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ABSTRACT

The aim of this paper is to explore the variousgtation problems that may arise from
the verbal-visual relationships characteristic aftyrebooks. Based on the inherent
interaction of two semiotic systems, namely thebakrand the visual, picturebooks
must be read, interpreted and translated as a évhblanslators must thus pay equal
attention to the words and pictures as well aghierovisual elements that contribute to

the overall effect of picturebooks.

The case study involves an analysis of two pictoogb written and illustrated by
Babette Cole:Princess Smartypant§1996) andPrince Cinders(1997), and their
French translations RPrincesse Finemouch€1999) andPrince Gringalet(1999) By
analysing the ways in which two semiotic systerhe {terbal and the visual) interact in
the two picturebooks and their translations, thelsattempts to answer the following
question: to what extent does the translation gficiurebook maintain a unity of
words, pictures and effects?
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INTRODUCTION



Description of the study

My childhood is an ocean of memories, some advanaimd receding like gentle ripples,
others crashing down and leaving distinct impriots my mind. Some of my fondest
memories, which have left such imprints, are thms@lving books — listening to stories
being read by my parents and teachers and thenréstding them on my own. Books of all

shapes and sizes had an extremely significantenfiea on my childhood

We never seem to forget our first books: the look, feel samell of pages daubed
with colour that pulled us in when we were small. Just a nanMadeline,
Ferdinand, Corduroy, Babar, Max and his wild things, PB&bbit — brings a
smile, a bright image, or the fragments of a storyt¢S[999: xiii).

In 2003, | babysat a young child for a couple ofnthg. Both the parents were working so
they needed me to fetch their son from playschom 8 keep him busy with various
activities in the afternoons. Based on my own ¢fuled, | anticipated spending much time
surrounded by picturebooksHowever, to my surprise, this did not turn outb® the case.

My countless endeavours to read stories to thke liby or to simply page through a
picturebook with him were usually futile as he eeqwed far greater interest in playing with
his soldier figurines or trying to shoot his babster and me with his toy machine gun or

catapult. I actually found this almost completarderest in books rather distressing.

Over the past year, | have been giving a lot ofig to my babysitting experience and to the
importance of children’s books in general. The ehthe twentieth century and the beginning
of the twenty-first century are unquestionably agged with an exceptional technological
advancement in electronics. Many children’s redoeal activities have also become
electronic — playing Play Station and video ganassyvell as watching television cartoons
and animated films probably rank among the mosbdate pastimes of the modern day
child. At first glance, it appears that the electes and film/animation industries are reaping
all the benefits but a closer look reveals thattédohinological boom over the last two decades
in fact carries an interesting paradox. On thelwared, it has resulted in a huge increase in the

number of television cartoons, animated films aittb® games produced every year. On the

11 have decided to follow Lewis' (2001: xiv) spelj ‘picturebook’ instead of ‘picture book’ or ‘pige-book’ in
order to, as he says, better “reflect the compauwatdre of the artefact itself” and to show that gieturebook
needs to be examined as a whole and translatedvhsla. When quoting other scholars, | retain thellsng that
they have used in their work.



other hand, it has also resulted in an increagdannumber of picturebooks produced and
thus a dramatic expansion of the children’s pidiook market (one need only visit a
bookshop to see the huge variety of pictureboolalahle for children these days). New
printing technologies such as offset photolithogsapave allowed illustrators, authors and
publishers to explore fascinating new paths in daing words and pictures — two distinct
media. Children’s electronic entertainment certaiéserves credit for its artistic ingenuity
but | believe that nothing can replace the magipiciurebooks in the early years of a child’s
life. Through the combination of characters, imagesrds and colours, the child is afforded
the opportunity to delve into the realm of imagioatand fantasy and at the same time to

learn about life, society, culture and the worldvinich s/he lives.

My favourite childhood books include, among manlgens: Thumbelinaby Hans Christian
AndersenPippi Longstockingpy Astrid LindgrenHansel and Greteby the Grimm Brothers,
and Picnic at Babar’'sby Jean de Brunhoff. All these books have one uyiderfeature —
they have been translated from a foreign languatgekinglish. It was only fairly recently that
| discovered that Hans Christian Andersen’s booksewtranslated from Danish, that the
stories ofBabar were originally written in French, those of their@m Brothers in German
and those of Astrid Lindgren in Swedish. It cameqage a surprise that so many of the
books, which had given me such enjoyment when Iyeasger, were actually translations of
the original works. Since these stories have beadily incorporated into the English/South
African children’s literary system, a large numbépeople do not know that they are in fact
translations. The original authors have receivethalliterary fame, recognition and merit but
the translators have remained invisiblehich is an issue frequently discussed by traiasia
scholars. “There is often the feeling that tramskatare the unsung heroes of the international
children’s literaturéscene. Rarely do they receive the credit and rétiog that is due them”
(Jobe 1996: 527).

Translators play a vital role in enabling a crogtral dissemination of children’s literature.
Translated books compensate for gaps in a natib@sary system when there is an
insufficient quantity of children’s books availabile the source culture. However, “[t]he

concept of translating and making available chiitbebooks from other languages has a

2 For example, there is no mention whatsoever cémstator in my 1980 edition of Laurent de Brunteofficnic
at Babar's

% There is much debate with regard to the term ¢ehit’s literature’: what exactly is children’s figgure?
“Depending on definition, it can cover nursery rlgsnsongs, poems, nonsense verse, riddles, fasytalktales,
picture books, storybooks (with or without illudtees), books written specifically for children abridged
versions of adult books, short stories, novelsygpknd sketches, cartoon and comic strips, edunzatay religious
books, etc.” (O’'Connell 2003: 226).



deeper meaning than the mere exchange of readitigrin®urham 1978: 104). By exposing
children to other cultures and fostering an awasertd both the universality and uniqueness
of human experience, translated books promotenatemal understanding, tolerance and
solidarity. Translation is also an invaluable meahgroviding children from other cultures
with access to picturebooks that have been recedras great literary artworks. “[I]t is only
as a result of translations that we can now rigbpgak of a genuine world literature for
children” (Bamberger 1978: 20-21).

A project in first year Masters involved translgtia children’s short story or picturebook.
This particular experience further cultivated mienest in children’s literature and especially
the translation of picturebooks. Translators oftyrigbooks are faced with a particular
challenge — their task consists of translating ltle¢ghverbal and the visual since the stories are
told in both words and pictures. Equal consideratinust be given to the words and pictures
since these two elements together contribute t@Weeall meaning of the story. It is crucial
that pictures are not overlooked since they doombt carry meaning in themselves but they
also have an enormous effect on child reddansl enhance the overall reading experience.
How are visual elements translated in a picturebaod how do translators retain the
aesthetic qualities, which are both verbal andalaiDo the visual elements in a picturebook
aid or complicate the task of translators? Do thategies employed by translators reflect

their consideration of visual aspects?

It is a misconception among publishers (includingis translators) of children’s books and
especially picturebooks that translation simplyalres transcoding words and texts from
language A to language B. “[Plicture books are aterts, unities formed by words, images,
and effects, which have a language of their owmpidture books, there is interaction between
two semiotic systems, one verbal and the otheralig@ittinen 2001: 109-110). The verbal
and visual elements are an inseparable whole;latans of picturebooks therefore have to
respect this unity when translating and they camsimaply focus on translating the words in
the text. It is widely assumed that translatingurigbooks is an easier task than translating
adult fiction but it is not a simple matter becaitsievolves translating a whole situation —

one that is social and cultural as well as verhdlasual.

4 Following Agosto (1999: 278), | use the term ‘reed'to indicate all picture storybook audiencescliding
readers and, in the case of prereaders, listend@ifsis, my use of the term ‘reader in the contektao
picturebook’s audience encompasses readers, viemdrfisteners. When referring to translators eaders’ this
term is used in its conventional sense.



Having decided on the topic of my research, | speme time in a bookstore perusing the
large variety of picturebooks, some of which | guised but many of which | did not know
because they have been written over the last tarsy® so. The section displaying Babette
Cole’s picturebooks caught my attention, admitteatiyfirst because of their fun, colourful
cover pages and witty titles. However, after regddome of the books, | realised how
different they are to the ‘classic’ picturebookswyf childhood. They are wonderful examples
of postmodern picturebooks in which the picturesitdbute significantly to the overall
narrative and effect. | thought that it was suiabd choose two books, one featuring a
princess and the other a prince. | discoveredttieat had also been translated into French and
this made them ideal for a case study on contempop&cturebook translation. It is

appropriate at this point to provide a basic sunyméathe two books.

lllustration 1
(Cole 1996)

Princess Smartypantgells the story of a princess who
does not want to get married and who would rativerih
her castle with her pets. Pressured by her pafdmr@ing
and the Queen) to find a husband, she decidesttbese

string of suitors various tasks. The prince who ag&s to

S5 Sabette Cola accomplish the task he is set will receive her hand
marriage. All the princes, except for one, fail enably but

when Princess Smartypants gives him a kiss, he fato a gigantic warty toad. When word

gets around about the prince’s transformation,d@sa Smartypants loses her appeal and she

is able to live happily ever after — with her pait&l without a husband.

lllustration 2
(Cole 1997)

8 Prince Cinders

E A

Prince Cindersis a story about a skinny, spotty lad who
wishes that he could look like his three big, hdirgthers.
While his brothers are out partying at the Paladec®
Prince Cinders is left at home to clean up and o t
laundry. One evening, he is visited by a dirty yfaivho
offers to grant his wishes. However, the fairy hasquite

b'ﬂ E. ahatbe Cale

mastered the art of spell casting and, althougtptinee’s
wish to be big and hairy certainly comes true, figransformed into a big, hairy ape.
Unaware of this mistake, Prince Cinders rushesomthe Royal Rave, and at midnight, the

spell rubs off. Out of shyness, he runs away frobeautiful princess, dropping his trousers



along the way. The princess then uses the trotsédrace the prince she would like to marry
— and, of course, they fit only one person — Pri@oeders with whom she lives happily ever

after.

The aim of this research is to explore the varipudblems that may arise in translation from
the verbal-visual relationships characteristic imtyrebooks. The case study focuses on two
picturebooks written and illustrated by Babette eCd?rincess Smartypantg1996) and
Prince Cinders(1997), and their French translatiof&incesse Finemoucheand Prince
Gringalet The two translations appear together with a tiaty in a hardcover collection
entitledLe prince, la princesse et le p'tit r¢1999). The picturebooks discussed in this case
study offer a humorous and postmodern perspecfitkeoperhaps more traditional form of
storytelling, resulting in an extraordinary intexplof words and pictures. By analysing the
ways in which two semiotic systems (two modes ohewnication), namely the verbal and
the visual, interact in the two picturebooks areirtfrrench translations, the study attempts to
discover the extent to which the translation ofietysebook maintains a unity of words,

pictures and effects.

Theoretical framework

The broad theoretical framework of this researcbeéscriptive Translation Studies (DTS),
which emerged in the mid-1970s among an internatignoup of scholars, notably Even-
Zohar and Toury. Signalling a major shift from ftamhal thinking, their approach to the
study of literary translation is descriptive, dynenfunctional, empirical, systemic and target-
oriented. Within the descriptive framework, theeasher “takes the translated text as it is
and tries to determine the various factors that megount for its particular nature” in its
particular cultural setting (Hermans 1985: 12-1B)S is frequently referred to as the
Polysystem approach, based on one of its key ctsicapd as the Manipulation School since
the argument is that translating involves manipodathe source text to some extent for a

particular purpose.

The descriptive branch of Translation Stutite®nsists of a product-oriented division which

investigates existing translations, a functionotéel one which looks at how translations fare

5 While some scholars refer to ‘translation studi¢isere are many who capitalize the first two Istte¢hat is,
‘Translation Studies’. | have decided to follow tagéter group of scholars.



in their socio-cultural context, and a processtigd section interested in the mental
processes taking place in translators’ heads” (ldas1999: 29). This case study is product-
oriented, looking at the existing French translaioof the two picturebook®rincess
Smartypantg1996) andPrince Cinders(1997), and attempting to identify the shifts thraty
have occurred in transferring these iconotexts m@w linguistic, social and cultural milieu.
As picturebooks involve the interaction of two setfiti systems — the verbal and the visual,
particular focus is placed on significantly broaidgnthe concept of translation in order to

embrace these two different modes of communication.

Literature in the Polysystem theory “is a complekole of systems which exercise an
influence on one another, thus constantly creatiey and changing relations... [T]he
condition of a polysystem is not static; a polysystis an open system characterised by being
dynamic and changeable” (Van der Westhuizen 200t ‘systems’ idea allows the
researcher “to think in terms of functions, conitett and interrelations. Contextualisation of
individual phenomena is the key” (Hermans 1999: 3Bjs means that every element must
be seen in connection with other elements and alsion that an element has with other
elements in the network is what determines itsevalufunction. The (Poly)systefgheory,
with its importance of context and its relationalture, provides a particularly appropriate

framework for the study of picturebooks in transiat

As children’s literature can be considered an oggnamic system, the picturebook in this
study can be seen “as a kind of miniature ecosysfemhich suggests that “the words and
pictures in picturebooks act upon each other recglly, each one becoming the environment
within which the other lives and thrives” (Lewis@®0 48, 54). When translating this form of
literary art, translators must interpret every edam both verbal and visual, in its particular
context, that is, in relation to other elementsaipicturebook texts are not “closed entities
but open, unfinalised wholes where parts influetieee whole and the other way around”
(Oittinen 2000: 101). There is a fundamental refeghip between the verbal and the visual,
and “the unity of the whole emerges from a substterplay of the differing parts” (Nodelman
1988: 217). The ecosystem concept also reflectsahwlexity and flexibility (shifting word-

picture relationships) characteristic of picturekso

® with regard to picturebooks, Lewis (quoted in SI988: 98) uses the term ‘polysystemy’ to refeftbe piecing

together of text out of different kinds of signifig systems.”

" “Ecological studies within the life sciences examiecosystems rather than individual organismsinftine real

world there is no possibility of life outside ofastaining environment. Birds, insects, reptiled bacteria, as well
as human beings, not only exist within an environtnehey are also part of the environment and &b fwth

influence, and are influenced by, that environmeiffi}he term has been [...] applied metaphoricallginumber
of different disciplines to enable the investigatf how the differing parts of a field, or factasthin a process,
interact and mutually influence one another” (Le2@91: 46).



The study begins with a broad outline of issueateel to children’s literature and translation.
Some of the themes that are dealt with frequenthywark on translating children’s literature

are highlighted primarily in order to contextualibe focus of the research but also to draw
attention to those aspects that pertain to theskaion of both children’s books in general and

contemporary picturebooks in particular.

The first part of Chapter 2 deals with the fundatakrmole of the visual in contemporary
society. By considering some of the issues that raised within the fields of visual
communication and visual culture, | intend to pda/some general background to the aim of
the study as well as a means by which to beginligling the need for translators to pay
considerable attention to visual aspects when lating picturebooks. In the second part of
Chapter 2, | discuss some of the major charadtsistf the contemporary picturebook as

well as the different ways in which its verbal-\aswvelationships can be categorised.

My examination of picturebook translation in Chads eclectic for two reasons. The first
reason is that the translation of picturebooks,aasarea of research within Translation
Studies, is still at an embryonic stage and thstiegj body of information is limited. The

second reason is that picturebooks in fact “denmmsideration by means of a number of
different theoretical approaches at the same tineeause of their “blending of the techniques
of two different forms of artistic communicationNgdelman 1988: x). | believe that drawing
on various theoretical approaches developed inrotligciplines such as semiotics and
visual/graphic arts is very useful in shedding sdigtg on the complexities of the translator’s
task in dealing with the verbal and visual levelscommunication that are the essence of

picturebooks.

Chapter 4 is a case study of the two pictureboakistleir French translations. In addition to

assessing the extent to which the translator haduped iconotexts, | attempt to incorporate
various aspects of the theoretical approaches sksdlin Chapter 3 into the analyses in order
to provide possible reasons for the translatioatsgies employed and to describe the effect

the strategies may have had on the pictureboolteitarget language.

Chapter 5, the conclusion of the report, providbsief evaluation of the study.



Children’s literature and translation

Today it is difficult to imagine the book industry withous ihuge output of
children’s books. The mass production of children’s bookakisn for granted as
a prominent and indispensable part of publishing activity..ciedp views

childhood as the most important period of life and tebodaccount for most of
adult behaviour on the basis of childhood experience. Soeidty.] used to its
understanding of what childhood is, as well as to the existehd®aks for

children (Shavit 1986: 3).

Almost two centuries ago, however, society helery different view of childhood. Children
were not regarded as being very different from tsdai having special needs, the result being
that there was no established educational systeth n@enbooks written specifically for
children (Ariés in Shavit 1986). As society gradwpabegan to change its perception of
childhood, the demand for childrefd®oks was created but it took a complete reforrinén
concept of childhood before the children’s bookuistdy started to boom in the latter half of
the nineteenth century (Shavit 1986). Thereforghé[history of children’s literature is also a
history of the formulation of childhood images it classic children’s literature and
contemporary picture books” (Cotton 2000: 71). Tdnéld or childhood images held by
authors and publishers reflect their judgments obftwchildren want to read, children’s
linguistic and cognitive capabilities as well ag txtent to which these can be challenged
(O’sullivan 2003). Therefore, any literature wnittand published for children at a particular
point in time and within a particular culture refie a certain child image, an image that is a
significant factor when translating texts for cindd. Child image is not a simple issue; every
person has a unique view of childhood based orisgpersonal history and yet at the same

time s/he is influenced by the ways in which childtl is regarded by society.

It is only in the last twenty years that childreliterature has been approached as literature in
its own right because for a long time it was stddierely in terms of its pedagogical value
while its literary aspects were largely ignored kiNajeva 1996). Furthermore, children’s
literature has inclined to be culturally marginatizand it is only recently that it is “becoming
part of the institutional/cultural critical map” (it 1992: 2). A parallel can in fact be drawn
between the emergence of children’s literature thadl of feminist, ethnic and post-colonial
literatures. Just as the latter types of ‘new’rditares are increasingly drawing attention,

children’s literature is also beginning to take itghtful place in contemporary literary



criticism and theory.lt has gained increasing recognition with the dithinent of
organisations such as the International Researcletgdor Children’s Literature (IRSCL)
and the Children’s Literature Association (ChLA)uiid 1992). Conferences as well as
specific publications have afforded scholars arotimedworld the opportunity to elevate the
status of children’s literature as well as to foomsvarious issues that have previously been

neglected. One such major issue is translation.

Translation of any kind is an invaluable practice the modern world as it plays an
indispensable role in interlingual and cross-caltwommunication. With regard to children’s
literature, though, the importance of translatiaan de further stressed. For example, as
mentioned earlier, translations increase the nurobé&ooks available for children and they
have the potential to promote international un@eiding and tolerance by exposing children
to other cultures. Authors and translators togetizr try to help children to “understand
themselves within their own culture, and in theitgmtial relationship with those outside their
culture” (Durham 1978: 104). In view of this inhetevalue, products of translation —
translated children’s books — can be regarded enmmlities and the process of translation as

a form of commoditisation.

According to Appadurai (1986), a commodity is anthithat has a use-value and thus an
exchange value; it can be exchanged for a countenpaing an equivalent value (Kopytoff
1986). Although Appadurai’'s commodity theory retaf@imarily to financial and monetary
domains, it “embodies many of the fundamental festwf translation thought and practice”
(Sprott 2003: 15). A translation has a clear udaejaany form of children’s literature, for
example a picturebook, is translated for the pwrpo$ exchange. Following Simmel,
Appadurai (1986: 3) says that value “is never ameiant property of objects, but is a
judgment made about them by subjects.” Therefometiqular members of society or
publishers have identified a use-value in a pddictbook and it is this judgement that
justifies translating the text, an exchange talptaxe and the translation being considered a
commodity. It could be said that translations (@smodities) “have no meanings apart from
those that human transactions, attributions, antivaimns endow them with” (1986: 5). It is
thus the demaridor a children’s book to be translated into anothaguage that endows the
translation with exchange value. In other wordsemh source text is ascribed use-value, it is

translated for exchange purposes and the translaéoomes a commoditifurthermore, the

8 Who creates the demand for a children’s book ttrémeslated? It is adults as the writers, transsattiustrators
and publishers who hold all the power and who deitez the processes of supply and demand on thérehis
book market (Oittinen 2000). This can be refer@dd the ‘asymmetrical’ nature of children’s liter@ — “Adults
act on behalf of children at every stage in therdiry communication” (O’Sulllivan 1999: 167).

10



actual translation of the text is a process of caudiitisation since it has use-value in enabling
the exchange or circulation to take place and icrgat larger potential audience, and thus,

commodity potential (Sprott 2003).

More specifically, Appadurai (1986: 3) says thatidt economic exchange that makes
something valuable and he defines ‘commoditiesoagects of economic value.” Nowadays,
the importance of the economic factor cannot beetsidted and it can be considered from
the point of view of publishers, writers and tratafs. “Profit motives drive publication
decisions, and editors eagerly produce works oriigrwassured a reasonable share of the
children’s book market. A reasonable market shatresast, would cover the company’s costs
of producing and distributing a particular bookbéls 1999: 67). Economic exchange is
intensified when books are translated; the traosdaare paid for their work, the authors
receive royalties and the consumers generate meohen they buy the translated books. An
author’s career is more likely to flourish (in tesmof earnings and reputation) if s/lhe can gain

exposure in other cultures.

Weissbrod (in O’'Connell 2003) believes that it ienbficial to place the discussion of

children’s literature within the framework of theoliisystem theory. Children’s literature

tends to hold a peripheral position in the literaglysystem of most cultures whereas the
centre is occupied by canonised works that a @iltegards as serious adult literature. The
result of this peripheral position is twofold: amén’s literature has a marginal status and
translators have a certain degree of freedom wiashating texts. In other words, they are
entitled to manipulate texts by changing, deletimgadding certain elements (Shavit 1986:

112). However, translators must respect the folhgwivo principles:

an adjustment of the text to make it appropriate and usefthe child, in
accordance with whatociety regards (at a certain point in time) as etitucally
‘good for the child’; and an adjustment of plot, charactedeatnd language to
prevailing society’'s perceptions of the child’s ability tead and comprehend
(1986: 113).

Nowadays, more focus is generally placed on therskgrinciple but both principles
influence every stage of the translation proce§fkey dictate decisions concerned with the
textual selection procedure (which texts will beosén for translation), as well as with
permissible manipulation. They also serve as tlsisliar the systemic affiliation of the text”
(1986: 113).

