler’s fifty-eight – Chandler told him: “I must tell you privately that my Cissy is terminally ill with fibrosis. Her struggles for breath are tearing her to pieces, her suffering is killing me. I love Cissy dearly. I don’t think I could carry on too well if she were taken away from me” (Hiney, 175).
Cissy finally died in 1954 at the age of eighty-four. Chandler could not get over the death of his wife and started to drink heavily again, not necessarily a matter of cause and effect.

Intermittently he had been a part-time drunk and a teetotaller, but now he became a full-time drunk. On several occasions he threatened to commit suicide. At least once, he almost succeeded. The gun went off by accident and the bullet ricocheted, miraculously missing Chandler. The alerted police found him in the bathroom trying to put a revolver in his mouth. It turned out that he had blacked out completely and that he had no recollection of the entire incident. Although he was hospitalized several times, he would not admit that he was an alcoholic.
During the last years of his life he became restless. He liked women and women liked him. He fell in love with almost every woman he met and with a few he even did not meet. To some of them he proposed marriage. As a result of his alcoholism he suffered from occasional bouts of depression. When he visited London in 1955, a group of women organized a rota in order to keep an eye on him. It was feared that he might become suicidal if he was without female company. In 1959 he proposed to his agent Helga Greene, the former wife of the Director-General of the BBC. She accepted and the couple decided to go to live in England. On their way to London they stopped in New York where Chandler had to deliver a speech to the Mystery Writers of America of which he had been voted Honorary President. He also wanted to meet Helga’s father, H.S.H. Guinness, who was on a business trip in America, to ask formally for Helga’s hand in marriage. Guinness made his disapproval so apparent that Chandler urged Helga to go to London on her own. He would try to join her later on. Chandler returned to California. He shut himself in his house and started drinking. Within a week he caught pneumonia. He was taken to the Scripps Clinic in La Jolla, where he died three days later at the age of seventy. Only seventeen people attended his funeral.
He was a man of his age and he wrote about times that are now long gone. Nevertheless, his prose is still very much alive.
4. The Little Sister
4.1. Summary

The priggish and prudish Miss Orfamay Quest turns to Philip Marlowe in order to find out the whereabouts of her brother Orrin. Orrin’s trail leads Marlowe to cheap boarding houses, sleazy hotels, unsavoury persons and a frequent, illegitimate use of ice picks. He manages to find Orrin, but unfortunately, he is killed just before Marlowe can take action. Marlowe discovers that Orrin has taken a photograph of a Hollywood starlet, Mavis Weld, who was sitting in a restaurant with her lover called Steelgrave. The police suspect that he is the wanted mobster Weepy Moyer, but they cannot prove it. He was supposed to be in prison at that time, which was his alibi for the murder of his gang boss. However, the photograph shows that the alibi is worthless. Quite a few shady characters want to lay their hands on the photo, which is from the beginning of the book in the capable hands of Marlowe. It turns out that Mavis Weld is Orfamay’s and Orrin’s half-sister and that the two of them were trying to squeeze money out of her by blackmailing her and Steelgrave. After that, the plot becomes rather confusing. Orrin has lost the photo and in order to retrieve it he kills several people. He goes into hiding in the house of Dr Lagardie, a shady character who has come to California to be near his ex-wife, Dolores Gonzales. Little Orfamay, who is afraid that Orrin would keep all the money to himself, sells out her brother to Steelgrave. Dolores kills Orrin. Steelgrave is killed by Orfamay for which Mavis Weld takes the blame. Fortunately, Marlowe is able to prove that she is innocent. Dolores is killed by her ex-husband whose final destiny is also not very clear.
The plot is very bewildering. It does not become quite clear who killed whom and for what reason. However, Chandler once remarked that a detective could be enjoyed even if the last chapter was missing. One does not have to agree with this adage, but it is easy to see that Chandler fully lived up to it.
Plot and narrative are partly based on real events. It is quite easy to recognize the story of mobster Bugsy Siegel. While he was in prison, he was “supposedly going to visit his attorney and to see a doctor […] spotted by reporters as he ate lunch with actress Wendy Barrie at Lindy’s Restaurant” (Moss, 167).
In this novel Chandler expressed his views on the extravagant Hollywood way of life, which he had become acquainted with during his Hollywood days. Notable is his description of a Hollywood tycoon whose main fascination is, apart from the possession of fifteen hundred theatres, the order in which his three dogs relieve themselves.
In a letter to his Boston publisher Houghton Mifflin Chandler suggests that he (Mifflin) “may want to vary the usual protection clause on the back of the title page saying that ‘The people and events in this book are not entirely fictional. Some of the eventshappened, although not in this precise time or place, and certain of the characters were suggested by real persons, both living anddead’” (qtd. in Moss: 168).
4.2. Translators
The first translation dates from 1957 and is made by Havank, pen name of Hans van der Kallen who lived from 1904 to 1964. In his day he was a rather successful writer of detective novels himself. He wrote a witty sort of prose, although his style might be considered a bit outmoded by now. Apart from two books by Chandler, (the other one is The High Window) he translated about forty books by Leslie (The Saint) Charteris and crime novels by R.A.J. Walling, E. Phillips Oppenheim and Sydney Horler. His translation is presented as an adaptation. For reasons unknown, at least one whole chapter is missing.
The second translation was made by Henja Schneider in 1978. She has translated, among others, crime novels by Ruth Rendell and books on cookery by Jamie Oliver and Nigella Lawson. Nowadays she is a culinary editor of the Dutch newspaper Trouw. She was recently awarded the Wina Born Prize for her translation of North Atlantic Seafood, the famous fish bible by Alan Davidson.
5. Analysis

5.1. Preliminary analysis
If no specific directions are given (which is usually the case) the first thing a translator should consider is the fact which translation view he is going to depart from. For ages, discourse has taken place on how to translate foreign texts: should they be translated literally or is it allowed to translate more freely. Translation theories offer a great many possibilities. The first one to give his views on the subject was Marcus Tullius Cicero. In his De Optimo Genere Oratorum he says:
For I have translated the most illustrious orations of the two most eloquent of the Attic orators, spoken in opposition to one another: Aeschines and Demosthenes. And I have not translated them as a literal interpreter, but as an orator giving the same ideas in the same form and mould as it were, in words comfortable to our manners; in doing which I did not consider it necessary to give word for word, but I have preserved the character and energy of the language throughout. For I did not consider that my duty was to render to the reader the precise number of words, but rather to give him all their weight.

Five centuries later St. Jerome expressed his views on translation in a letter to Pammachius. In a Ciceronian vein, he was of the opinion that is preferable to translate ‘sense for sense’ instead of ‘word for word’. However, he made an exception for the Scriptures because he was of the opinion that even the order of the words was a mystery.

Martin Luther was even more radical in his views on translation. In his Sendbrief vom Dolmetschen he accounts for his way of translating the Bible into the German language. Both St. Jerome and Luther were severely criticized by their contemporaries because of their liberal translations.
Johann Wolfgang von Goethe distinguishes between three different methods of translating poetry during separate periods. The first method he described as “a simple prosaic translation” (qtd. in Venuti: 801). By this Goethe meant that translators should render the denotation of a poetic source text into a prosaic target text and domesticating it, ignoring poetic aspects such as rhyme, rhythm and metre. The second method he described is a more advanced one. Translators should have an eye for the foreignness of the source text and “reproduce it in its own sense” (qtd. in Venuti: 801). In this kind of translation foreign elements were paraphrased in the target language. Goethe described the third method as an “approximation to the external form of the original” (qtd. in Venuti: 801). Foreign elements were incorporated in the target text. The term ‘verfremden’ was already coined by Friedrich Schleiermacher to describe this method. He introduced the German terms ‘Verdeutschung’ and ‘Verfremdung’, which were almost two centuries later coined by Venuti as domestication and foreignization. Schleiermacher argued that a translator has two possibilities: “Either [he] leaves the writer alone as much as possible and moves the reader toward the writer, or he leaves the reader alone as much as possible and moves the writer toward the reader” (qtd. in Munday: 28). Schleiermacher preferred the first method, which entails that the translator should give the reader the same impression that he would have when reading the text in the source language. Schleiermacher’s approach went beyond the previous translations views of ‘word for word’ and ‘sense for sense’ and his ideas have had, and still have, a major influence on views on translation.
LawrenceVenuti, who is a staunch advocate of foreignizing translation, is of the opinion that a foreign text should be translated “along lines which are excluded by dominant cultural values in the target language” (qtd. in Munday: 147). According to Venuti translations have an autonomous status: “[Recognizing this autonomous status] delimits translating as a form of textual production in its own right, requiring compositional methods and analytical concepts that differ to a significant extend from those applied to original texts” (Venuti, 801). However, if this were the case, any translation made along Venuti’s lines would achieve the same immortal status as the original text. Sadly, this is not the case, as history tells. On the other hand, Venuti admits that this status is no more than a relative one, because “translating is a derivative or second-order from of creation intended to imitate or recreate a foreign-language text” (Venuti, 801). According to Venuti, translations differ from original texts because languages and cultures develop in a different way and at a different speed. A translation has, therefore, a certain kind of temporality.
Christiane Nord is of the opinion that a domesticating translation is called for when the ‘gap’ between two cultures or languages may produce incomprehension. In her paper Making Otherness Accessible she says that incomprehension occurs “when the lack of culture-specific background knowledge makes it impossible for the recipients to establish coherence between what is said and what they know” (868). In her paper she refers to Hans J. Vermeer and Katharina Reiss’ skopos theory which focuses on the function the source text has to fulfil in the target culture.
Venuti’s views on foreignization and domestication are primarily rooted in a prevailing dominance of Anglo-American translation culture. He rejects “the phenomenon of domestication since it involves ‘an ethnocentric reduction of the foreign text to [Anglo-American] target-language cultural values’” (qtd. in Munday: 146). On the other hand, skopos theory aims at the production of “a functionally adequate result” (Munday, 79) in the target text.
However, Dutch culture is largely influenced by the Anglo-American way of life and translations from English into Dutch are often seen as a by-product of Anglo-Saxon culture. It is the translator’s task to act as the happy medium between a foreignizing approach, which does credit to the source text and gives the reader a feeling of reading the source text and a domesticating approach, which enables a less educated reader to grasp the meaning of the source text.
5.2. Chandler’s Style

Raymond Chandler belongs to the hard-boiled school of detective writing, which does not only come to the fore by his plots and narratives, but also by his style.

