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ABSTRACT

The study provides a comparative and contrastive analysis of Calixthe Beyala’s novel, C'est le
soleil qui m'a brllée, and its translation, The Sun Hath Looked upon Me, by Marjolijn de Jager
focusing on textual, paratextual and metatextual elements of these two texts. The analysis shows
how the translator dealt with the disruptive stylistic effects of a postcolonial text and the themes
around which the novel is centred. Problems and solutions related to postcolonial translations
and relevant theories are approached in the analysis. The textual analysis is done using Gérard
Genette’s (1997) model of analysis of the elements of the paratext and Vinay and Darbelnet’s

(1995) model of comparative analysis of French and English.
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Chapter one: Introduction

1.1. Research context

Calixthe Beyala is a renowned Cameroonian-French writer (Ogunyemi, 2007: 228). She was
born in Douala, Cameroon in 1961. She migrated to France when she was 17 years old and
continues to write there. She wrote her first novel when she was 23 years old. She has been
awarded major literary prizes, including the Grand Prix Littéraire de I'Afrique Noire (Maman a
un amant 1993) and the Grand Prix du Roman de I'Académie Francaise (Les honneurs perdus
1996). According to Hitchcott (2006b), she is one of the most influential African authors in
Paris. Beyala is the founder of Collectif Egalité which is an organisation devoted to the
promotion of the fair representation of French people of African descent in the French media
Hitchcott, 2006b: 13). She is committed to many humanitarian issues and is involved, for
example, in the International Organisation of Francophonie and the fight against HIVV/AIDS.

She is admired by some critics and denigrated by others (Carson, 2007: 2). She was accused of
plagiarism twice: firstly after the publication of Le petit prince de Belleville (1992), and secondly
after the translation of C’est le soleil qui m’a bralée (1987). It is worth noting that the second
accusation of plagiarism came out after the publication of the translation of C’est le soleil qui
m’a bralée.
The Cameroonian woman writer, Calixthe Beyala, continues to be popular in English-
speaking, African circles, in spite of being twice accused of plagiarism in Paris (Hitchcott
129). In a parisian court in 1996, Beyala was found guilty of plagiarising Howard Butten,
an American writer, in her novel Le petit prince de Belleville. Again, in 1996, when the
translation of her first novel — The Sun Hath Looked upon Me (C’est le soleil qui m’a
bralée) — came out, she was accused of plagiarising another novel Les honneurs perdus
(Lost Honours) (Hitchcott 129).
(Hitchcott quoted in Ogunyemi, 2007: 228)
Her writing is unconventional in that she makes use of a nonlinear narrative style, reflecting the
story telling style characteristic of traditional African oral literature. She shares this in common

with other Francophone African writers.

Recurring themes in her novels include the misery and hardship of the patriarchal dominance of

men over women in contemporary African society. In almost all her writings, Beyala raises the



problems of race and gender encountered in African societies, but also as an immigrant living in
Paris. In Lettre d’une africaine a ses soeurs occidentales, 1995 she sends a call to women, who
for years have been marginalised in the society by men, to wake up and fight for their rights.
This call is for both Africans and Europeans. Five years later, she writes Lettre d’une Afro-
francaise a ses compatriotes, 2000. In this one she denounces racism in France. She created a
concept called “feminitude’, which is a blending of feminism and negritude. With this notion, she
tries to raise the place of the black African woman to a higher rank of the society. She says to
this effect that:

En sublimant I’ Africaine, des poetes comme Senghor ont en fait voulu glorifier le passé
anti-colonial africain. La féminitude serait pour moi un mélange de féminisme et de
négritude. Avec ce nouveau concept, je cherche a montrer en quoi la femme noire est
supérieure. Je veux affirmer la suprématie de la femme noire sur I’homme noir.
(Beyala, 1995)
This notion of “féminitude’ has an important place in her work because it is at the basis of the
issues developed in most of her writings. It is represented in her style. She uses an aggressive
and revolutionary tone in her work. Some of the issues often encountered in her texts include her
criticism of man’s dominance in African society. Using a provocative language (Asaah, 2009),
she writes openly about things usually considered taboo in African society, such as sex, violence
and revolt. Opposing the stereotype that women are submissive to their fathers and husbands, she

develops an image of a stronger and cleverer black African woman.

One of the most famous works of Calixthe Beyala is C'est le soleil qui m'a brdlée (1987). It is
Beyala’s first publication. The plot centres on the struggles of the main character, Ateba
Léocadie, a young woman of 19 whose mother is dead. She lives with her aunt Ada and her
aunt’s friends who come and go in the Quartier General. She is courted by a man named Jean,
whose role in the novel remains unclear. Ateba is quite a troubled character, searching for her
role and that of others in society. She is ashamed of her sexuality and wants to escape from the
power of men. Other characters in the novel include her mother, constantly in Ateba’s thoughts,
and Iréne, Ateba’s friend who is forced to abort at the end of the story. The particularity of this
novel is the absence of a storyline. It is built around passages with no proper links, rendering the
comprehension of the novel quite difficult. The author gives huge importance to the feelings of
characters and to the description of the ideas Ateba develops. Another specificity of this novel is
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that she presents is ‘the mixing of speech and writing’ (Ogunyemi, 2007: 229). However, the
most important point made by the author in this novel is the ‘interconnectedness of various
traditionally silent discourses’ (Ogunyemi, 2007: 228-234). This novel is specifically framed
around issues of féminitude, patriarchy, the overt description of sexuality, and the exaggerated

portrayal of the body as a sexual object.
1.2. Aim

The study provides a comparative and contrastive analysis of Calixthe Beyala’s novel, C'est le
soleil qui m'a brdlée, and its translation, The Sun Hath Looked upon Me, by Marjolijn de Jager
focusing on textual, paratextual and metatextual elements of these two texts. The analysis shows
how the translator dealt with the disruptive stylistic effects of a postcolonial text and the themes
around which the novel is centred. Problems and solutions related to postcolonial translations
and relevant theories are approached in the analysis. The textual analysis is done using Gérard
Genette’s (1997) model of analysis of the elements of the paratext and Vinay and Darbelnet’s

(1995) model of comparative analysis of French and English.
The questions raised in this research are the following:
What are the effects of the translation procedures used by Marjolijn de Jager in Beyala’s text?

What are the main procedures of Vinay and Darbelnet’s approach used by the translator of C'est

le soleil qui m'a brilée and what impact do they have on the translated text?

How do these procedures link up with Antoine Berman’s deforming tendencies?

In the process of translation, is the text domesticated or foreignised, or even exoticised?
1.3. Rationale and objectives of the study

Beyala’s works are translated into more than ten languages. The English versions of her work are
translated by Marjolijn de Jager. The magazine Feminist Press presents the translator’s
biography: She is an Indonesian female author who grew up in the Netherlands. She has been

living in the US since 1958. She is a literary translator. She works from French and Dutch into



English. Having a special interest in the works of francophone African and Middle Eastern
women writers, she has translated the works of various authors such as Darina Al-Joundi, Tahar
Djaout, Sayd Bahodine Majrouh, Assia Djebar and Isabelle Delloye. She has received many
awards, such as the NEH grants and a NEA translation grant and the Silver Winner of ForeWorld
Magazine’s Book of the Year (2007).