11



For a children’s book to cross cultural boundariegbviously has to be translated and
published in a different language but the issueeskption in the new culture is of huge
significance. A text translated for children willlg be accepted by the target culture if it does
not violate the above two principles. Furthermdtee children’s literary system tends to
accept only those texts that conform to existinglet® in the target system, in other words,
those that are well known and conventional. Traosdaare thus expected to make certain

adjustments when texts do not fulfil the demandsxidéting models.

Studying translated texts that enter the childraystem is a beneficial way of exposing the
norms, and the systemic constraints that deterrtiinge norms, imposed on translators.
Translators of contemporary children’s books areegally expected to adapt to the norms
and conventions prevailing in the target culturdiolr may relate to linguistic, national,
ideological, political or perhaps religious issu@is implies that a certain amount of
manipulation of the source text is required in ttenslation process in order to produce a
target text that adheres to the literary and lisgminorms of the target system (this would
make it an acceptalléranslation) (Puurtinen 1994). It is important ab in mind, though,
“while specific norms exist in different culturegrfthe writing and translation of children’s
literature, it does not follow that the same apphods adopted in the case of any two
languages at the same period in time or for theedamguage at different times” (O’Connell
2003: 225).

Klingberg (1986: 10), who adopts a prescriptive rapph in comparison with more recent
scholars, advocates a close adherence to the arigirt in order to present to the target
culture a literary work “in its totality and withsi distinctive characteristics.” Although he
maintains that the reader’s interest in and knogdedf the foreign culture cannot be
cultivated if the translator changes elements im tixt that are specific to that culture,
Weinreich (1978) argues that books which are tamiexor which advocate a view that is not
shared in the target culture will hardly be puldighTherefore, publishers have to consider
the possible ‘travelability’ of stories across owds (Cotton 2000: 70). According to
Nikolajeva (1996: 36), “a well-balanced mixture‘odtive’ and ‘exotic’ is the best recipe for

ensuring the success of a literary phenomenonathan culture.”

® According to Toury (1995: 56-57), “adherence tarse norms determines a translatioagdequacy... [and]
subscription to norms originating in the targetturd determines itacceptability.”
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The issue of bringing the text to the reader orrtfegler to the text, in other words, the issue
of domesticating or foreignisinyjin Venuti's (1992, 1995) terms, is a particuladglicate
issue in translating children’s literature. “Fomggation generally refers to a method (or
strategy) of translation whereby some significarsicé of the original ‘foreign’ text is
retained. Domestication, on the other hand, assiesila text to target cultural and linguistic
values” (quoted in Oittinen 2000: 74). Through dsti@ation, the translator adapts the source
text according to its target readers and the ngresailing in the target culture. Whereas
Klingberg (1986) and Venuti (1992) prioritise fayeisation in translation, that is, retaining
the ‘exotic’, Oittinen (2000: 6) maintains that éttvery act of translation always involves
change and domestication. The change of languagayslbrings the story closer to the
target-language audience.” Even when the transtgits for a foreignising strategy in order
to retain source culture elements, there will nénedess remain some degree of

domestication.

Oittinen (2000) does not agree with Venuti's assarthat translators lose their visibility
when they adopt a domesticating strategy. Followiatgvere (1992), Oittinen (2001: 110)
regards “translating [as] rewritingfor different audiences in different times, placead
cultures” and, in rewriting, translators act acaogdo their own childhood images as well as
to the prevalent norms and poetics of the targitieu The effect of the translator’s child
image is revealed in the fact that “she/he is dingcher/his words, her/his translation, to
some kind of child: naive or understanding, inndagnexperienced; this influences her/his
way of addressing the child, her/his choice of wortbr instance” (Oittinen quoted in
O’Sullivan 2003: 206). Therefore, in rewriting texttranslators of children’s literature
actually increase their visibility or, in O’Sullimés (2003: 202) terms, let their ‘voices’ be

heard.

[Allthough we acknowledge ‘original’ literature writtenrfehild readers, we
should also acknowledge translating for children. Translatovays bring along
their own child images: anything that is createddimiidren — whether it involves
writing, illustrating, or translating — reflects the ater's views of childhood
(Oittinen 2004: 172).

10 venuti's domesticating/foreignising debate relates the German philosopher Schleiermacher's (1813)
formulation: “Either the translator leaves the autin peace as much as possible and moves therreadzrds
him; or he leaves the reader in peace as much ssb® and moves the author towards him” (quote8tiit
1978: 131). According to Schleiermacher, the trosl must opt for one of these two options and fema
consistent throughout the translation.

" Translations are rewritings of original texts ahdy reflect a particular ideology, regardlesshgit intention.
Furthermore, all rewritings involve manipulatiorefevere 1992: vii).
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However, translators have to bear in mind thateth&®icommunication on two levels because
“children’s literature as a form of art [...] has alys two systems of codes, one addressed to
the child, another addressed, often unconsciotslyhe adult beside or behind the child”
(Nikolajeva 1996: 57). This aspect adds to the derities involved in translating children’s
books because translators must be aware of, usamgaBa Wall's (1991) terminology, the
‘dual address’ of children’s literature (Nikolaje¥896: 58).

Nikolajeva (1996: 28) places her discussion withisemiotic framework since “[t]he process
of translation implies finding not qualitative bsignificative (semiotit) equivalents to the
signs of the source text” and, in adapting Yuri rhab’s (1991) semiotic model of
communication, she applies the concepts of culcoatext, semiotic space and semiosphere.
‘Semiosphere’ refers to the semiotic space thedgsired for languages (languages of culture
rather than concrete languages such as Englisimclirer German) to function and for
communication to exist. In other words, the sentiesp relates to the set of codes available
to the recipients of a particular culture. Neitlerguage nor communication can exist beyond
the semiosphere. Common semiotic signs in childrégoks are those from everyday life
such as food, clothes, objects or routines. Theseadic signs create in the reader's mind “a
multilevel system based on previous experienceath life and books... [They] help the
child to fill the ‘telling gaps,’ that is, to rekatdetails to a whole system existing outside the
text” (Nikolajeva 1996: 29-30). When children’s lxsoare translated, semiospheres may
interfere with the accurate interpretation of crdtusigns. Everyday signs can usually be
altered in translation without ruining the plot nefationship signs, for example between
parents and children, teachers and pupils, arera cwonplex level of semiotic space and they
vary greatly according to culture. Translators ¢ifiere have to be extremely aware of signs
that may be more marked in the target culture thahe source culture and they are expected
to make the necessary adaptations in the targetltefact, “[i]t is not only permitted but
highly desirable to deviate from the source texhi$ is demanded by the reader’s response”
(1996: 28).

Klingberg (1986: 9; original italics) identifiesetollowing possible areas of research on the

translation of children’s books:

1) Statistical studies on the source languages among translatidosdifferent

target languages or countries.

12 Semiotics and the notion of ‘sign’ are discussaxtarextensively in Chapter 3. It is sufficient histpoint to
provide The Concise Oxford Dictionary’s (1999) défon of ‘semiotics’: “the study of signs and syaf and
their use or interpretation.”
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2) Studies on economic and technical problems in the productimarsiations.

3) Studies on how books for translation are selected.

4) Studies on how children’s books are actually being traedland definition of
the problems the translators encounter when translating baoks.

5) Studies on the reception and influence of translations in dhget language

area.

This study focuses on the fourth area of researchgentrating on how two picturebooks
have actually been translated and on the problaatanay have arisen during the translation
process. According to Klingberg (1986), the tratistaof children’s books poses the same
problems as those involved in the translation efitfiction or any text for that matter but he
adds that particular problems become more evidéenvehildren’s books are translated. The
potential problems arising from the relationshigsween the verbal and visual elements in

the translation of picturebooks constitutes thei$oaf this study.

The above discussion has touched upon some obpiiestthat are often dealt with in studies
on the translation of children’s literature. Howegvé(i]llustration is a remarkably
unconsidered area of children’s literature — probabecause there is no adequate theory
attached to it (Hunt 1990: 129; original italics) and together twithe overall visual
dimension of picturebooks it has not received matténtion in Translation Studies. This is
rather surprising considering that translators easingly deal with visual aspects in their
work, for example in media, audiovisual, technigatl stage translation. Furthermore, based
on the widely held view that translators only de@h the verbal, visual issues are to a large
degree overlooked in translator training and regean translation (Oittinen 2001). In the
next chapter, | discuss the centrality of the Visnatoday’s world and the predominant

features of the contemporary picturebook.
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The centrality of the visual

Beauty is in theeye of
the beholder...

I’'m up to myeyesat We just don'tsee eye
the moment! to eyée
Just use youeye$ Get thepicture?
Look and learn! " It's staring you in the
face!
Do youseewhat | mean? If lookscould kill!

He'seyeingme up! He
is goodtooking though!

Above are just some of the colloquialisms foundhia English language “that play upon the
ideas of looking, vision and sight” (Barnard 199283) and that reflect the visual nature of
everyday human experience. Despite the abundaribe efsual in contemporary society, the
emergence of fields such as visual cuftti@nd visual communication is a relatively new
phenomenon. This is largely because Western culiasealways regarded the spoken and
written word in a superior, intellectual light acdnsidered the role played by pictures as
inferior to that played by words. “Until now, larage, especially written language, was the
most highly valued, the most frequently analyskd,rmost prescriptively taught and the most

meticulously policed code in our society” (Kresv&n Leeuwen 1996: 32).

It is now recognised that communication cannot béndd purely in linguistic terms as it
consists of not only language (in the conventia®aise of written and spoken language) but
also of a huge nonverbal and visual area that flong time has been either overlooked or

underestimated in human scieriéeblowever, many people today would agree “thattsigh

13 Visual culture is “the study of the social andtatdl construction of visual experience: how onessehat one
sees and why what one sees appears as it doesia(Bar998: 197).

1 In their bookReading Images: the Grammar of Visual Desigress and van Leeuwen (1996: 16) state their
intention very clearly: “We want to treat forms @dmmunication employing visual images more seriptisan
they have hitherto been treated. We have comeisopibsition because of the overwhelming evidencehef
importance of visual communication, and the staggemability on all our parts to talk and think any way
seriously about what is actually communicated bpmseof images and visual design.”
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vision, is as vital and important a system of hurcammunication and cultural expression as
language” (Barnard 1998: 1). In fact, almost alltbé powerful media in contemporary
society are based on the combination of two or nneeans of communication, for example
verbal, visual, aural and kinetic. It is the conaiian of the verbal and visual modes, though,
that is “a mainstay of today’s communication” (Selmez & Schwarcz 1991: 3) and that is a
particularly influential and rich communicative aegy. The communicative power of
contemporary picturebooks unquestionably lies i ¢bmbination of the verbal and visual

media.

Since the 1990s, Translation Studies has takenlaral turn’. “Although [it] has opened up
new research angles and opportunities in Transl&@tadies, scholars in the field still tend to
show a distinct preference for researching theulsts dimension of texts:® Over the past
decade, a ‘visual turn’ has taken place in cultaral critical theory (Barnard 1998). | believe
that the same is required in Translation Studiesrder to spread awareness of the intricacies
involved in translating picturebooks, for progrdssbe made in research on translating
picturebooks and for far greater attention to bewdr to the role of the visual in
communicating meaning. The centrality of the visismalreflected in all Western cultural
products, ranging from fashion, television and &Jmo architecture, advertising, art,
photography and religion (Jenks 1995) and | woililel fo propose that the picturebook is also
a hugely visual phenomenon. Picturebook translatiks those working in areas such as
sociology, film and media studies, and art histarged to pay attention to “the visual as a

place where meanings are created and contested?déff 1999: 6).

The importance of the visual in everyday life haerm recognised in many studies, which
have established that people obtain 80 percenteif information from what they see

(Zimmer & Zimmer 1978: 13). Furthermore, people eember 80 percent of what they see
but only 30 percent of what they read and 10 peroémwhat they hear (Lester n.d.). An

additional observation is pertinent to picturebom@inslators since they are essentially
translating for children. Children acquire visukills before verbal skills; as Berger (quoted
in Jenks 1995: 1) says, “[s]eeing comes before sudftie child looks and recognises before
it can speak... It is seeing which establishes cacein the surrounding world.” Translators

have to be extremely aware of the cardinal rolthefvisual in contemporary children’s lives.

15 Quoted from the abstract of the ‘Special Panek Verbal, The Visual, The Translator' (chaired blatls
Kaindl and Riitta Oittinen) for the ‘Translation érthe Construction of Identity Conference’ heldKorea in
August 2004. The conference marked the launch @i$A- the International Association for Translatiand
Intercultural Studies. [Available from http://ww\atis.org/content/korea/panel7-verbalpanel.php]
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[C]hildren born into the first years of the twenty-fireintury are likely to possess
a richer and more deft understanding of visual imagery #&nhdmiodes of
deployment than any other generation in the history of hikmd. Their world is
saturated with images, moving and still, alone and in alhmea of hybrid
combinations with texts and sounds... Competence with imagesous a

prerequisite of competence in life (Lewis 2001: 59-60).

Translators must thus pay considerable attentiothéovisual dimension of picturebooks,
which inevitably has a significant effect on thigirget audience. When children are presented
with a picturebook, their eyes absorb everythireg th offered on each page: the pictures, the

visual appearance of wordsthe layout and design (MacCann & Richard 1973).

Picturebook translation is interlingual and intdtaxal communication on two levels — the
verbal and the visual — the interaction betweenctvidetermines a picturebook’s meaning.
Translators therefore need to develop their liEempetence (‘text literacy’) as well as

their visual competence (‘visual literacy’).

On the one hand, [visual literacy] is a skill that weed in our everyday lives,
like reading traffic signs and menus in restaurants. ®@rother hand, it implies
reading and critical analysis of art, recognizing hintegiby the illustrator about
time, place, culture, and characters. Visual literacyg aisludes being sensitive
to small details and being able to interpret entitigti(@n 2003: 139).

More generally, visual literacy is “the ability tsnderstand at a conscious level the visual
language used within a particular culture or cellir (Zimmer & Zimmer 1978: 21).
Although a distinction is clearly made between afifint languages and even dialects of
languages, this same principle is not as easiljieppo visual languages. Visual language is
culturally specific and is not universally undemdoso picturebook translators need to pay
attention to any discrepancies that may arise énvibual language characteristic of the two
cultures between which they are mediatinghe terms ‘Language Culture’ (Hewson &

Martin 1991) and ‘linguaculture’ (House 1997) havilltrated Translation Studies in order to

18 “The words of a text are not just symbols of spole®unds but part of the visual pattern on the page
(Nodelman 1988: 53).

7 There are very different learning protocols foe thisual and verbal modes of communication. Visual
competence (referring to basic nonverbal and viseahmunication skills) is largely untutored andgained
through experience and personal development wheerlsl communication is the primary focus of ediorel
programmes (Moriarty 1994).

18 A translator can be regarded as a cultural megliatather words, as “a person who facilitates oamication,
understanding, and action between persons or gnebpgiffer with respect to language and culturEaf quoted

in Katan 1999: 12).
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demonstrate the very strong interdependence betfegguage and culture. | believe that
‘visual culture’ is also an important notion formamslators, particularly those whose work
involves both the verbal and visual modes of comumaion (as is the case with
picturebooks) because a correct interpretationuaigigrstanding of visual images necessitates

knowledge of cultural assumptions and learned coemgges (Nodelman 1988).

The following section deals with the principal cheteristics of the modern picturebook,

ultimately highlighting the essential role of thewal in this type of literary art.

The contemporary picturebook

Over the past few decades, it is in the realm efplcturebook that children’s literature has
displayed one of the greatest areas of change awithy Contemporary picturebooks are
extremely rich, challenging and sophisticated imieof their themes as well as their artistic
and literary styles, some of which would not haeerbassociated in the past with children’s
books (Doonan 1996). A picturebook must be seea esmplete product because it is an
‘iconotext” — “an inseparable entity of word and image, whiohoperate to convey a

message” (Nikolajeva & Scott 2001: 6). A pictureksototal narrative and effect, though,

are created through the synthesis of text and ngistalong with the layout, total design of the

book and the turning of pages.

Technological advancements, artistic innovationd #re increasing importance of visual
forms in modern culture have resulted in picturesitg a far greater narrative and
communicative role in picturebooks. They are not@y part of “the physical appearance of
the book” to be judged beautiful, drab or lackingappeal (Schwarcz 1982: 3). Apart from
bringing out what is said in the verbal text, pietu convey additional meanings that could
not have been derived from the verbal narrativeiterown (Cianciolo 1997: 3) and they
contain information that might change or add to rieaning, tone and purpose of the text.
Pictures therefore represent another means of cocation and expression — the visual one.
In fact, “a picture book contains at least threariss: the one told by the words, the one
implied by the pictures, and the one that resuitsnfthe combination of the first two”

(Nodelman quoted in Agosto 1999: 278). There iomplex interrelationship between the

pictures and the words, and both have to be irg&grin order to understand a picturebook.

19 The notion ‘iconotext’ was coined by Swedish sehoKristin Hallberg (1982).
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Despite the increasingly significant role of theual in picturebooks, various scholars have
commented on the distinct lack of research pengito this area. In literary studies, pictures
are treated as minor or are completely neglecteat@®ann & Richard 1973) and, in graphic
art criticism, the visual dimension of children’getature has been until recently an
unconsidered field (Kimmerling-Meibauer 1999). Rertmore, the narrative function of
pictures as opposed to the narrative features adsvaas not been dealt with in critical theory
(Roxburgh 1983). It was only in the 1980s that piturebook began to be considered an
object of academic study and during this time waicscholars started exploring the
interaction between word and image in pictureboeWsich, using Roxburgh’s (1983: 20)
terminology essentially constitutes their ‘semastiticture’. Key figures in this field include,
among others, Joseph Schwarcz, William MoebiusyyPBiodelman, Jane Doonan and
Lawrence Sipe. However, there are very few books dieal specifically with “the dynamics
of the picturebook, how the text and image, twded#nt forms of communication, work
together to create a form unlike any other” (Niela & Scott 2001: 2).

Words and pictures convey different kinds of infatron and in different ways because of
the inherent differences between verbal and visaaimunication. “[E]Jach medium has its
own possibilities and limitations of meaning. Nekgything that can be realised in language
can also be realised by means of images, or viceaV¢Kress & van Leeuwen 1996: 17).
These differences are frequently exploited so thattwo media work together to the point
where the goal of the picturebook could not be eddd by either medium on its own. One
essential difference between the two modes of campation is that written language (with
its grammar, syntax and vocabulary)liisear — we understand and decipher meaning by
reading along the line; visual language (with colahape, texture, size, contour, etc.) is
simultaneous- we see a picture and its contents all at onckw&rcz 1982). Tension is thus
created because the verbal text urges us to readiben the pictures urge us to stop and look
(Sipe 1998).

There are many contemporary picturebook artists Vpiey with postmodern ideas in their
creation of pictorial space, uniting the incomplatiand including sharp contrasts and
unexpected turns. This pictorial space reflects wloeld around today’s children and its
multitude of visual impressions” (Nikolajeva 1998). One of the distinguishing features of
postmodernism is the dominance of the visual ansl pmobably explains why various
postmoderff elements have infiltrated a form such as the pattook, which is specifically

designed to communicate through verbal as wellisgall channels. Postmodernism rejects

20 For a more detailed discussion of postmodern featin picturebooks, see Moss (1992) and Lewis 200

21



“rigid genre distinctions, emphasising pasticherodg, bricolage, irony, and playfulness”
(Klages 2003) and these features are seen in thteroporary picturebook — it frequently
subverts conventions as well as techniques, emptaysdy and playfulness to convey
meaning, and “may also tempt the reader to perfamnoch participate” (Oittinen 2003: 130).
More extensively than any other type of childrelitarature, the picturebook also obscures

the usual distinction between genres.

Rather than confining itself to exploring the byways of anymarticular type of
text, verbal or pictorial, iexploitsgenres... What we find in the picturebook is a
form that incorporates, or ingests, genres, forms of laggwnd forms of
illustration, then accommodates itself to what it has lowad, taking on
something of the character of the ingested matter, butyalwdlected through

the interanimation of the words and pictures (Lewis 2681 original italics).

The picturebook is thus “a lively complex phenom@h{Schwarcz 1982: 14); it is lively
because it reflects a wide array of styles, contjpos and designs and it is complex because
it exhibits an enormous variation in the fashiomwimich the words and pictures combine and
intertwine. In a postmodern context, the picturdbauly tests the limits of children’s
literature (Moss 1992) and its possibilities arénite because it is constructed out of the

infinite verbal and visual resources surrounding it
I now discuss some of the ways in which variousokuls working in this field have

attempted to describe and categorise the relatipsishetween words and pictures in

picturebooks.

The verbal-visual mechanics of picturebooks

“[TIhe essence of the picture book is the way the &nd the illustrations relate to each other;
this relationship between the two kinds of texthe tverbal and the visual texts — is
complicated and subtle” (Sipe 1998: 97). Varioustapkoric terms have been used to
describe this relationship and many of them arévedrfrom music, for example: ‘duet’,
‘contrapunctual relationship’ and ‘antiphonal etfe(Sipe 1998). Miller (in Sipe 1998)
introduces a scientific metaphor using the conadpinterference’ from wave theory and
Moebius (1990: 135) employs geological imageryitajkabout “a kind of ‘plate tectonics’ of
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the picturebook, where word and image constitupausge plates sliding and scraping along
against each other.” Lewis (2001: 35), following éke (1992), talks about the
‘interanimatiol” of words and pictures, which he believes is and@scription of how “the
two media act upon each other.” Sipe uses the t®ynergy?” in order to capture the idea
that both the pictures and the words would be imgleta without each other. In other words,
the relationship between words and pictures is égyistic” so “the total effect depends not
only on the union of the text and illustrations tal$o on the perceived interactions or
transactions between these two parts” (1998: 98-A8dpsto (1999) and Lewis (2001) also
use the term ‘synergy’ because it emphasises thattarebook’s story is not merely the
summation of the story told by the words and tloeystold by the pictures. For Nodelman
(1988: 221), the relationship between words antupes in picturebooks is inherently one of
‘irony’ — “each speaks about matters on which tkieepis silent.”"The function of irony is
thus to create a discrepancy between the saidh&ndntsaid, between the information offered
by the words and that offered by the pictures (Ntoda 1996: 123). Kimmerling-Meibauer
(1999: 162), though, does not agree with Nodelmassertion that all picturebooks are ironic
in nature, suggesting instead that the notion afyirshould be used to describe a particular

case of picture-word relationship.