Chandler himself once remarked that “in the long run, however little you talk or even think about it, the most durable thing in writing is style, and style is the most valuable investment a writer can make of his time” (qtd. in Durham: 106). Elsewhere he wrote that “by literature I mean quite simple any sort of writing at all that reaches a sufficient intensity of performance to glow with its own heat” (qtd. in Durham: 108).

In Raymond Chandler Speaking he says that “[He] wanted to play with a fascinating new language, to see what it would do as a means of expression which might remain on the level of unintellectual thinking and yet acquire the power to say things which are usually only said with a literary air” (qtd. in Moss: 58). Chandler had view of his own on language, and the American language in particular. In a letter to Atlantic Monthly editor Edward Weeks, whose overzealous assistant had corrected one of his articles he wrote:

Convey my compliments to the purist who reads your proofs and tell him or her that I write in a sort of broken-down patois which is something like the way a Swiss waiter talks, and that when I split an infinitive, God damn it, I split it so it will stay split, and when I interrupt the velvety smoothness of my more or less literate syntax with a few words of barroom vernacular, this is done with the eyes open and the mind relaxed but attentive (qtd. in Moss: 296).
Speaking of Hammett, Chandler remarks in his essay The Simple Art of Murder that: “He had style, but his audience didn’t know it, because it was in a language not supposed to be capable of such refinements”(15). He continues: “All language begins with speech, and the speech of common men at that, but when it develops to the point of becoming a literary medium it only looks like speech” (ibid.15). It is not unlikely that Chandler meant to give an opinion on his own style. He created a hard-boiled colloquial style in a vernacular that looked like, but was not common speech. In this respect, he sides with authors like Twain and Hemingway. However, according to Chandler, readers (and critics alike) expected a “good meaty melodrama written in the kind of lingo they imagined they spoke themselves” and did not have an eye for language (ibid.15).

Many scholars have pored over Chandler’s style and his technique. However, most of them restrict themselves to an enumerative description of style features. According to Durham, Chandler’s trademark is “the blend of nature, man, and the city expressed in a rhythmical flow of words” (Durham, 112). Time magazine reported that he “wrote fresh crackling prose and it was peppered with newly minted similes…” (qtd. in Durham: 113). R.W. Lid characterizes Chandler’s style as racy, direct, colourful, fast-paced and not muscle-bound by the formulas of language (qtd in MacDonald). Fredric Jameson remarks that:

[H]is sentences are collages of heterogeneous materials, of odd linguistic scraps, figures of speech, colloquialisms, place names and local sayings, all laboriously pasted together in an illusion of continuous discourse. In this, the livid situation of the writer of a borrowed language is already emblematic of the situation of the modern writer in general, in that words have become objects for him (qtd. in MacDonald).
H.A.L. Craig wrote in The Listener of 27 September 1951 that: “There is speed to it, and vitality, and structure. It is a functional style, without ornament, with all the hardness of its Californian glare…Chandler’s images are nearly all concrete, punched straight at the bag, with none of that elusive quality, that fringiness, of most European imagery” (qtd. in Moss: 193).
All annotators seem to agree on the fact that Chandler’s style is tough, racy, spicy, original, fast-paced, poetical and above all, frugal. With a few words he is able to describe a person or to evoke a particular situation. He sticks, as Hemingway had done before him, to the principle of the iceberg: write one eighth and imply the rest. He never tells exactly what people look like, but leaves most of it to the readers’ imagination. He says about Orfamay Quest that “nobody ever looked less like Lady Macbeth” (The Little Sister, 4). Mavis Weld is described “[wearing] a hostess gown and very little else. Her legs ended in little green and silver slippers. Her eyes were empty, her lips contemptuous” (The Little Sister, 84)
Famous is his description of Los Angeles in the first chapter of The Little Sister, which looks more like promotional material in a travel guide: “It was one of those clear, bright summer mornings we get in the early spring in California before the high fog sets in. The rains are over. The hills are still green and in the valley across the Hollywood hills you can see snow on the high mountains.” The next sentence could still lure people to come to Los Angeles: “The fur stores are advertising their annual sales.” Next, Chandler brings the reader down to earth and back to the ‘mean streets’ of Marlowe: “The call houses that specialize in sixteen-year-old virgins are doing a land-office business.” However, nobody cares, especially not in the dream world of Hollywood: “And in Beverly Hills the jacaranda trees are beginning to bloom” (1). In two sentences Chandler is able to connect the ugliness of the real world to the beauty of nature. These contrasts make his writings surprisingly fresh.

Although there is a lot of violence in Chandler’s novels, it hardly ever becomes too explicit. “I side-swiped his jaw with his own gun and he sat down on the floor again. I stepped on the hand that held the knife. His face twisted with pain but he didn’t make a sound. So I kicked the knife into a corner. It was a long thin knife and it looked very sharp” (The Little Sister, 21).
Not satisfied with a mere adjectival characterization Susan Peck MacDonald conducted a study into Chandler’s style. In her paper Chandler’s American Style she analyzed Chandler’s sentence structure. Furthermore, she compared Chandler’s style to the styles of Hemingway and Faulkner. Because sentence length is, according to MacDonald, not very interesting in its own right she examined sentence length in relation to clause structure. She took samples from two books by Chandler –  Farewell, My Lovely and The Big Sleep –  and divided them into minimal terminal units. According to MacDonald “a minimal terminal unit, or T-unit, is defined as any independent clause plus whatever subordinate phrases or clauses are added to the independent clause. A T-unit is the shortest unit that can form a full sentence, as defined by traditional grammar.” (MacDonald). She establishes that Chandler’s T-units are definitely short, even in comparison with sentences of twelfth-grade students. A study by Frank O’Hare showed that adults wrote sentences of 20.3 words per T-unit and that students in grade twelve averaged 14.4 words per T-unit (qtd. in MacDonald).
Furthermore, she established that Chandler does not use very many subordinate clauses and that he links clauses through parataxis or coordinating conjunctions, most of which consist of ‘and’. However, the use of parataxis and coordinating conjunctions is a stylistic feature of unskilled writers. Writers that are more skilled tend to use subordinating conjunctions and relative pronouns to conjoin clauses.
James Moffett set norm to levels of writing development. He distinguishes four levels of developmental sequence of sentence growth:

1. String of separate independent clauses, each a sentence


2. Clauses conjoined by coordinating conjunctions and time-space conjunctions


3. Clauses conjoined by logical conjunctions and fused by relative pronouns


4. Clauses reduced and embedded in each other (qtd. in MacDonald).
MacDonald says that if Chandler’s American style were to be judged by standards fixed by James Moffett, it is the style of an immature writer. However, Chandler and his twentieth century American contemporaries like Hemingway consciously defied the rules in order to create a style of their own. Obviously, this style has become part of their literary legacy.
Next, MacDonald established that the percentage of main verbs in the Chandler samples she studied is 9.2 % of the total amount of words, which is rather high compared to the samples she analyzed from the books by Hemingway and Faulkner, which are 6.4% and 1.1 % respectively.

The first chapter of Chandler’s novel The Little Sister consists of 754 words and 72 sentences. The average sentence length is, therefore, 10.47 words per sentence. This is far below the average sentence length Alvar Ellegård established. According to Ellegård the norm for sentence length of modern English writing is 17.80 words per sentence. Even if the dialogue is not included, the avarage sentence length of the aforementioned novel is, with 13.57 words per sentence, still below the English avarage. The percentage of main verbs is 16.44 %
, which is nearly 40% higher than the Ellegård norm. Almost 25% of these verbs are dynamic. The total percentage of verbs, including auxiliaries, present and past participles and infinitives, is 23.30%, which means that nearly a fourth part of the text consists of verbs. Although statistics do not tell everything about an author’s style, they may give some indication of it.
Chandler does not use very many nouns. In the first chapter of The Little Sister 127 nouns can be found, which yields a total percentage of 16.84. According to Ellegård the norm for nouns in written English is 27.2%.
Chandler’s use of adjectives is rather minimal. In fact, his use of adjectives is far below the Ellegård norm. In the first chapter the amount of adjectives is 0.6% of the total amount of words, while the Ellegård norm is 7.4%. The fact that Chandler’s percentage of adjectives is nevertheless relatively high, compared to his use of adverbs, is due to the occasional accumulation of adjectives. When Chandler does use adjectives to desribe someone or something he does it abundantly. Examples are: ‘pebbled glass door panel’, ‘flaked black paint’ , ‘one of those clear, bright summer mornings’, ‘a slow and patient left arm’ and ‘a small, rather hurried little-girlish voice’.

The same applies to his use of adverbs. Roughly 0.3% of the total amount of words consists of an adverb, whereas the Ellegård norm for adverbs in written English is 5.3%.

The combination of Chandler’s short sentences, the high percentage of main verbs and his dynamic choice of words contribute to his fast-paced style. Apart from that, his sentences are invariably right-branched, which means that main subject and main verb occur at the beginning of the sentence. The remainder of the sentence moves forward without the reader’s need to look back. His syntax gives the reader a feel of movement. Powerful dynamic verbs like ‘swung’, ‘sailed’ and ‘dropped’ give the text a certain strenght and the contrast between dynamic verbs and modifiers like ‘softly’, ‘slowly’ and gently’ emphasize the vitality of the text.