Currently, little research has been done on the translation of Beyala’s work. This research
explores the issues of womanhood, female sexuality, the complexities of the writing of the author
and the procedures used by the translator to overcome these complexities. To conduct my
analysis | focus on scholars such as Gideon Toury, Antoine Berman, Gérard Genette, Lambert
and Van Gorp, and Vinay and Darbelnet. This research will add value to the appreciation of this

controversial and polemical writer.

I have found many editions of this novel in French, but only one edition in English. In the case of
this study, |1 am using the 1999 French edition by J’ai Lu, reprinted in 2011 — which is the
version with the most update cover, and the only English edition | came across, the 1996 edition
by Heinemann. The French edition | am using for my analysis is based on the 1987 version. |
decided to use the 1999 reprinted in 2011 French edition because it is generally the same period
as the English version and the covers have remained the same and therefore, the level of

language used in both should also be close.



Chapter two: Literature Review

2.1.  Critical writings about Calixthe Beyala’s work

Previous research on Calixthe Beyala works has focused specifically on her particular style of
writing. Ayo Abietou Coly’s (2002, pp34-35) ‘Neither here nor There: Calixthe Beyala’s
Collapsing Homes’ and Suzanne Gauch’s (2010) ‘Sampling Globalisation’ in Calixthe Beyala’s
Le petit prince de Belleville. Coly’s article discusses the question of home for Beyala by
analysing the retrospective of Africa and Europe in her writings; Gauch discusses the cultural

diversity in Le petit prince de Belleville.

Calixthe Beyala’s writing is special in the way that she paints the African socio-cultural
environment with European tools, instruments. Indeed, her literature is characterised by Bennetta
Jules-Rossette (1999) as ‘parisianist writing’. By this Jules-Rossette means that Beyala is an
immigrant writer who, in some of her works, develops the theme of the realities faced by African
immigrants in Paris. In her article (1999), she introduces that new genre of literature
(parisianism) and classifies Beyala’s writing as belonging to this genre. She is impressed by
Beyala’s critical stance in her writings given that Beyala started writing when African female

writers were just emerging in the domain of literature.

Nicki Hitchcott’s interest in African authors whose works are influenced by European literature
is better seen in her book Francophone Afropean Literatures (2014), which she edited together
with Dominic Thomas. One of the major critics of African literature and African female writers
in particular, Hitchott has published a number of works on the Cameroonian author Calixthe
Beyala, including Calixthe Beyala: Prizes, Plagiarism, and "Authenticity” (2006a) and Calixthe
Beyala: Performances of Migration (2006b). In the latter, she presents the critical responses to
Beyala’s writing, how the Cameroonian author is seen by the media and mostly how Beyala
struggles to place herself among the best defenders of women’s rights. She refers to some
authors who are not really impressed by the quality of the work of Beyala. Mongo Beti (in
Hitchcott, 2006b: 18-19) for instance accuses her of failing to contribute to the national struggle
for the freedom of Cameroon by going into exile and promoting the RPR (Rassemblement pour

la République — Rally for the Republic, a political French Party) leadership in France. Her self-



imposed exile and her adoption of what African writers see as a shocking style of writing, Beyala

creates a certain polemic among African writers (Hitchcott, 2006b: 18).

Beyala’s view of and approach to literature is not only criticised in her home country, but also
across the continent. The Senegalese Amina Sow (in Hitchcott, 2006b: 19) for instance believes
that Beyala’s writing shows a negative and pessimistic picture of Africa, something Beyala does
not deny:

| shock some Africans, | know that. But those people don’t interest me because they’re the
ones who have dragged this continent to the edge of the abyss [...] | shock Africans more

than Europeans because, first and foremost, this message is intended for them.
(Hitchcott, 2006b: 19).
Beyala’s presence on public media tends to raise questions around what she is actually fighting
for: is it really for women or is it simply to build her personal popularity? According to the
Guinean Tierno Monénembo (in Hitchcott, 2006b: 20) she is too present and should ‘step back’
if she wants to finish what she has started. He is of the idea she is not that interested in depicting
Africa as it is or in defending women’s rights as she claims, but trying to build her own

‘commodification’ through her strong presence in the media (Hitchcott, 2006b: 20).

Opinions are divided about the quality of Calixthe Beyala’s work. Mongo Beti for instance
believes that she is not a good writer. He says that she cannot write and she is more interested in
quantity than quality (Hitchcott, 2006b: 23). By this claim, Beti means that Beyala looks for a
larger audience by writing as a defender of women. The ‘zombification’ of the female characters
is highlighted in Beyala’s writings by authors such as Asaah (2006) and Kom (1996). Kom
emphasises the fact that despite all her claims in favour of the female gender, Beyala does not
present a model character in any of her writings. In the same line of contestations, Bernard
Mouralis believes that the way Beyala represents feminism through her female characters is

imaginary, not realistic. He says to this effect that Beyala’s fantastic view is:

« une image masculine de la femme [...] que I'on pourrait qualifier d'utopique (car elle)
s'exprime a travers une fiction qui tente de représenter des personnages féminins jouant
un autre réle que celui qui est leur realité sociale »

(Mouralis, 1994: 21-22)



In contrast, American critics are particularly interested in Beyala’s writing style. They are
interested in the uniqueness and particular kind of writing of the author, who has merged the
traditional African socio-context with the free western form of writing. Sonja Darlington for
instance published an analysis of Tu t’appeleras Tanga (2003) where she praises the style of the
author, qualifying it as ‘a new form of fiction that bears the stamp of African genius, experiments
with new language and images, and does not need to be named by someone else’ (in Hitchcott,
2006b: 23).

The question of gender, sexuality and objectification of the body of the women are the main
characteristics of her writings. Juliana Makuchi Nfah-Abbenyi discusses this issue of sexuality in
Beyala’s writings (1997: 84-94). In her analysis of Tu T appeleras Tanga and C’est le soleil qui
m’a brdlée, she focuses on elements of sexuality and eroticism found in the novels. Beyala’s
presentation of women seeking their place in the society and women in quest of freedom from
male oppression often tends to lead to ‘a Lesbian Continuum’ (1997: 90). Nfah-Abbenyi in her
analysis presents extract of what she called “(un)spoken moment of/for lesbianism in Soleil”,
which is one of the various issues that brings controversy from some readers (1997: 91).

2.2. Style of Calixthe Beyala in C’est le soleil qui m’a bralée

Calixthe Beyala can be considered a feminist because she places women at the centre of her
writings. However, there are differing opinions on her style of writing. Some consider her

writing to be politically inclined (Cazenave, 1996:133).

Beyala’s writing is audacious and close to spoken language. She makes use of features such as
irony and metaphors to portray the society her writing is peppered with, hilarious thoughts and
flash backs connecting to the main storyline. Some consider her to be the author of a new

feminist genre (as opposed to traditionalist authors like Mariama Ba).

« Authenticité » de la description, usage de I’oralité, violence du message, « souplesse
absorbante » du texte, multiplication des voix narratives, présence de narrateurs
multiples, intégration de mythes, traditionnels et inventés.