Interanimation

Synergy Interference

NS

lrony ——— WORD/PICTURE ———  Duet
RELATIONSHIP

7 N

Contrapunctual Antiphonal
relationship effect

Plate tectonics

As the above diagram reveals, the picturebook’saalaetjuage is rather unstable since there

seems to be a lack of agreement on a standardnigogy to use in this field. Apart from

2L | ewis (2001: 169) defines ‘interanimation’ as K] process by which, in composite texts such asrgisooks,
comics and graphic novels, the words and imagesafiytinfluence one another so that the meaningpefwords
is understood in the light of what the picturesvghand vice versa.”

22 The Concise Oxford Dictionary (1999) defines ‘sgne as follows: “interaction or cooperation of tvao more
organisations, substances, or other agents to peoducombined effect greater than the sum of thejarate

effects.” “Synergy in the picturebook, thereforg,the outcome of thmteranimation of words and pictures”
(Lewis 2001: 171).
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several metaphors that have been introduced, sshudeve also proposed different ways (in
varying degrees of specificity) in which the vereual relationships in picturebooks can be

described or categorised.

Doonan (1996: 231) provides the following geneyalopsis of verbal-visual relationships:

The relationships between words and pictures range from aousbsongruency
through to that of a highly ironic one in which words andgesamay seem to be
sending contradictory messages, and a challenge lies in restteirdifferences
to make a composite text with a satisfying conclusiorit{samost extreme, the
nature of the relationship is permanently unclear and a high defgteleration
of ambiguity is required of the reader-beholder.

More precisely, Golden (in Nikolajeva & Scott 20():outlines the following kinds of text-
picture interaction: a) “the text and pictures syenmetrical (creating a redundancy) b) the
text depends on pictures for clarification c) ithasion enhances, elaborates text d) the text
carries primary narrative, illustration is seleetig) the illustration carries primary narrative,
the text is selective.” Focusing primarily on tlhadétion of illustrations, Schwarcz (1982: 14-
17) offers the following nine classifications oflaonships between words and pictures: a)
congruency b) elaboration c) specification d) afigation e) extension f) complementation

g) alternation h) deviation i) counterpoint.

In exploring the variety of dynamics between wond picture, Nikolajeva and Scott (2000)
then propose their various categories, the mairs afievhich are symmetry, enhancement,
counterpoint and contradiction; these can be appbean analysis of setting, temporality,

characterisation and point of view.

[Iln symmetricalinteraction, words and pictures tell the same storgergally
repeating information in different forms of communication. énhancing
interaction, pictures amplify more fully the meaning foé words, or the words
expand the picture so that different information in the two esof
communication produces a more complex dynamic. When enhan¢angation
becomes very significant, the dynamic becomes talpplementaryDependent
on the degree of different information presentedpanterpointingdynamic may
develop where words and images collaborate to communicaerimys beyond

the scope of either one alone. An extreme form of counit@ipg is
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contradictoryinteraction, where words and pictures seem to be in opposdion
one another (2000: 225-226; original italics).

Agosto also presents a number of categories withintheoretical model of interdepend@nt

storytelling according to which the understandirfgaopicturebook’s story hinges on the
concurrent consideration of the verbal and visuatlim The model consists of two major
categories. The first is augmentation where thed&@nd the pictures “each amplify, extend,
and complete the story that the other tells” (192689-270). The second is contradiction
where the words and the pictures “present conilictinformation, such as the words
describing a sunny day where the correspondingigstshow a rainstorm” (1999: 275).
Within augmentation, there are the following subgaties: irony, humour, intimation,

fantastic representation and transformation (fquaot, for emotional expression, for cultural
or ethnic content); within contradiction, the sulegmries are irony, humour and disclosure.
The model is not exhaustive and is continuouslyaeging because advancements in
picturebook writing and illustrating are likely tesult in new roles being given to the verbal

and visual modes of communication.

There are other terms used in relation to pictuoedwinteraction in picturebooks.
‘Anchoring’ and ‘alternating’ are two functions ilified by Barthes which Oittinen (2001:
115) describes as follows: “The anchoring functiefers to fixing ideas: words define what
the pictures are supposed to tell; the alternafimgtion is referring to an entity where
pictures and words take turns.” Adopting Venutil®992) terms, Oittinen (2004: 175) then

introduces the categories of ‘domestication’ adefgnisation’.

lllustrations may bring the text closer to the story told words. By
domestication, keeping close to the text in words, thizlta the smooth entity.
By telling a different story than the text in writing, udtrations may also
foreignise or bring something unclear into the text, sbingtdifficult for the

reader to understand.

Pictures “may also domesticate or foreignise byding a story closer to or further away
from the target culture” (Oittinen 2001: 115).

Despite the attempts of various scholars to eldeidad theorise word-picture interaction,

categorising verbal-visual relationships is a difft task because words and pictures can

2 pgosto (1999) distinguishes between ‘interdependestytelling’ and ‘parallel storytelling’. The tier type of
storytelling occurs in picturebooks where the satoey is told twice and simultaneously — through Written text
and through the pictures. The story can thus bengtabd either through the pictures or throughatbeds.
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combine in almost unlimited ways. Lewis (2001) does in fact believe in pigeonholing

picturebooks into a quasi-scientific set of cateéggpraccording to the ways in which pictures
and words are related because it does not reftectitherent adaptability, diversity and
flexibility of the form. Moreover, the picturebod& continuously changing and verbal-visual

relationships do not always remain consistent thinout a given book.

Instead of trying to reconcile the different apmioes considered above, | believe it is
appropriate for the purposes of this study simplyreégard the picturebook’s word-picture
dynamic within the framework of Lewis’ (2001) ‘egssem® concept. The ecosystem is a
dynamic, complex and flexible structure, thus higiting the essential characteristics of the
picturebook and the fact that its word-picture tielzships can change and shift. It draws
attention to “whole networks of relationships” atite “interconnectedness of all of [the]
strands that bring [a picturebook] to life” (20047). Furthermore, the ecosystem concept
urges one to remember that the words provide tiveradnment (the context) in which the
pictures live and thrive, and likewise, the pictiovide the environment (the context) in

which the words live and thrive.

The following chapter concerns the translation miysebooks, the focus of this research
report. | explore various approaches that coulddsful to translators in their task of reading,

interpreting and translating picturebooks.

24 As mentioned in the theoretical framework in Cleardt, | believe the ‘ecosystem’ concept related teethe
overall systemic framework of the study.
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CHAPTER 3 |

TRANSLATING PICTUREBOOKS



Introduction

A picturebook is text, illustrations, total design; an itehmanufacture and a
commercial product; a social, cultural, historical documentd, foremost, an
experience for a child.

As an art form, it hinges on the interdependence oliistand words, on the
simultaneous display of two facing pages, and on the drante ¢fitning of the

page.
On its own terms its possibilities are limitless.
(Prefatory note to Bader quoted in Lewis 2001: 1)

The above definition captures the essentials ofptbirebook in a translation context. The
translator must focus on the ‘total design’ — btite verbal and the visual because of the
‘interdependence of pictures and words’. The pa&ltook is an instrument of mass
communication and thus a mass-produced consumédugrgSchwarcz & Schwarcz 1991:
7). By enabling its exposure to a larger poterdiadience, the translator then enhances the
commodity potential of a picturebook as a ‘comnadrproduct’. The picturebook is also ‘a
social, cultural, historical document’ so the tlatm must consider the source and target
social, cultural and historical contexts as thess hhave a bearing on the strategies s/he
employs in the translation process. Finally, tlaastator is essentially translating for children

and thereby producing an ‘experience’ for childirethe target culture.

“[TJranslating picturebooks does not imply that @smre translated into pictures (or replaced
by pictures) but that the unity of words and imagesanslated with the intent of producing
(rewriting) a new iconotext — picture book — in tiaeget-language” (Oittinen 2001: 110). In
other words, translating picturebooks involves dtating a dialogic whole consisting of the
verbal and the visual as well as the effects whiddinly refer to the whole (imagined)
reading-aloud situation (Oittinen 2000). Picturesndt appear at first to pertain to translation
as it is widely assumed that translators’ work Imes translating words but, in terms of
picturebooks, translators translate written tex@sa&ll as pictures. O'Sullivan (1999: 167)
asks the following valid question: “How [...] can wpeak of translating pictures in picture
books when, in most cases, these remain matenailgitered?” Her answer, though,

addresses the crux of the matter:

It seems to me that in the translation of picture booksheredlement — words or

pictures — can be isolated, nor are they isolated whetrdhslator translates...
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[A]n ideal translation reflects awareness not only of dignificance of the
original text but also of the interaction between thealisnd the verbal, what the

pictures do in relation to the words (1999: 167).

With the presence and interaction of verbal andalisnedia, translating picturebooks is a
complex and challenging task that “require[s] apeegally accomplished translator to deliver
the essence of the writer's and illustrator’s ititd@otton 2000: 69). It is thus important for

picturebook translators to develop an understandirigpth the visual/pictorial/iconic and the

verbal/literary/textual levels of communicationthae intrinsic to picturebooks.

It must be noted that the visual in picturebooldudes not only the pictures and the physical
appearance of the words but also the picturebocktets such as format, titf8sfront and
back covers, endpapéfs,and title page (Nikolajeva & Scott 2001). The wbualso
encompasses the picture sequence, layout, style shage of letters and headings,
typography, sentence structure and punctuationothier words, the total design of the book.
All these aspects affect the content of the stimfjtience the reader emotionally and enrich
the reader’s interpretation of events and charadt@ittinen 2001). They “also contribute to
or detract from the sense of harmony and wholen@ggcCann & Richard 1973: 73).
Translators must thus consider all the visual etemef a picturebook because they have an

impact on the verbal elements and vice versa.

An eclectic approach

Research on picturebook translation is slowly stgrto gain some impetus in Translation
Studies and this is largely due to the pioneeringkvof Finnish scholar, Riitta Oittinen, (for

example, 1990; 1996; 2000; 2003; 2004) who hastddvmuch attention to pictures and the
visual dimension in the translation of childreritedature and particularly picturebooks. In the
following section, | discuss various approacheg twald assist translators in their task of

understanding and translating picturebooks. Intaadto drawing extensively on the work of

%5 A picturebook’s selection or rejection may oftem tinsed on its title so when a picturebook is térdoeslated,
the title must be carefully considered. Furthermtre translator must be aware that “the titlepicfurebooks are
a very important part of the text-image interplag @ontribute to all the types of interaction [tbah be] observed
inside the books themselves” (Nikolajeva & Scotd20244).

%6 | ewis (2001: 168) defines ‘endpapers’ as “[t|he grap or pages, visible immediately inside the framd back
covers of a book. In a picturebook the endpapensbeglain or they may display designs that arengee to the
text proper. It is always worth looking closely iatages displayed on the endpapers as they frequentitain
information and/or images useful in the interpiietabf the story.”
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Oittinen, | incorporate an amalgam of ideas froeld$ such as literary theory, theatre and
film translation, semiotics as well as visual amefarts. Although there are many similarities
and overlaps between the premises of the variopsaphes, | believe that each approach

provides insight into the issue of picturebook $tation in a slightly different way.

Hermeneutics

Hermeneuticg, “a branch of philosophy concerned with human urtdeding and the

interpretation of texts” (Hermeneutics 2005), isitsyvery definition a well-suited framework
for translation and hermeneutic analysis is a ustfal to all translators because they
necessarily begin their task as readers. The heiercircle, though, has particular value to

picturebook translation.

Hermeneutic analysis starts with the whole, proceettsotoat details, goes back
to the whole with a better understanding, and so on, inenatcircle known as
the hermeneutic circft The process of ‘reading’ a picturebook may be
represented by a hermeneutic circle as well. Whicheeestert with, the verbal
or the visual, it creates expectations for the othefchwin turn provides new
experiences and new expectations. The reader turns frdmal ver visual and
back again, in an ever-expanding concatenation of understarieiaogy new
rereading of either words or pictures creates better prisitgs for an adequate
interpretation of the whole (Nikolajeva & Scott 2001: 2).

The reader of a picturebook is required to makeigoal shifts between the pictures and the
words because of the different perspectives offégethe narrator in the visual text and the
narrator in the verbal text. Sipe (1998: 103) uthes term ‘oscillatior?® to describe this

constant shifting from the verbal to the visual &ieE versa. We “piece together the meaning

27 “The word hermeneuticshas two derivations. One is from the Greek godntésr in his role as patron of
interpretive communication and human understandinigije the other is from the syncretic Ptolemaidtyde
Hermes Trismegistus, in his role as representiddén or secret knowledgétlermeneutics 2005According to
Thompson (quoted in Byrne n.d.), however, the wtrdrmeneutics’ is “derived from the Greek verb,
hermeneueuejrito interpret’, and from the nouhgrmeneiaor ‘interpretation’.”

28 “The concept of a hermeneutic circle was introdubg Heidegger as a way to understand our Beirtyan-
World... The hermeneutic circle is a way of articiigtand interpreting discourse” (Byrne n.d.). Areisting
parallel could be drawn between reading a pictuwklznd translating in general. Similar to the psscef reading
a picturebook, the translating process could aksadpresented by a hermeneutic circle. Accordin@ittinen
(1996), “[t]he translator is a specialised reaadrp travels back and forth in and between texs,atiginal text
and her/his own text.” This is similar to Nord’9@l: 30) ‘looping model’ which proposes that “trit®n is not
a linear, progressive process leading from a stanpoint S (= ST) to a target point T (= TT), butiecular,
basically recursive process comprising an indefinitumber of feedback loops.” In other words, “[Wéhi
translating, the translator is influenced by pregiovords and passages — the whole reading andngesituation
— which in their turn influence the words and passato come, and the other way around” (Oittine®6).9

29 Sipe’s notion of ‘oscillation’ is described moneesifically under the section ‘Semiotics’.
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of the text” by going back and forth between thetyres and the words (Lewis 2001: 32), and
in this process, “the words correct and partica@amur understanding of the pictures they
accompany, and the pictures provide information ¢hases us to reinterpret and particularise
the meanings of the words” (Nodelman 1988: 217)arAfrom the usual contextual factors
(subject matter, time, place, culture and so om} thanslators need to consider, context in
picturebook translation therefore acquires anadfir@ension: pictures provide the context for

words, and words provide the context for pictures.

[Tlhe words are never just words, they are always waesdsfluenced-by-

pictures. Similarly, the pictures are never just pesurthey are pictures-as-
influenced-by-words. Thus the words on their own are alyaysal, incomplete,

unfinished, awaiting the flesh of the pictures. Similathe pictures are
perpetually pregnant with potential narrative meaning, erdghate, unfinished,

awaiting the closure provided by the words (Lewis 200): 74

Translators, therefore, have to be able to intérpnéties that are derived from intersecting

relationships of verbal and visual ‘languages’ (i@&n 2001: 116).

Dialogics

Oittinen’s views on picturebooks are greatly influed by the Russian philosopher, Mikhail
Bakhtin, and she adopts his notion of ‘dialogid®ieving it is a useful way of describing
and analysing the influence of pictures when tetivel) for children. Dialogics refers to the
idea that all things in life can be understooddgsart of a greater whole — there is a constant
interaction between meanings, all of which have pudential of conditioning others”
(Bakhtin 1990: 426). Dialogics has enormous releeafor the translation of picturebooks
because it draws attention to the fact that allefleenents comprising a picturebook influence
each other and that the meaning of a pictureboskisy can only be determined by
considering all the different parts and the waysvirich they relate to each other to form a
whole. There is a dialogic relation between thet @xd the pictures, and the translator,
therefore, must interpret both the verbal and tkeal by participating “in a dialogue between
her/himself and the story told by the author and illustrator with words and pictures”
(Oittinen 2000: 100).

Regardless of the kinds of word-picture interacexisting in picturebooks, pictures always

add “to the narration by giving extra informati@uch as cannot be given by words: details
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about setting in time, place, culture, society adl s characters and their relationships”
(Oittinen 2003: 131). In addition, pictures canegiall types of hints concerning specific
features, for example the characters’ status, emstiand their development through the
story. Pictures can greatly influence and facé#itdie translator’'s choice of words and style of
writing but they may also complicate the translatteisk and limit her/his solutions — this is
especially the case when a translated picturebsdk be published as a co-pfthas the
illustrations can seldom be changed (Oittinen 2AEA). In addition, culture-bound visual

elements may present various difficulties for faaslator.

Another feature of dialogics highly pertinent te tinanslation of picturebooks is its emphasis
on the involvement of a number of human beings diadogic situation. Translating does not
take place in a vacuum, but in a concrete, defenaiuation so when a picturebook is
translated, “the dialogic constellation expands emvblves a translator interpreting the text
and illustrations, target-language readers with ifferént cultural background, a new
publisher, and even, possibly, a new illustratatipigating in a collaborative dialogue with
the translator” (Oittinen 1990: 50-51). Translatisgthus a multivoiced situation in which

different people meet, interact and influence eztbler.

‘Unfinalizability’ is a key concept in Bakhtin’s \tings and Oittinen (2004) discusses the
distinction he makes between the ‘given’ and thedted’. The former refers to the resources
with which we act and speak — in terms of pictuoXsothis refers to the “concrete words and
illustrations. ‘The given’ also comprises languagalture, and the person’s background.
However, no utterance — no word, no work of art,amiginal or translation — is only a
‘product’ of what is given; something new is crehia the process of understanding and
interpretation, when different material worlds me#th human beings” (Oittinen 2004: 173).
Translating therefore involves producing a target tather than reproducing the source text
in the target language. “Dialogics does not medmmsssion to the authority of the original
but, adding to it, enriching it, out of respect foor loyalty to — the original, thus creating a
fresh new interpretation for the target-languaggience” (Oittinen 2000: 164). Loyaiftyto

the source text and its author is demonstratedugfirdhe translator's consideration of the

target language audience and it “implies respecafoentire story-telling situation where a

30 «“Co-prints are taken to reduce high printing caatsl mainly concern minor languages and culturest. firgt,
the translations into different languages are pdrdt the same time by an international publistien the books
are released by the national publishers” (Oittia@a3: 133).

31 The term ‘loyalty’ is a significant departure frothe traditional notion of ‘faithfulness’ or ‘fidiy’ in
translation theory. “[T]he translator is committigithterally to the source text as well as to thrgaatext situation,
and is responsible to both the ST [source textlleefi..] and the TT [target text] recipient. Thispensibility is
what [Nord] call[s] ‘loyalty’ ” (Nord 1991: 29).
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text is interpretedor new readers” (2000: 84; original italics). Takimga account the target
audience is a key feature of functionalist tramstabpproaches because they draw attention
to the idea that translation is not simply a preces linguistic transcoding but rather a
communicative act that must be purposeful with tiefato the translator's readership.
Translators direct their words to a specific audéfor a specific purpose and they adjust the
source text in accordance with the assumed futuretibn of the translated text. With regard
to picturebooks, “[t]his function includes not jusiding silently and looking at the pictures,

but also reading aloud, which is usually perforragdyrown-ups’(Qittinen 2003: 129).

Conventionally, translations and particularly lggr translations are considered “not only
second-hand, but also generally second-rate” (Hesni®85: 8). The aim of translating
picturebooks, though, is not to achieve likeneas)eness or equivaleﬁ(’:eao the source texts
because, as Hellsing maintains, “keeping strialyhie originals means ‘murdering’ them as
art” (Oittinen 1990: 49). A translation should thaes considered the “ever-renewed latest and
most abundant flowering” of the original (Benjan2@00: 17) because once translated into a
different language, a picturebook enters a newusglltvith a new audience and it is given
new meanings and a new life. “A professional tratosl does not hide behind the original
author but takes her/his place in the dialogicraxtdon; she/he steps forward and stands in
sight” (Oittinen 2000: 162). The translator's vifitly is therefore promoted through a
dialogic view of picturebook translation. In termkthe two picturebooks selected for the
case study in the following chapter, the translatas been made visible to the target culture
because she has been acknowledged in the biblivigrapformation appearing on the

endpaper of the translated collection.

Reader-response theory

“[O]ne of the greatest advantages of looking atuloed-picture relation in picturebooks in

ecological terms is that it points towards the mflehe reader in the interanimation of word
and image... The words are brought to life by theéup&s and the pictures by the words, but
this is only possible in the experience of readifiggwis 2001: 54, 55). This is a central idea
in Wolfgang Iser's (1978) ‘reader-response’ critini which proposes that a reader is

involved in the production of a text’'s meaning.

32 Referring particularly to the translation of pgetdolmes (quoted in Van den Broeck 1978: 31) shysthe use
of the term ‘equivalence’ is “perverse”; “like ‘samess’, [it] is asking too much. The languagesauitlires to be
bridged, however close they may sometimes seentoparfar and too disparately structured for trueiegjence to
be possible.” | believe that this statement may vezll be applied to the translation of picturebsok
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All translators begin their task as readers ofgberce text; with emphasis on the active and
participatory role of the reader in generating »@'$emeaning, the authority conventionally
ascribed to the source text is diminished. Tradilty, the translator “is not supposed to have
‘the right’ to her/his own interpretation of thexté (Oittinen 2000: 16), but in applying
reader-response theory, “the importance of thestador's role as a reader and writer and,
especially, as an interpreter of the text” (200@) & highlighted. Based on their own
particular culture, language, background, gendemwhkedge as well as child images,
translators will interpret a picturebook’s story andifferent way, which inevitably has an
enormous bearing on the kind of translation produc]t is their interpretation which
guides and colours their translation” (Desmet 2@&1): In addition, every situation in which
the act of translation takes place is unique whn@vitably influences how a given text is
read, interpreted and translated so it is “quitdiéh to argue that the task of the translator is
to translate but not to interpret” (Bassnett 1980). Translators are not passive agents
because their task involves “creative interpretétigi980: 80) but, in terms of picturebook
translation, this takes on another dimension becé&reative interpretation’ here works on
two levels — the verbal and the visual, the stofgt by the author as well as the story told by

the illustrator.

The notion of ‘gaps’ is another important aspectezfder-response theory that is applicable

to picturebooks.

Each reader fills in the unwritten work or the ‘gaps’his or her own way,
thereby acknowledging the inexhaustibility of the teserls concept of gap-
filling suggests that we can think of readers fillingsome of the gaps in the
verbal text of a picture book with information from the ilhasions and of readers
using information from the verbal text to fill in some tife gaps in the
illustrations (Sipe 1998: 99).