Most clauses in the chapter are joined through parataxis or coordinating conjunctions. The total number of ‘and, ‘but’ and ‘or’ amounts to twenty-five. Only six clauses are joined by relative pronouns and five clauses are joined by a subordinate conjuntion. The use of a great many coordinating conjunctions gives the text a certain pace. 
Style, in relation to translation, can be considered from several points of view. Jean Boase-Beier distinguishes at least four viewpoints in her book Stylistic Approaches to Translation: 

1. the style in the source text as an expression of its author’s choices

2. the style of the source text in its effect on the reader (and on the translator as reader)
3. the style of the target text as an expression of choices made by its author (who is the translator)

4. the style of the target text in its effects on the reader (Boase-Beier, 5).
She explains several approaches of stylistics in relation with translation, emphasizing the role of the translator and the way he conveys the style of the source text into the language of the target text. She favours a cognitive stylistic approach because it has “brought together the pragmatic concern with what goes beyond a text’s relation to an observable reality with a concern for context as a cognitive construct which takes in the social and historical aspects of the production and understanding of texts” (ibid. 21). She defines context as “the psychological and social circumstances under which language is 
used” (ibid. 20).
Style is an important instrument of an author to express his views. Because of this, the translator cannot restrict himself to rendering the source language into the target language in literary texts. He must allow his readers more than a mere glimpse of the effects of the original, even “if they do not experience them directly or in the same way” (Boase-Beier, 26).
This means that the translator not only has to take into consideration the micro world of the source text, but also must go beyond this micro world and take into account the sociological, historical, ideological and psychological aspects of the world in which the original text is produced. Moreover, he must recreate that world and render it into the target language.
In translating Chandler’s hard-boiled fiction the translator must be aware of the world Chandler lived in, the way he looked upon that world and the way he described that world. Moreover, he must be aware of the stylistic way Chandler described that world and the dialectic aspects of his language. He must perceive – what Fowler called the mind style of an author – “the distinctive linguistic presentation of an individual mental self through which a writer embodies in language her or his experience of the world” (qtd. in Boase-Beier: 18). Finally, he must be able to render the source text into the target text in a way that is comprehensible to his target language readers.
5.3. Proper Nouns 
Having discussed the more general preliminary translation problems, it is now time to look at the actual text and investigate some categories that could cause translation problems. A translation problem can be described as “a divergence between the source-language culture and the target-language culture” (Pierini, 22). The first possible category of words that might provide difficulties are proper nouns. The first proper noun, Philip Marlowe, appears in the first sentence of the book.
Proper nouns are nouns that represent unique entities and are usually capitalized. They can be distinguished into names of persons, either real or fictional, names of animals, places, institutions, and things.

It seems to be an unwritten law that proper nouns need not to be translated in fiction for adults, especially not in translations from English into Dutch. However, there are quite some exceptions to this rule. Generally speaking, the of names of places, monarchs, popes and non-contemporary authors are commonly translated. Hence Wien is translated as Vienna in English and Wenen in Dutch, kings bearing the name of Henry become Hendrik in Dutch, William the Conqueror becomes Willem de Veroveraar, Pope John Paul is called paus Johannes Paulus in Dutch and Homer and Aristotle are known as Homerus and Aristoteles in the Netherlands. Even if there is no need to translate a name into the target language because the name exists in the target language as well, there may be some differences. For instance, the English name Philip is quite common in Dutch, but it is pronounced differently. Moreover, the pronuciation of Philip is the same in Dutch as it is in Flemish, though the stress may be slightly different, but the spelling (Filip) is not the same.
Consequently, the assumption that proper names, even contemporary ones, are never translated is not an open-and-shut case as it seems to be. Although any translator who would even try to translate the name of Bill Gates into Dutch as Wim van Poorten would be considered an incompetent fool, few people, if any, would take the name of Gerrit Gerritszoon (Rutgers) for that of the famous author Desiderius Erasmus, which is a translation of the writer’s given name. Erasmus took the stem of his Christian name Geer- in Gerrit, on the assumption that it had something to do with ‘begeren’ and translated his name into Latin and Greek (desiderare and ɛ̉рασтɛɩʋ (erastein) both mean ‘to desire’). Until recently it was common practice in some cultures to translate (parts of) proper nouns. Karl Marx is still known in Italy as Carlo Marx and in Spain his first name happens to be Carlos. However, this practice has become rather obsolete.
On the other hand, in children’s litarature it is quite common to translate proper names. Many Dutch children are familiar with ‘Albus Parcival Wolfram Bertus Perkamentus, schoolhoofd van Zweinsteins Hogeschool voor Hekserij en Hocus-Pocus’. However, his original English name is Albus Percival Wulfric Brian Dumbledore and he is headmaster of Hogwarts School of Witchcraft and Wizardry.
In translating proper nouns, first of all, the target group should be taken into consideration. If the target group – in this case young children – is not able to see through the puns and allusions of the authorial text, the translator has to provide them with similar allusions and puns in the target language. Secondly, the translator has to take into account the cultural differences between the source language and the target language. In this case, he has to explain – explicitly or implicitly – the differences between the Dutch school system and the English (boarding) school system.
Albert Péter Vermes distinguishes four different strategies to translate proper names: transference, translation proper, substitution and modification (Vermes, 93-95).

He defines transference as the incorporation of the source language name into the target language text without changing the word.
Translation proper means the literal translation of a word or an expression into the target language, translating the elements word for word. It is applied to epithets attached to historical personages. John Lackland becomes Jan zonder Land in Dutch.
By substitution Vermes refers to cases where the source language name can be replaced by a conventional correspondent in the target language. This is applies to many geographical names. España becomes Spain in English and Spanje in Dutch.
Modification is, according to Vermes, the practice of choosing a substitute in the target language that is unrelated to the original source language name.
However, what is in a name, as the lovely Giuletta Capuleti, better known as Romeo’s Juliet, already wondered. What Vermes called transference is also known as loan translation or borrowing and what he named translation proper is also referred to as calque. Modification is also called adaptation or free translation.
Other strategies to translate proper nouns are retention of the foreign noun followed by an explanation, and paraphrase, a translation procedure whereby the translator leaves out all together the foreign noun and replaces it by a short description of that noun in the target text. Transcription is another strategy used to translate proper nouns. Transcription means the rendering of sounds from one language into another. In his paper Translation, History, Narrative Venuti gives an example of an Hispanicized English name ‘Overales & Bluyines’ (for ‘overalls and blue jeans’) (Venuti, 806). Sometimes it is possible to opt for a functional equivalent as in the case of Punch and Judy, who become in Dutch Jan Klaassen en Katrijn.
In the case of J.K. Rowling’s fictional character some interesting translation strategies are used. The first name ‘Albus’ is a loan translation in Dutch, which amounts to no translation at all. The second and third names ‘Parcival’ and ‘Wolfram’(Percival and Wulfric) are transcriptions in which the sounds of the source text are transferred to the target text. The fourth name ‘Bertus’ (Brian) and the surname ‘Perkamentus’ (Dumbledore) are substitutions. The name of the school ‘Zweinstein’ (Hogwarts), on the other hand, is partly a calque. ‘Hog’ is translated as ‘zwein’ although the proper Dutch word is spelled as zwijn. ‘Warts’ is modified into Dutch as ‘stein’, a suffix referring to names of medieval castles, such as Loevestein Castle, from which the famous philosopher, playwright and poet Hugo de Groot or Grotius managed to escape in a book chest.
Transliteration is quite a different matter. It refers to the practice of transcribing words from one alphabetical system into another. Considering the fact that the same letters represent different sounds in different languages one does not need to be surprised that the name of the Russian writer Чехов is written as Chekhov in English, Tschechow in German, Tchekhov in French, Chéjov in Spanish, Τσέχωφ in Greek and Tsjechov in Dutch.
5.4. By Any Given or Taken Name
Christiane Nord says in her essay Proper Names in Translations for Children that
[Authors] can draw on the whole repertoire of names existing in their culture [to find a name for their fictional characters], and they can invent new, fantastic, absurd or descriptive names for the characters they create. We may safely assume, therefore, that there is no name in fiction without some kind of auctorial intention behind it, although, of course, this intention may be more obvious to the readers in one case than in another ( 83).
Proper names in fiction, therefore, usually will be more than mere labels. They may allude to character traits or can be analogies, similes, methaphors, metonymies and synecdoches. In Chandler’s first story, Blackmailers don’t Shoot, the name of the hero is Mallory. Sir Thomas Malory is the author or compiler of the famous epic Le Morte Darthur. Hence it can be safely assumed that Chandler wanted to attribute some of the character traits of chivalric romance protagonists to his main character. The fact that, later on, he changed the name of his hero into Marlowe does not alter that fact. Indeed, Marlowe is, according to Chandler, “a man of honour – by instinct, by inevitability, without thought of it, and  certainly without saying it. He must be the best man in his world and a good enough man for any world” (The Simple Art of Murder, 18).
Even if he reader is not acquainted with the work of Sir Thomas Malory, Marlowe’s chivalrous qualities become quite clear during the reading of Chandler’s books. The meaning of the name Quest is obvious: Orfamay and Orrin Quest are looking for someone or maybe something. However, the name Orfamay is quite unusual so Chandler must have had a reason for inventing that name. Its stem is fam-, and the word bears a slight resemblance to infamy and infamous, which is, of course, exactly what she is. Anglophone readers may be able to make the connection between the surname Weld and the same verb, which means to join or to unite, such a pun is probably lost on Dutch readers. However, Mavis Weld is the pivot of the story and she binds together more or less all characters. The name Steelgrave is a bit more difficult to place. Although the meaning of the word ‘grave’ is quite clear, ‘steel’ is a bit more vexing. On the other hand, according to Jonathon Green ‘to steel’ is slang for ‘to stab’ (Green, 1137). It could refer to the favourite method of his gang to kill people with an ice pick. However, ‘the steel’ is also slang for ‘prison’ (ibid.). If the name Steelgrave is a charactonym, and it certainly looks like it, then a person bearing that name must, if Chandler’s characterization is to be trusted, either be in the habit of stabbing people to death or die in prison.
5.5. Imagery
Imagery is written or spoken language that produces images in the minds of people and is employed to give a description of people, places or things. Generally, it is used to give the reader a visual and objective description, but it can also be used in a metaphorical sense to give a more abstract view, in which case the author passes a subjective judgement of his surroundings. Images can be created by using figures of speech such as metaphors, similes, metonymies and synecdoches. 
According to William Marling, hard-boiled fiction and its imagery derive from American commonplaces about eggs. An egg can be hard through, which means the egg is solid throughout, it can be ‘brittle’, which means that under the shell there might be an unwanted softness, and it can be hard outside and have a soft inside. Although Philip Marlowe is tough on the outside, on the inside he has a soft spot for ‘dames in distress’. The union of opposites pervades Chandler’s writings. The contrast in his novels between hard and soft not only represents the modern versus the old fashioned, the American versus the Englishness, wealth versus poverty and reality versus fantasy, but it also has a certain bearing on his style. Although he wrote in a style that looked like vernacular he had an intense literary ambition. His almost illiterate patois is lavishly adorned with the most extraordinary similes. It took some time before readers and critics realized that the use of “[…] slang, colloquialism, snide talk to any kind of off-beat language” was done deliberately and with great care (Raymond Chandler Speaking, 80).
Similes are rhetorical figures of speech. They compare two distinctly different things, usually indicated by the word ‘as’ or ‘like’. Although the things compared are dissimilar, they have one or more aspects in common. Comparing two different entities will give the author’s opinion or judgement. (Pierini: Simile in English, 23). Fromilhague divides the structure of a simile into three distinctive parts. The first part consists of a topic, also called tenor, which is the entity that is described by the simile. The second part is the vehicle, which is the entity to which the topic is compared, accompanied by a comparison marker. The third part consists of similarity features or grounds, which are the properties that are shared by topic and vehicle (qtd. in Pierini: 23). However, the latter part is not always expressed explicitly.