(Fernandes, 2007: 237)



She tends to be provocative in her writings and this sometimes creates hostility towards her texts.
For instance, Boniface Mongo-Mboussa in his article Calixthe Beyala: writing in the margins
(1997) qualifies Beyala’s work as an ‘audacious’ novel that portrays to an extreme the bad side
of society: “showing a world that is totally marginal” (1997: 1). Mongo-Mboussa claims that
Beyala’s style is better accepted in the West because of the provocative nature of her writing. He
further suggests that Beyala’s writing does not really respect literary style. Her style is more
functional than anything else because she seems to have a particular goal in her works:
denouncing the problems of her society. Ambroise Kom says in this regard that:

Compte tenu du réalisme de son style, de la vigueur et de la verdeur de nombre de ses
descriptions, on peut dire que I'écriture de Beyala est essentiellement fonctionnelle,
pratique : savoir dénoncer l'ordre patriarcal qui gouverne les relations entre les hommes
et les femmes dans les sociétés contemporaines

(Kom, 1996)

C’est le soleil qui m’a brdlée of Calixthe Beyala is a complex book as far as style and structure
are concerned. It seems difficult to follow from time to time because of the non-linear narrative
and fragmented style of the author. Adding to that, in the text we encounter a mix of various
language styles such as standard, oral and street languages. The oral and street languages for
instance are represented through the use of expressions like QG (Quartier Général), which is the
name of a neighbourhood in Yaoundé. In addition, the narrative changes: at times, she uses the
first person singular and at others she uses the third person singular. Marie Chantal Kalisa (1997)

in her review of this novel by Beyala says regarding the author’s style:

The “I” appears to be the inner voice that incessantly invades the third person. The former
is rebellious and constantly desires to speak up against men for the love of women. If, in
Ateba’s imagination, the “I” writes and talks to women about female empowerment, the
“She” is hardly able to voice her revulsion of men. In the end, this conflict between the two
main voices, amplified by the tragic events that strike the heroine’s friend Irene, leads her
to commit an ultimate act of violence.

(Kalisa, 1997)



2.3. Feminism

With the advent of movements such as emancipation, women have gained in assurance and
are more and more devoted to the fight for their rights. There has been a great movement of
women fighting for their rights in the course of history. Following the feminist movement,
the black women remained active. Some of the great black feminists include the black
Americans Maya Angelou, Coretta Scott King, Oprah Winfrey, but also the Africans
Moiyanttu Banya, Abena Busia, Osia Ojigho, Chimamanda Ngozi Adichie and Calixthe
Beyala.

In the context of African literature, there has been a wave of female writers in West Africa
particularly. One of the main questions at the centre of literary discussions and debates is the
one of ‘authenticity of African woman’. In other words, how should the authentic African
woman be but as Stephanie Newell says in her work, such a question is utopic for every
woman is unique and ‘authentic’ in her own way. In West African Literatures (2006) she
discusses the notion of feminism in women writings. The patriarchal dominance observed in
African societies is also observed in African writings. In fact, in Africa, women have been
marginalised for many years. They were restricted to domestic work. And this was later on
also observed in the field of the academy. Their writings were denigrated by male literary
critics. Critics therefore started to follow the revolutionary stream introduced by those

Americans and Europeans who defended women’s rights.

African literature was always characterised as writing where the plot was centred on a
situation of submission — women being the oppressed and passive characters in literary
works. Feminist critics stood strongly against that. Stephanie Newell talks of a ‘theory of
African women’s writing’ (2006). This type of writing presents male dominance over women
in society, a society in which women are powerless and submissive. She says that in West

Africa for instance (From Senegal to Cameroon),

The region’s history is saturated with examples of assertive and outspoken women: these
women are not simply outstanding exceptions to a prevailing masculine leadership rule



but are common, ordinary women, inheritors to a long history of female political and
economic power stretching back through the centuries to legendary figures like Inkpi and
Moremi (see Amediume, 1987; Awe, 1992; Mba, 1992)

(Newell 2006: 138)

However the voiceless situation of women in African literature was raised by feminists from
the early 1990s. Calixthe Beyala is one of the female writers of this movement. Despite her
particular style of writing highly criticised and controversial she paints the situation of
women in society and expresses her dissatisfaction with male dominance. Her fight for
women rights is particular in the sense that she also makes use of a suffering female character
in most of her works as is the case with C’est le soleil qui m’a bralée. However, Beyala does
not stop at feminism. In fact she creates the notion of féminitude — which is a blending of
feminism and negritude. But she claims that it is different from feminism and negritude in
many ways. Quoting Beyala, Hitchcott says in Performance of Migration regarding this

féminitude:

Is an international solidarity movement that is ‘trés proche du féminisme mais
divergente dans la mesure ou elle ne préne pas I’égalité entre I’hnomme et la femme,
mais la différence-égalitaire entre I’lhnomme et la femme’ [very close to feminism but
different in the sense that it does not claim equality between men and women]
(Hitchcott, 2006b)

2.4, African literature

There have been a number of debates about the nature of ‘African literature’. Paul Bandia
referring to Senghor and others says to this effect that:

Since the inception of African European-language literature there have been endless
debates about what it actually constitutes. Questions have been raised as to whether
African literature means literature written by Africans or, more generally, literature about
Africa or the African experience (Senghor 1964a; 1964b; Chinweizu et al. 1980; Wa
Thiong’o 1986).

(Bandia, 2008)

People were wondering whether African literature is the literature written by Africans, about

Africa, or any literary piece of work written in African languages. But, as Bandia says, such a
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debate has now lost its value since the advent of ‘African-European language literature’ (2008:
13).

Since independence in the 1950s and 1960s, Africans have gained recognition with their
literature, especially female writers, who before these liberations were far less known. African
authors wrote both in indigenous (e.g. Haoussa) and in European languages (e.g. English and
French). Some of the most famous post-independence African writers include Wole Soyinka,

Chinua Achebe, Cheikh Hamidou Kane, Mongo Beti and Leopold Sédar Senghor.

Calixthe Beyala can be classified among writers of ‘African-European language literature’. As
said previously, she is an author who writes about African society, but with a “parisianist’ style.
Given Beyala’s particular form of African literature, it is interesting to examine the way these
texts are translated. A particularity of African European languages literature is that they contain
elements of orality, which is one of the issues discussed by Bandia in his work (2008). Since
Calixthe Beyala is a writer in the diaspora, it will be important to discuss Bandia’s work because
he talks of “questions related to acculturation and linguistic experimentation [...] from a
diachronic point of view, tracing the evolution of the status of European-language texts.”
(Bandia, 2006: 349). He also evaluates aspects such as ‘exile’, ‘migration’, ‘education’ and
others in African European-language style (Bandia, 2006).

The particularity of style in African literature is the elements of orality found in writing. Despite
the fact that they use the language of the coloniser, African writers want to create their own style
of writing bringing in their work a ‘distinctly African flavour’. By doing so, they create a
narrative that appears to be oral. However, Bandia specifies that they are not simply translating
from their oral language (2006). As said earlier, Beyala’s writings are full of varieties of

languages: heteroglossia — which is one of the things that make her writing so particular.