Both the verbal and visual texts have gaps, whiehfeequently left by the author and/or
illustrator for the reader to fill with her/his exgtations, prior knowledge and experience.
O’Sullivan (1999: 168), though, raises an importessue with regard to the translator’s
interpretation of the source text:

A translator's reading of the original text is bound to ibBuenced by the
pictures, though it is not always easy for her to disegiathe elements that
contribute to the complexity. The result can be problemtépictures stimulate

the creative linguistic powers of the translator, whoyimaturn make elements
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explicit in the narrative where originally these wereyasgen in the pictures. In

other words: gaps in the source text may be filled ystedors in the target text.

The picturebook translator must therefore be avedirgaps in the source text, which have
been left deliberately by the author, illustratorpicturebook makér for the reader to fill.
“Sometimes the translator may feel tempted to émfilee story told in words on the basis of
what he or she sees in the illustration. Howe\ds, nay change the indexical relationship
of the verbal and the visual altogether” (Oittir&04: 175-176). An ideal translation “does
not verbalise the interaction [between the verbdl the visual] but leaves gaps that make the
interplay possible and exciting” (O’Sullivan 199887). In other words, translators must not
disturb the dialogic whole of the original by feeglithe story told by the pictures into the
written text. The target language reader must Bergthe same opportunity as that given to
the source language reader to use her/his own iiratgn in interpreting the words and the

pictures as well as their combination.

Applications of theatre and film translation

Some of the findings from research on film and tteedranslation can be applied to
picturebook translation because picturebooks hasee msimilarities with theatre and films

than with other types of books (Shulevitz in O&tin2000: 111); they are mixed-media forms
or “hybrid art form&™ (Sipe 1998: 100).

Delabastita (in Oittinen 2004: 175) proposed théofang strategies for film translation:
“transmutatio (reordering), adiectio (addition), repetitio (repetition), detractio (visual
manipulation), anddeletio (omission)”, and they have some relevance to pabmok
translation. Reordering visual elements when tedimg} picturebooks is not very common in
the Western world and neither is omission or visnahipulation (especially where co-prints
are concerned). Such strategies are generally cmrenon when translating picturebooks
from English into Arabic. When dealing with cultdseund elements in the verbal or the
visual, translators may add footnotes or explanatiout considering the target audience of

picturebooks this would most likely ruin the enjoym of the reading experience. As

33 Lewis (2001) uses the term ‘picturebook maker’ wizepicturebook is written and illustrated by thene
person. The term would apply to the two picturelsook my case study as Babette Cole has both writteh
illustrated these books.

34The concept of ‘indexical relationship’ is explaéhunder the section ‘Semiotics’.

35 Adopting Wagner's description of his operas, Steitin Sipe 1998: 99-100) refers to illustratedtseas
‘Gesamtkunstwerke’, literally meaning, “‘assembled”put-together’ works of art.”
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discussed in the previous section, it is essefdfatranslators to recognise when gaps have
been deliberately left for the reader’s own intetption of the story. By adding information

or explaining particular aspects of the text, they filling in gaps and thereby changing the
indexical relationship between the verbal and tiseal. This affects the narrative as well as

the overall impact of the picturebook (Oittinen 2P0

For a long time, theatre translation has placednoch emphasis on the verbal text while
neglecting the other sign systems involved — ireothords, the auditive, paralinguistic and
visual signs (Bassnett-McGuire 1985). In both treeand picturebooks, “the [written] text is
only one element in the totality of [...] discours@Bassnett 1980: 132). Translating a
picturebook, then, is similar to translating a p&yd both are complex tasks because they
require the transferral of a series of codes. Teeatd picturebooks are constructed from a
combination of various sign systems and they canf@istinguishable structural features that
make [them] performable... Consequently the taskefttanslator must be to determine what
those structures are and to translate them inedTti°, even though this may lead to major
shifts on the linguistic and stylistic planes” (09822). The performance aspect is a central
issue not only in theatre but also in picturebooksanslators must pay attention to the
readability of the verbal text because picturebamiesvery often read aloud and ‘performed’
since their target audience generally consistshidfien who cannot yet read or who are
learning to read. Translators are “supposed to nthkealoud-reader’'s task as easy as
possible. The text to be read aloud must roll @aloud-reader’s tongue; the verbal text also

needs to collaborate with the visual and the t@g®iof the pages” (Oittinen 2003: 132).

A picturebook is not just a combination of wordsdapictures; it has both soutidand
rhythm. Although these features are not as obviotise picturebook as they are in film, they
influence the reader emotionally and add somettontpe contents of the story and the total
effect (Oittinen 2001: 114). The sounds and rhytloma picturebook text “create the book’s
supporting emotional content. [They] become thekloanderlying structure, the cup which
holds the book’s images” (Shannon 1991: 140). Theee various visual features of a
picturebook that are used by an author “to emphagisrds and sound as surely as an
illustrator's use of shadow and light emphasisesiali shapes” (1991: 141). For example,
letters in different shapes, patterns and sizeofied used to provide the aloud-reader with

hints or perhaps instructions on how to ‘perforire text. Sentence length, word length and

36 T stands for target language.

%" The picturebook is frequently considered as thduglere a silent movie — “virtually wordless anithout any
sound”- but, in terms of a picturebook’s perfornemeound and rhythm are important features to kentanto
consideration (Shannon 1991: 138). Pictureboolsteate an inner rhythm that can be felt even when are not
read aloud (Oittinen 2000).
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punctuation such as full stops and commas canhkasesed to give the aloud-reader visual
hints on when to stop and when to make haste duhiegeading of a story (Oittinen 2003:
132).

Punctuation is used specifically to represent ndvaf& elements in communication and its
use is “an essential part of the audible-visualimabf speech” (Poyatos 1997b: 22). Since
picturebooks are one of the shortest types of theesg the punctuation that has been used
probably has specific functions to fulfil and trkaisrs must therefore pay particular attention
to this aspect of the picturebook text. Keepingciupebook’s rhythmic, read-aloud quality is
extremely important when translating because it lcame a large emotional effect on the
audience. Translators must thus be extremely aofatesir choice of words and style as well
as the tools of narration affecting a picturebookythm, flow and ‘oral sensation’.
Furthermore, since nonverbal communication like bakrcommunication is culturally
specific, they “need to become extremely sensitivall that happens or does not happen as
they translate a text” (Poyatos 1997b: 18).

Picture theory

Picturebooks initiate children to both literaturedavisual art. Pictures themselves fall within
the domain of visual art and they are “appropriajetiged by criteria derived from the fine
arts” (MacCann & Richard 1973: 43), which suppontg view that translators would benefit

from gaining some understanding of visual/graphic®a

To ‘read’ pictures and extract meaning from theuiees skills, specialised knowledge and
an awareness of certain conventions. For examipége tis “[tlhe convention of indicating
three-dimensional objects in a two-dimensional medby various forms of shading and
hatching” and “[tlhe convention of showing a paftsomething and implying the whole”
(Spink 1989: 61). However, other factors need to thken into consideration when
interpreting images. These include “the artist, witeates images... the audience, which
receives images... the work of art, which is an imigglf and might comprise a number of

images... the society in which the images are fourmhd the medium, which affects the

38 poyatos (1997a: 1) defines nonverbal communicatfollows: “The emissions of signs by all the leaital,
artifactual and environmental sensible sign systeamgained in a culture, whether individually orrmutual co-
structuration, and whether or not those emissionstitute behaviour or generate personal intenaétio

3% A more detailed discussion of visual/graphic art@uld be beyond the parameters of this reporimso
intention in this section is simply to point outrtzen aspects that may assist translators in task of ‘reading’
pictures. The following are some sources that ctwalcconsulted for further information: Barnard (839Kress
and van Leeuwen (1996), MacCann and Richard (1&t3jwarcz (1982), Nodelman (1988).
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images” (Berger quoted in Oittinen 2001: 113). tdey to apply this list to the translation of
picturebooks, one more factor can be added — tteskator, who receives images and texts

in words and rewrites them into a new iconotexhmtarget-language” (Oittinen 2001: 113).

Visual information tends to involve a large degoéactive personal interpretation. However,
although pictures do not have a formal grammah@linguistic sense, they do have forms,
styles and systems of usage, which enable thepnetation of their meaning (Worth 1981).
Elements such as colour, line, shape and textuseacterising an arrangement of symbols
and signs within a picturebook are aspects of igsal language that can be used within a
specified picture plane to achieve a particulae@fbr to serve a certain purpose (MacCann &
Richard 1973)Berger points out thadn image can also be analysed according to elements
such as dots, scale, balance, direction, volumptlifleperspective, proportion, lighting and
spatiality (Oittinen 2001: 113Moebius (1990: 131-147) uses the notion of ‘coderdfer to
these elements and his essay “Introduction to Ribhok Codes” could prove very useful to
translators investigating the ‘semantic structwé’picturebooks. He identifies five main
categories of codes in the picturebook: 1) codegosftion, size and diminishing returns 2)
codes of perspective 3) codes of the frame andhefright and round 4) codes of line and
capillarity 5) code of colod?. Shape is another aspect that could probably Hedatb this
list. The graphic codes of a picturebook are irtiva and simultaneous but they are not

always in harmony with the codes of the verbal (2990: 143).

In contrast to MacCann and Richard (1973), Moelfi#86), Nikolajeva and Scott (2001),
and Nodelman (1988) who “[dissect] the image i¢oseparate features (line, colour, shape,
etc.) and [analyse] them apart from each othergskrand van Leeuwen (1996) look “at the
way the structure of an image contributes to what image says to us” (Lewis 2001: 119).
More specifically, they propose a grammar of visiesigri* that can be applied to all kinds
of visual images such as diagrams, cartoons, phapbg, maps, pictures and paintings. As a
systemic functional grammar, it “focuses upon tleationship between structure and
meaning and is concerned with the uses to whiclg@sare put” (2001: 120). The grammar
is organised according to three metafuncfionthe ideational, the interpersonal and the
textual. These metafunctions “are not intended @éosbeen as acting independently of one
another... they interact and enmesh within wholestaxtd images to enable communication

and to realise meaning” (2001: 147). Kress andlweuwen’s grammar would have a lot of

4% For a detailed discussion of different coloursirthassociations and their significance in pictoas, see
Nodelman (1988: 59-67; 141-146).

41 See Kress and van Leeuwen (1996) for a comprefediscussion of the grammar.

42 These three metafunctions, adapted by Kress andLeauwen, are central to Halliday's (1985) systemi
functional grammar of spoken and written language.
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value to translators because it would enable theemctuire greater knowledge about how
meaning is encoded and communicated through thmsedium and to gain a clearer idea
of how the pictures in a given picturebook contbto the story they are helping to tell.
Analyses undertaken of the visual/pictorial struesuin picturebooks must always be
incorporated into an understanding of the book ashale. | believe that this would be
achieved when translators integrate the grammar iheir overall translation approach
because, in order to produce an iconotext in theetdanguage, they have to ensure that they
understand the unity of the verbal and the vissaWall as the ways in which meaning is

constructed through both media.

Semiotics

Over the last few decades, semiotics has beenedpiglivarious fields within the humanities
such as musicology, drama, architecture and atbrigiout it has not been extensively
incorporated into the theory of translation (Vansteeen 1978). Semiotics can be defined
generally as “an enormously broad approach to wtaleding such matters as meaning,
cognition, culture, behaviour, even life itself” y@ingham & Shank n.d.), and more
specifically, as “the science that studies sigrtesys or structures, sign processes and sign
functions” (Bassnett 1980: 13). At the heart of ®gits is the notion of ‘sign’, which *“is
anything that stands for something else...and evieiytban be seen as a sign of something
else” (Berger quoted in Qittinen 2001: 112).

Gorlée draws an important parallel between sensiadicd Translation Studies: both fields
deal with aspects of communication, although fraffeent methodological perspectives. In
addition, “both are concerned with the use, intetigtion, and manipulation of messages or
texts, — that is of signs” (1994: 11). Knowledge s&#miotics can enhance translators’
understanding of communication because as interdihgommunicators translators are
engaging in & social process, within a specified context, inclwhsigns are produced and
transmitted, perceived, and treated as messageas\irbich meaning can be inferre@Vorth
1981: 165; original italics). It is assumed that #igns people choose in a communicative
interaction are coded and that there are conveitimations between the signs. Charles
Peirce, acknowledged as one of the seminal theortdt semiotics, “gave equal
epistemological status to verbal and nonverbalssad sign systems” (Gorlée 1994: 12) and
his semiotics thus has considerable value for pbnok translation because both the visual

(nonverbal) and the verbal signs in picturebookshrmoinicate information and convey
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meaning. One of the most beneficial ways of gairangunderstanding of how meaning is

produced visually and of picturebooks in gener#hisugh semiotics.

[A semiotic approach] focuses on the conditions under whiglanings are
communicated... its prime interest is in the codes andegtmton which the
communication of meaning depends. It suggests the possibility system
underlying visual communication that is something like a grammsomething
like the system of relationships and contexts that makesal communication

possible (Nodelman 1988: ix-x).

Signs are “conveyed through sign systems calleésodoriarty 1994) and a distinction can
be made between ‘external’ and ‘internal’ codedeEhal codes “prepare people for the kinds
of experiences, behaviour and pleasures that ave &xpected in and from a certain kind of
product” and internal codes “govern the interpietatof signs within the work of art or
design” (Barnard 1998: 136, 125). In the contextpafturebooks, internal codes would
pertain to the use of particular layouts, typefaaed colours, which are conventional in
society in the sense that it is typically thoudidttchildren like exciting, bold and colourful
images. As mentioned earlier, translators bring@liheir own child/childhood images to the
process of translation. They do, however, neecttaviare that the use of internal codes “both
produces and reproduces the identity of childhaod aertain kind of thing: it produces and
reproduces childhood as having a specific meanh@98: 140).

A sign stands féf something else, which is called its ‘object’, aodether they constitute
Peirce’s semiotic dyad. The two are not equivalértygh, because a sign only stands for its
object in some respect. A sign can stand for ijeatbin three ways: as an icon, an index or a

symbol.

Icon is a sign of likeness; like a photograph, it resembleghihg to which it is
referring. Index is something that is in a causal relatignso its referent, like
smoke implying fire. Symbol is an artificial signovds are symbols referring to
things in the real world just by agreement. There ikgital connection between
meaning and the symbol itself; rather it's something tmad to be learned
(Oittinen 2004: 173-174).

43 “The ‘stands for process is the point where meaning is createth bimtough encoding (by the source) and
decoding (by the receiver — or ‘reader’ in semiatialysis)... [T]he link between the sign, or expi@ssand what
it stands for is understood by convention” (Moyat®94; original italics).
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In other words, an icon refers to an object throsighilarity and resemblance, an index refers
to an object through causality and a physical cotme, and a symbol refers to an object
through convention, a rule or a law. Unlike iconsl sndexes, symbols are arbitrary. In terms
of a picturebook, a picture/image is mon, or in Nikolajeva and Scott's (2001) terms, a
complexiconic sign a picture of a pig resembles a pig in real ifeword in a picturebook is

a symbo] or, a complexconventional sigrior Nikolajeva and Scott (2001), and ithased
purely on agreement among the members of a langymgap. Picturebooks thus
communicate by means of a combination of iconiaisi¢pelonging to the visual semiotic
system) and conventional signs (belonging to theébalesemiotic system). Aindexical
relationship then forms between the words and the picturess Trdexical relationship,
which may differ from book to book or even from pdg page, is essential to understanding
a picturebook’s narrative structure and it influesicthe translator's whole idea of a
picturebook including her/his choice of words (D 2004: 174).

In order “for a sign toact as a sign, it must enter into a relation with ibjéect’, be
interpreted, and so produce a new sign, its ‘imegmt®. This interpretative process is called
sign-action, sign-activity, or, in semiotic parl@ncsemiosis” (Gorlée 1994: 50; original
italics). According to Peirce, semiosis compriseged stages: Firstness, Secondness and
Thirdness. “Firstness is feeling that does not maéidnal explanation; Secondness is action;
and Thirdness is systemising, ordering, making eseasd thinking of the future” (Oittinen
2004: 174). Oittinen suggests a methodical approtchanalysing and translating a
picturebook that comprises these three phasesn&ss during this stage, the translator
recounts the story told in words and describeshigerfirst impressions of the visual.
Secondnessn this part of the analysis, the translator rebdth the verbal and the visual
more closely and may ask questions such as thenfioll): “in what ways do the verbal and
the visual interact? What is told in words and wisatold in images? What should I, as a
translator, take into consideration? What kind oblgems do | have with the visual?”
(Oittinen 2001: 118) Thirdnes¢he translator describes the strategies s/he gmgblduring
the translation process as well as the solutidms f@und to any particular problems that may
have arisen and finally s/he “gives his or her riatrpretation for new target-language
readers” (Oittinen 2004: 174).

44 «By interpretant [Peirce] means the idea contaiitethe concept as it is decoded or a subsequengtt to
which the sign gives rise” (Hoopes in Moriarty 1994 is important to bear in mind that every persull have
an individual interpretation based on her/his peasexperience.
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The notion of ‘interpretant’, which is particularlgnportant for understanding the ways in
which visual communication functions, transforms thyad (sign + object) into a semiotic
triad (sign [also called a representamen] + obteicterpretant)Sipe (1998: 102) shows how

the relationship among these parts can be vispadigented:

interpretant

object regemen

Sipe employs Suhor’s (1984) concept of ‘transméuligt the back and forth movement
between sign systems, to explain how relationsiipsveen words and pictures are
constructed. Reading, interpreting and understandicturebooks involves constant
movement across sign systems because, as hasrbpbastsed, they combine two semiotic
systems and their stories can only be understoall appreciated by considering the
information conveyed through both the verbal anduai channels. With regard to
picturebooks, then, two semiotic triads are reguif&ipe 1998: 102).

our interpretation of the text our interpretation of the pictures

text

In terms of transmediation, when we move across sygtems, the one semiotic triad serves
as the object of the other triad “and the integomefor this new triad must be represented in
the new sign system” (Siegel quoted in Sipe 199&).1Therefore, when we move from the
word sign system to the picture sign system (ireothiords, when we interpret the words in
terms of the pictures), “the semiotic triad witke tivords as representamen becomes the object
of a new triad, and the interpretant for this neiadt changes accordingly” (Sipe 1998: 102).
Sipe (1998: 103) demonstrates this as follows:

new inter pretation of pictures

our interpretation of text

text
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Then, when we move from the picture sign systenhéoword sign system (in other words,
when we interpret the pictures in terms of the wfithe semiotic triad with the pictures as
representamen becomes the object of a new triatl,ttan interpretant for this new triad
changes as well” (1998: 103).

new inter pretation of text

our interpretation
of pictures

text

The process of reading and interpreting picturebdokolves what Sipe (1998: 102) terms

‘oscillation’:

[W]e must oscillate, as it were, from the sign systdrthe verbal text to the sign
system of the illustrations; and also in the opposite tiinedrom the illustration
sign system to the verbal sign system. Whenever we mowssasign systems,
‘new meanings are produced,” because we interpret the tetdrims of the
pictures and the pictures in terms of the text in a piaign never-ending

sequence.

“Signs have no meaning outside of their context..nt€gt is the glue that binds visual and
verbal symbols together” (Lester n.d.) so, fromemistic perspective, the translator is urged
once again to interpret both the verbal and visigals of a picturebook within their context.
The words must be interpreted in the context of phietures, and vice versa. Sipe’s
application of the notion transmediatdis an extremely beneficial way of gaining a sounde
understanding of how we relate verbal and visuaissin picturebooks, and ultimately of how
a given picturebook works. In applying transmediatito an analysis of a source text
picturebook, the translator would realise the catrole played by both the verbal and the
visual in the production of meaning. In additiong¢ls an analysis would reveal that there are
infinite possibilities to meaning in the verbalwé interaction because “we can never quite
perceive all the possible meanings of the texgliothe possible meanings of the pictures, or

all the possible meanings of the text-picture refethips” (Sipe 1998: 101).

5 For an example of how the semiotic theory of traediation can be applied practically to a pictumbcsee
Sipe (1998: 103-106).
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Poststructuralism, deconstruction and semioticse haontributed to Translation Studies by
suggesting that texts cannot be pinpointed dowen ¢mgle meaning because of the web-like
complexity of signs and language, and there is ‘dls® continuous displacement of meaning
in the field of vision and the visible” (Rogoff 18915). The process of finding meaning (both
verbal and visual) is thus a never-ending procéggerpretation. The semiotic approach also
“stresses the idea that images are a collecti@igos that are linked together in some way by
the viewer” (Lester n.d.) which highlights the setijve nature of reading and subsequently
translating picturebooks. Picturebooks can be neadany different ways and are open to a

variety of legitimate interpretations.

Conclusion

Despite their brevity and apparent simplicity, madeicturebooks are a complex form of
literary art. Translators need to develop a thohowgderstanding of how picturebooks
communicate and convey meaning on both the vermhlvasual levels because picturebooks
must be translated as a ‘whole’, reflecting theyuaf the two media. | believe that translators
would benefit by adopting an eclectic approacth®ttanslation of picturebooks because this
would enable them to acquire greater knowledgeouf picturebooks work and how they can
best be translated. In the next chapter, | lookat two picturebooks have actually been
translated and | try to assess the extent to wihiehtranslator has maintained a unity of
words, pictures and effects, in other words, theemxto which the translator has been

successful in producing iconotexts in the targeglsmge.
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A VERBAL-VISUAL ANALYSIS



Methodology

In the previous chapter, hermeneutics, dialogicsader-response theory, film/theatre
translation, picture theory and semiotics were ufised as a way of suggesting the various
means by which the reading, understanding and atéiy the translating of picturebooks can
be approached. From different angles, each appreaeals the important role played by the
visual (pictures and other visual elements) in tmieing and communicating a picturebook’s
meaning. A picturebook cannot be read, understoodiranslated without a careful

consideration oboththe verbal and the visual media.

For the purposes of this study, | have decidecatoymut a comparative analy§isf each of
the two picturebooks chosen for the case stidiyicess SmartypantandPrince Cinders
and their French translatio&incesse Finemouchend Prince Gringaletrespectively. |
have created the following simple model of the yoiebook ecosystem [using Lewis’ (2001)
notion], which serves as a theoretical basis ferahalyses of the two picturebooks.