There is a difference between similes and metaphors, although sometimes the distinction is not very clear. Metaphors differ from similes because the two entities are not compared, but are treated as identical. Hence a simile is identified by a comparison marker. A simile can be literal and non-literal, but a metaphor is always non-literal. Pierini draws attention to another difference, which is a difference in impact. Because of the explicit comparison, similes are less powerful, suggestive and effective (ibid. 23-24). However, there is not very much difference between the sentences: ‘the moon is like a big round cheese’ and ‘the moon is a big round cheese’. Technically, the first sentence is a simile, whereas the second sentence is a metaphor.
Similes are usually marked by the words ‘like’ or ‘as’. However, different markers are also quite common, which makes the distinction between similes and metaphors rather vague. Pierini made a classification of simile markers. Apart from prepositions in comparative phrases (like, as), she distinguishes several other comparison markers, such as verbs (look like, resemble, remind), nouns (a sort of, a kind of), adjectives (similar to, the same as) and conjunctions in comparative clauses (as if, as though, as when). Moreover, her list contains several compressed similes, consisting of a noun, a comparison marker and a noun, used as an adjective. Examples are ‘a country-style design’ and ‘ghost-like looks’.

Similes can be literal or non-literal. In literal similes the topic and the vehicle can be reversed. ‘Swimming snakes are like eels’ can be converted into ‘eels are like swimming snakes’. In non-literal similes, however, this is not the case: the simile becomes nonsensical or its meaning is changed. ‘That car purrs like a cat’ is perfectly understandable, but ‘that cat purrs like a car’ is somewhat more difficult to fathom. The fact that bureaucrats are like bookkeepers is one thing, but that bookkeepers are like bureaucrats is quite a different conception. In non-literal similes the comparison marker can be dropped, which would turn the simile into a metaphor. Swimming snakes are not eels, while bookkeepers can be bureaucrats and bureaucrats can be bookkeepers, for that matter.

Furthermore, similes can be divided into objective and subjective similes. Objective similes originate, according to Fromilhague, from concrete physical experience, whereas subjective similes stem from individual association mechanism (qtd. in Pierini: 26). Objective similes are characterized by words or phrases referring to the writer’s observations, subjective similes relate to his views.
Apart from the distinction between literal and non-literal similes and objective and subjective ones, other classifications can be made. On the one hand, there are the conventional or idiomatic similes, which have become fixed expressions, such as ‘to sleep like a log’. On the other hand, creative, newly minted similes can be found, in literary works. Dolores Gonzales smelled, according to Chandler, “the way the Taj Mahal looked by moonlight” (The Little Sister, 81). In between these two extremes many other possibilities, ranging from ordinary, original, but not totally unexpected and fresh are to be found.
Similes can serve a great many purposes. In non-literary texts they are commonly used to explain or clarify matters. In literary texts similes are mostly used as an adornment, to describe someone or something in a creative way. Chandler’s rather poetic similes make the commonplace exotic and evoke strange visions. They stand out conspicuously, the more so because they are not characteristic of the genre, where the dominant narrative style is of a factual descriptiveness.
The translation of literal similes usually does not present any problems although the translator must be aware of possible pitfalls. If a comparison is made between two things that are not familiar with the target audience the translator has to employ other means. The simile ‘Harvard is like Oxford’ becomes meaningless if the target readers have never heard of Oxford. Non-literal similes, on the other hand, must be looked into more carefully. In interpreting similes, especially creative ones, the first thing a translator should do is to assess his target readers’ general knowledge. If his readers are not acquainted with the vehicle because it is a culture-specific element, a literal translation will make the simile incomprehensible. The translator cannot, therefore, translate literally, but must look for another solution. Moreover, he should find out which properties or grounds the author wanted to attribute to the vehicle in case they are not expressed explicitly. If someone’s love is compared to a red rose the translator must decide which properties of a rose the writer wants to attribute to his beloved. Roses are a symbol of love, they are beautiful, they can smell nice, they have velvety petals but they also have prickly thorns. Apart from the correct comparison, the vehicle must evoke the same associations in the target language as it does in the source language. When Chandler writes that ‘the rimless glasses gave her that librarian’s look’ the translator can conclude from the context that ‘librarian’ has a negative connotation. However, the Dutch translation of librarian (bibliothecaresse) has a rather neutral connotation. Therefore the translator must replace ‘librarian’ with another Dutch word which evokes the same negative image in order to reproduce he same effect in the target text.
Translators have several possibilities at their disposal to transfer similes from one language and culture into another. Apart from literal translation, Pierini distinguishes five potential strategies (Pierini, 31). 

- replacement of the vehicle with another vehicle, or substitution. In the example ‘Harvard is like Oxford’, Oxford can be replaced by another, more familiar university that has the same properties as Harvard.
- retention of the vehicle plus explicitation. In this case the simile ‘Harvard is like Oxford’ can be supplemented by ‘a prestigious English university’.
- reduction of the simile, if idiomatic, to its sense. The simile is omitted, but its meaning is transferred in other words. An example of an idiomatic simile is ‘to sleep like a log’. In a Dutch translation this could become ‘heel diep slapen’.
- replacement of the vehicle with a gloss, also named paraphrase. If the target readers are not acquainted with the vehicle, the translator has to give an explanation. The simile ‘Marlowe looked like Gary Grant’ can be translated as ‘Marlowe looked like a movie star from the days of the early movies. On the other hand, the sentence can also be translated as ‘Marlowe was very handsome’, in which case the vehicle is omitted and substituted by a reduction to its sense.
- omission of the simile. This strategy speaks for itself. However, in a literary translation this is not a recommendable strategy, because the use of similes is an integral part of the author’s style. The omitting of figures of speech, such as similes and metaphors, is a violation of the authorial text. Omission of such devices in literary texts should be avoided at all costs.
The choice of translation strategy does not only depend on what kind of simile is used but also on the genre in which the simile occurs. According to Pierini translators should “in selecting the appropriate strategy, […] take into consideration factors such as context of use, connotation, rhetorical effect and register” (Pierini, 33). Similes in a literary text are usually creative, non-literal and subjective. They can be found in descriptive parts of the text and are used to give a more vivid description of characters and situations. They are creative means through which relations between the comparative entities are established. As such, they are part of the author’s style. Therefore, the translator should take great care in translating them, because he must be able to reproduce the same effect in the target text.
If a simile has become a fixed expression in the source language the translator can translate the simile literally if the expression is the same in the target language. The fixed expression ‘he is as strong as a horse’ can be smoothly translated into Dutch as ‘hij is zo sterk als een paard’. However, if a literal translation is not possible, the translator can replace the simile with an equivalent expression in the target language or, if no such expression is available, with a paraphrase. The conventional English simile ‘he is like a dog with two tails’ can be translated into Dutch as ‘hij is zo gelukkig als een kind’ or ‘hij is dolblij’. In the first translation the vehicle is replaced by a different vehicle, while in the second translation the simile is reduced to its sense.
On the other hand, if a simile contains allusions which are perfectly clear in the source language, such as literary quotations, references to people, places, historical and cultural events, the translator has to asses his audience’s background knowledge in order to translate the simile. If he thinks that the target language readers have sufficient knowledge to understand the allusion, he can translate the simile literally. If this is not the case, he has to look for other solutions. He can add an explicitation, he can replace the vehicle with another vehicle or with a paraphrase or he can omit the simile.
It depends on the translator’s knowledge, his assessment of the target audience, the target language and the text type if and in what way a simile is translated.
5.6. Culture-Specific Problems
Returning to the text of Chandler’s novel The Little Sister the next word that could pose a translation problem is the word ‘Investigations’. It belongs to the category of words commonly referred to as realia. Realia are ‘realities’, words or concepts that do not only have denotations but also specific connotations in the source language and culture. Every language and every culture has words and concepts that have no exact matches in other languages. However, this applies also to a great many ordinary things that do not pose any translation problems. There is a difference between linguistic meaning and equivalence. Ferdinand de Saussure distinguishes between the signifier (i.e the concept perceived through sense) and the signified concept (i.e. the mental picture of the perception). Roman Jakobson, following this line, points out that “there is ordinarily no full equivalence between code-units” (qtd. in Munday: 36). He gives the example of the lexeme cheese, a concept that is rather different in various languages. For example, Dutch cheese is solid while French cheese usually has a more soft structure. On the other hand, it is perfectly possible to render a message (in this case the concept of cheese, a type of food made from milk) from one language into another.
Diederik Grit divides realia into historical concepts, geographical concepts, public institutions, private institutions, measures and social cultural concepts (Grit, 279).
However, many other classifications are possible. Other categories into which realia can be divided are:

