
The Sun’s Seventh Horse

The translation of Indian regional fictions into English did cause much to expose the 

intrigues of Indian cultural diversity and its varied lifestyle into the reach of a wide reading 

world. Based upon the above platform, the main theme in Dharmavir Bharati’s novel “Suraj Ka 

Satvan Ghoda” (translated by Ajneya with the title The Sun’s Seventh Horse) has a lot to tell 

about the Indian local mindset and attitudes when it would be all about love, its main theme. 

Set as seven different stories based on love combined through its protagonist, the 

translation of the novel has taken the same process of storytelling like its original form by 

considering its form and style and without losing exact meaning of the fiction. A style that 

inclines to be an exclusively typical Indian one, the translator never fails to expose the features 

of Indian version of narration and the interesting methods that the regional fiction writers adopt 

in their writings. In this paper, the discussion on the translated novel maintaining the fact that the 

cultural instincts had been vigorously and acutely adopted into the very form of the translation 

by the translator has been detailed.
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To begin a discussion exclusively on Indian version of translation by focusing on an 

English translation of Dr. Dharmavir Bharati’s Hindi novel Suraj Ka Satvan Ghoda ( The Sun’s 

Seventh Horse) by Sachchidanand Hiranand Vatsyayan Ajneya, the Bengali poet Jagannath 

Chakravorty’s poetic lines would bring a general introduction as he “saw the risk posed by 

translation to the integrity of the poet’s persona: Translate me so that I seem / Neither sea nor 

mountain,/ Neither summer nor winter,/As though I were someone else, something else.”

(Chaudhuri 1999: 2) Also, “the perfect translation may be nothing short of a utopian dream, yet it 

is a very realistic aim for most earnest translators, particularly those who are devoted to literary 

translation.” (Di 2003: 9) So that, translation is process of expansion not transformation, as it 

“does not happen in a vacuum, but in a continuum; it is not an isolated act, it is part of an 

ongoing process of intercultural transfer.” (Bassnett 2000: 2) Furthermore, translation is a highly

controlling activity that consists of all kinds of steps in that method of transformation through 

linguistic and cultural boundaries, as in the case of The Sun’s Seventh Horse.

Indeed, translation has its own complexities and problematic phases when it is analyzed

with the condition of faithfulness. No book is ever translated, if hyperbolic, by upholding the 

original sense and feeling of the meaning and cultural and textual context. Some translations lack 

sense, some other feelings and rest both. Because of attempts to work on translating a book into 

some other languages without involving in intention, writing and cultural background of the 

author, and also because of, as Gayatri Chakravorty Spivak noted, “translation is the most 

intimate act of reading; unless the translator has earned the right to become the intimate reader, 

she cannot surrender to the test, cannot respond to the special call of the text” (Holmstrom 2006: 

33), “the effect of translating artificial style artificially, as you tend to do, comes across as simply 

affected, it doesn’t work, it sounds like…well, translation.” (Mira 2006: 199) 

Here matters the translated work of Hindi novel Suraj Ka Satvan Ghoda into English by 

Ajneya titled as The Sun’s Seventh Horse in 1999 that allows reader to capture nuances of the 

cultural reading that Bharati brought in the original work. As both author and translator are very 

well aware of the cultural experiences and its soul and breath in minute sense, Vijayendra Snatak 

is wholly true when he put down in the introductory part of the novel that, “we have to keep in 
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mind the middle class strata of society after the second world war; their financial condition and 

mental state arising therefrom.”(Snatak 1999: 1)  

Very well, the schema of the novel introduced in the six micro fragmented narratives has 

nothing to do on the very theme of the miscarried love without comprehension of the exact 

pulsation of social structure existed in the middle class community of the place where the chief 

character Manik Mulla lived. Instituting a field of Translation of Culture, a word that E.E. Evans 

Pritchard coined in 1971, “to mean something like: the experience of other peoples 

understandable to us, understandable without domesticating that experience or making it into 

something other than it really is for the people who live it” (Morris 2011: 88), the translated 

version of a novel pulls the mind of any vigilant reader toward a cultural communication that is

visible throughout the entire novel.  

Earlier, much of the writing about other peoples was merely a collection of mysterious 

exotica: shocking rituals, strange practices, irrational behavior of creatures not fully human. 

Since Evans-Pritchard there has been a concerted attempt to understand these same rituals, 

practices, and behavior in such a way as to grasp the human experience, to see the human 

problems and perplexities, to reduce the false exoticism that prevent us from understandable 

people who are fundamentally like ourselves, but whose lives are shaped- both facilitated and 

constrained- by circumstances different from ours. (Morris 2011: 89) 

Ajneya, with no doubt, takes credit for circumstancing fusion of prevailing societal and 

cultural values and notions found in lines of the novel and a typical Indian reader’s mind,

notwithstanding with a still lack of wholesome elements adaptable for a foreign reader of the 

novel.  