2.5. Postcolonial Literature and postcolonial translation

C’est le Soleil qui m’a brulée of Calixthe Beyala and its translation The Sun Hath Looked upon

me by Marjolijn de Jager are characterised as postcolonial literature. Therefore, it is important to
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apply postcolonial theories of translation to the analysis of these two texts. Many critics have
emphasised the idea that postcolonial literature and translation are linked. According to Douglas
Robinson in Translation and Empire (1997) for instance, postcolonial studies focus on the power
relations that exist between cultures, societies and nations in translation (1997: 14). Postcolonial
literature refers to the literature written after colonialism, literature of the post-colonies.
Postcolonial translation deals with the way languages/cultures of the former colonies are

represented by the colonisers.

And in ‘power-relations’ studies, post colonialism is a way of looking at intercultural
power, the psychosocial transformations brought about by the intertwined dynamics of
dominance and submission, geographical and linguistic displacement. It does not attempt
to explain everything in the world; only this one neglected phenomenon, the control of

one culture by another.
(Robinson, 1997: 16)
Maria Tymoczko (1999: 19) refers to translation as a metaphor for the postcolonial; indeed, she
compares translation (as its etymology says: the transportation of sacred, specific and particular
elements of a culture into another) to the activity of linguistics. The literature of former colonies
is written in foreign languages meaning that the authors of these literatures write their stories in
the languages of the coloniser, languages that are at the centre of power and that will help the
authors to reach a wider audience. Translation according to Tymoczko often works in the same
way. A number of differences are raised vis-a-vis literary translation and postcolonial literature.
Maria Tymoczko enumerates them (1999: 20-22). From her analysis, it can be said that the
differences between those two writings revolve around culture. Indeed, she says that postcolonial
writers are different from translators in that they are not just transferring of idea from one
language to another; they are also moving elements of their culture into the language of the
coloniser (1999: 20). Adding to that, the translator is constrained by the ‘fixed text” and cultural
and linguistic barriers need to be overcome in the target language. This is where Tymoczko says
that translators face the problem of “faithfulness’ because by trying to render a culture unknown
to the target audience, they might be obliged to introduce some changes in the translation,
creating some shifts. As she says, “in obscuring or muting the cultural disjunctions, the translator
ceases to be ‘faithful’ to the source text” (1999: 21). Also, Tymoczko says that it may be that the
author chooses quite strong or ‘aggressive’ language to present his/her cultural environment — as
does Calixthe Beyala in most of her writings. Here too the translators have to make a choice:
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they can either use a simple language or they can choose between a domesticated and a
foreignised translation approach (Venuti, 1995). According to Venuti, domestication refers to
“an ethnocentric reduction of the foreign text to target-language cultural values, bringing the
author back home, whereas Foreignisation is “an ethno-deviant pressure on those (cultural)
values to register the linguistic and cultural difference of the foreign text, sending the reader
abroad.” (Venuti 1995: 20). In other words, with domestication the translators reduce the chance
of strangeness in the text, while with foreignisation they bring in the target language elements of
exoticism. Nevertheless, regarding these differences, Tymoczko concludes by saying that:

These differences are somewhat mitigated in practice by the choice actually exercised by
translators in deciding which elements of a text to preserve in translation (Tymoczko,
1995); at the same time, writers are not necessarily so free as might be imagined,
constrained as they are by history, myth, ideology, patronage and affiliation, which set
bounds on the presentation of the source culture in the literary work. Thus, the two types

of writing converge on the shared limit defined by cultural interface.”
(Tymoczko, 1999: 22)
Translators and authors of the postcolonial era are both writers, but each of them has their
particularities. As said earlier, translators are obliged to work within a given context because
they are rewriting in a new language what has formerly been written by an author, whereas
authors are free to write on anything. In addition, they are both trying to transfer material from
one culture to another. In the case of this study for example, Beyala is carrying Cameroonian
culture into French, whereas Marjolijn de Jager is transferring the Cameroonian culture —
formerly carried by Beyala from the Cameroonian context into French — from French into
English. To bridge cultural differences, translators can use elements such as prefaces, footnotes
and glossaries to help them fill the gap between cultures which is not the case with De Jager in
The Sun Hath Looked upon Me. Writers adopt other strategies to bridge the gap between cultures
such as the description of certain elements within the text as when Chinua Achebe explains the

meaning of the names of characters (Tymoczko, 1999).

Regarding the translation of Calixthe Beyala, Ogunyemi (2007) describes Calixthe Beyala’s The
Sun Hath Looked upon Me as “Lunatic Writing”. Indeed, the translation of C'est le soleil qui m'a
bralée starts with an epigraph of “The Song of Solomon” from the King James Bible. The

translator took her title from a passage of that Bible. As Ogunyemi says, Marjolijn de Jager

13



translates bralée by ‘looked’ instead of using ‘burned’. For Ogunyemi, the translator therefore
makes the novel “less grim than it is” (Ogunyemi, 2007: 229). The consequence of this choice by
the translator is that it will influence the interpretation of the novel: “Whatever the reason for the
change, the shift in focus complicates the issue of the ownership of words and affects the
interpretation of the book” (Ogunyemi, 2007: 229). Hence she raises an interesting question:
“Are we reading Calixthe Beyala (with the editor flagrantly shrouded) or Marjolijn de Jager or a
mixture of both?” a question which follows on a question she asks in the preceding paragraph:
“What boundaries should be respected especially when the language a writer is using is not
originally hers and one text can move from one language to another through translation?”
(Ogunyemi, 2007: 228). To give a sample of answers to this, it is useful to refer to Toury’s view

(1995) of literary translation.

Toury in Descriptive Translation Studies and Beyond (1995) discusses the issue of ‘literary’ and
‘translation’. In fact, literal, literary, literariness are words that can confuse the general opinion
when it comes to translation. In his work, Toury establishes a difference between the “translation
of literary texts” and a “literary translation” (1995: 166-180). According to him, the translation
of a literary text can be done following three aspects: ‘linguistic’, ‘textual’ and ‘literary’. The
linguistic translational approach respects the linguistic of the target language in terms of syntax,
lexis, structure, etc. Such a translation does not necessarily have to conform to the source
language. Then comes the textually translational approach. According to Toury, this one focuses
on the general aspects of the target culture without necessarily adhering to any literary model.
Finally he refers to ‘literary translation’ which deals with the literariness of the text, the respect
of the forms of such a literary genre. (1995: 171). Hence, from the perspective of this approach
to literary translation according to Toury, De Jager has tried to achieve a balance by staying true
to the source text and also respecting the linguistic norms of the target language. As far as the
boundaries questions she raises, it can be said from Toury’s view that literary translation is not a
simple transfer of a message from one language to another. The translator must ensure that the
message, the form and the elements of the type of literature (poetry, novel, drama, etc.) are

respected in the course of his work.

Notwithstanding all what precedes, it is worth mentioning that African authors themselves are
first and foremost translator. Indeed, from the classic definition of translation (carrying a

14



message from a language system to another language system), African authors are working in
this sense by carrying their cultures into western languages. Kwaku A. Gyasi wrote an article on
the African writer as a translator (2003). In this article he presents African writing as a form of
translation of African culture in the language of the former colonies. According to him,
“translation goes beyond the linguistic process that consists in transferring meaning from one
language to another to include the entire medium through which ‘third world’ cultures are
transported to and recuperated by audiences in the west.” (Gyasi, 2003: 143). In this article he
discusses the essential issue of language as being the central element of African literature. The
dominance of the European languages and the diversity of indigenous languages in Africa create
a kind of challenge for the African writer (Gyasi, 2003: 143-144). In the case of Cameroon for
instance where there are more than two hundred dialects, writers style will diverge from one part
of the country to the other. Beyala, whose parents are both Bamileke and Beti, grew up within
her mother environment — Beti. Her writing is therefore peppered with the cultural specificity of

the language of her mother, which she presents throughout her writings.
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Chapter three: Theoretical Framework and Research Methodology

3.1. Introduction to Descriptive Translation Studies

The comparative analysis is done within the framework of Descriptive Translation Studies. Also
known as DTS (Holmes 1988: 71), Descriptive Translation Studies is one of the various
branches of the diagram tree of translation traced by Holmes. It is subdivided into three main

approaches, namely: product oriented, process oriented and function oriented.