1. geographic realia. Not only do names of places that have culture-specific connotations belong to this category, but also physical geography and meteorology objects. Examples
 are ‘Hollywood’, ‘Beverly Hills’ and ‘high fog’. ‘Hollywood’ is often a metonym and stands for the American film industry. ‘Beverly Hills’ is the dwelling place of many movie stars. ‘High fog’ is a typically Californian phenomenon. It is actually stratus cloud and is formed at night over the coastal valleys and the inland waters from May until September. The Dutch translation of stratus cloud is ‘laaghangende bewolking’.
2. ethnologic realia. This category includes things that refer to daily life, such as food, professions, people, measures and money. Examples are: ‘investigations’, ‘drugstore’, ‘sandwich’, ‘Mata Hari’ and ‘nickel’. ‘Investigations’ is a legend on a door or calling card indicating someone’s profession. People who have the same profession as Philip Marlowe advertise themselves in Dutch as ‘Detective- en Recherchebureau’, ‘Recherche- en Informatiebureau’ or simply as ‘Detectivebureau’. A drugstore is a shop that sells medicines and also other types of goods, such as sweets, cosmetics, magazines and books. In Chandler’s time they had also public telephone facilities and offered takeaway food. Orfamay Quest calls Marlowe from a drugstore and Marlowe orders a coffee and a sandwich in a drugstore. A ‘sandwich’ consists of two slices of bread, often spread with butter, with a layer of filling. Its translation depends on the situation. In a domestic situation it is usually translated as ‘boterham’, but if ordered in a pub or restaurant it would be better to translate it as ‘broodje’. A nickel is an American coin worth five dollar cents. If and how measures and money are translated depends on the type of text. In a book on cookery the original units of measure can be maintained, but it would be advisable to give the equivalents of the target language system between brackets. Mata Hari (Malayan for ‘eye of the day’), whose real name was Margaretha Geertruida Zelle was a Dutch dancer and courtesan who scored triumphs in Paris as nude dancer. She was accused of espionage by the Germans during the First World War because she had, as a courtesan, relationships with people in high anti-German places. She was sentenced to death and executed by firing squad. A woman who is compared to Mata Hari stands for an exotic temptress.
3. Political realia. To this category belong the names of administrative entities, names of political parties and authorities.
4. Financial and commercial realia. Among these, words, expressions and concepts that pertain to the nomenclature of banks and commercial institutions, such as the names of banks and the commodities they sell can be counted. Examples are ‘incorporated’ and ‘Better Business Bureau’.
5. Social realia. This category includes titles, form of address, nicknames of persons and peoples, magazines and newspapers. Examples are ‘Mr’, ‘Miss’, ‘officer’ and ‘The Bay City News’.
6. Legal and police realia. To this category belong among others police ranks, legal professions and legal concepts. Examples are ‘DA’, ‘solicitor’, ‘coroner’, ‘lieutenant’ and ‘detective’. The American police is organized in a different way than the Dutch Police. American police have different ranks and different authorities. Even in the United States itself, the same names are sometimes attributed to different ranks. In San Francisco an inspector is the lowest rank of a detective officer, while in Los Angeles it is one of the highest. According to Chandler “In L.A. until very recently all dicks attached to Homicide ranked as Lieutenants, temporary status, some wereof the permanent rank of sergeantsand some mere patrolmen, but while serving with Homicide, they were always referred to as Lieut. So and So” (qtd. in Moss: 168-169).
7. Military realia. Among these are military ranks and concepts, military honours and weaponry. Examples are ‘automatic’ and ‘Luger’.
Apart from this, slang words and slang expressions should be mentioned. Slang is a language consisting of very informal words and expressions that are more common in spoken language, especially used by a particular group of people, for example, children, criminals, soldiers etc. Slang usually refers to very informal American language. However, each culture has its own slang, which is sometimes regionally restricted. To find a target language equivalent that is understood by everyone is, therefore, very difficult.
Although source text realia do not have an exact equivalent in the target language, it is possible to transfer them. However, the way realia are transferred depends on the kind of text, the intended aim of the text and the target audience. Legal and official texts should be treated with great care. Terms in legal and official documents must be transferred from one legal or official system into another and the source text terms should have the same denotations and implications as in the target language. On the other hand, the purpose of the text should also be taken into consideration. A legal textbook requires a different approach than a contract, an article in a magazine or a literary text containing legal terms. However, journalistic and literary texts have no such strict limitations. The way journalistic texts are translated depends on the target group. Target groups can be divided into non-professionals, people with some kind of expert knowledge and professionals.
Translation strategies depend on whether the denotation or connotation of the terms that are to be translated will prevail. As mentioned above, this largely depends on the text type and the target audience. The first strategy of translating realia is retention of the foreign word or term. Sometimes it can be accompanied by a footnote. The word ‘detective’ in the sense of a private investigator, originally an English loan word, has become part of the Dutch language. On the other hand, not all detectives are the same. If a detective is part of the police force, he should be addressed with the equivalent foreign rank. Another possibility is to translate the foreign term or expression, rendering word for word, also called calque. Havank translates ‘Detective Lieutenant’ as ‘detective-luitenant’. A third possibility is substitution with realia of the target culture. An example is ‘cheese sandwich’, which can be translated into Dutch as ‘broodje kaas’. A fourth possibility is an approximate translation or paraphrase. In this case, the basic meaning of the term is translated. A disadvantage of this strategy is that only the denotation of the term is transferred and its connotation is omitted. Another strategy is compensation. The translator omits the foreign term but gives some additional information, which will make up for the loss. If the denotation of the foreign term is not important, the translator can opt for omission.
6. Translations
6.1. Foreignization and Domestication

The setting of the novel is not quite clear. The story takes place in America somewhere during the 1930s or the early 1940s against the backdrop of the ‘mean streets’ of Los Angeles and the make belief-world of Hollywood, where
a radiant glamour queen [will be made out of] a drab little wench who ought to be ironing a truck driver’s shirts, a he-man hero with shining eyes and brilliant smile reeking of sexual charm out of some overgrown kid who was meant to go to work with a lunch-box. Out of a Texas car hop with the literacy of a character in a comic strip it will make an international courtesan, married six times to six millionaires and so blasé and decadent at the end of it that her idea of a thrill is to seduce a furniture-mover in a sweaty undershirt.
And by remote control it might even take a small town prig like Orrin Quest and make an ice-pick murderer out of him in a matter of months, elevating his simple meanness into the classic sadism of the multiple killer (The Little Sister, 186).
On the other hand, “Los Angeles in the 1930s was not a sleepy village as Marlowe describes it in The little Sister. In an expansive mood, Marlowe reveals that

[He] used to like this town … A long time ago. There were trees along Wilshire Boulevard. Beverly Hills was a country town. Westwood was bare hills and lots offering at eleven hundred dollars and no takers. Hollywood was a bunch of frame houses on the inter-urban line. Los Angeles was just a big dry sunny place with ugly homes and no style, but good hearted and peaceful. It had the climate they just yap about now. People used to sleep out on porches. Little groups who thought they were intellectual used to call it the Athens of America. It wasn’t that, but it wasn’t a neon-lighted slum either (ibid. 215).

However, the Los Angeles Marlowe describes in this paragraph was more likely the way the city looked by the turn of the century, some decades before. In 1900 the city had about 100,000 inhabitants to the more than one million of the1930s and the two million of the 1950s around the time the novel was published. In the 1930s Los Angeles had about 600 brothels, 300 gambling houses, 1,800 bookies and 23,000 one-armed bandits (Moss, 56). It would provide ample work for Marlowe and the likes of his. Be that as it may, the setting is definitely before the 1950s.
Both translators respect the place, though not its period. In both translations the setting is the same as in the source text, but Schneider does not have an eye for the period the novel was written in. For instance, she translates ‘reefers’, a slang word for ‘drugs’ or ‘marijuana’ as ‘stikkies’ (sic). The word ‘stickie’ was not en vogue until the 1960s. Apart from that, she turns the drugstore into a snackbar, a loan word that became current in the Netherlands after the 1950s. Havank, on the other hand, translates ‘reefers’ as ‘verdovende middelen’, which is more in accordance with the time in which the source text was written. On the other hand, his drugstore has become a shop. Both do not translate the makes of cars. In the 1950s a Packard Clipper could still be recognized as an expensive car, even when the brand went off the market in 1958. However, readers of the 1970s would probably have never heard of the make.
Havank uses quite some loan words, which makes his translation a rather foreignizing one. His forms of address are all English (Mr. Marlowe, Miss Mavis Weld), he uses calques to render the ranks of America police officers, such as ‘detective-luitenant’ (Havank, 72). He does not translate Robert Browning’s verse. Schneider, on the other hand, has a more domesticating approach. Mr and Miss are translated as ‘meneer’ en ‘juffrouw’. She translates Browning’s lines of poetry, although it is not quite clear whether she made the translation herself or it was done by someone else.