Verbal THE PICTUREBOOK ECOSYSTEM

Visual

Effect(s)

The model illustrates the interdependence of thebale the visudl and effect(s)
characteristic of most contemporary picturebodkat is, it depicts a picturebook’s following

features:

46 The analyses are based on my personal internetartid opinions.

47 As mentioned in Chapter 3, the visual in pictuahsorefers to pictures as well as other aspecth ssc
typography, layout, picture sequence, sentencetsteiand punctuation. Some visual aspects obwiaustriap
with typically verbal features but this merely rfeirces the interconnectedness of all the stranddngaup a
picturebook.
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¢ The verbal influences the visual in some way ortlaero(can add to or even change the
meaning of the visual)

* The visual influences the verbal in some way ortla@ro(can add to or even change the
meaning of the verbal)

« On its own, the verbal can create a particularctig (for example, irony, humour,
contradiction)

« On its own, the visual can create a particularctf® (for example, irony, humour,
contradiction)

* Together, the verbal and the visual create a mbtok's total narrative and effect(s)

The analyses are based on how the elements listed have been translated or changed in
the target texts.

VERBAL ELEMENTS

The title of the book

The names of the characters

Source text information

Alliteration

Rhyming

Degree of emphasis of verbs/adjectives

Wordplay

VERBAL/VISUAL ELEMENTS

Source culture markers

Text items in the pictures
Sentence length and structure
Endpapersttitle page

VISUAL ELEMENTS

Performance hints (e.g. style and shape of lefparsicular punctuation, capital letters)
Layout
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Some of the above elements may be omitted frorarlagyses if they are not sufficiently or at

all relevant to the picturebook in question.

In the second part of Chapter 2, various featufethe contemporary picturebook were
discussed, including its polyphonic and postmodeature. Intertextuality is a significant

postmodern technique characterising both the mbtusks in the case study. The notion
“refers to all kinds of links between two or moexts: irony, parody, literary and extraliterary
allusions, direct quotations or indirect referentmegprevious texts, fracturing of well-known

patterns, and so on. In picturebooks, intertextyiadis everything else, works on two levels,
the verbal and the visual” (Nikolajeva & Scott 20@27-228). The parodical elements and

intertextual references of the two books are dsed$n the relevant section of each analysis.

Since translation necessarily involves two différlamguages and cultures, shifts frequently
occur during the translation process. A pictureb®afect hinges greatly on the above
verbal and visual elements; the analyses aim tatifgjeany shifts in these elements that may
or may not affect the performance aspect of the pweturebooks (referring to their read-

aloud, rhythmic quality), their humour and basialerlying message. In other words, the
analyses attempt to highlight those shifts thatioed in translating that may or may not alter
the effect(s) of the picturebooks. The model of dvesystem illustrated above is used to
account for the shifts and, possibly, to identifie tstrategies adopted by the translator in
instances where certain parts of the text (verbaisual) may have presented difficulties. In

addition, it is used to assess the extent to witiehtarget texts maintain the overall unity of
the verbal, visual and effect(s) characterisinggberce texts, in other words, the extent to

which the target texts maintain the particular ratf the source text iconotexts.

The analyses

Before the analyses are carried out, one or twi lpects about a picturebook’s layout can
be pointed out. Firstly, the two picturebooks (irtihg their translations) analysed in this
case study are in landscape format as opposed rtoaipdormat. The diagram below

illustrates the layout of a picturebook in landse&grmat.
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Double page spread/page-opeffing

A
~ N

Left-hand page Right-hand pag¢

Recto

S X

Gutter Vers®®

The pages of the case study picturebooks are mobered. Instead of referring each time to
the left/right-hand page or the recto/verso offitet, second or third etc. double page spread,
I have decided to facilitate my task by numbering pages of both picturebooks as well as
their translations. The numbering starts from thgepon which the story commences, that is,
from the page following the title page and it eodsthe final page of the written story. The
numbering of each picturebook and its translat®idéntical, in other words, page 5 refers to
the fifth page of both the source and target tdktswust be noted that the analyses of the two
picturebooksPrincess Smartypant$1996) andPrince Cinders(1997) are based on their
translationgPrincesse FinemouchandPrince Gringaletas found in a hard-cover collection
of three stories entitletle prince, la princesse et le p'tit rgl999). The third story, also
written and illustrated by Babette Cole, is calletiP’tit roi Chamboule-Tout (King Change-
a-lot). The original edition of this collection was pubkshin the same year under the title

Smartypants, Cinders and Change-a-lot.

| italicise all French words in the two analysesl,awhere quoting from the translated

picturebooks, | retain the particular quotation ksaand spacing that have been used.

8 Double page spread refers to “[tlhe complete Vislisplay created when a picturebook is opened fiamt
showing the left- and right-hand pages side by.sitle term is used interchangeably witige-opening” (Lewis
2001: 168).

49 Recto — “The surface of a page that appears on the-hght side of a page-opening. The surface that is
revealed on the left when the page is turned evtdraver so” (Lewis 2001: 170).
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ANALYSIS 1

Princess Smartypants — Princesse Finemouche

VERBAL ELEMENTS

Thetitle of the book

SOURCE TEXT TARGET TEXT

Princess Smartypants Princesse Finemouche

According to Collins English Dictionary (2003), &marty-pants’, also known as a ‘smarty-
boots’ or ‘smarty’, means a “would-be clever pefson other words someone who would
like to be seen as clever and thus tries to askecléPrincess Smartypants’, the title of this
picturebook, refers to the protagonist of the stayo thinks that she is very smart and
cunning by setting her suitors a series of tasks$ $ihe is certain they will not be able to
perform, that is, until Prince Swashbuckle appearthe scene and her plans are thwarted for
a while. From_pages 20 to 2the princess is shown with a very different egpien on her
face — she is highly unimpressed by Prince Swadthyscarrival and by the fact that he can
accomplish each challenge with resourcefulness rahative ease. The title has been
translated into French afrincesse FinemoucheAccording to Le Nouveau Petit Robert
(1993), ‘fine mouche’ designates a personne habile, rus&e meaning a clever and
cunning/crafty/sly person. There is a slight siftneaning because the source text title refers
more to a person who likes to think that s/he isr$rin all s/he does and says. However,
considering the fact that Princess Smartypants doaslly conquer in the end by getting
what she wants,Princesse Finemouchds an appropriate translation. In addition, the

translation has retained the compound nature afdiiece text title and protagonist’s name.

Interestingly, a slang translation of ‘smarty-panis ‘je-sais-tout (literally ‘I know

everything’). TheDictionnaire bilingue de I'argot d’aujourd’hu{1996)illustrates its usage
as follows: “I don’t know the answer but let me asharty-pants over therg ne connais pas
la réponse mais je vais demander a Monsieur Jetsais. ‘ Je-sais-todtcould perhaps have

been used but it would have been rather cumbersmuevould have disrupted the flow of
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the story. The translator's use of the woRinemouche shows her consideration of the
importance of keeping a picturebook’s rhythmic,dr@doud quality. In addition, the word
maintains the book’s inherent cheeky and playfulireg which is a large part of its intended
effect. It is clear from the book’s title (the vatpas well as from all the pictures (the visual)
that this is not a classic fairytale with a classiding (effect) and this is maintained in the

translation.

The names of the char acters

The table below gives the source text names andtthaslations in the order in which they
appear in the story (the name of the protagonishc®ss Smartypants, has been discussed

above).

SOURCE TEXT

TARGET TEXT

Prince Compost

prince Beaugazon

Prince Rushforth

prince Risquetout

Prince Pelvis

prince Elvis

Prince Boneshaker

prince Vieutacot

Prince Vertigo

prince Vertigo

Prince Bashthumb

prince Malabar

Prince Fetlock

prince des Arcons

Prince Grovel

prince Carpette

Prince Swimbladder

prince Tuba

Prince Swashbuckle

prince Flambard

Prince Compost pages 7 & 8
In the picture, Prince Compost is seen with a gardespade and fork and he presumably

gets his name from his gardening abilities (seestitation 20). The name has been translated
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as prince Beaugazdnthe two words beau gazohliterally meaning ‘beautiful lawn/grass’.
The name could have been translated using the lrreqeivalent ‘compost’, thusprince
Compost However, Beaugazohdoes work in the context because it not only &asce ring

to it when read aloud but it also conveys the ithed this prince should be able to look after a

garden, which is the underlying idea of the sotestname.

Prince Rushfortk page 9

‘Rushforth’, a made-up name, refers to the notluat this prince is known to be impulsive
and rushes into things quickly without giving higtians much or any thought at all. The
name has been translated BRésquetout meaning ‘daredevil’ which is defined by Collins
English Dictionary (2003) as “a recklessly bold qmer’. There is a slight shift in meaning
because, according to my interpretation, the sotexkename does not necessarily refer to
someone who is ‘bold’ but rather someone who iseitmpus. Prince Rushforth is asked to
feed Princess Smartypants’ pets because he istexptec'rush forth’ and carry out this task
not knowing or even thinking about what type ofspgie keeps. The picture shows only the
lower half of the prince’s legs and his shoes; && tmade a very quick escape from the sharp-
toothed dragons waiting to be fed. Taken with tltupe, the French translation works well
because regardless of what his name suggestgrithée is not bold enough to accomplish
the task of feeding the princess’ pets and thussfligom the scene. Therefore, the basic

humour of this scene remains the same in the téeget

She asked
Prince Rushforth
tofeed her pets.

lllustration 3
(Cole 1996)

Prince Pelvis- page 10
Prince Pelvis is challenged to a roller-disco ntavatwith Princess Smartypants. As depicted

in the picture, this entails dancing on roller-glsato music. Rock n’ Roll legend, Elvis, was
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known as ‘Elvis the Pelvis’ because he was famousis gyrating dance moves and this is
where Prince Pelvis in the picturebook gets his enaktis name is ironic and humorous
(effect), though, because contrary to expectat{fmosn the verbal), this prince does not have
any dancing agility on roller-skates. He is showthie picture flat on his back, his face green
and tongue hanging out. The name has been trashglatprince Elvis, and considering the

expression ‘Elvis the Pelvis’, it is extremely ifiig.

She challenged
Prince Pelvisto a
roller-disco marathon.

lllustration 4
(Cole 1996)

Prince Boneshaker page 11

Collins English Dictionary (2003) defines ‘boneskgkas follows: “1) an early type of
bicycle having solid tyres and no springs.S2angany decrepit or rickety vehicle”. Prince
Boneshaker is invited on “a cross-country ride”Rincess Smartypants’ motorbike; it is not
just any old ride — it is flying over a streamléttdam filled with sharp-toothed water
snakes/creatures (see lllustration 8). The naméées translated a¥ieutacot meaning a
‘jalopy’, ‘old banger’ or ‘rattletrap’ and this mains the inherent humour of the task the

prince is set. The target text name also correspad to the visual of this scene.

Prince Vertigo- page 12
‘Vertigo’ refers to “a sensation of whirling andslof balance, caused by looking down from

a great height or by disease affecting the inneroeahe vestibular nerve” (The Concise
Oxford Dictionary 1999). Prince Vertigo’'s name atnsly refers to the first meaning of the
word, especially when considering the task he is-s® rescue Princess Smartypants from
the top of her tower. The name has remained thes danthe target text but it is worth

pointing out that the French equivalent of ‘vertigas used in this context, is usually

‘vertige(s). The expressionavoir le vertigé means to suffer from vertigo, get giddy or
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dizzy. According toLe Nouveau Petit Robe(l1993), however, the French wordeftigo
refers to a fnaladie du cheval, méningo-encéphalite qui provogies mouvements
désordonées, des tournocieméntshe English equivalent of this is ‘staggers’ whiis
defined by Collins English Dictionary (2003) asdigease of horses and some other domestic
animals characterised by a swaying, unsteady gaitsed by infection, toxins, or lesions of

the central nervous system”.

Prince Bashthumb pages 13 & 14

| would interpret the made-up name ‘Bashthumb’ asaming someone who is clumsy in
doing tasks such as chopping or hammering and marsages to bash his thumb in the
process. Prince Bashthumb is sent to chop firewiledbe wood and is seen holding a small
axe and running away from the trees that are chbasim. In the target text, this name has
been translated aMalabar, meaning muscle man, hefty fellow or strong mBased on my
interpretation of ‘Bashthumb’, there is a distidécrepancy in meaning. However, this name
does work because many of the princes in this doryot, as shown by their actions (the
visual), live up to what their names suggest (tebal). The target text thus creates a new
interaction between text (the name of the prinde prince Malaba) and picture (the prince

is illustrated as a scrawny, terrified boy abandgrhis task and running away), one that is

more humorous and ironic.

lllustration 5
(Cole 1996, 1999)

Prince Fetlock- page 15

‘Fetlock’ refers to “a projection behind and abavéorse’s hoof: the part of the leg between
the cannon bone and the pastern”; it also refefshi tuft of hair growing from this part”
(Collins English Dictionary 2003). The prince isvgn this name because he is obviously
supposed to be a skilful horse rider. ‘Prince Fddlchas been translated agrince des
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Arcons. The French word drgon can mean ‘cantle’, which Collins English Dictioga

(2003) defines as “the back part of a saddle tlgtes upwards”. Although there is a clear
change in meaning, the translation retains thetatipm theme specific to this scene of the
story — Prince Fetlock is asked to put Princessr§mants’ pony through its paces but this is

certainly a ‘pony’ with a difference as shown ie thicture (see lllustration 9).

Prince Grovel- page 16

The verb ‘to grovel means to “crouch or crawl alg on the ground” or to “act
obsequiously to obtain forgiveness or favour” (Thencise Oxford Dictionary 1999). In a
way, the picture of Prince Grovel depicts both nirege of this word, although he is on the
floor purely because he is being weighed down by @ueen’'s shopping parcels (see
lllustration 15). The name has been translateCasgpette, which literally means ‘a rug’ but
which figuratively refers to ‘a doormat’ or ‘ser@ilperson’; it is therefore a very good
translation. The prince is certainly being sertdethe Queen while she does her lingerie
shopping but he is not succeeding in his task lseche has already collapsed from the sheer
weight of all her shopping parcels. The target teas a rhyming sequence Earpette

rhymes with émplettesat the end of the sentence.

Prince Swimbladder pages 17 & 18

The Concise Oxford Dictionary (1999) defines ‘swhitadder’ as “a gas-filled sac in a fish’s
body, used to maintain buoyancy”. The translatibfPance Swimbladder’ isprince Tubg
‘tuba meaning a ‘snorkel’. Although the picture showdiger and not a snorkeller, this is an
adequate translation considering the average atfgedfrget audience and the nature of the
task the prince is set — to retrieve Princess Smpants’ magic ring from the goldfish pond.
The translation also retains the source text humaie fact that the prince is all geared out

in diving kit simply to get into the pond.

Eille ardonna au prince Tuba de récupérer son anneau
magique dans le bassin des poissons rouges.

lllustration 6
(Cole 1999)
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Prince Swashbuckle pages 20-28

Prince Swashbuckle is a made-up name but it isverifrom the English noun
‘swashbuckler’, which refers to “a swaggering oanfboyant adventurer”, ‘swaggering’
meaning arrogant and ‘flamboyant’ meaning showyll{@English Dictionary 2003). These
characteristics are clearly illustrated in all thietures of Prince Swashbuckle who has a
smarmy look on his face when carrying out the uaitasks. The name has been translated as

‘Flambard, meaning swank or show-off and | think this isideal translation.

Each prince’s name fulfils a particular functiontlire story. Together with the visual of each
scene, the verbal (the prince’s name) determineshthmour and irony implicit in the task
each prince is set by Princess Smartypants. InstefiNord’s (for example 1991) functional
approach, the function of the names is a crucipéetsto consider in translating this story
because it has a large bearing on the overall teffeavell as the extent to which the target
text is purposeful and meaningful to the targetienck. It is clear from an analysis of the
target text names that the translator has asselssefinction of the names in light of the

pictures, maintaining and in some instances enhgrtbie humour of each scene

Sour cetext infor mation

This section highlights certain parts of the souacel target texts that reveal a shift in

information.
PAGE NO. SOURCE TEXT TARGET TEXT
1 She enjoyed being a Ms. Cela lui plaisait bien d’étre une demoisellg.

The very essence of this story told verbally armli@ily is the fact that Princess Smartypants
does not want to get married; she enjoys her sisigiis and the company of her so-called
pets. According to Collins English Dictionary (2003Vis’ refers to a “title substituted for
Mrs or Miss before a woman’s name to avoid making a distincbhetween married and
unmarried women.” According to this definition, ‘M the source text does not wholly

convey the protagonist’s wishes. In the target, te@tvever, the worddemoiselléis a better
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reflection of her desired status because it smadifi means a single woman. An additional

point is that her title is actually ‘Princess’ amat ‘Ms’.

PAGE NO. SOURCE TEXT TARGET TEXT

her pets

ses petits chéris

A large part of the picturebook’s humour is basedttee notion that Princess Smartypants’
pets are not pets in the conventional sense ofthid. Although she has a pony and two dogs
(shown on page)lher pets also comprise huge scaly dragon-likatares, a giant snail, an
oversized rat, an enormous hairy spider and aga#dii. Moebius’ (1990) ‘code of size’
(mentioned in Chapter 3), which refers to whetheharacter is large (‘close-up’) or small
(‘distanced’), has relevance to this example. “[éjaracter depicted as large has more
significance (and maybe more power) than the cheracho is small” (Nikolajeva & Scott
2001: 83). The large size of the pets is indicatizehe extremely significant role they play in

the protagonist’s life.

Mais la princesse désirait vivre dans son chateau  avec ses petits chéris et n'en faire qu'a sa téte,

lllustration 7
(Cole 1999)

The word ‘pets’ has not been translated with trenEh equivalentsahimaux domestiques
‘“animaux familiers’ or ‘animauxde compagnie However, considering the code of size,
additional humour is created in the target texth®y expressionpetits chériswhich literally
means ‘little darlings’ and is a term of affectidrne target text thus establishes an ironic text-

picture interaction.
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PAGE NO. SOURCE TEXT TARGET TEXT

5 animals bestioles

Princess Smartypants’ mother, the Queen, tells tbefstop messing about with those
animals”, obviously referring to all her pets. Th®rd ‘animals’ has been translated as
‘bestiole§ which means ‘little animals’ or ‘little creatuse This corresponds in the target
text to petits chéris Although there is no reference to small aninialthe source text, there
is still humour in the use of this word becausethaspictures show, the princess’ pets are by
no means small. Once again, the target text eskegslian ironic verbal-visual relationship

that did not characterise the source text.

PAGE NO. SOURCE TEXT TARGET TEXT

6 making a nuisance of themselves faire les interéssants

The princess is annoyed by the fact that she cdmndtgft alone in peace and this is why she
finds the continuous arrival of princes a ‘nuiséndée the target text, however, this is not
expressed and the phradaire les interéssantss used in instead. In Frenchfaire I
interéssaritmeans ‘trying to show off’, ‘to be clever'. This a significant shift in meaning,

although by extension this could probably be imetgd as being a nuisance.

PAGE NO. SOURCE TEXT TARGET TEXT

slugs

8 les chenilles

Collins English Dictionary (2003) provides the @dling definition of ‘slug’: “any of various

terrestrial gastropod molluscs of the gendmax, Arion,etc., in which the body is elongated
and the shell is absent or very much reduced.’g’Skithus a rather general word for various
creatures one might find in one’s garden and lkihitnhas been used deliberately for a
humorous effect — one of the slugs in the princgastien is a gigantic caterpillar with very
sharp teeth, which is not what one would expebitdesignated by this word (see lllustration
20). ‘Slugs’ has been translated abenilles (caterpillars), which, although is an accurate

translation with regard to the picture, does nategachieve the humorous effect of the source
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text. Interestingly, the related adjective of ‘sliggylimacine ‘limace being the French word
for ‘slug’ and which could have been used in thigaatext. At the same time, however, there
is still some humour in the use of the woonthénilles because one does not expect to see

such a large, fierce-looking caterpillar.

PAGE NO. SOURCE TEXT TARGET TEXT

10 roller-disco marathon un concours de rock en patins a roulettep

‘Roller-disco marathon’ is difficult to translateetause it is a made-up phrase with ‘roller-
disco’ being the qualifier of ‘marathon’. It is k@n up into the following three nouns: roller-
skate, disco and marathon. The phrase refers ttaghkePrincess Smartypants sets for Prince
Pelvis — to see who can dance on roller-skates usiarfor the longest period. The disco
aspect is illustrated in the picture by all the trabloured flashing lights and stars (see
lllustration 4). ‘Roller-disco marathon’ has beeantslated asun concours de rock en patins
a roulettes The noun toncour$ means contest or competition and does not realfyress
the time aspect implied by the word ‘marathon’hie source text. The nourotk also has a
slightly different meaning to ‘disco’, referring meto rock ‘n’ roll. However, there is a
French expression similar to that used in the taege — ‘concours de rock acrobatiquso
with ‘patins a roulettés (roller-skates) substitutingacrobatiqué it is at least a familiar
phrase for the target culture. In addition, by $tating ‘disco’ as rock, the translator has

established a good link with the prince’s namémtarget text {grince Elvis.

On page 22'roller-discoed’, the verb derived from ‘rolleisgo’, is translated generally and

broken up asdansa et patinadanced and skated).

PAGE NO. SOURCE TEXT TARGET TEXT

11 cross-country ride on her motorbike une balade a moto

The adjective ‘cross-country’ used in this sentemsans “by way of fields, woods etc., as
opposed to roads” (Collins English Dictionary 2Q08Jthough the translationbalade a
motd (ride on a motorbike) does not convey this specifeaning, it creates additional

humour with regard to the picture in this scene;thy expression ‘ride on a motorbike’,
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Prince Boneshaker would certainly not have envesiording in the air across a stream filled
with sharp-toothed snakes.

Elle invita le prince B g v

Vieutacot a faire une
balade & moto.

=
lllustration 8
(Cole 1999)
PAGE NO. SOURCE TEXT TARGET TEXT
15 put her pony through its paces dégourdir un peu son poney

The English expression ‘put someone through hisepameans “to test the ability of
someone” (Collins English Dictionary 2003) and tliis case, for Prince Fetlock to test the
ability of Princess Smartypants’ pony. However, taeget text has used an expression
meaning ‘to teach someone a thing or two’ whichaisignificant shift in meaning. The
following French expression could perhaps have lised: faire parader son ponéyOn the
one hand, the verbal does not work with the vifigalause it is clear from the picture that
Prince Fetlock is not teaching the pony a thingaar. On the other hand, it could be said that
the verbal does work because the expression usedawgain creates a more ironic, humorous

text-picture interaction than that of the sourocd.te

lllustration 9
(Cole 1999)

Elle suggéra au prince des Arcons de dégourdir
un peu son poney.
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PAGE NO. SOURCE TEXT TARGET TEXT

19 They all left in disgrace. lls repartirent tous vexés comme des poux.

The princes leave in disgrace not having been @bkccomplish their tasks. ‘Disgrace’ is

defined by Collins English Dictionary (2003) ascandition of shame, loss of reputation, or
dishonour”. However, according to the target téxe, princes left livid/hopping mad and this

translation does not correspond with the pictureabse it shows the princes leaving with a
look of shame and despondency on their faces ahd fwwk of enragement (see lllustration
23). The effect of this is an ambiguous interpretabf the target text.