Based on Holmes’s fundamentals of translation, Toury further develops DTS. In his book
Descriptive Translation Studies and Beyond (1995), Toury discusses the various aspects related
to this branch of translation and proposes some laws of “translational behaviour”. Indeed,
according to Toury, a descriptive comparative analysis of a text and its translation can be done
from three different approaches (Toury: 1995). The description of a translation as indicated
above can be product-, process- or function-oriented. Toury in his analysis of these three
approaches states that not only do they represent specific domains of study, but they are also all
linked to a certain extent (1995: 11).

In fact, to the extent that DTS aspires to offer a framework for individual studies of all
kinds, at all levels, one cannot but proceed from the assumption that functions, processes
and products are not just ‘related’, in some obscure way, but rather, from one complex
whole whose constitutive parts are hardly separable from one another for purposes other
than methodical. Consequently, whether an individual study is process-, product-, or
function-oriented (and all three types will no doubt always be performed), when it comes
to the institutional level, that of the discipline as a whole, the program must aspire to lay
bare the interdependencies of all three aspects if we are ever to gain true insight into the
intricacies of translational phenomena, and to do so within one unified (inter)discipline.
(Toury 1995: 11)

Toury describing the function of translation says that translations are made within a particular
constraint of cultural values (1995:12). The translator, according to him, produces a text that will
follow the features of the target language culture. Indeed, since the translator’s aim is to render a
text that will be understood by the audience of the target language, he must use linguistic and
socio-cultural elements of the target system, creating therefore an equivalent of the source text.
But Toury also adds that this is done under certain circumstances and for specific reasons. The

elements of the source text retained in the translated text are retained “not because they are
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‘important’ in any inherent sense, but because they are assigned importance, from the recipient

vantage” (1995: 12). lllustration of Toury’s statements in my texts include:

Source Text:

Et tous les jours, Combi (a) racontait la méme antienne : « Si la vie n’arréte pas de me prendre
a la gorge, je mange (b) le corps qui (c) me vole mon homme » (Page 5)

Translation:

And every day, Combi (a) would chant the same refrain: ‘If life doesn’t stop grabbing me by

the throat, | will devour (b) the one who’s stealing my man (c) from me’. (Page 1)

In these extracts of C’est le soleil qui m’a brulée and its translation The Sun Hath Looked upon
Me, we can see that the translator just like the author use the linguistic structure pattern of the
languages in which they are writing. If we consider (a), from a lexical and literal point of view,
we can see that the translator changes the choice of words. In fact, the back translation of the
English version would be ‘chantait le méme refrain’ which is not exactly word for word what the
source text says, but from a semantic approach it is what the author initially meant by ‘racontait
la méme antienne’. Therefore one could ask oneself why the translator chose these words instead
of for example ‘would tell the same story’. It is possible to justify this choice by Toury’s
statement on the function of the translation, intended for the target culture.

In (b) also we see the change of lexis. Instead of translating ‘mon corps’ by ‘my body’, the
translator uses ‘the one’. This also could be intentional on her side, to produce a more natural
and accurate text. However, this choice can bring a shift in what the author was initially trying to
emphasise, since throughout her novel, Beyala is putting a strong accent on the woman’s body

and on sensuality (she is straight forward in her choice of words regarding sex).

The third highlighted segment deals with the internal structure of the sentence. In fact, we see
clearly here that the translator replaces the French pronoun ‘me’ by ‘from me’, but she changes
its place and sends it to the end of the sentence. This is also a structural faithfulness to the

English language system.
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3.2. Macro and micro analysis: Lambert & Van Gorp model (1985)

DTS is the broad theoretical frame | use for this research. However, one of the methods of
analysis | found helpful for the comparative analysis of these two texts include José Lambert &
Hendrik van Gorp’s (1985) model of macro analysis. They have written a paper based on Even-
Zohar and Gideon Toury’s works. In ‘On describing translation’, they propose a scheme for
analysing a source text and its translation. It is divided into four steps (Lambert & Hendrik Van
Gorp 1985: 52-53):

1) Preliminary data: it deals with the description of the title and all the information found on
the title page such as the presence or the absence of the name of the author and the
translator. It also deals with the metatextual elements found in the title page, on the
preface, or in the footnotes. And finally it refers to the analysis of the strategy used by the
translator: is it a partial or a complete translation? This preliminary analysis leads to
hypothesis helpful for the macro and micro analysis.

i) Macro-level: it is the analysis of the division of the text, the titles and presentation of
chapters and the internal narrative of the text. This step generates hypotheses useful for
the micro analysis.

iii) Micro-level: this is where we identify the linguistic shifts at different levels (lexical,
semantic, phonic, modality, graphic, syntactic, elocutionary). This analysis leads to
reconsideration of the preceding hypothesis and therefore to their ‘consideration in terms
of the broader systemic context’.

iv) Systemic context: here we come with norms after comparing the micro- and macro-
levels text and theories. We also describe the intertextual relations (with other

translations) and intersystemic relations (relations with other genres, codes).
3.3. Strategies used to apply Lambert and Van Gorp model.
3.3.1 Interpretation of elements of the paratext (1997)

To apply Hendrick and Van Gorp’s theory of macro analysis, | use Gérard Genette’s
interpretation of elements of the paratext (1997). By paratextual elements are meant all the

information surrounding the actual text. They include elements such as the publisher’s peritext,
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the name of the author, the title, the please-insert, the dedications, inscriptions, the epigraphs and
the prefaces (1997).

3.3.2 Stylistique comparée du francais et de I’anglais (1995)

For the micro analysis, | use Vinay and Darbelnet’s methods of analysis. In Stylistique
compareée du frangais et de I’anglais (1995), Vinay and Darbelnet propose two broad strategies
that comprise seven methods of translation: the direct translation methods (borrowing, calque
and literal translation) and the indirect translation methods (transposition, modulation,
equivalence and adaptation). It will also be helpful to use their notion of gains and losses in

translation.

Borrowing: The direct translation methods previously cited are referred to as literal translation
(as opposed to free translation). In the first method, borrowing, the translator keeps the source
language word in the target text. Examples in the book include the names of characters (Ateba,
Etoundi, Jean Zepp, Ada), the names of places such as QG and Boulevard de la liberté. It is
worth noting, when the QG is first mentioned, the translator spells it out as “Quartier Géneral”
which is not the case in the source text. She probably did so to ensure that the target language
readers understand what is being referred to by QG in the book. Other instances of borrowing in
the translated text include “monsieur”, like in the English version, “Monsieur Combi” (page 27)

and “pagne” (page 63) which is written in italic in the translated text.