6.2. Proper Nouns

Most of the proper nouns are maintained in the translations. ‘California’ is transferred by the Dutch exonym as ‘Californië’. Allusions and puns are not translated or explained. However, there are some exceptions. Havank translates the charactonym ‘Joseph P. Toad’ as ‘Joseph P. Pad’ while Schneider retains the original name. Apart from that, Havank gives (Alfred) the junky a surname and calls him ‘the Rat’. Schneider calls him just ‘the junky’(sic), a word that only became current in the Netherlands after the 1960s. Both translators render the name of Mrs Whoosis into Dutch. Havank calls her ‘Mrs. Wiebenje’ and Schneider calls her ‘mevrouw Wiedanook’. Given the fact that Orfamay Quest is working as a doctor’s receptionist, ‘whoosis’ might be short for ‘whose turn is it’ and if so, the proper translation into Dutch would be Mrs. or mevrouw Wiesnu. The name of a funeral parlour ‘The Garland Home of Peace’ is translated by both translators into ‘Garland Huis des Vredes’, although Havank adds a definite article. The genitive article ‘des’ might have been obsolete in common language in the 1950s, it certainly was in the 1970s.
6.3. Style

Chandler’s style is characterized by rather short sentences, vivid language, creative similes, slang expressions and wisecracks. To live up to this style, the translators should strike the right note and the right register. Although Havank manages quite well, he occasionally strikes a false note. His own style of writing can be heard too loudly in the translation. Apart from that, his register is not always on a par with Chandler’s tough language and is sometimes far too high. By using mock archaic words like ‘maagdekens’, the superlative ‘hoogst’ instead of ‘heel’ or ‘uiterst’ and the translation of ‘apart from’ as‘afgescheiden van’ he does not do justice to Chandler’s tough prose.
Helga Schneider’s translation is more literal. However, several times she is wide of the mark and sometimes she makes bad mistakes. She translates ‘This is the day we put the garbage out.’ as ‘Vandaag gaat het spul de deur uit’ (Schneider, 74), ‘fourteen dollars’ become suddenly ‘veertig dollar’ (ibid. 62) and ‘a violent looking-handkerchief’ changes colour and fades into a ‘lila zakdoek’ (ibid. 87). The result is that her translation is a bit anaemic. Apart from that, her register is not always very consequent. Orfamay Quest addresses Marlowe in one and the same chapter as ‘u’ and ‘je’ (Schneider, 10-11). It would be consistent if she from then on only had used the word ‘je’ in the conversations between the two of them, but she did not do that. Because of her domesticating approach and her literal translation some of Chandler’s wisecracks are lost.
6.4. Similes

Unfortunately, The Little Sister does not contain as many creative similes as Chandler’s previous novels. However, Orfamay Quest is described as follows:
She was a small, neat, rather prissy-looking girl with primly smooth brown hair and rimless glasses. She was wearing a brown tailor-made and from a strap over her shoulder hung one of those awkward-looking square bags that you make think of a Sister of Mercy taking first aid to the wounded. On the smooth brown hair was a hat that had been taken from its mother too young. She had no make-up, no lipstick, and no jewellery. The rimless glasses gave her that librarian’s look. (The Little Sister, 4).

Nevertheless, in this description several similes are to be found. The first one is ‘prissy-looking’, which is a noun-like adjective.
1. nuffig uitziend

Literal translation

2. preuts-uitziend

Literal translation.

The next one is ‘one of those awkward-looking bags’, which is also a noun-like adjective.
1. zo’n lompe vierkante tas

Omission of the simile

2. zo’n lelijke vierkante tas 
Omission of the simile.

The third simile is ‘that made you think of a Sister of Mercy taking first aid to the wounded’, which has a verb as a marker.
1. die onwillekeurig denken doet aan een Zuster van Liefde op weg om gewonden eerste hulp te verlenen
Literal translation.

2. die iemand het uiterlijk geven van een liefdezuster die eerste hulp aan gewonden gaat verlenen
The verb marker is turned into a noun marker.
On the other hand, the ‘hat that had been taken from its mother too young’ is, strictly spoken, a metaphor.
1. een hoed die te vroeg z’n moeder verloren had

The vehicle is changed a bit.

2. een hoedje dat te jong bij z’n moeder vandaan gehaald was.
Literal translation. 
The fourth simile is ‘the rimless glasses gave her that librarian’s look, which has a noun marker.
1. De bril zonder randen gaf haar dat voorkomen van een schooljuffrouw
 Replacement of the vehicle with a different vehicle.

2. Door de bril zag ze er uit als een juffrouw van de bibliotheek

Literal translation, although the source text does not have the same connotation as the target text. The noun marker is turned into a verb marker.
Apart from these five examples, a few other similes have been chosen from the book:
She looked almost as hard to get as a haircut (The Little Sister, 81). 

The simile has a preposition marker.

1. Ze was waarschijnlijk net zo gemakkelijk te krijgen als een tramkaartje (Havank, 54).
Replacement of the vehicle with a different vehicle.

2. Ze zag er uit of ze net zo gemakkelijk te krijgen zou zijn als een belegd broodje (Schneider, 70)

Replacement of the vehicle with a different vehicle.

She smelled the way the Taj Mahal looks by moonlight (The Little Sister, 81). This simile has a verb marker.

1. Zij was geparfumeerd zoals de Taj Mahal er uitziet bij maanlicht (Havank, 54-55).

Literal translation.
2. Zij verspreidde een geur die me deed denken aan de Taj Mahal bij maanlicht (Schneider, 71).

Literal translation. However, ‘een geur verspreiden’ can have a negative connotation.

With fingers that darted like little snakes (The Little Sister, 84). Here, a preposition marker is used.

1. Met vingers zo vlug en lenig als slangetjes (Havank, 56).

Literal translation. The proposition marker has been changed into an adjective marker. ‘Slangetjes’ is rather ambiguous. In fixed expressions the word ‘snake’ is translated into Dutch as ‘adder’.
2. Met vingers die als slangetjes heen en weer schoten (Schneider, 73).
Literal translation.
Just like Margaret O’Brien (The Little Sister, 90). Here too, a preposition marker is used. 
1. Havank omits the simile.

2. Net als Margaret O’Brien (Schneider, 78)
Literal translation. However, it is not very likely that the target audience is acquainted with Margaret O’Brien, who was a child actress in the early 1940s. Replacement of the vehicle with a gloss or substitution by a rendering of its pragmatic value would be more appropriate.
6.4. Translation Comparison

The two translations of the first chapter of the novel The little Sister have been compared.

Havank’s translation is introduced as an adaptation, which may indicate that it is a free translation. It can safely be assumed that Schneider took Havank’s translation as a guideline in order to make her own translation. Evidence of this is that Havank translated ‘Better Business Bureau’ as ‘dierenbescherming’ and Schneider did the same. However, a Better Business Bureau is a kind of consumers’ service, which advises on business matters and has nothing to do with the prevention of cruelty to animals.
Translation number one was made by Havank and number two by Helga Schneider. Comments, if any, are restricted to style. Wrong translations are only taken into account if they affect the style in general. The most remarkable points are indicated point by point in italics.

The pebbled glass door panel is lettered in flaked black paint: ‘Philip Marlowe...Investigations’.

1. Op het deurpaneel van geribd glas staat in schilferende letters van zwarte verf: Philip Marlowe…Investigations.
Loan word. Foreignizing translation.
2. ‘Philip Marlowe…Detective’ staat er met zwarte, schilferende verf op de matglazen deur.
Word order: the shabbiness of the building fades into the background. 
It is a reasonable shabby door at the end of a reasonable shabby corridor in the sort of building that was new about the year the all-tile bathroom became the basis of civilisation.

1. Het is een tamelijk armoedige deur aan het eind van een tamelijk armoedige gang in het soort gebouw, dat nieuw was in de tijd, dat de geheel betegelde badkamer de basis van de beschaving werd.

2. Het is een nogal armoedige deur aan het eind van een nogal armoedige gang in het soort gebouw dat nieuw was in de jaren toen de geheel betegelde badkamer de basis van onze beschaving werd.
The door is locked, but next to it is another door with the same legend which is not locked.

1. De deur is op slot, maar vlak ernaast bevindt zich een andere deur met hetzelfde opschrift die echter niet op slot is.
Register: bevindt, echter.
2. Die deur zit op slot, maar daarnaast is nog een deur met hetzelfde opschrift en die is niet op slot.
Come on in – there’s nobody in here but me and a big bluebottle fly.

1. Kom binnen…er is niemand, behalve ik en een vette bromvlieg.

2. Kom binnen, er is toch niemand, behalve ik en een grote bromvlieg.

Style. Both translators do not translate the words ‘on’ and ‘here’.

But not if you’re from Manhattan, Kansas.

1. Maar niet als je afkomstig bent uit Manhattan, Kansas.
Register: afkomstig.
2. Kom binnen, als je tenminste niet afkomstig bent uit Manhattan-Kansas.

Register: afkomstig.

It was one of those clear, bright summer monings we get in the early spring in California before the high fog sets in.

1. Het was een van die klare, heldere zomerochtenden die we hier vroeg in de lente in Californië krijgen eer de mistperiode inzet.

Literal translation: klare, krijgen, inzet. Register: eer.

2. Het was een van die heldere, stralende zomerse ochtenden die we hier in Californië hebben in het vroege voorjaar, voordat de mist komt opzetten.

Ambiguous. The period of high fog is from May to October.
The rains are over.

1. De regentijd is voorbij.

2. De tijd van regen is voorbij.

The hills are still green and in the valley across the Hollywood hills you can see snow on the high mountains.

1. De heuvels zijn nog groen en in de vallei over de heuvels van Hollywood kun je de sneeuw zien op het hooggebergte.

Literal translation: over de heuvels. Register: vallei. Contrast between ‘hills’ and ‘mountains’ has disappeared.
2. De heuvels zijn nog groen en vanuit het dal langs de heuvels van Hollywood kun je de sneeuw nog zien liggen op de hoge bergen.
The fur stores are advertising their annual sales.
1. De bontzaken adverteren hun jaarlijkse uitverkoop.

Foreignization: adverteren.

2. De bontzaken kondigen hun jaarlijkse uitverkoop aan.

The call houses that specialize in sixteen-year-old virgins are doing a land-office business.

1. De verdachte huizen die specialiseren in zestienjarige maagdekens doen drukke zaken.

Literal translation: specialiseren. Register: maagdekens.
2. De ‘uitzendbureaus’ die zich toeleggen op het leveren van zestienjarige maagden doen enorme zaken.

Wrong translation. A call house is a brothel. The contrast between meanness and beauty pales. 
And in Beverly Hills the jacaranda trees are beginning to bloom.