PAGE NO. SOURCE TEXT TARGET TEXT

20 Then Prince Swashbuckle turned up| C’est alors que le prince Flambard sonna

a la porte du chateau.

According to the target text, Prince Swashbuckiertit just turn up — he rang at the door of
the castle. Although there is additional informatim the translation, it is not significant
because the picture shows the prince standingeatptimcess’ door in front of which is

suspended a chain to ring a bell.

lllustration 10

(Cole 1999)
C'est alors que le prince Flambard sonna i la porte du chateau,
PAGE NO. SOURCE TEXT TARGET TEXT
21 her garden ses plates-bandes
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Prince Swashbuckle stops the slugs eating Prin&sartypants’ garden. ‘Garden’ is
translated in the French text more specifically @ates-bandeésmeaning ‘flowerbeds’ and,
looking at the picture, this is actually a morewete and fitting description. The translator
obviously thought that the wordardin’ (garden) was too vague a noun to use when the
picture specifically shows flowerbeds; she thususidid her choice of vocabulary in

accordance with the picture.

Il empécha les chenilles de dévorer ses plates-bandes. ..

llustratidrl
(Cole 1999)
PAGE NO. SOURCE TEXT TARGET TEXT
23 He rescued her from her tower. Il escalada la plus haute tour et vint a son
secours.

In this scene of the story, the target text deseriPrince Swashbuckle’s actions more
specifically: he climbed the highest tower and caméer rescue. As mentioned under the
section ‘Reader-response theory’ in Chapter % important that translators do not fill gaps
that have been left for the reader’s own interpi@ta The translation of this scene retains the
gap in the verbal text that is filled by the visuahmely, the means by which the prince

succeeds in climbing the glass tower.

lllustration 12
(Cole 1999)

1l escalada la plus haute tour et vint & son secours.
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PAGE NO. SOURCE TEXT TARGET TEXT

29 When the other princes heard what had Quand ils apprirent ce qui était arrivé &

happened to Prince Swashbuckle, none ofleur copain, les autres princes n'euren
them wanted to marry Smartypants...| plus du tout envie d’épouser la princesse
Finemouche...

In this final part of the story, Prince Swashbudklaot referred to in the target text by his
name but as one of the princes’ ‘frienddeyr copairi). However, there is no indication
(verbally and visually speaking) in the source tettany interaction let alone ties of

friendship between Prince Swashbuckle and the atiherprinces.

Degree of emphasis of verbs/adjectives

Below are three instances where there has beeargetin emphasis.

PAGE NO. SOURCE TEXT TARGET TEXT

eating her garden

se goinfrer dans son jardin

The verb used in the target tege‘goinfretis much stronger than that used in the source tex
because it means ‘to stuff oneself’, ‘to make agfigneself’. The translator probably decided
to use a stronger verb based on the visual — therenus size of the slug and its sharp teeth

(see lllustration 20). Therefore, the visual dikeetffected the translator's choice of verb in

this scene.
PAGE NO. SOURCE TEXT TARGET TEXT
12 & 23 tower la plus haute tour

For some reason, the translator decided to addljecteve, more specifically a superlative —
the highest — to the translation of ‘tower’. Thiemaly emphasises the already difficult task

the princess sets the prince — to rescue her fnenop of a glass tower.
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PAGE NO. SOURCE TEXT TARGET TEXT

21 fed her pets gava ses petits chéris

Whereas the phrase ‘feed her pets’_on paget@anslated asbourrir ses petits chéris‘fed

her pets’ on _page 2ik translated with a significantly stronger verbgavd which means
‘stuffed with food’ or ‘force-fed’. However, thisags not seem to match the picture, which
illustrates how the prince feeds the princess’ pely dropping food (bones) down to them
from out of a helicopter. There is thus a discregdn the target text between the verbal and

the visual.

<5 lllustration 13
(Cole 1999)

... il gava ses petits chéris...

Wordplay

There are two examples of wordplay in the sourgesiory.

The first is on_page Swhere the princess’ mother tells her to “smartersélf up”.
Considering that the protagonist is called ‘Prisc8martypants’, | believe this verb has been
used deliberately to correspond to her name, hsittitne in a different sense of ‘smart’, in
other words, to make herself neater. The princesdepicted in the picture wearing dirty
dungarees and Wellington boots. This play on wamisid not have been achieved in the
target text: ‘Smartypants’ is translated &nemouchkand ‘smarten yourself up’ asu

pomponnes un peuneaning ‘get dressed up’, ‘spruced up’, ‘dollga.

The second instance of wordplay occurs in the teenss of the Queen going shopping
(pages 16 & 2B one of her shopping parcels and the sashes ingvéhre elephants are
marked ‘Harrolds’, which refers to the world-famaexclusive department store in London —

Harrods. It is therefore an intertextual refererinethe target text, the label on the shopping
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parcel and on the sashes has been changerthtifayetté and this refers to the exclusive
department store in Francealeries Lafayettésee lllustrations 16 & 18). The translator has
used the strategy of substitution, replacing thew®text intertextual and cultural item with
one that is meaningful to the target culture arad treates a similar effect. In addition, the

translator has succeeded in achieving the sameokiwdrdplay.

VERBAL/VISUAL ELEMENTS

Sourceculturemarkers

Since Princess Smartypantsis by a British author and illustrator, it contaia couple of
references specific to the British culture. TheelatHarrolds’ discussed above is a clear
source culture marker as well as the use of thelvimiles’ on page 22vhich has been
changed toKilométres (kilometres) in the target text because thishis tinit of measurement

used in France.

lllustration 14
(Cole 1996, 1999)

On the cover page of the source text and on paes 1
and 22of both the source and target texts, the pictures
show the princess’ motorbike with a plaque attadioed
the front wheel (serving as the number plate) amd o

is written ‘H.R.H.S.P’ that stands for ‘Her Royal
Highness Smartypants’. The title ‘Her Royal
Highness’, although used in other countries with a

monarchy, is a British culture marker. It has bésh

unchanged in the target text but it could have been
translated as follows: ‘S.A.R.F.M’ -Son Altesse Royale Finemouchdut this would not
have had any meaning for the target culture. Thetups also show the make of the
motorbike ‘Norton’ with its specific label desigMNorton is a very well known British

motorbike and, likewise, this has been left uncleang the translation.
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As mentioned in the previous chapter, all the viebanventional) signs and visual (iconic)
signs comprising a picturebook carry meaning arel ittdexical relationship that forms
between the two types of signs affects one’s imggtion of the story. The abbreviation
(H.R.H.S.P.) and the name of the motorbike funcasnsigns, more specifically, signs that
are specific to the source culture. A dialogic vietows that all the different parts of a
picturebook influence each other and contributeh® whole. Although these signs are
relatively minor details in the pictures, they ety contribute to the overall postmodern,
playful intention of the picturebook. However, ueatd in the target text, they create some
‘foreignness’, which slightly disrupts the unity thie verbal and the visual and interferes with

a meaningful interpretation. These signs would tlensain dormant in the target culture.

Text itemsin the pictures

The following labels and written text also functies signs that significantly influence the
interpretation of the accompanying pictures. Theyerbal signs that particularise the visual
and contribute greatly to the humour of the respedcene. Furthermore, they add another
dimension to the process of oscillating becausedhder is required to shift from the verbal
to the visual sign systems and vice versa withi gictures themselves. Any written text
within the pictures must thus receive sufficieneation in the translating process in order for

the unity of the verbal, the visual and the intehd#ect of each picture not to be disrupted.

She told Prince Grovel to take her £ . ; E.lle ditau plince‘tiarpe(le‘ — = =
Mother the Queen shopping. | 3y 5 1) d’'emmener la Reine-sa-Mere Llﬂ%ﬂﬂe‘ p,ou;a'_Da,mgs ¢
faire des emplettes d—e——— .
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lllustration 15 lllustration 16
(Cole 1996) (Cole 1999)

On page 16there is the scene of the Queen doing her shgppirthe top right-hand corner
of the page, there is a sign indicating the padicpart of the shop in which the Queen and
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Prince Grovel are — ‘Lingerie Department’ which Hasen translated ad.ihgerie pour
Dames (Women'’s Lingerie). Prince Grovel is being weighgown by the shopping parcels,
some of which bear the shop’s name — ‘SHOES BY 02| ‘CORSET CORNER’, ‘THE
BLOOMER SHOP’ and ‘Harrolds’ (the latter alreadyvimy been discussed). The label
‘CORSET CORNER’ has been translated At) ‘CORSET CHICand ‘THE BLOOMER
SHOP’ as SLIP SHOP The English word ‘bloomers’ is defined by CoHBinEnglish
Dictionary (2003) as “women’s or girls’ baggy knék”, which are not quite the same as the
French word $lip’ simply meaning ‘panties’. For some reason, thkelaSHOES BY
DAVIDE’ has been omitted, which is odd becauserthme ‘Davide’ could easily be French
and this is the only label that has not been teded|

On page 24Prince Swashbuckle is running through the foaest there is a signpost on the
left-hand side of the picture that is marked ‘ROYAORESTRY COMMISSION FIRE

BROOMS'. ‘Forestry Commission’ is a source cultumarker referring to “the Government
Department [which is] responsible for forestry pglthroughout Great Britain... The mission
of the Forestry Commission is to protect and expBnthin’s forests and woodlands and
increase their value to society and the environtn@fdrestry Commission Great Britain).
The word ‘royal' has been added to fit in with tseoryline. In France, the Forestry
Commission is more or less equivalentlt@ffice des Forétsbut it has been translated more
literally as COMMISSION ROYALE DES BALAYETTHESlayettes’ meaning ‘small (hand)

brushes’. The qualifier ‘forestry’ has been omitted

In the bottom picture on page ,2dhere are two books lying on the grass in frdnPnce

Swashbuckle’s feet, their titles being ‘Trancesd &dypnotise’.

lllustration 17
(Cole 1999)

.

ST Il réussit méme a dompter son sale poney.

These are important visual clues (functioning ams), indicating how exactly the prince

manages to tame the pony but they have been [EBftgtish in the target text. It is not a major
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problem, though, because the French word for ‘Baig ‘transé and ‘hypnotiser is the

equivalent of the English verb ‘to hypnotise’.

In the picture on page 25v0 elephants are wearing a sash on which igemritHarrolds —
OUTSIZE Dept’ and this has been translatedTadifayette — GRANDES TAILLE $e latter
phrase literally meaning ‘large sizes’. The wordt®ze’, though, has a stronger meaning in
English, referring to “very large or larger thanrmal” (Collins English Dictionary 2003).
The meaning of this phrase is particularised bypilure: not only does the Queen do a very
large amount of shopping but she is also a ratrgelwoman and transporting her together

with all her parcels requires three elephants.

. Il emmena la Reine-sa-Mere faire des emplettes...
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lllustration 18
(Cole 1999)

Sentence structure and length

The picturebook plot can essentially be dividedb ithree parts and the sentences are
structured around these key divisions. From pages1B Princess Smartypants is the focus
of the story — she thinks she is far smarter thenprinces are and she assigns each one a
specific task in order to prove this. Twelve of twenty sentences begin with ‘Princess
Smartypants’ or ‘she’, most of them containing abvef request or command (for example,
she asked, she told). From pages 20 tott2® focus is shifted away from the protagonist to
Prince Swashbuckle who demonstrates through hisngeshment of all the tasks that he is
smarter than she is. A number of sentences stént ‘e’ followed by an action verb (for
example, he stopped, he rescued). In the final frarh pages 26 to 29he focus is shared
between the prince and the princess, ending thoumgthe triumphant princess (i.e. p. 26 —
‘So she’; p. 27 —‘...and he’; p. 28 — ‘Prince Swastide’; p. 29 —*...so she’).
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This structure has been maintained in the target teis worth commenting, though, on a
slight change in structure. On pagel® source text states: “Princess Smartypantsegdan

live in her castle with her pets and do exactlglas pleased”. The target text has inserted the
conjunction mais (but) at the beginning of the sentence, whicHaat establishes a better
link to the statement made on the previous pagd, thns improves coherence. Due to
inherent structural differences between the Englisth French languages, the sentences in the
target text are a bit longer because they contajreater number of words and some longer
words than the source text. In addition, the mgadeampound nouns and verbs in the source
text such as ‘roller-disco marathon’ and ‘rollesabed’ could not have been translated so

compactly and thus added to the length of the seate

Endpaper s and title page

Since the target text appears in a collectioncthesr page pertains to all three stories and is
completely different to the source text cover pajee cover pages are thus not included in

this analysis or in the following analysis.

lllustration 19
(Cole 1996)

The source text endpaper, that is, the
page immediately following the front
cover page, provides major clues

concerning the plot of the story. On this

page is shown a royal coat of arms

consisting of two scaly dragon-like

animals on the left-and right-hand sid%} ; _

and on the top a toad wearing a crown.

The two dragons are an indication of the Sma;é@pan%w I;Lum 0%YS

type of pets Princess Smartypants has and

the toad is a hint as to what happens at the eritheoktory. At thebottom, there is the
inscription ‘Smartypantus Rulus O.K.us' which is a@ssertive statement about the
protagonist. To make it appear and sound like @nLascription, the suffix ‘us’ has been
added to the end of each word. In the target tagt,coat of arms has been centred and the
title of the book Princesse Finemouchéhas been inserted above in large font. The
inscription below the coat of arms has been traedlas Fina Mosca Principesa this time

the suffix ‘a’ having been added to give it a Ladijppearance and sound.
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In the source text, the top half of the title pagars the title of the book and then the author
fillustrator’'s name. In the bottom half of the patiere is a picture of a girl in dungarees (she
is recognizable as a princess from the crown onhkead) and she is walking a dragon-like
animal with a leash. The leash and collar arourdathimal’'s neck signify that it is her pet.

The title page is the same in the target text eixttegd the author/illustrator's name and the
publisher's name have been omitted (based on tbetlfieat the target text appears in a
collection, these names along with the translatodme have been mentioned on the recto

and verso of an earlier endpaper).

VISUAL ELEMENTS

Performance hints

The section ‘Applications of film and theatre triti®n’ in Chapter 3 highlighted the
performance aspect of picturebooks and the impoetasf maintaining their read-aloud,
rhythmic quality in translation. Punctuation is ookthe means by which a picturebook
author provides the aloud-reader with hints or ewestructions on how to perform various
aspects of the verbal text. The following categomé punctuation have been used in the
source and target texts: full stops, commas, gootabarks, exclamation marks and ellipses.

The latter three categories have been used agmerfce hints.

There are three instances of direct speech, asaitedi by the use of quotation marks. On page
5, the words spoken by the Queen to Princess Snaartyshould be spoken in a different
tone of voice, which is specified by the picturetloé Queen sitting in the throne. She has a
dissatisfied, haughty look on her face. The exctamnamark at the end suggests that the
aloud-reader should raise the intonation of hewhise. There is direct speech again_on page
6, this time though made by the princess. The tdngote to be used in this scene is
suggested by the picture of Princess Smartypantsis/idepicted with a confident, excited
look on her face. The last case of direct speeoh isage 1%nd the tone of voice is specified
by the picture of the princess standing at thedbphe turret — with a self-assured look of
victory on her face (see lllustration 23). The ab@erformance hints have been maintained
in the target text but there is a slight discreyaretween the verbal and the visual_on page 19
of the target text. In the source text, the priscegys “That's that then” but this has been
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translated asOuf!” which means ‘phew! This expresses relief rattiean what is depicted

on the princess’ face in the picture — sheer joy.

Ellipses are used at the end of some sentencethendt the beginning of the sentences that
follow — this draws out the final word of the firsentence and then puts emphasis on the
initial word of the next sentence. When read aldhd,endless chain of Prince Swashbuckle's
accomplishments is given a bit of a dramatic soundiThe use of ellipses has been

maintained in the target text.

A comment can be made about one noticeable changerictuation. On _page 28 the
source text, there is the following statement: $he gave him a magic kiss...” In the target
text, much emphasis has been added with the usasbis: Alors, elle lui donna un bai-ser-
ma-gi-que..”. and this significantly affects the way in whidhig is read aloud and enhances

the drama of the turning of the page.

L ayout

A picturebook’s layout generally refers to its emtiverbal-visual appearance. When a
picturebook is translated, the written text is ecaand then replaced by text in the target
language but the pictures themselves can rarelghbeged. An initial comment about the
layout of this picturebook is that the target teas used a larger font and line spacing, both of
which affect the overall visual appearance of tbelkh However, it must be noted that the
source text picturebook is smaller in terms of #ime of paper used and its particular

typography and line spacing are proportional ts fize.

Another aspect of layout concerns the positionihtgst on the page, which has been altered
frequently in the target text. For example, Rnincess Smartypanison the double-page
spread of pages 3 and the written text is placed on the left-hand dide. page Bwhereas

in Princesse Finemouché¢he written text is spread over both pages. Thenthe double-
page spread of pages 7 andl& source text has writing on the left-hand sidethe target
text has it on the right-hand side. Although subbnges are not major, they may affect the
order in which the verbal-visual message is peszkivn the source text, one reads: “She
asked Prince Compost to stop the slugs eatingdrdeg.” As one’s eyes then move across to

the right-hand page, one can realise why exaclytince failed to accomplish this task.
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She asked Prince Compost tostop
the slugs eating her
garden.

lllustration 20
(Cole 1996)

However, in the target text, the lack of text om tleft-hand side results in one’s eyes
immediately moving to the busy part of the pictorethe right-hand side and only then do
they focus on the written text. The effect of thitered orientation is a slight reduction in the

humour of the scene.

lllustratiod 2
(Cole 1999)

THE ICONOTEXT

The above was an analysis of various elementBriofcess Smartypantand its French
translation that are verbal, verbal/visual or visim nature. However, as semiotics and
dialogics reveal, these elements cannot be sesolation because they influence each other
in many different ways and work together to cre#lie picturebook’s overall effect.
Therefore, the particular nature of the sourceit®dotext, in other words the particular unity

of the verbal, the visual and effect(s) charadtgig’rincess Smartypantsmust now be
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considered in order to assess the extent to whitlas been maintained in the target text,

Princesse Finemouche

Princess Smartypants&s a humorous, playful, tongue in cheek picturebtiak exemplifies
one of the many ways of intertwining the verbal #mel visual to the point that neither media
on it own is sufficient to tell the story. The twiedia work together to create a story that not
only parodies the conventions of the tradition@lytale but that also communicates a strong
social message of female independence and freeddmare is also an element of
intertextuality in this book. The princess givesnBe Swashbuckle a kiss on the cheek (page
26) and he turns into a gigantic, warty toad (page ZHis is a parody of the classic fairytale
The Frog Princeln this story, the princess kisses the frog, whidn turns into a handsome
prince. This playfulness and subversion reveals plistmodern nature oPrincess

Smartypants

The verbal text on its own is relatively simple:siiates the princess’ desired status, the
nuisance of the constant flow of suitors, the tas$kes princess sets each prince, the tasks
accomplished by Prince Swashbuckle, the princaissfiormation and departure, and finally,
Princess Smartypants’ victory. In other words,ubebal text alone does not tell a particularly
interesting story. Together with the visual texdfé¢rring primarily to the pictures), however, a
totally new story is created — one that is richcwolour, detail, humour and irony, and
appreciating this story requires a careful consitien of all the strands and their
interconnectedness, the ways in which they interemmpliment, enhance and sometimes
contradict each other. Through an examination ef wfsual, one discovers what exactly
Princess Smartypants enjoys doing as a single wowltaythe princes fail in their tasks and
how exactly Prince Swashbuckle accomplishes eask fBhe story thus arises out of a
synthesis of both the verbal and the visual. Tl@eemany gaps in the verbal and these are
filled predominantly by the visual but also parlly the reader's own interpretation. For
example, in all the scenes of the princes beingdsk told to fulfil a particular task, the
visual provides vital information about the exaeture of the task and the reason why the
selected prince does not succeed. The reader,ith@igequired to interpret the name of the

prince in light of the task he is set.
At the beginning of this chapter, a theoretical mlodf the picturebook ecosystem was

presented. In order to give it some practical valugave chosen to apply the basics to the

opening scene of the story on page 1
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Princess Smartypants did not want to get married.
She enjoyed being a Ms.

lllustration 22

(Cole 1996)
VERBAL /—\ VISUAL
“Princess Smartypants did not Picture of the princess watching
want to get married. She TV with her pets. Her pony
enjoyed being a Ms.” occupies the couch and she is

lying on the floor eating a box of

\ / chocolates

" EFFECT

Feminist message — being content as a single woman and g gedirried; enjoyment of the
single life, fun, independence. Humour in seeing what “enjdeidg a Ms.” entails for the
princess.

As demonstrated through the above example, thahisiPrincess Smartypants of major
importance; it radically influences the interpratatof the verbal and gives it spark. The
verbal particularises the visual and the visualtipalarises the verbal. Both media are
interconnected and work together to tell the stéoyconvey a message, and ultimately to
create the picturebook’s effect — its humour antergginment value. Has this unity of the
verbal, visual and effect been maintained in tingetiatext? From the analysis, it can be seen

that various shifts (the majority rather minor) wged in translating the source text. These
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shifts pertain primarily to the translation of seleof the names, some informational aspects,
the degree of emphasis, the sentence length andtlajhe following is an attempt to apply
the ecosystem model to the shifts (discussed ahowter the sections ‘Source text

information’ and ‘Performance hints’) that are eandlon_page 18f the target text.

f”"

Aucun des princes ne sortit victorieux de I'épreuve.
Ils repartirent tous vexés comme des poux.
« Ouf! » dit Finemouche qui se croyait sauvée.