Replacing grand and universal narratives with small and local narratives, the six micro

narratives in the novel separated by six interludes that circumstances Manik Mulla’s telling of 

the stories to his friends at his home are all translated caring the cultural narrations of the age in 

which Manik spent his younger days. The technique of story-telling had been followed in the 

translation also as a way to never lose the mindset being developed by reader to acutely capture 

the way they are immersed into each world of six narrative happened in Manik’s life while 

he/she read the original text.
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The notion of transcreation in place of translation described by Sujit Mukherjee as a, 

“method of seeking maximum readability within the confines of faithful rendering” (Pierre 1998: 

54) is truthfully tracked in the narrative technique of the translated novel. Here, set as rather

nearer to adaptation or imitation than to translation, transcreation is a mode which is often raised

in the Indian circumstance of writing, and the translation of the novel is indebted to this method 

of lingual transformation by precisely ascribing the very concept of the interlude and 

metanarrative fictional styles into the novel. The noticeable point in the transcreation phenomena 

adopted here is that not only the way in which translation reconstructs the original texts, but also 

that such methods in a sense have their own lives and lead to diverse cultural and literary 

backgrounds.  

Translation serves in such cases to lead to the development of these traditions, retaining and 

reinforcing their specificity, while at the same time maintaining a certain degree of 

commonality. Such a compromise- autonomy from the original, and yet also reproduction- is 

perhaps a necessity in a country in which eighteen languages are given official status, in 

which no pan-Indian language has as yet evolved, in which English retains pride of place 

despite the ambiguities which surround its use. (Pierre 1998: 55) 

On analyzing the translation of the novel one’s inquisitiveness is stimulated to observe 

whether it is a group of five stories or is it merely a brilliant test to combine them and make a 

unified novel. Manik Mulla, the protagonist, narrating the stories is an experienced fellow 

struggling to identify and study about himself through the theme of love. Lured by the love of 

three girls he goes to judge them by entering into their personal life. Manik Mulla’s emotional 

response is brought to light by the principle of the stories he narrates. Factually, even on being 

articulated independently in the course of seven afternoons they are not seven tales but rather one 

story positioned in seven parts, which on the whole turn into a novel. To illustrate the reality of 

the people living in his times and his own involvements and experiences among them, the author

has taken on the Pauranic tale method (myth of the seven horses of the sun). As the whole stories 

are interconnected and very well made-up within a small structure, it is an exceptional novel 

from the narration perspective. The interrupted, corrupt and fraudulent life of today’s people

stinking of hypocrisy and deception is shown entirely in these tales. As Manik Mulla’s 
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expressive mode of story narrating is enjoyable, the arrays of hilarious stories make his way of 

description attractive to the reader. An effort to lend truthfulness to the narrative can also be 

achieved by sometimes resorting to conclusions drawn at the end of the story. 

The methods Ajneya used to incorporate all these formulas in the translated novel are

diverse and prepared to accurately show cultural and traditional identities that Bharati

implemented in his novel. Thus, while reading with the outer sense of this point,  

the numerous sociocultural approaches in translation studies are generally of the “toolbox” 

kind, where any number of models and factors may be drawn upon. This situation leaves 

many doubts with respect to what might constitute a sociocultural explanation, how pertinent 

factors can be located methodologically, what kind of causation is involved, and whether the 

social and the cultural might actually be the same thing… (In this process) the sociocultural is 

partly quantitative (abstract empirical data) and the culture is usually qualitative (signifying 

practices). (Pym 2006: 1) 

Hence, the trend of receiving various techniques while translating a novel with strange 

and uncanny cultural background to effectively impact in the translated work has to be noted

especially when it would be an Indian novel that has choices from diverse cultural and traditional 

labels to designate upon its narration.  

And interestingly, if contradictory, both metanarratives and interludes in the translation 

as in original work are connected with a symbol of middle-class practice that is miscarried and 

wrongly played in the hands of those who take pride of their caste and societal class in middle 

class living system in India, and that common symbol of the entire novel is love. The 

hypocritical element attached to the term of love among middle class society is highly visible in 

Manik Mulla, the major character in the novel, who says “love that does not contribute to the 

social progress and individual development is meaningless.” (Bharati 1999: 92) The purest 

concept of love ‘love for love’s sake’, thus, faces a tragic decline being suffocated in the 

unhealthy play of caste and crave for wealth and status, which is the supreme message the novel 

renders. Manik Mulla himself clarifies:  
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You see, those stories are not really stories of love, but of the sort of life which the lower 

middle class of today lives. In this life, the importance of love has been overshadowed by 

economic struggle and moral disintegration, resulting in the chaos, brightness and dark 

despair that envelopes the middle class. (Snatak 1999: 4) 

The Sun’s Seventh Horse thus offers space for a more expanded readability of common Indian 

middle class themes.