1. En in Beverly Hills begint de jacaranda te bloeien.

2. En in Beverly Hills beginnen de jacaranda’s te bloeien.

I had been stalking the bluebottle fly for five minutes, waiting for him to sit down.

1. Ik had al vijf minuten op de bromvlieg zitten loeren, wachtend tot hij neer zou gaan strijken, maar hij scheen niet van plan neer te gaan strijken.

Register: neer zou gaan strijken.
2. Ik had al vijf minuten op de vlieg zitten loeren, wachtend tot hij ergens neer zou strijken.

Register: neer zou strijken.

He didn’t want to sit down.

1. –

2. Hij wilde niet gaan zitten.
Choice of words: in connection with the previous sentence the repetition is lost.
He just wanted to do wing-overs and sin the prologue to Pagliacci.

1. Hij wenste eenvoudig niets anders te doen dan door de lucht te buitelen en de proloog van Pagliacci te zingen.

Register: wenste. Foreignization: proloog.
2. Hij wilde gewoon maar wat vleugeltje-over doen en de proloog op Pagliacci zingen.

Calque: vleugeltje-over. Foreignization: proloog. Collocation: proloog op.

I had the fly swatter poised in mid-air and was all set.
1. Ik zat met de vliegemepper in de hand, klaar om toe te slaan.

2. Ik zat met de vliegemepper in de hand klaar om toe te slaan.

There was a patch of bright sunlight on the corner of the desk and I knew that sooner or later that was where he was going to land.

1. Er was een plek van schel zonlicht op de hoek van het bureau en ik wist dat hij, vroeger of later, juist dáar neer zou strijken.

Choice of words: ‘schel’ refers to the sense of hearing and not of sight. Foreignization: vroeger of later.
2. Er viel een straaltje helder zonlicht op de hoek van het bureau en ik wist dat de bromvlieg vroeg of laat op dat licht af zou gaan.

Free translation.

But when he did I didn’t even see him at first.

1. Maar, toen het eindelijk zo ver was, zag ik hem eerst niet eens.

2. Maar toen hij het deed, zag ik hem eerst niet eens.

The buzzing stopped and there he was.

1. Het gezoem hield op en daar zat hij.

2. Het gezoem hield op en daar zat hij.

And then the phone rang.

1. En toen rinkelde de telefoon.

2. Toen ging de telefoon.

Style: the use of coordinating conjunctions is one of the main characteristics of Chandler’s style.
I reached for it inch by inch with a slow and patient left hand.
1. Ik strekte de hand er naar uit, langzaam en voorzichtig.

Style: de (hand).

2. Heel langzaam en geduldig stak ik centimeter voor centimeter mijn linkerhand uit.

I lifted the phone slowly and spoke into it softly: Hold the line a moment, please.’

1. Ik nam de hoorn van de haak en zei zachtjes: ‘Blijft u even aan het toestel alstublieft.’

 No alliteration (slowly-softly), but some compensation: zei zachtjes and blijft-alstublieft.
2. Ik tilde hoorn langzaam op en zei zachtjes: ‘Een ogenblik alstublieft.’

No alliteration, but some compensation: zei zachtjes.
I laid the phone down gently on the brown blotter.

1. Ik legde de telefoon behoedzaam op het vloeiblad.

2. Behoedzaam legde ik de hoorn op het bruine vloeiblad.

He was still there, shining and blue-green and full of sin

1. Hij zat er nog steeds, glanzend en blauw-groen en vol wellust.

2. Hij zat er nog, wellustig blauwgroen glanzend.

Style: coordinating conjunctions are left out: sense of repetition is lost.
I took a deep breath and swung.

1. Ik haalde diep adem en sloeg toe.

2. Ik haalde diep adem en gaf een zwieper.

What was left of him sailed halfway across the room and dropped to the carpet.
1. Wat er nog van hem over was vloog de halve kamer door en viel op het tapijt.

2. Wat er nog van hem over was zeilde de kamer door en viel halverwege op het kleed.

I went over and picked him up by his good wing and dropped him into the waste-basket.

1. Ik ging er naar toe en pikte hem bij zijn onbeschadigde vleugel op en liet hem in de prullenmand vallen.

2. Ik liep er heen, pakte hem op aan een nog onbeschadigde vleugel en deponeerde hem in de prullenmand.

Style: coordinating conjunction is left out.

‘Thanks for waiting,’ I said into the phone.

1. ‘Bedankt voor het wachten,’ zei ik, de telefoon weer opnemend.

2. ‘Bedankt dat u even wilde wachten,’ zei ik in de hoorn.
‘Is this Mr Marlowe, the detective?’

1. ‘Spreek ik met Mr. Marlowe, de detective?’

Foreignization. 

2. ‘Spreek ik met meneer Marlowe, de detective?’

Domestication.

It was a small, rather hurried, little-girlish voice.

1. Het was een bedeesde, nogal gehaaste, kleinemeisjesachtige stem.

2. Het was een iel, nogal gehaast kleine-meisjes stemmetje.

I said it was Mr Marlowe, the detective.

1. Ik zei dat ik inderdaad Mr. Marlowe was, de detective.

2. Ik zei dat ze inderdaad met Marlowe, de detective sprak.
‘Meneer’ is left out, which spoils the repetition.
‘How much do you charge for your services, Mr Marlowe?’

1. ‘Hoeveel rekent u voor uw diensten, Mr. Marlowe?’

2. ‘Hoeveel rekent u voor uw diensten, meneer Marlowe?’
‘What was it you wanted done?’

1. ‘Wat voor soort opdracht heeft u?’

2. ‘Wat wilde u laten doen?’

The voice sharped a little.

1. De stem werd iets scherper.

2. De stem werd iets scherper.

‘I can’t very well tell you over the phone.

1. Dat kan ik u moeilijk over de telefoon vertellen.
2. ‘Dat kan ik u door de telefoon niet goed vertellen.

It’s – it’s very confidential.

1. Het is…’t is erg vertrouwelijk

2. Het is…het is erg vertrouwelijk.

Before I’d waste my time coming to your office I’d have to have some idea – ’

1. Eer ik mijn tijd verdoe met naar uw kantoor te komen zou ik graag ten naaste bij weten hoeveel…’

Register: eer, ten naaste bij.
2. Voor ik de kans zou lopen m’n tijd te verdoen door naar uw kantoor te komen wilde ik enig idee hebben…’

‘Forty bucks a day and expenses.

1. ‘Veertig dollar per dag, plus onkosten.

2. ‘Veertig dollar per dag, exclusief onkosten.

Unless it’s the kind of job that can be done for a flat fee.’

1. Tenzij ’t iets is dat voor een vast bedrag gedaan kan worden.’

2. Tenzij het een klus is die voor een afgemaakte prijs gedaan kan worden.’

‘That’s far too much,’ the little voice said.

1. ‘Dat is veel te veel,’ zei het stemmetje.

2. ’Dat is veel te veel,’ zei het iele stemmetje.

‘Why, it might cost hundreds of dollars and I only get a small salary and – ’

1. ‘’t Zou weleens tot honderd dollar op kunnen lopen en ik heb maar een klein salaris en…’

2. ‘Tjeetje, dat zou me honderden dollars gaan kosten en ik heb maar een klein salaris en…’

‘Where are you now?’

1. Waar bent u momenteel?’

Register:  momenteel.

2. ‘Waar bent u op het ogenblik?’

Register: ogenblik.

‘Why, I’m in a drugstore.

1. ‘In een winkel.
Domestication.

2. ‘Hoezo, ik sta in een snackbar vlakbij het gebouw waar uw kantoor is.’

Domestication, although it looks like a foreignizing translation.

It’s right next to the building where your office is.’
1. ‘t Is vlakbij het gebouw waar uw kantoor is.’

2. – 

‘You could have saved a nickel.

1. ‘U had zich een telefoontje kunnen besparen.

2. ‘Dan had je geld kunnen besparen.

Register: change of form of address. 

The elevator’s free.’

1. De lift is gratis.’

2. De lift is gratis.’

‘I – I beg your pardon?’

1. ‘Wat…wat zegt u?’

2. ‘Wat, eh, zei u?’

I said it all over again.

1. Ik vertelde het haar opnieuw.
2. Ik herhaalde het.

Style: the wisecrack is lost.

‘Come on up and let’s have a look at you,’ I added.

1. ‘Kom liever even hier zodat ik je nader bekijken kan,’ voegde ik er aan toe.

Register: ‘ nader’  and change of form of address.
2. ‘Kom naar boven en laat me je eens bekijken,’ voegde ik er aan toe.

‘If you’re in my kind of trouble, I can give you a pretty good idea – ’
1. ‘Als je in dezelfde moeilijkheden zit als ik kan ik je een vrij geschikt idee aan de hand doen…’

Apart from the fact that the translation of this sentence is not correct, the register is not right: geschikt idee. However, this might have to do with the period in which the translation was made.
2. ‘Als je problemen een beetje in mijn straatje liggen, kan ik je een beetje een idee geven…’

‘I have to know something about you,’ the small voice said very firmly.

1.’Ik moet iets naders omtrent u weten,’ zei het ijle stemmetje vastberaden.

Style: suddenly ‘small’ is translated, whereas previously a diminutive was used. Register: ‘naders’ and ‘omtrent’.

2. ‘Ik moet eerst het een en ander over u weten,’ zei het iele stemmetje flink.

‘This is a very delicate matter, very personal.

1. ‘’t Betreft namelijk een hoogst delicate aangelegenheid, uiterst persoonlijk.

Register: betreft, hoogst, delicaat, uiterst.

2. ‘Het gaat om een hele delicate aangelegenheid, heel vertrouwelijk.
Register: delicaat.

I couldn’t talk to just anybody.’

1. Ik kan niet zomaar de eerste de beste in vertrouwen nemen.’

2. Ik kan daar niet zomaar met iedereen over praten.’

‘If it’s that delicate,’ I said, ‘maybe you need a lady detective.’

1. Als het werkelijk zo ontstellend vertrouwelijk is,’ zei ik, ‘kun je misschien beter een vrouwelijke detective raadplegen.’