é |

AE‘W

wanddy
i

lllustration 23

(Cole 1999)
“Aucun des princes ne sortit victorie Picture of Smartypants standing at
de I'épreuve lls repartirent tous vexés top of the turret with two of her pets, and
comme des poux. <« Oufl » dit waving happily to the princes who are
Finemouche qui se croyait sauvée.” leaving the castle with dejected looks on
their faces
EFFECT

The phrasevexés comme des poykvid, hopping mad) does not relate well to the picture of
the princes leaving the castle. Likewise, the integectOuf’ does not convey the sheer joy
and confidence shown by Smartypants’ expression in thergicThis scene is humorous in the
source text because the princess’ confidence depicted veaallyisually is quickly shattered
when Prince Swashbuckle appears to tackle the tasks. larget text, though, the scene’s
inherent humour has been weakened slightly because a coturgdielationship has been
created between the verbal and the visual.
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Regardless of such shifts, | believe that the bagérall unity of the source text has not been
disrupted. The verbal tells a simple story thathisn amplified and enhanced by various
details in the visual. The visual provides extriimation with regard to the verbal and the
verbal specifies the nature of the visual. Howetee, text-picture interaction is frequently
more ironic in the target text. The translator kesployed a domesticating strategy for
translating certain visual/verbal elements and pineserves the attraction of the story for the
target audience. In addition, consideriiige Frog Princewould also be a well-known
fairytale in France, the element of parody posegnoblem for the target audience. Despite
the longer sentences, the picturebook’s performaspect (its read-aloud quality) has not
diminished through translation and it still hasieenrhythmic flow. Lastly, the translation
conveys the underlying social message as effegtiveld as humorously as it is
communicated by the source text. | would say that gicturebook has the same effect in
translation; it is still the same witty, fun andaplul story as the source text and, despite the
changes, it seems that the translator has maintéieeoverall significance of the source text

in the target language.
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ANALYSIS 2

Prince Cinders— Prince Gringalet

VERBAL ELEMENTSE

Thetitle of the book

SOURCE TEXT TARGET TEXT

Prince Cinders Prince Gringalet

Prince Cindersis a parody of the classic fairytainderella.'Prince Cinders’the title of the
picturebook and the name of the story’s protagonistclearly a play on the name
‘Cinderella’. In this postmodern picturebook, gend#es have been reversed; Prince Cinders
has become the male equivalent of Cinderella artiekéirothers instead of sisters. Parody is
a form of intertextuality and it is important tosass the role it plays in a text that is to be
translated. ‘Prince Cinders’ has been changed entéinget text togrince Gringalet in
French, Gringalet means ‘a puny little thing’, ‘a (little) runt’. Arough this translation, the
parodical element of the source text has been ateipllost because it is in no way linked to
‘Cendrilloni, the French name for Cinderella. Therefore, tuget text title alone does not
render the intertextual link of the source text @ogs not evoke the idea that this story is a
twist on the classic fairytale. Nevertheless, itis

appropriate name for the protagonist because h

described within the text and depicted visually Wi ! mls e iy

being small and skinny. The name ‘Cinders’ (li

‘Cinderella’) is pejorative and although the targ i ”’
text name Gringalet has deviated from the ' «.L‘
parodical intention behind the storybook’s title, 7“"\3;
has retained the pejorative nature of t !

protagonist's name. S

luBtration 24
Cqle 1999)
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The names of the char acters

The name ‘Prince Cinders’ has been discussed above.

SOURCE TEXT TARGET TEXT

Princess Lovelypenny princesse Rupinette

On page 21Princess Lovelypenny is introduced to the stargt ahe is described as being
‘rich and beautiful’ — these are the two key adjesd explaining why she has this particular
name. In the target text, ‘Lovelypenny’ has beemdfated asRupinett& which is derived
from the word Un rupin’ meaning ‘a rich person’. Although the target texame only

contains the idea of wealth and not beauty, itthamnderful read-aloud quality.

Sour ce text infor mation

The following section highlights different parts tife target text where there have been

changes (some very slight) in the source text méiion.

PAGE NO. SOURCE TEXT TARGET TEXT
1 Prince Cinders was not much of a pringeLe prince Gringalet ne payait vraiment pas
de mine.

Regardless of his title (Prince) and the crown lears on his head, the protagonist does not
look like a typical prince and, by the sheepishregpion on his face, one can see that he does
not exude the confidence expected of a princee#&ustof emphasising the non-princely
appearance of Cinders, the translation of thisese@ emphasises his lack of good looks (he
was not really much to look at). However, this [gp@priate considering that the plot
revolves around Cinders’ desire to look more like brothers and thus to change his own
physical appearance. In addition, the translati@rety states more explicitly that which is

implied by the source text sentence.
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PAGE NO. SOURCE TEXT TARGET TEXT

[¢)

2 He had three big hairy brothers who wefell avait trois malabars de fréres pleins d
always teasing him about his looks. poils partout qui n’arrétaient pas de se
moquer de lui.

In the source text, Cinders’ brothers are ‘big’ buthe target text, the wordnalabars is
used which is a much stronger word and means ‘rauseh’ or ‘hefty fellows’. In English, a
‘big’ man does not necessarily refer to a muscolan but considering that the brothers read
magazines such a ‘Macho Magazine’ (as shown on $leged have a dumbbell (as shown on
page 9, the French translation does work in this contamrtl it fits in well with the
illustrations. Another remark about this sentengdhiat the source text specifies that his

brothers teased him about his looks whereas tlgettdext simply says that his brothers

teased him.

He had three big hairy brothers who were

always teasing him about his looks.
lNlustrati 25
(Cole 199

PAGE NO. SOURCE TEXT TARGET TEXT
3 They spent their time going to the Palage Les fréres passaient leur temps a aller
Disco. danser.

Rather than mentioning the specific venue, i.e. ‘BPedace Disco’, referred to as ‘Royal
Disco’ in the picture (see lllustration 34), thegit text says that the brothers spent their time
going dancing. In the fairytal€inderella the sisters are invited to the royal ball;Hrince
Cinders the brothers go to the Royal Disco. The trarmtationveys the basic idea of the

source text but the postmodern, humorous elemeheadource text is lost.
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PAGE NO. SOURCE TEXT TARGET TEXT

5 [...] he would sit by the fire and wish he  [...], il S'asseyait au coin du feu, tout
was big and hairy like his brothers. triste de ne pas étre costaud et poilu

comme ses fréres

Prince Cinders wished that he could look like histiers; the verb ‘wish’ is a very important
element of this scene and the whole story in faeblves around Cinders’ wish to change his
looks. While he is sitting by the fire (see llliegton 35), Cinders does not know that a fairy
will mysteriously appear_(page € grant his wishes (pages 7}1However, the target text
simply states that Cinders was ‘very sad’ and thedémental ‘wish’ aspect is thus not
conveyed. To a certain extent, the omission ofvigrb ‘wish’ detracts from the impact and
humour of the action that is to follow. In additjomhereas the source text says that Cinders
wanted to be ‘big’ like his brothers, the targextteises the wordcostaud, meaning
‘strong/sturdy’. This could be seen as a slighttshi meaning but, within the context, the

adjectives are related.

PAGE NO. SOURCE TEXT TARGET TEXT

6 a dirty fairy une sale mdme de fée

In the target text, the wordn®éme has been added to the description of the faimyiench,
this word can have two different meanings: thet fissinformal — a child, kid or brat; the
second is very informal — a girl, chick or birdvébuld say that the word is used in this context
according to its first meaning so mdéme de féevould meara ‘kid fairy’. This is supported
by the visual; the pictures clearly depict a yotaigy who has obviously not yet mastered the
art of spell casting. In addition, she is wearingchool uniform, which suggests that she is
still in training at fairy school. The addition thfe word mémeé reinforces the cheeky, playful

nature of the picturebook.

lllustration 26
(Cole 1999)




PAGE NO. SOURCE TEXT TARGET TEXT
11 Prince Cinders got big and hairy all right!
12 “Rats!” said the fairy. Et en un clin d’'ceil, Gringalet fut gros et
“Wrong again, but I'm sure poilu. « Flate, jura lafée, encoreraté.
it all wears off at midnight. Mais & minuit tout seraéparé >

Various shifts have occurred on this double-pageah An initial remark is that the target
text places the writing on the right-hand pageeiadtof on both pages. The effect of this is
that the picture on page Ithe left-hand page) is no longer accompaniechbytéxt that was

intended to elicit a particular reaction with redyéw the picture. | believe that moving the text
away from the picture of Cinders’ transformatiommgavhat minimises the humour of this

scene and reduces the impact of what has just hagpe the story.

lllustration 27

(Cole 1997)
=7, “Rats!” said the fairy.
" F.E 2 “Wrong again, but I'm sure
Pl it all wears off at midnight.”
Prince Cinders got é; = -
big and hairy i — ﬁ
all right! . B X 8 =
Et en un clin d'ceil, Gringalet fut gros et poilu.
«Flgite, jura la fée, encore raté.
Mais & minuit tout sera réparé. » Illustration 28
(Cole 1999)

The target text has added the phraseéen un clin d'ceil(and in a flash) but it does not
convey the idea of ‘all right'. In addition, the@amation mark that was used in the source
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text has not been retained so the sentence beastatement rather than an exclamation. In
the source text, it was intended to be a hintlierdaloud-reader on how to perform this part of
the text — to raise the intonation of her/his vaiterder to convey the humour of the blunder
that the fairy has just made. In the source tdwdred is also an exclamation mark after the
word ‘Rats’ (page 1R which makes it an interjection. However, thexr@d exclamation mark
after the word FlOte' in the target text and this reduces the drametiect of the fairy’s
speech. Although there is rhyming (highlighted abovblue) which creates a rhythmic read-
aloud quality that was not present in the source, the fairy’s speech is rendered less
colloquial and less informal with the phras& minuit tout sera répaté(at midnight

everything will be rectified).

PAGE NO. SOURCE TEXT TARGET TEXT

14 So off he went to the disco. The car was Il partit donc danser. La voiture était ur
too small to drive but he made the best pf peu petite mais il se débrouilla.

it.

In line with the change made on pag&3he target text, Cinders does not go to ‘trecdl

but more generally, he goes ‘dancing’. Whereassthece text specifies the fact that the car
with which he is provided is too small to driveettarget text simply says it was ‘a bit too
small’. I think that this change could have eitbétwo effects. Firstly, it could be said that
the humour of the scene is slightly reduced becawessee the actual size of the car in the
picture which explains why it cannot be driven aagh only be strapped to his one foot and
used as a single roller-skate. Secondly, it cowddshid that the scene is perhaps more

humorous because the phrase ‘a bit too small’nsagpr understatement with regard to the

visual.

lllustration 29
(Cole9b)

1l partit done danser. La voiture était un peu petite, mais il se débrouilla.
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PAGE NO. SOURCE TEXT TARGET TEXT

15 Royal Rave up Royal Palace

Prince Cindersis a postmodern picturebook parodying the clasaicytile Cinderella
‘Royal Rave up’ is intended to be a playful and fwmst on the ‘royal ball’ of the original
story. This is especially conveyed in the pictushich shows a rock band using electric
guitars and the crazy dance moves of some of testguat the party. According to Collins
English Dictionary (2003), a ‘rave-up’ is Britiskang, referring, in this context, to a party. It
has been translated dadyal Palackin the target text, which in no way conveys traion
that this is a modern kind of dance party. Thedhtext phrase has retained the capitalisation
of the first two letters but it appears to be arglih name (if it were French, the adjective
‘royal’ would have been placed after the noun). The wBalace does exist in French but it
means a ‘luxury hotel’, which does not fit in thentext of this story. | believe that this has

resulted in the flow of the scene being somewhsiugied and the verbal-visual unity being

undermined.
llustrati 30
(Cole, 1997989
PAGE NO. SOURCE TEXT TARGET TEXT
20 [...] but Prince Cinders was too shy. [...] mais le prince Gringalet était trés
timide et il s’enfuit

The verb ‘ran away’ Lenfui) has been added in the target text. This workd wigh the

picture, which in fact shows the protagonist rugnitway from the bus stop and the princess.
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The translator apparently thought that it was resmgsto tell this aspect of the story both

verbally and visually although in the source teéxtds only been told visually. In other words,

the target text has filled in a gap but it is nohajor adjustment to the overall verbal-visual

unity. There is another slight shift in the tratisla of this scene: whereas the source text
states that Cinders was ‘too shy’, the targetsays that he was ‘very shytés timidg.

lllustratiod 3
(Cole 1997, 1999)

PAGE NO. SOURCE TEXT TARGET TEXT
23 Every prince for miles around tried to| De cent lieus a la ronde, tous les princes
force the trousers on. accoururent pour essayer d’entrer dans le
pantalon.

The verb accoururent'(hurried/rushed) has been added in the targetrekthe effect it has
is not only to convey more strongly the idea thabhdess Lovelypenny was very much in
demand but also to heighten the drama of the scé&nether slight change is that the

translation does not really convey the notion ofcg’ that is specified in the source text.

PAGE NO. SOURCE TEXT TARGET TEXT

24 But they wriggled about and refused to Mais le pantalon ne voulait rien savoir.

fit any of them!

In this sentence in both the source and targes.téixe trousers are in fact personified; this
adds humour to the scene and allows the readdettifiy with Princess Lovelypenny who is
shown secretly giggling in the picture. The sen¢eixctranslated more generally with the
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phrase le pantalonne voulait rien savoir which literally means ‘the trousers refused dket

into account any objections/observations’; thisdd quite as expressive and descriptive as

what is said in the source text. In addition, thget text has omitted the exclamation mark,

thus making the translation quite a bland stateraedtremoving the performance hint that

was provided in the source text.

PAGE NO.

SOURCE TEXT

TARGET TEXT

25

Of course Prince Cinders’ brothers al

fought to get into the trousers at once|..

Bien entendu, les fréres du prince Gringalet

se disputerent pour I'enfiler...

The humour of this page is that the three brothgrio get the trousers on at the same time —

in the source text this is told verbally as wellvésually so there are no gaps to be filled by

either medium. Although the target text omits thegge ‘at once’, the scene is still humorous

because the picture is given the role of telling fharticular aspect of the story; in other

words, the translation has created a gap to leelfilly the visual.

Bien entenduy, les fréres du prince Gringalet

se disputerent pour l'enfiler. ..

« Qu'on le laisse essayer | »
ordonna la princesse en

montrant Gringalet.
lllustration 32
(Cole 1999)
PAGE NO. SOURCE TEXT TARGET TEXT
28 And Princess Lovelypenny had a word Et puis, un matin, la princesse Rupinette

with the fairy [...]

glissa un mot a la fée [...]

85



In the target text, the phrasguis, un matih(then, one morning) has been inserted. Such a

change enhances the read-aloud quality of thiseseatand makes it sound more dramatic

and exciting.
PAGE NO. SOURCE TEXT TARGET TEXT
29 ...whom she turned into house fairies. lIs furent changés en petites fées du logis,

And they flitted around the palace doing papillonnérentpartout et firent le ménage

the housework for ever and ever. a la grande joie deépoux

In the source text, the brothers are turned inteshdairies and they flit ‘around the palace’
but, according to the translation, they are changéa ‘little’ house fairies flitting ‘about
everywhere’. Therefore, in the target text, thelifjea’‘little’ has been added (in English, the
word ‘fairy’ probably implies ‘little’) and the laation ‘palace’ has been omitted and replaced
generally with the word ‘everywhere’. Whereas ire thource text the brothers do ‘the
housework for ever and ever’, in the target tehétytdo the housework ‘to the great joy of the
married couple’. This shift has probably been detite in order to establish rhyming in the
sentence (highlighted in blue). The translator ttas given the target text extra zest by
providing a wonderful read-aloud, rhythmic quatitythe ending of the story (see lllustration
40).

Alliteration

In Prince Cinders there are several instances of alliteration ech wsed to create rhythm,
sound and a particular read-aloud quality, which,saessed in Chapter 3, are important

elements to bear in mind when translating.

Page 1 SOURCE TEXT — ‘He wasmall, spotty, scruffy andskinny.’
Alliteration has not been maintained in the tatg&t. However, a particular rhythm has been
created in the target text because the four aggtised contain the letter ‘t’ in the middle

(‘1l était peit, bouonneux, chié et miteux’).

Page 7SOURCE TEXT - Ziz Ziz Boom,Tic TacTa”
“Bif BangBong,Bo Bo Bo”
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The target text has some alliteration but not togdhme extent —Zig boumboum, pour aller
enbount. It is interesting to point out the translatotise of the wordBoum’. It is repeated
three times in this phrase; the first two timesi@ans ‘bang’ (which is one of the source text
words) and the third time it is used accordingtsoinformal meaning offété (party). The

translator has thus created a fun play on words.

Page 15SOURCE TEXT -Royal Rave

Alliteration has not been maintained in the tatgzt (‘Royal Palach.

Page 17 SOURCE TEXT -pretty princess
There is no alliteration in the target texiaf/issante princesde

Rhyming

Rhyming, like alliteration, is used to create rhmthwhich is an important factor determining
a picturebook’s read-aloud quality. When transttiih is not easy to maintain the rhyming

sequences characteristic of a source text.

The following are three instances of the fairy’seesgh containing rhyming sequences
(highlighted in blue).

PAGE NO. SOURCE TEXT TARGET TEXT
7 “All your wishes shall be granted,” « Tous tes sduaits seront réalsés!
cried the fairy. s’écria la fée. Acabradara, voiture tu
“Ziz Ziz Boom, Tic TacTa, auras!
This empty can shall becar.” Zig boum boum, pour aller en boum! »

“Bif Bang Bong, Bo BdBo, to the disco

you shallgo!”

The source text contains two rhyming sequencedfantranslator has succeeded in creating
two sequences in the target text. It is worth pogtout that the direct speech has been
greatly condensed in the target text and althohgtbasic idea of the source text (namely that

Cinders will get a car and go to the disco/pary3till conveyed, | believe the playfulness of
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the scene has been reduced. In the picture, theisashown pointing her wand at the can on
the floor, which she intends to change into a bath the can and the car are mentioned
verbally in the source text. The target text makesnention of the can, and despite the fact
that this aspect of the scene is told visually, lthie that has been established between the

verbal and the visual is slightly weakened.

«Tous tes souhaits seront réalisés! s
la fée. Acabradabra, voiture tu
Zig boum boum, pour aller en by

lllustration 33

(Cole 1999)
PAGE NO. SOURCE TEXT TARGET TEXT
9 “Toe of rat and eye afiewt, « Aile de rat, plume ditard,
your rags will turn into auit!” tes haillons deviendromstard! »

The first line is intended to be nonsensical anditacrazy; the inexperienced fairy is
attempting to cast a magic spell on Cinders. Thasiator has succeeded in achieving the
same degree of wackiness (‘Toe of rat and eye wi' iecomes ‘Wing of rat and feather of
tadpole’) in addition to creating a rhyming sequernd thus maintaining the read-aloud
quality. According to Collins English Dictionary @3), a ‘newt’ is “any of various small
semiaquatic urodele amphibians [...] having a lorengér body and tail and short feeble
legs.” The translator has used the waitdrd (tadpole) which is an appropriate choice of

word considering that she needed one that rhymtd‘eostard (suit).

PAGE NO. SOURCE TEXT TARGET TEXT
10 “Your greatest wish I'll grant tgou. You « Ton plus grand veeuaitcorderaj
SHALL be big and hairyoo!” gros tu seras et poilu souhait! »
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By creating a rhyming couplet, the translator hasntained the rhythm characterising the

source text.

There is a rhyming sequence spread over pagesdl124n the source text. The last word on
page 11‘right’ rhymes with the last word on page 1@idnight’. This has not been
maintained in the target text but the translat@ b@eated a rhyming sequence_on page 13
The last word of the text at the top of the pgmalt’ rhymes with the last word of the text at
the bottom of the pagéout'.

On page 19f the target text, the following rhyming sequeihees been created that was not
present in the source text:d princesserut qu'il I'avait sauvée en faisant peur au gros singe
poilu!” Similarly, on page 22there is the following rhyming sequencé:a‘ Princesse
Rupinette Décréte qu’elle épousera celui qui erdille pantalonperdu par le prince qui I'a

empéchée d’'étre mangée par le Gros SPgit.

It is probable that the above two cases of rhymiege purely coincidental rather than
intentional. Nevertheless, the additional rhymingthie target text enhances its read-aloud

quality.

VERBAL/VISUAL ELEMENTS

Sourceculturemarkers

lllustration 34
(Cole 1997)

It is interesting to point out a minor source crgtu
discrepancy, which occurs in the visual on page
| 3. The picture shows Cinders’ three brothers
driving in their cars with their princess girlfrigs

~ seated next to them. This picturebook is of British
origin and some perceptive children in the source

| culture audience might notice a particular aspect

| of this picture — the brothers are driving left-Han

drive cars; in England, cars are right-hand drive.
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This does not pose any problem in the target tbatjgh, because cars in France are left-hand
drive. Regardless of this discrepancy, the picisreonsistent with the visual aspect of
movement - in the majority of scenes where thersoime kind of movement (for example

pages 12, 14, 20), the direction flows from thetegubf the book towards the edge of the
page.

Text itemsin the pictures

The following text items appearing in the pictufesction as signs that not only particularise
the reader’s interpretation of each scene of tbeydtut that also significantly contribute

towards the parodical and humorous intention ofilcurebook.

On page 3the three brothers are seen arriving in theis cdrthe ‘ROYAL DISCO’ as
indicated by the sign above the entrance (sedrditisn 34). The name of the venue has not

been changed in the picture in the target text.

In the picture on_page, #£rince Cinders is kneeling on the floor dustipgdirt with a hand
brush and pan. One of the items lying on the flisoa box of cigarettes called ‘NASTY
CIGS'. This has been translated 8L’ CLOPES * sal is the abbreviated form of the word
‘salé (dirty/nasty) and ¢lopes’is the informal word for cigs/smokes/fags. It isigha perfect
translation. Also lying on the floor is a magaziestitted ‘MACHO MAGAZINE'. In the
target text, the magazine is calléddUSCLE HEBDQ ‘ musclé meaning the same in English
and hebdo being the shortened form dfiébdomadaire(weekly, referring here to a weekly
magazine). Considering the magazine has a pictti@e muscle man posing on the front

cover, the translated title works well both verpalhd visually.

lllustration 35
(Cole 1999)

On page 5Cinders is sitting by the fire reading th
magazine that was shown lying on the floor on t gl -

previous page. The page of the magazine facing | t ;

reader shows another picture of a muscle man r =
to which is written: ‘USE BICEPTO CREAM'. This [l
is obviously supposed to be a cream that enhar
one’s biceps. It has been translatedisS BICEPS |
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AVEC BISCOTO In French, the wordsbiceps and ‘biscoteauxboth mean ‘biceps’. The
cream ‘Bicepto’ in the source text is a play on ward ‘bicep’, and the target text, likewise,
has played on one of the French words for bicdgpscoteauk

lllustration 36
(Cole 1997)

W ZAZZY WASH'’ is the name of the washing powder Card is shown
| & 3 | to be using on page &nd it has been translated as ‘MAGIC’ LAV".
s . ‘Zazzy' is a made-up word and is thus difficult tanslate. In the
I H ZS@Y target text, the wordnagic” would probably be the shortened form of
‘magicien meaning ‘wizard’ or ‘magician’, andav’ comes from the
verb ‘laver (to wash). The use of the inverted commas gihestarget

text name the colloquial/playful appearance andndoof the word

‘zazzy’ that is used in the source text.