Calque: Calque is the second method of translation named by Vinay and Darbelnet in their
book. They call it a “special kind of borrowing’ (1995: 32-33) where we see the structure of the
source language literally copied in the target language. This type of calque is called syntactic
calque as opposed to other forms of calque such as lexical calque. The translator of Calixthe
Beyala’s C’est le Soleil qui m’a brdlée makes use of this method throughout her translation.
Some examples found in the texts include a passage from the first few pages of the book, where

the author situates the action by describing the state of mind of Jean Zepp.

ST Translation

Zepp Attend. Il se porte bien. Il s’applique a | Zepp waits. He looks good. He makes a
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le faire voir. L’oeil offensive. La bouche
encourageante. Un pouce levé. Les taxis
passent. Le temps aussi. (Page 9)

point of showing it. His eye on the
offensive. His mouth encouraging. A thumb
in the air. The taxis pass by. Time does too.

(Page 3)

Literal translation: Literal translation is one of the methods she uses most. This procedure

according to Vinay and Darbelnet refers to word for word translation. They claim that literal

translation is one of the methods of translation used mainly between languages which belong to

the same family such as French and Italian (1995: 33-35). Here are some examples:

ST

Translation

Je vais au QG (page 10)

I am going to the QG (Page 3)

T’es malade ou quoi? (page 10)

You sick or something? (Page 3)

Pourquoi pas a Paris? (page 10)

Why not to Paris? (Page 3)

The second category of translation strategies Vinay and Darbelnet discuss about deal with what

they call ‘oblique’ or ‘indirect’ translation. They are used when the translator cannot apply the

three previous procedures.

Transposition: The first oblique translation technique is transposition. It deals with the change

in word class in the process of translation. In other word, the translator goes from one part of

speech to another. It is often done to respect the features of the target language. Vinay and

Darbelnet name some of them (1995: 94-99) such as: from adverb to verb, verb to noun and noun

to past participle. This word class change is mainly to help the translator overcome the linguistic

difference (and sometimes preference in the target language system) between both languages.

Illustrations of this technique in my paper include the following:

ST

Translation

Madame tout court ou madame la

blanche ? (Page 15)

Simply Madame or white lady? (Page 7)
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Qu’as-tu de plus a adopter la pensée | What have you gained by adopting the

européenne (Page 15) European way of thinking (Page 7)

We see in this extract that the translator changes the word class of the noun ““la blanche” by the

adjective “white”. She also replaces the second “madame” by “lady”.

Modulation: The second procedure of oblique translation is modulation. This is a further level
of change the translator can make. The translator uses this technique to render a text that will be
idiomatically and culturally correct in the target language. Just like transposition, it can be
obligatory or optional depending on the context and on what the translator is emphasising (1995:
36-37). Some instances of this procedure can be found at different levels (1995: 246-55): from
abstract to concrete; from the whole to the part (and vice versa) or from the active to the passive.

The following are some illustration taken from the corpus of my research:

ST Translation

Conformément aux prévisions des astres | According to the stars (Page 7)
(Pagel4)

Tout est immobile (Page 45) Everything lies motionless (Page 61)

Equivalence: Then we have equivalence. This form of translation deals with more cultural
specific terms and idea within a language. According to Vinay and Darbelnet, this technique
refers to the translation of idiomatic expressions, clichés, proverbs and even onomatopoeia.
French and English, having different cultures, tend also to have different word choices
expressing the same idea. If the translator were to translate them literally he would be missing
out the thought of the author of the original. Therefore in the context of my research, not only is
the translator moving from French to English, but also she is moving from a local standard type
of French and Cameroonian one, with African idioms and expressions, and therefore needs to
convey this into English in order to represent a certain reality in the target readers mind. Some

instances include:

ST Translation

Je garde mon identité (Page 15) I am who | am (Page 7)
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Hein ? (Page 15) Eh? (Page 7)

Adaptation: The last of the seven methods named earlier is adaptation. As we could have notice
throughout the classification of the procedures of translation by Vinay and Darbelnet, they go
from the simplest to the most difficult cases of translation. Therefore, adaptation occurs when
there is no proper equivalence in the target language system. The translator looks for something
similar. According to Vinay and Darbelnet “the translators have to create a new situation that can
be considered as being equivalent” (1995: 39). They take this method as a ‘special form of
equivalence’ since the translator is looking for a suitable equivalent to express the original
message. This is likely to be where most of the shifts in translation occur because the translator,
by trying to render an idea that does not initially exist in a culture, might deviate from the
intended message of the original. Vinay and Darbelnet go further by saying that adaptation is
used to avoid over translation — as in their example of a father who, returning from a trip kisses
his daughter on the mouth, which if translated in French literally will convey a message that the
original did not intend (1995: 39). Vinay and Darbelnet indicate that adaptation occurs frequently
in the translation of book and film titles. In the case of my research, the original title is C'est le
soleil qui m'a bralée and the translator rendered it as The Sun Hath Looked upon Me. The
translator has adapted the text for its target audience. She could have translated it literally as ‘the
sun that burnt me’ but she did not. Instead she chose to take a quote from the Bible.

Gains and losses: Gains and losses are two other notions useful in the comparative analysis of a
text and its translation. Vinay and Darbelnet discuss these issues in their work. The principal
goal of translation being the transfer of meaning from language A to language B, it can happen in
the process that the translator adds or retrenches information to suit the linguistic patterns of the
target language, or simply because there is no other way to transfer it. As the example they give
(1995: 170) his patient which in French is son patient. We see from this example that the English
version gives information about the sex of the doctor, whereas the French version tells us more

about the patient. Such examples are common in translation.

Gain can be seen at various levels according to Vinay and Darbelnet. We can talk of gain in
translation when the target text presents a situation that does not exist in the source text (1995:
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170). Example of such in the novels of Beyala and De Jager include the following taken from the

last passage of analysis:

- Elle sifflote // she whistles under her breath.

- Prise d’une nausée subite // overcome by a sudden wave of nausea.

Loss occurs when some elements of the source text are omitted in the translation. Examples

include the following:

- Mon petit cceur // dear heart
- Elle le force a jouir hors d’elle // she wants him to come outside

These examples are explained in chapter four of this research. However, the methods used to
compensate the lack of notions or ideas in the course of translation are mainly found in the

oblique procedures of translation presented above.

3.3.3 Translation and the Trials of the Foreign (2012)

Another approach useful for this research is Antoine Berman (2012) view of translation as “the
trial of the foreign”. In his essay Translation and the Trials of the Foreign, Berman focuses on
the challenges faced by the translator. He says that translation is a trial of the foreign in ‘a double
sense’: “it establishes a relationship between the Self-Same (Propre) and the Foreign by aiming
to open up the foreign work to us in its utter foreignness” and also because “the foreign work is
uprooted from its own language-ground (sol-de-langue)”. In his article Translation and The

Trial of Foreign, Berman identifies twelve deforming tendencies in his analysis of translation :

Rationalisation: It is the reconstruction, the rearrangement of elements of the source text. The
translator can for instance choose to move from verbs to nouns or from abstract to concrete and
vice versa. The punctuation of a text can also be affected at this level. If the punctuation of the
original text is not similar to the one of target language, the translator can decide to proceed to a
rearrangement of the punctuation system of the text in the course of his work — “rationalization
deforms the original by reversing its basic tendency” (Berman, 2012). Such transformations will

thus lead to the next deforming tendency.
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Clarification: as it name entails, clarification in translation happens when the translator tries to
clarify the original text. The translation here can appear more fluid and easier to understand than
the source text. It could also be done to avoid ambiguity or to respect the target language system.
This can be done through many processes such as explanation (that is develops in greater detail
an idea expressed in the source text). But as Berman says, the mere fact that the translator is
processing a new text in his mind will automatically come with newness. Citing Heidegger he
says that “In translation, the work of thinking is transposed into the spirit of another language
and so undergoes an inevitable transformation. But this transformation can be fecund, because it

shines a new light on the fundamental position of the question” (Heidegger 1968: 10).