Register: ‘ontstellend’ and ‘raadplegen’.

2. ‘Als het zo delicaat is,’ zei ik, ‘heb je misschien wel een vrouwelijke detective nodig.’
Register: delicaat.

‘Goodness, I didn’t know there were any.’

1. ‘Hemelse goedheid, ik wist niet dat die bestonden.’
2. ‘Grote goedheid, ik wist niet eens dat die er waren.
Pause.
1. Stilte.

2. Stilte.

‘But I don’t think a lady detective would do at all.

1. ‘Maar ik geloof niet dat ’t iets is voor een vrouwelijke detective.

2. ‘Maar ik denk niet dat ik veel aan een vrouwelijke detective zou hebben.

You see, Orrin was living in a very tough neighbourhood, Mr Marlowe.

1. Ziet u, Orrin woonde in een heel slecht befaamde buurt, Mr. Marlowe.

Style: wrong collocation: ‘slecht befaamde’.

2. Orrin woonde in een heel ruige buurt, weet u, meneer Marlowe.

At least I thought it was tough.
1. Tenminste die indruk kreeg ik.

2. Ik vond het er tenminste nogal ruig.

The manager of the rooming house is a most unpleasant person.

1. De baas van zijn kosthuis is een hoogst ongunstig individu.

Register: hoogst, ongunstig, individu.

2. De baas van dat kamerverhuurbedrijf is een heel onaangenaam persoon.

Register:  persoon.

He smelled of liquor.

1. Hij rook naar drank

2. Hij rook naar drank.

Do you drink, Mr Marlowe?’

1. Drinkt u, Mr. Marlowe?’

2. Drinkt u, meneer Marlowe?’
‘Well, now that you mention it – ’

1. ‘Wel, nu je het zegt…’

2. ‘Tja, nou je het zegt…’

I don’t think I’d care to employ a detective that uses liquor in any form.

1. ‘Ik betwijfel ’t of ik de zaak kan voorleggen aan een detective die alcohol gebruikt, in welke vorm dan ook.
2. ‘Ik geloof niet dat ik er voor voel om een detective in dienst te nemen die sterke drank gebruikt.

I don’t even approve of tobacco.’

1. Ik ben zelfs tegen roken.’

2. Ik ben zelfs tegen roken.’

‘Would it be all right if I peeled an orange?’

1. ’Heb je er bezwaar tegen dat ik een sinaasappel schil?’ 

2. ‘Kun je er mee akkoord gaan als ik een sinaasappeltje pel?’

Literal translation: wrong collocation: In Dutch, ‘onions worden gepeld’, but ‘sinaasappels worden geschild’.

I caught the sharp intake of breath at the far end of the line.
1. Ik hoorde haar plotseling scherp de adem inhouden.

Literal translation: scherp.
2. Ik kon het scherpe geluid horen waarmee ze aan het andere eind van de lijn naar adem hapte. 

Register: naar adem hapte.

‘You might at least talk like a gentleman,’ she said.

1. ‘U zoudt zich minstens kunnen gedragen als een heer.’

Register: zoudt.

2. ‘U zoudt op z’n minst als een heer kunnen praten,’ zei ze.

Register: zoudt.

‘Better try the University Club,’ I told her.

1. ‘Wend je dan maar liever tot de Sociëteit’, vertelde ik haar.

Register: wend. However, it might have been a vernacular expression in the 1950s. Proper noun: Sociëteit. Maybe it was clear that a ‘Sociëteit’ was a ‘herenclub’ at the time of the translation. Nowadays this word would need some explanation.
2. ‘Ik zou het maar eens bij de universiteitsclub proberen,’ zei ik tegen haar.

Literal translation: ‘universiteitsclub’ is not a concept that is related to gentlemen and most probably does not have the same connotation as ‘University Club’.
‘I heard they had a couple left over there, but I’m not sure they’ll let you handle them.’

1. ‘Ik hoor dat er daar nog een paar in voorraad hebben, maar of je er aan mag komen is een tweede.’

2. ‘Ik hoorde dat er daar nog een paar vrij rondlopen, maar ik kan niet zeggen of ze die door jou zullen laten hanteren.’
Style: zullen laten hanteren. This translation does not fit in with Chandler’s wisecracked style

I hung up.

1. Ik belde af.

This nowadays rather old-fashioned expression was probably quite common in the pre-days of mobile phone.

2. Ik hing op.

It was a step in the right direction, but I didn’t go far enough.

1. Het was een stap in de goede richting, maar het ging niet ver genoeg.

Literal translation, although the wisecrack is lost.

2. Het was een stap in de goede richting, maar niet ver genoeg.

I ought to have locked the door and hid under the desk.

1. Ik had beter de deur op slot kunnen doen en me onder het bureau verschuilen.
Rhythm. The translation lacks an auxiliary in the sentence. 
2. Ik had de deur op slot moeten doen en me onder mijn bureau moeten verstoppen.
Register: ‘verstoppen’ is a bit childish. 
Although the sample is not very large, it is possible to draw some tentative conclusions.
Havank’s register is far too high. By using archaic words like ‘maagdekens’ his translation sounds a bit droll, even if taken into consideration that the translation was made more than fifty years ago. Although Schneider does not use archaic words, her register is occasionally also too high. Havank uses quite some loan words, which give his translation a foreignizing dimension. Apart from this, he sometimes translates very literally and sometimes ungrammatically. This adds to the foreignness of his translation. It is not quite clear whether he does this on purpose or not. More research is needed to establish this. However, an investigation like this lies beyond the scope the thesis. Schneider’s approach, on the other hand, is a more domesticating one. However, she does not do justice to Chandler’s stylistic wisecracks and his descriptive syntax. More often than not she leaves out the coordinating adjunct ‘and’. As is shown above, the use of this kind of coordinating connections is an integral part of Chandler’s style.
As translations reflect the spirit of their time, a judgement is always passed in hindsight. In the light of contemporary views on translation it is, therefore, difficult to establish the ‘correctness’ of the translations. The fact that a second translation was commissioned within fifty years of the publication date might indicate that views on translation had been changed in the meantime. Adaptation gave way to a more literal approach. What can be said is that Schneider was faithful to the text, but not to the context, while Havank paid more attention to the context and deals more liberally with the text.
7. Conclusion
The first choice a translator has to make before he starts to work is the choice between two basic translation strategies, domestication and foreignization. In other words, the choice between making the source text accessible to the target audience and moving the writer to the reader or remaining faithful to the source text and moving the reader to the writer, thus making the reader aware of the cultural and linguistic differences. Between these two extremes many degrees of translation are to be found. As is shown above, Schneider has an eye for the foreign culture in respect to place, but not in respect to time. Although the book was published in 1949 she transfers the time setting to the Dutch 1970s by using words that were familiar in America in the 1930s, but not in the Netherlands of that day. Havank, on the other hand, respects place and time of the source text, which may be due to the fact that his translation was made within ten years of the original publication. However, although his translation has some foreignizing aspects, such as the frequent use of loan words and calques and his rather ungrammatical Dutch, his translation is also characterized by domesticating aspects.
It is obvious that views on translation differ, especially in regard to literary texts. All literary work roots in culture and history. Two important aspects in translating foreign texts are the status of the source text and the purpose the translation will serve in the target culture. In both discussed cases, the status of the source text and the status of the target text were the same. Chandler’s writings were considered to be pastime reading, not only in the source culture, but also in the target culture and were translated as pastime literature. Narrative and plot were more important than style. Obviously, views on translation changed in the time between the two translations. Adaptation, or a more free style of translation gave way to a more literal approach. 
Chandler’s compact prose is difficult to translate. However, Havank made some attempts to venture a more literary style, which counts for his more liberal translation. Schneider, on the other hand, sticks more to the text, thus ignoring style and literary wisecracks. This comes to the fore in her translation of figures of speech such as similes, and the ignoring of style elements, such as coordinating adjunctions.
Translations do not have the same status as their original counterparts. For one thing, they are considered not as immortal as the source text. Moreover, as time goes by, views on translation change considerably. What was considered a faithful rendering of the source text in one period is looked upon as an inadequate translation in another period. Apart from this, faithfulness to the text entails a certain loss of style, while faithfulness to the style brings about a certain unfaithfulness to the text.
Between this Scylla and Charybdis a translator has to navigate.
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� I have chosen the English Penguin edition. The Little Sister was published first in England, because Chandler had problems finding a new American publisher. It is possible that the English text is different from the original American text.


� I have used the word ‘detective novel’ here because that is how Raymond Chandler indicated the genre in his essay The Simple Art of Murder. Up to then British so called ‘cosy’ detective writers dominated the field. Nowadays, since the cozies are definitely on the wane, it would be more appropriate to classify the genre as crime novels.   


� See also MacDonald.


�  The translation was made by Charles Duke Younge. The orinigal Latin text is as follows: “Converti enim ex Atticis duorum eloquentissimorum nobilissimas orationes inter seque contrarias, Aeschinis et Demosthenis; nec converti ut interpres, sed ut orator, sententiis isdem et earum formis tamquam figuris, verbis ad nostram consuetudinem aptis. In quibus non verbum pro verbo necesse habui reddere, sed genus omne verborum vimque servavi. Non enim ea me adnumerare lectori putavi oportere, sed tamquam apprendere.”


� The Latin text is: “Ego enim non solum fateor, sed libera voce profiteor me in interpretatione Graecorum absque scripturis sanctis, ubi et verborum ordo mysterium est, non verbum e verbo sensum exprimere de sensu.” (For I myself not only admit, but freely declare that in translating from the Greek I do not render word for word but sense for sense, except for the Holy Scriptures, where even the order of the words is a mystery. My translation)


� I have established other values than MacDonald because she only counted the verbs in the main sentences, while I counted the verbs in the clauses as well.


� See for a full overview Pierini 27-28.


� The examples have all been taken from the book The Little Sister.


� Translation number one was made by Havank and translation number two by Henja Schneider.