An Indian middle class cultural analysis is, hence, clearly possible in a wider level 

exclusively for those who have no lingual knowledge of Hindi to read the original text by 

reading translation of the novel.  The inseparable connection between love and economy found 

in the society could be comprehended in many places of the novel, such as Manik Mulla’s 

statement that,

 it is true that love is conditioned by economic factors, but that love is only another name for 

economic dependence is, as I had said the other day, a travesty of the truth, for, though it 

cannot be denied that love touches the strings of beauty deep down on the recesses of the soul 

and wakens them to music, it fills us with a sense of grace and light and moral upliftment.

(Snatak 1999:10) 

Likewise, the selfish nature of Manik is one of the telling common cultural hesitant 

features among the Indian middle class as he did not ever want to trap himself by the cause of

love. He always defended himself; and when he scared that he would certainly violate the fake 

norms the society put forth, he shamefully changed his tune whenever he was caught in the trap 

of love, only to see the sympathetic condition and inner pain of the girls to whom he was

attached. Dharmavir Bharati was well aware of Manik’s this insincere attitude. Bharati stated 

before he started the novel giving the diverse reading community from various cultural and 

living backgrounds a notion of what actually Indian middle class mind is:

Often, after relating his (Manik’s) bitter sweet experiences to enrich our fund of knowledge, 

he would pick up a melon and say while cutting it, “My friend, whatever the adage might say, 

in the matter of love whether it is the melon that falls on the knife or the knife on the melon, it 

is always knife that gets hurt. So if you have a personality as keen as a knife, you must at all 

costs beware of this complication.”(Bharati 1999: 2) 
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This type of personal and societal miscarriages and two faced positions are what a reader of the 

English version of the novel can always expect. 

It is not the technical facets but it is the thematic surfaces that matter more when the 

cultural translation of the novel is concerned. But what would be the standpoint if technicality of 

narration has a lot to contribute in evaluating the cultural aspects of the novel? Of course, The 

Sun’s Seventh Horse is also about the intrigues of vivid types of narrative techniques that adjoin 

the maneuvers of cultural aspects in the novel. The novel itself has developed some points of the 

technical aspects in the fifth story titled as The Knife with a Black Handle which is a tragic tale 

of love. The listener asks Manik, “The stories you told us are just straightforward narrative- they 

lack artistry. No polish, no brilliance, no technique.” (Bharati 1999:  66) The fashion in which

Manik answers the question is either the writer’s own mode of writing or resembles Jainendra’s 

literary style. Manik answers, “Oh technique! Emphasis on technique is merely a sign of 

immature, the experimenter, the man who has not yet mastered his medium. But sensitiveness to 

technique, provided it does not exceed due limits, is healthy tendency”. (Bharati 1999:  66) This 

makes clear that Bharati received a sensitive approach to the technical aspects of the narration so 

that he could maximum express the cultural varieties that his community lived in. 

Told tale narrative like in the Heart of Darkness comprising narration within narration

and oral narrative style are the main features of the cultural narrative techniques both the writers 

took on their works. The lines from the book, 

Manik suddenly snatched the book from my hand and threw it away as he said in a patriarchal 

tone, this kid is going to turn out to be a bad one, he sits in my room and reads other people’s 

stories…. come now, I will give you a glut of stories”, we all sat up eagerly and importuned 

him, finally he did tell us a story... (Bharati 1999:  9), 

portray the narrative within narrative technique featuring the story telling tradition prevailed in 

the society. Moreover, Joseph Conrad’s statement that, “trust the tale not the teller” can be 

viewed in practical Indian story telling cultural surface through the process of its creative 

implementation in the novel. A part in the novel clears this: 

As Manik Mulla told us this story, I interrupted him to ask, “But did you never get bored 

with this state of affairs? .... “Of course I got bored. And when I got bored I did something 
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odd and startling- as startling to myself as to others. Such action would be, as it were, 

reassure me myself that I was alive, active, a doer. For example, I would be saying 

something and I would come out of the statement completely different: narrow minded 

people might call that lying or cheating, but in fact it was only an effort to startle and 

impress myself as well as others. It was merely a recoil from boredom. And I would talk 

bitterly, attach all beliefs with violent sarcasm- my boredom with the dead emptiness within 

me would come out in sudden explosive reaction.” (Bharati 1999:  83) 