Expansion: this is the logical result of the previous tendencies. By rationalizing and clarifying
the text, the translator automatically creates a translation longer than the source text. However,
whereas clarification tends to render the text clearer, the expansion mode can make it heavier and
therefore leading to what Berman calls obstruction of its own mode of clarity. He says to this
effect that “expansion is, moreover, a stretching, a slackening, which impairs the rhythmic flow
of the work. It is often called ‘overtranslation”.

Ennoblement and popularization: this has to do with the poetics and the rhetoric effect of a
literary text. It is most seen in the translation of classic texts. Berman says that it is the rewriting
of classic texts in a such a way that the meaning of the text will be put in an ‘elegant’, *brilliant’,

‘readable’ form, without any form of awkwardness.

Qualitative impoverishment: this tendency follows inevitably the preceding ones. By
rationalizing, clarifying or expanding elements of the original text, the translator can either come
up with a poorer text or a richer text. According to Berman, this can happen when the translator
uses words and expressions which do not really correspond to those used in the source text or do
not carry exactly the same power as those of the original. We have for instance the use of images

or proverbs that do not resemble the ones of the source text.

Quantitative impoverishment: as its name entails it is the loss of the lexis in the course of
translation. This can happen when the translator tries to reduce long texts. However, it goes in

pairs with qualitative impoverishment because in translation, any translator task is to render a
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text that will be acceptable and understandable in any target language. Therefore by reducing and

clarifying the text, the translator comes up with what Berman calls a ““poorer and longer”” text.

The destruction of rhythms: this tendency is seen more in poems than in novels for, as Berman
says, novels are less rhythmic than poems. But it can be seen in the punctuation system of a

novel.

The destruction of underlying networks of signification: in any piece of literary work, as
Berman says, there are always two dimensions, namely the surface and the underneath/hidden
dimensions. The latter is what constitutes the particularity of a text and its author. It is the mark
of the particularity of an author represented by the choice of words he uses, the ones he avoids
using, the kind of language present in his writing, the semantic fields, etc. It represents what is
deeper in the work of an author, what is proper to him. Therefore the translator by disrupting this

network loses the particular identity of the original work and of the author as well.

The destruction of linguistic patterns: just like the former tendency, this tendency deals with
the loss of intrinsic particularity of a text in the process of translation. Indeed, Berman is of the
idea the three first tendencies create a gap between the source text and the target text in terms of
linguistic choices. Berman says that by trying to render a more coherent text in the target
language, the translator comes up with an incoherent and heterogeneous text because the
inconsistency he uses produces a text which is at the same time readable and vulgar — “like
combining ennoblement with popularization where the original cultivates an orality” (Berman,
2012).

The destruction of vernacular networks or their exoticization: this deforming tendency deals
with the transformation of vernacular languages in the process of translation, or the loss of
exoticization in the target text. To keep the particularity of a text such as African novels for
instance, the translator should try to use as much as possible the words that make this text stand
out among others. Therefore by domesticating a text, the translator loses this vernacular network
construction. Berman believes that “the effacement of vernaculars is thus a very serious injury to
the textuality of prose works” (Berman, 2012).

The destruction of expressions and idioms: expressions and idioms are all contextual, that is
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they belong to specific areas. As Berman says, proses are full of images which come mostly from
the vernacular language. Therefore linked to the previous deforming tendency, this tendency
deals with the loss of exotization within a text. Berman says that by replacing an idiom with the
target language equivalent, the translator does not translate it.

The effacement of the superimposition of languages: this tendency, just like the two previous
ones deals with the vernacularism, moreover, it is the way the translator renders the relationship
that exist within the text between the common language and the various dialects. In a sense, in a
novel where the author uses for instance French as the main language and African language
expressions, the translator has the task to transfer such a text in a way that the hierarchy of
languages found in the original comes out the same in the target. When that heteroglossia is lost

in translation, the translated text will lack superimposition.

Some of the tendencies enumerated by Berman we can see in the translation of Beyala’s novel
include rationalisation and clarification, which is the outcome of rationalization. The translator
by bringing in the text those previous transformation aspects ends by rendering a longer text,
which is the third deforming tendency: expansion. The translator, according to Berman, can
come up with a poorer text, which he called quantitative impoverishment. The comparative
analysis of these two texts with the help of Vinay and Darbelnet’s procedures of translation
enable me to better elaborate on Berman’s deforming tendencies found in the translation because
Vinay and Darbelnet’s approach is technically inclined, whereas Berman’s is more evaluative
and ethical.

In sum, it is useful to see how De Jager faces the foreign and which of these techniques she uses
in her work. Relating to Berman’s analytic scheme of translation is De Jager closer to the source

text or is she rewriting it?

Analytic in two senses of the term-detailed analysis of the deforming system, and
therefore an analysis in the Cartesian sense, but also in the psychoanalytic sense, insofar
as the system is largely unconscious, present as a series of tendencies or forces that cause
translation to deviate from its essential aim.

(Berman 2012: 242)
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3.4. Research Methodology

To conduct this study, | start by doing a preliminary analysis of the data based on José Lambert
& Hendrik Van Gorp’s (1985) approach. | analyse the title, the metatextual elements and present
hypotheses on the general strategy used by the translator in the course of her work. One
hypothesis that can be drawn from the preliminary analysis of the English title is that even
though the translator tries to be faithful to the original, she brings to her work elements of the

English language system so as to be accepted by the target audience.

Then | proceed with the macro analysis of the data still following Lambert & Van Gorp’s
method. | present elements such as the internal division of the text — which at times | found
difficult to keep track of due to the absence of a clear division system by the author. | also
discuss issues such as the internal narrative structure and the types of narrative used by the

author — these are key features that characterise the style of Calixthe Beyala.