The signpost in the picture on pageid Tmarked ‘BUS STOP’ and it has been translatatl wi
the French equivalenARRET BUS Two pages later, on page ,liie clock strikes twelve
and this is indicated in the picture by the squiggtiting ‘DOING’; in the target text, this
has becomeBOING. The written text on_page 2tbrms part of the picture; it is Princess
Lovelypenny’s proclamation and it has been trapdlaiccurately in the target text. Above the
text is a royal coat of arms with the inscripti'©VELYPENNY’ and this has been changed
to ‘RUPINETTEIn the target text.

Finally, on page 24there is a sign hanging on the door saying ‘BEWWARF THE
DRAGONS’ and it has been translated ASTENTION DRAGON MECHANTollowing the
commonly used expressioattention chien méchanbeware of the dog). Whereas the plural
form is used in the source text, the singular mduis the target text and this causes a minor
discrepancy in terms of the visual because thesetwo scaly-like dragons shown in the

picture.

Sentence structureand length

As was found in the previous analysis, some oftm@ences in the target text are a bit longer
because of inherent structural differences betwbertiwo languages. In addition, the target

text contains some longer words, which inevitabilgl 4o the length of the sentences. The
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target text does not show any significant changabe sentence structure of the source text

but below are a few instances where there have tn@®r changes.

On page 3f the target text, the translator has replacedtionoun ‘They’ with the nourLés
freres, presumably for reasons of clarity and speciicithe same has occurred on page 24
where the nounle pantalon has been used instead of ‘they’ (referring to tioeisers). On
page 21 the conjunctionOr’ (nowl/it just so happened) has been added to #yinhing of
the sentence for emphasis and a dramatic effect.

One other small change in sentence structure capdreon page 2ff the target text.
SOURCE TEXT: “They won't fit that little squirt$neered his brothers

TARGET TEXT: «Comme si ¢ca pouvait aller a ce morveux ! »> ricamtes fréres.

The phrase Comme si ca pouvait allefas if they could fit) has been used and an
exclamation mark has been inserted. The effechedda changes is to enhance the humour
implicit in this scene — the brothers are so cooeeding of Cinders and wrongly assume that
he will never achieve anything in life, let alonedf a beautiful princess wife. This is
supported by the visual, which shows the threehastin the background looking at Cinders
in a disdainful manner (see lllustration 39). Thesif-assurance is shattered when they see

the princess’ ecstatic reaction.

Endpapers, title page

The source text endpaper shows a royal coat of,awve which there is a crown indicating
Cinders’ royal status. A cat, which sits on toptbé& crown, plays a large role visually
speaking in the story; it appears in many pictiard has similar expressions to those of
Cinders. On either side of the coat of arms, tieeeemonkey wearing a bathing suit and this
is a hint as to what happens in the story. Indigecbat of arms, there are three brushes and
three dustpans — these are indicative of the rofe® Cinders’ brothers expect him to fulfil.
Below the coat of arms is the inscription ‘COURAGETESCO’ - the relevance of which is
not very clear. It is a source culture marker bsediiesco’ is the name of a British chain of
supermarkets and perhaps it means that Tesco'sugog@rovide one with ‘weapons’ for
doing the housework. The washing powder, dustparbamshes that Cinders is shown to use
would typically be bought at a supermarket sucA@sco. In the target text, the inscription

has not been translated but rather replaced wahptbturebook’s title. Presumably, this is
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because the translator was unable to find a mefnimgerpretation of the phrase ‘Courage
in Tesco'. Perhaps the translator could have eneplalge strategy of cultural substitution and

replaced ‘Tesco’ withCarrefour, which is an equally large chain of supermarketSrance.

¥
. -
Gourage in eSO

lllustration 37
(Cole 1997)

The title page of the source text shows a pict@i@iaders enthusiastically vacuuming up the
mess his brothers have left on the floor. Abovepiuture, there is the book’s title in large
font as well as the name of the author/illustraltnie publisher's name has been inserted
below the picture. In the target text, the titlegpahas remained the same but the
authorl/illustrator's name and the publisher’s ndraee been removed (the reason for this was

explained in the previous analysis).

VISUAL ELEMENTS

Performance hints

Various kinds of performance hints are use®®iimce Cindersto achieve a particular effect
when reading the picturebook aloud. They include uke of exclamation marks, quotation
marks, brackets, a question mark, ellipses, ancdpéalisation of two words. Many of the
source text performance markers have been retandte target text but the following are

examples of shifts that have occurred.

As mentioned, the direct speech on pad#hé fairy’s attempt to grant Cinders’ wishes and

cast a magic spell) has been condensed in the tasgewhich renders this part of the story a
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bit less playful. However, whereas the source t¢exitains one exclamation mark, the target
text has three exclamation marks, which serve efibgerformance hints allowing the reader
to add excitement and drama to the written texergfore, the translator has compensated for

the reduction in text with the addition of perfomea hints.

On page 8there is the following text: “That can’t be righsaid the fairy.
It has been translated as followsJ'ai di me tromper », dit la fée
Through the omission of the exclamation mark inttrget text, the impact and humour of

the fairy’s mistake is greatly reduced (see lllastm 38) and the performance hint is lost.

There are two specific performance hints on thiofahg double-page spread of the source
text:

Page 9 (“Crumbs,” thought the fairy, | didn’t mean a SM/kuit!”)

Page 10“Your greatest wish I'll grant to you. You SHALe big and hairy too!”

Firstly, two words have been capitalised — ‘SWIMUOdSHALL'. This is intended to provide

a hint to the aloud-reader on how to perform tlaig pf the text — with much emphasis placed
on, and a dramatic effect added to, these two wdndthe target text, these words have not
been capitalised so the performance hint has lwestnSecondly, the quotation marks_on page
9 indicate that this is direct speech but the usératkets as well as the verb ‘thought’

suggest that the aloud-reader should perhaps Ibarénis intonation and change her/his tone
of voice. The author is simply verbalising the yarthought so this requires a different way

of reading the sentence aloud. The brackets havée®n retained in the target text and

neither has the verb ‘thought’ which has been teded as pesta (cursed). Therefore, the

performance hint has been lost and the natureeaditiect speech has been altered.

On the double-page spread_of pages 15 andh&6target text has inserted ellipses where the
source text had a comma. Once again, this partidylee of punctuation serves as a
performance hint because it suggests that the afader should pause for a while after the
words Royal Palackon page 15%and then place extra emphasis on the rest ofehiersce
that follows on_page 16This simply dramatises the scene and enhancelsutmeur of the
fact that Cinders could not possibly have fittettgh the door.

On page 25of the target text, the picture depicts Cindersthers all trying to get the

trousers on at once and in the background of tictungi we see Princess Lovelypenny

pointing at Cinders. In the source text, we reaet ‘him try,” and in the target text, we read
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« Qu'on le laisse essayer ! The insertion of the exclamation mark establishgead link
with the visual because we see the princess witexaited look on her face. Using the
exclamation mark as a performance hint, then, tbedareader would aim to convey this
emotion and allow the audience to identify with thieture of the princess (see lllustration
32).

L ayout

The target text, which appears in a collection, bhasarger font than the source text
picturebook and, as mentioned in the previous aiglthis affects its overall visual
appearance. With regard to the positioning of emittext on each page, there have been
several changes made in the target text. For examplpage df the source text, the writing
is at the bottom of the page in line with the bottof the picture but in the target text it has
been placed above the picture. Under the sectionrt® text information’, | discussed the
change that has been made to the positioning dfotexhe double-page spread_of pages 11
and 12and the effect this has had on the intended humbuhe scene. Apart from this
particular instance, | do not think that the otlsbanges have detracted from the general

verbal-visual unity.

THE ICONOTEXT

The above was a comparative analysis of variousaleverbal/visual and visual elements of
the picturebook and its translation. In order n@mdetermine the extent to whidPrince
Gringalet has maintained the particular unity of the verbidle visual and effect(s)
characterisingPrince Cinders®, a brief look at the nature of the source texnatext is
required.

%0 | would like to point out one element of the stdmt | find rather bothersome. In trying to gr&mince Cinders’
wish to be big and hairy like his brothers, theyfaccidentally turns him into a big hairy monkeyd this has
been translated as such in the target text. Howeherpictures (pages 11, 13-15, 18) clearly degictpe. It is
highly probable that members of both the sourcetargkt text audiences would be able to differ¢atizetween a
monkey and an ape from, for example, visits tozitve or animal books. | feel that this causes a n@igzrepancy
between the verbal and the visual.
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As has been mentioned throughout the analizsiace Cindersis a parody ofCinderellaand
much of its humour arises from the recognition ih& offering a playful, postmodern twist
on this classic fairytale. The picturebook alsovays a social message to its audience; in
current times, a huge amount of importance is plawe people’s physical appearance and
one’s self-worth is greatly affected by the dictaémd pressures of society to look and dress a
certain way. In the beginning of the story, Cindemniserable because he is not big and hairy
like his brothers and he does not have princedBigids with whom to go dancing. He
learns by the end of the story that he does nat teeehange himself in order to find love and

happiness.

The verbal-visual mechanics Bfince Cindersare not particularly complex but the story’s
total narrative certainly arises from the subtheiiplay of the verbal and the visual. In most
scenes of the story, the visual merely describdscampliments what is told verbally but at
the same time it adds some colourful detail andritrtes towards a fuller interpretation of
the verbal medium. For example, on pagevéd read, “They made poor Prince Cinders stay
behind and clean up after them.” In the picture,sge Cinders kneeling on the floor and
cleaning up the mess with a dustpan and brush eldrer, the picture describes visually what
has been told verbally. However, we learn a lotualtloe brothers by paying attention to the
details in the picture. They are revoltingly messthey leave beer cans, cigarettes, chicken
bones, an apple core and magazines lying on tloe ftw Cinders to clean up which shows

that they have absolutely no respect for theiri@ot

In some scenes of the story, though, the visualiges additional information that is not told
verbally and that is integral to the humour of thery. For example, on page ®e read,
“That can’t be right!” said the fairy’. The comicpart of this scene is conveyed visually; the
picture shows the cat with a dumbfounded expressiod only the legs and shoes of Cinders
and the fairy. This draws attention to the miniatwar, which is supposed to serve as
Cinders’ means of transport to the Royal Disco. Wlee written text and the picture are

taken together, a richer and more humorous starseisted.

lllustration 38

£.0 507N “ (Cole 1997)
— S ,q;—:\ |

“That can’t be right!” said the fairy
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I have selected the scene_on pagef2ie source text in order to illustrate how doesystem

notion can be applied to this picturebook.

“They won't fit that little squirt,”
sneered his brothers.

o

. . .But theydid!
Princess Lovelypenny proposed immediately.

lllustration 39

(Cole 199
VERBAL VISUAL
“They won't fit that little squirt,” The three brothers are standing in the
snheered his brothers. background in their underwear, looking
...But they did! arrogant and very unimpressed. Princess
Princess Lovelypenngroposed Lovelypenny is in the foreground of the
immediately picture; she is beaming and jumping for
joy because the trousers fit Prince
Cinders, who is shown standing next to a
bucket in a “cloud” of yellow.
>
EFFECT

Humour and a moral lesson - Cinders is chosen to be iteeps’ husband despite the fact that
he is not big, hairy and popular like his brothers. Btathers are literally left in the background
and Cinders gets to be in the limelight, lavished with thecpgs’ attention. Despite the social
pressures Cinders was under to change his looks, he leatrthdate are rewards in life by
simply being himself.

The analysis has revealed that various shifts, sioris and additions occurred during the

translation ofPrince Cinders Below, | apply the ecosystem model to the pardichifts
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(discussed above under the section ‘Source teatrirdtion’) characterising the final page of
the target text story (page )?8s a way of demonstrating how they have altdnecdetfect of

this scene.
Tls furent changés en petites fées du logis, papillonnerent partout
et firent le ménage & la grande joie des époux
lllustration 40
(Coleony
VERBAL VISUAL

‘lls furent changés en petites fées du logis, Picture of the three brothers turned
papillonnérent partout et firent le ménage a into fairies and hovering in the air.
la grande joie des époux. They are holding a dusting cloth,

broom and featheduster, and look
extremely angry.

- EFFECT

The verbal text has a rhyming couplet (the source text mlaswhich provides the target text
with a fun, rhythmic ending, thus enhancing its read-aloudtgudhe humour of this scene is
heightened by the fact that the verbal establishes a meresting relationship with the visual.
The brothers are made to do the housework ‘to the great jihwe oharried couple’ but they are
shown to look highly displeased with their new fate ie.lifhe inclusion of the wordpoux
reinforces the message of the book; despite the woetthtee brothers attached to Cinders, he
is the one who ends up happily married.

Through the above example, | have attempted to gshawthe ending of the picturebook in

fact has a stronger effect in translation. Howetlegre are some scenes where the humorous
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effect has been diminished (for example pages #11&nhor the parodical effect has been
weakened. The latter applies particularly to tlamstation of the title and the venue ‘Palace
Disco/Royal Disco’. Nevertheless, | believe thainfr the principal elements of the plot, it
would still be recognised th&rince Gringaletoffers a playful, humorous twist on the classic
fairytale and, in translation, the picturebook stiinveys the underlying social message of the
source text. The translator has retained and somasteven enhanced the picturebook’s read-
aloud, rhythmic quality. Finally, with a couple exceptions, the verbal and the visual retain
their basic storytelling roles and ultimately théslects the translator’s consideration of both

media and the ways in which they influence eackeroth
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CONCLUSION



Evaluation of the study

Picturebooks are a simple form of literature becausedre
aimed at young children and because they contain relatively
few words. Picturebooks can thus be effectively translayed

anyone who speaks, reads and writes another language.

The above is unfortunately a view prevailing amangny members of the public and
especially “among amateur enthusiasts and commdditgn publishers” (Jobe 1996: 525)
but it is one that | have set out tiisprove. Throughout this study, | have attempted to
highlight the complexity of contemporary picturekec- a type of literary art that has not
received sufficient attention in research on transg children’s literature. However, | hope
that | have succeeded in raising some awarenee ofntricacies involved in this branch of

translation.

In Chapter 1, | mentioned various aspects thatapetb the translation of both children’s

books in general and picturebooks in particular, @eample the translator’s visibility, the

foreignisation/domestication debate, the issue @deption in the target culture, the
importance of translations as commodities and ffexteof the translator’s childhood image

during the translation process. The discussionigeavan appropriate means by which to
contextualise the focus of my research becausevéaled the major lack of consideration
given to the visual dimension in children’s literag studies and especially in Translation
Studies.

My intention in the first part of Chapter 2 was underline the centrality of the visual in
modern society. Children in the twenty-first cegtare extremely influenced by the visual
and this leads to the realisation that this aspécpicturebooks inevitably affects their
interpretation and appreciation of the storiessT&ction established the departure point for
the second part of the chapter in which | highkghthe predominant characteristics of the
contemporary picturebook, notably the increasirgiginificant communicative and narrative
role of the visual. The pictures and other visulments are a crucial aspect of a
picturebook’s semantic structure. | also mentiotteldominant influence of postmodernism

on this form of literary art, aptly summarised hg following quotation:
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In short, the picture book is a bit of a tart, it'll ggth anyone and occasionally
doesn’'t mind a bit of cross-dressing. It's perfectlyhatme with parody too —
quite prepared to laugh at itself and at those genrezhvelne a bit staid and set in
their ways... It's happy to pull faces when cartooning lsutliso capable of
supreme feats of decorousness and sometimes profundityigLquoted in
Marriott 1998: 3).

In the final section of Chapter 2, | discussed rieny different ways in which the verbal-
visual relationships characteristic of picturebocks be categorised. | proposed, however,
that it would be valuable to regard the picturebsakynamics simply in terms of Lewis’
(2001) ‘ecosystem’ concept. The reason for this tmaxfold. Firstly, the ecosystem draws
attention to the essential features of picturebdb&s translators need to consider: the words
provide the context (the environment) for the pietuand vice versa; the unity of the whole
(the system) results from a subtle interplay of whiéferent parts; the verbal-visual
relationships in picturebooks are complex and HixiSecondly, | believed that the concept

provided a suitable framework for the analysishef picturebooks selected for the case study.

In Chapter 3, | suggested an eclectic approachidimirgbook translation and investigated
several theoretical approaches (hermeneutics,gitapreader-response theory, applications
of film/theatre translation, picture theory and &mins) that would enable translators to
acquire greater knowledge of how picturebooks wldch approach ultimately points to the
interaction of, and interdependence between, thigaVand visual levels of communication,
recognition and an understanding of which are présites for the successful translation of

picturebooks.

Chapter 4 was a case study of two picturebooksthen French translations. Through a
comparative analysis and the use of the ecosystedelnh devised, | identified various shifts
that had occurred in translation, the explanatifms which were both practically and
theoretically oriented. The aim of the analysis wasestablish whether the translator had
produced iconotexts (a unity of words, pictures affdcts) in the target language, a notion

that | believe is central to a discussion of piehgoks in a translation context.

Picturebooks appear at first glance to be a sirfgoim of children’s literature but a closer
look reveals their complexity and the infinite pb#iies of the ways in which picturebook
authors/artists can exploit two levels of commuticain order to create a story, convey

meaning and afford pleasure to all age groups.

102



[The picturebook domain] stretches today from the low le¥ed commodity
boasting its marketability, to the high level of an expagdart form
reverberating and slightly inebriated with the sense opadwerfulness and its

extending literary and artistic limits (Schwarcz 1982: 8).

Translators dramatically enhance the commoditinatid picturebooks by enabling their
exposure to, and ‘afterlife’ (Benjamin 2000: 16) different cultures. However, they also
bear the responsibility of producing target languaoicturebooks that retain the creative
visual and verbal qualities characteristic of terse language books and this requires an

acute understanding of both verbal and visual codes

As mentioned in Chapter 3, translators must ackedge that the visual in picturebooks is a
multidimensional concept because it refers to tictupes as well as to other aspects such as
the typography, layout, sentence structure and tpation. The latter is in fact an audible-
visual feature of nonverbal communication, whictaklshes rhythm, sound and a particular
read-aloud quality. It is thus a fundamental congmdrof a picturebook’s structure and can
determine a picturebook’s overall effect and emm@iompact on the audience. In Chapter 2, |
pointed out the fact that children acquire visudlls before verbal skills. This has some
major implications for picturebook translators hesm they not only need to pay close
attention to visual/audible-visual aspects sucthase mentioned above but they also have to
be aware that, although picturebooks are frequeintpnded to be read aloud, one way
children learn to read is by looking at the texpioturebooks. For translators the words are

verbal elements but for children who cannot yetlrisey are also visual elements.

The verbal cannot be isolated from the visual am@ wersa because the two media are
interconnected and cooperate to “share the roltafteller’ (Agosto 1999: 269). Pictures
are saturated with meaning, and together with tbedsy they create a story that is far more
specific than the narrative that would arise frathex medium on its own. Translators must
therefore focus on the whole product in order dpce a quality translation. In terms of the
ecosystem notion, the ‘whole product’ emerges feooomplex yet subtle interaction between
the verbal, the visual and the effect(s). A pidioek’'s effect can refer to, for example,
humour, irony, parody, intertextuality and perhamsunderlying social or moral message.
Translators must realise that such aspects, asewéhything in picturebooks, work on both

the verbal and visual levels.
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The case study revealed that many shifts occurréde translation of the two picturebooks.
In some instances, these shifts did not alter ffecte but in others, it was seen that they
created additional irony or humour in a particidaene and sometimes even enhanced the
picturebook’s read-aloud, rhythmic quality. Many tbe shifts that occurred in the verbal
reflect the fact that various aspects of the viszal directly influenced the translator’s choice
of words and this is an indication that the tratesldad considered the narrative information
contained in, or implied by, the pictures. In one two instances, the target language
expressions that had been used would probablytleath ambiguous interpretation of the
target text, and in some cases, the written tetttimvithe pictures had not been translated so
these visual signs would remain dormant in theetamylture. However, regardless of the
shifts, my general conclusion was that the targgtsthad retained the basic nature of the
source text iconotexts, that is, the specific wayswvhich the verbal and the visual had
interacted to create the intended effect of thpaetive picturebook. In addition, | believe that
the translated picturebooks would provide childienthe French target culture with an
experience that would be as meaningful, humorodseajoyable as it would be for those in
the English-speaking source culture. In other wpotlds translated texts would be functional

in the target culture.

I emphasised in Chapter 3 that translating piciwéb is not a matter of keeping strictly to
the originals. Picturebooks are a form of literary and “[tlhe original author benefits if
her/his books are translated in a live, dialogiy wa that they live on in the target-language
culture” (Oittinen 2000: 31). Through translatigi¢cturebooks are accorded a new life and
new meanings by being exposed to a new audienceaaralv culture. Furthermore, since
there is a continual displacement of meaning onh bibie verbal and visual levels,
picturebooks allow for several legitimate interpt&ins and translating picturebooks is thus a
highly subjective activity. Producing, rather thraproducing, a work of literary art in another
culture necessitates creative interpretation, whedables the translator to be visible or
audible to the receiving culture. With regard te fhicturebooks analysed in the case study,
the translator has produced two new picturebooksttie French culture that retain the
essence and intended effects of Cole’s books idigEngut that reflect her creative, personal

contribution as well as a genuine consideratiotheftarget audience.

Research on picturebook translation is still aeerbryonic stage within Translation Studies
and thus warrants considerably more professiondlsaademic attention. My objective in
this report was to show that translating picturdtsois a multifaceted, challenging task that

requires specialised abilities and knowledge. Réttook translators need to develop their
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literary competence as well as their visual compegtein order to produce target language
iconotexts, in other words, to produce translatithreg maintain the unity of words, pictures
and effects characterising the source text pictwksd. | therefore believe that it would be
extremely beneficial to integrate courses dealirifp wisual communication, visual culture
and picture theory into translator training becausederstanding the subtleties inherent in
the pictures in picture books takes great skill encch knowledge” (Nodelman 1988: 20). |
hope that, within time and with increased inteliasthis field, picturebook translators will
receive the credit they deserve and that they k&l more widely recognised for their

contribution in disseminating literary art to chidth across a broad spectrum of cultures.
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