Multi- layered narrative aspects have much space in the work as social and psychological 

realities are successfully narrated in the work. The following lines from the book state the 

problems that emerged in the society: “Prakash: … ‘Jamuna symbolizes one of the terrible 

problems of the lower middle class. With the economic foundation hollowed, all its institutions 

are tottering: marriage, the family, love, everything. Immortality is rampant but society shuts its 

eyes to it.’” (Bharati 1999: 31) The psychological mode of narrative also has triumphantly taken 

over the technical part of the narration in the novel:  

I asked him satisfaction he derived from this. He answered, “It made me feel different from 

others, a unique personality whom society did not understand or appreciate. The common 

people were common, vulgar: since they could never reach my level, I could lead them by the 

nose whenever I liked. It tickled my vanity and self-esteem; I was attracted toward my own 

personality, regarding my complexes and mental aberration as the efflorescence of genius and 

my anti-social outlook as the artistic integrity. Gradually I almost fell in love with myself. My 

self-esteem became an infatuation.” (Bharati 1999:  83-84) 

Technical constitutes of dreams, myth, uncanny and surrealism are narrated in the novel 

as to precisely express the pulse of cultural traits that influenced the typical Indian fictional 

world as shown in the following lines: 

The lips, still for a moment, start moving closer. Closer, still closer. A black knife cuts the 

rainbow where it emerges from the chimney, like an umbilical cord. The pairs of lips fall to 

the ground, heavily, like torn bits of flesh. Vultures, vultures, a countless, unending stream of 

vultures, like a locust swarm. (Bharati 1999: 87) 

Volume II, Issue IV, August  2014    -    ISSN 2321-7065

http://www.ijellh.com 58



The Indian life system allured by strange mythical concepts has favorably brought in the novel:

“Look Manik, you have eaten my salt and it is a great sin not to repay one’s salt. God above sees 

everything and keeps accounts of everything.” (Bharati 1999: 15) 

Decentered narrative that lacks a centre without an Aristotelian organic unity could be 

exactly structured out from the novel. Argumentative style and philosophical narrations like the 

doubts can idealism and materialism go together? , could be very well read out of lines of the 

novel. An example is:  

“In any case”, persisted Prakash, “how does it prove that the emotion of love is based on 

economic relations or conditioned by class conflicts?” “But isn’t it obvious?” Said Manik 

Mulla, “If there had been a cow in every home the situation would not have gone there; I 

wouldn’t have eaten her salt nor needed to repay it” (Bharati 1999: 16) 

Poetic prose such as “Manik Mulla went on to explain that though he had called them 

love stories, in reality, they were stories of what love is not” (Bharati 1999: 92), polyphonic 

voices such as Manik Mulla’s saying : “ ‘very well; today’s story will be confined to the events 

of just 24 hours...’ then in a sarcastic aside to me, ‘If the narrative style sounds like yours, don’t 

blame me’… he then began the story” (Bharati 1999: 53) and experimentations, like

Only when Prakash came and was given the routine greeting, he put on a face of a philosophic 

gravity (You must pardon me if my comment is peevish; after my humiliation on the question 

of Marxist interpretation the previous night, I had like all true bigoted Marxists, decided that I 

would oppose him even when he was right) (Bharati 1999: 35), are some of the features the 

translation never loses from its original work and that add more awareness to cultural 

variations in the society. Open minded narration that flows without end which is brought into 

practice by Bakhtin’s concept that “there is no central voice in novel” and stream of 

consciousness technique can also be often figured out of the novel. 

Further explicitly concerned with language and translation of Suraj Ka Satvan Ghoda ,

Newmark sees culture as "the way of life and its manifestations that are peculiar to a community 

that uses a particular language as its means of expression, thus acknowledging that each 

language group has its own culturally specific features.” (James 2005: 2) As Tejaswini Niranjana 

interprets translation “the continued life of the text rather than afterlife to follow its death” 

(Behera 2011: 5), The Sun’s Seventh Horse is a continuation of its original text in every aspects, 
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and more specifically in cultural narration. “In translation the original finds new life, grows, 

matures, is supplemented; If one aspect of multiculturalism is the reclamation of disappearing 

cultures, translation serves its purpose by retrieving a text and ensuring its ‘continued life’”(

Behera 2011: 5), and this is why The Sun’s Seventh Horse serves Suraj Ka Satvan Ghoda as a 

breathing air of survival with more cultural identifications of Indian middle class narrated with 

much linguistic care and beauty.  
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