Following this macro analysis, | proceed to a micro analysis of the data using Vinay and
Darbelnet’s (1995) procedures of translation. Since | cannot pretend to tackle all the elements to
do such an analysis, | focus only on a specific angle. Given my background in comparative and
contrastive studies of French and English, | do a comparative and contrastive analysis, focusing
merely on the main themes of the text. Vinay and Darbelnet in their Comparative Stylistics of
French and English (1995) explain the procedures that are used in the course of translation of
French texts into English. I chose this model not only because the texts | am analysing match the
criterion of Vinay and Darbelnet’s language combination in their work, but also for the stylistic
aspect of their approach to the translation process. It will help me to show that in literature as in
any other domain, the choice made by a translator influences the kind of text s/he is about to
produce and may or may not trigger the initial intentions of the author. In the context of my
study specifically, I try to show that despite the fact that the preliminary comparative analysis of
the title of the novel and its translation reveals that the translator is not faithful to the original, the
content of the book in itself is closer to the original than we could imagine at first sight — despite
the various procedures used by the translator. Based on Berman’s approach to translation as trial
of the foreign (2012), | try to show how Marjorlijn de Jager endeavoured to render Calixthe

Beyala’s text so as to be perceived and appreciated in English as it is in French. The analysis
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bring together Berman and Vinay and Darbelnet’s view of translations: with the detailed
comparative analysis of the texts, | emphasise the idea that translation is not a simple cross
linguistic or cultural process that aims at bringing a message from language A to language B;
there is also a whole procedure in the course of translation which leads to the text being either
too close to the original or too far as described by Berman in his essay (2012). | have selected an
extract which helps me to support my macro analysis, the introductory italicised passage (from
page five to page seven in the French text and from page one to page two in the English text). |
chose this extract because its narrative is quite particular. Here, the narrator tries to give a
general overview of the whole book. From this passage, the author is already presenting her
mind and her anger towards the male dominance in her society. With this passage, the author
introduces the voice of the narrator of the text, which is odd in that it is a sort of spirit, who
knows the life of every character.

To carry on my micro analysis, since | cannot attempt to analyse the entire work of Calixthe

Beyala and Marjolijn de Jager, | have chosen a few extracts from the texts.

The first extract to be analysed is the first part following the introductory passage. It is on page
ten of the source text (ST), and goes from page three to page four of the translation. I chose this
extract for a number of reasons: as far as the level of language is concerned, there are many
illustrations of the popular jargon of Cameroon society. By analysing this passage, | try to

present the style of the translator in the course of her translation.

The second passage goes from page sixteen to page seventeen of the ST and from page eight to
page nine of the translation. This extract presents a few occurrences of dialogues and instances
expressing the freedom of women upheld by the author, and the use of sex. It goes in the same
motivation choice as the preceding passage of analysis. | show for instance that the method used
by De Jager leads to an expansion of Beyala’s text.

The third passage | will analyse goes from page fifty-seven to page sixty-five of the ST, and
from page forty-two to page forty-nine of the translation. | chose this passage mainly for the
same reasons | chose the preceding ones. However, it is special in that the themes discussed by

Beyala in almost all her novels are found here: male dominance over women, sexuality and
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women abuse by the society. | think this passage portrays perfectly the metaphor behind the title
of the text because from a critical point of view, the sun can represent the society which in the
original title seems to have burnt the main character in such a way that is she is influenced and
pressurised by that sun.

And finally, the fourth passage of my analysis goes from page one hundred and thirty to page
one hundred and thirty two of the ST, and from page one hundred and two to page one hundred
and three of the translation. This is one of the most important passages of the novel because
Ateba, despite her vivacious fight against male dominance, is raped by one of those men. This
passage is interesting for the main reason that by losing her virginity in these conditions, Ateba
in a certain way loses faith in what she is fighting for. She rejects the idea of male dominance

and objectification of woman body.
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Chapter four: Analysis of C’est le Soleil qui m’a bralée and The Sun Hath Looked Upon Me

4.1. Preliminary analysis

In this section, | provide a general overview of the novel. | present a paratextual analysis of the
novels, focusing on Gérard Genette’s work (1997). As the translator of Genette’s Seuil says in
Paratexts Thresholds of Interpretation, “the paratext is what enables a text to become a book and
to be offered as such to its readers and, more generally, to the public” (1997: 1). It is therefore
important to examine elements such as the publisher’s peritext, the title, the name of the author
and the epigraph to see how the publisher succeeded in rendering this work attractive to the
readers, and if the English version is as faithful to the French one as far as these preliminary

elements are concerned.

a) Publisher’s peritext
According to Genette, the publisher’s peritext is the presentation of a literary work as a whole
(1997: 16). They refer to the general elements surrounding the text and representing the
publishing house. They include the format of writing, the series and the covers. For the purposes
of my research, | have decided to discuss the covers for the specific reason that the publishing
house of the translation of C’est le soleil qui m’a brdlée has chosen a different approach to these

elements.

» The Front Covers — analysis
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ST first cover Translation first cover

Also called the first cover, some of the features of the front cover include the name of the
author(s), the title of the author(s) (such as professor, doctor or member of x or y association),
the title of the work, the genre of the work (novel, play, poetry, etc.), the name of the
translator(s), etc. However, Genette highlights that the elements that should figure on the front
cover are the name of the author, the title of the work and the emblem of the publisher (1991:
24). Below is an analysis of the front cover of C’est le soleil qui ma bralée (1987) and The Sun
Hath Looked upon me (1996), respectively.

Description of the first cover of the ST

As it can be seen on this cover illustration, the aspects of the peritext, as discussed above,
featured on the cover are the publisher’s emblem (J’ai Lu) on top left of the cover. Then comes
the name of the author, Calixthe Beyala, in the middle of the page, followed by the title of the
book.
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On this cover, we see a sort of painting of a black woman, dressed in a ““pagne”. She is standing
on a figure lying prone on the ground with her two feet strongly visible. It makes it appear as if
the woman on the cover is actually standing on/in the prone figure’s vagina. The woman
standing raises her hands with her mouth wide open to the sun which is intensely shining above
her head.

Interpretation of the features of the first cover of ST

We see here that the surname of the author is bigger than the title of the novel. This might well
be a selling strategy on the part of the publisher because, given the polemical debates around
Beyala, she is well-known and emphasising her name in this way would catch the reader’s
attention. J’ai Lu is a French publishing house created in 1958. It is not particularly inclined in
African literature. Their designated target audience is the French readers. It is therefore
important to mention that J’ai Lu is not the first publisher of this novel. There many editions of
C’est le soleil qui m’a brdlée.

The picture of the first cover seems to show an African woman because of her traditional outfit
and her skin colour. This woman seems to be crying for help (Or is she expressing her will of
freedom?) The feet on the breasts may represent the metaphorical idea of superiority of men over

women in African culture.

The choice of the colours is also an important feature to analyse. The main colours of this cover
are yellow, green, red, white and black. Green might represent the nature, but also the virginity
of women. Yellow, which is the colour of the sun on the picture (but also the colour the publisher
used for the title) can be a representation of the heat, heat under which women walk to go to the
farm or the market, heat which burns them. Then the red colour could be a representation of the
blood or pain; because the breasts of the woman lays on the floor are painted in red, this colour
might also be synonymous to giving birth or to sexual intercourse.

The next element to interpret is the title of the novel. From the analysis of the choice of colours
and images, we see that they clearly represent the title of Beyala’s work. But the remaining
questions will be why this expression and how does it express male domination over women?
These questions will be answered through the micro analysis of the text and through the deeper

analysis of the title.
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Description of the features of the first cover of the translation

The first cover of De Jager’s translation of Beyala’s novel, as it can be seen the illustration
above reveals the emblem of the publisher (*African Writers Series” of Heinemann) on the
middle top of the page, then we see the title of the book in English (The Sun Hath Looked upon
Me). The name of the author appears at the bottom of the page. It is important to note that the
name of the translator do not appear on this cover.

The picture on this page is the painting of a street. We see a woman traditionally dressed,

walking in a street which looks like a market place.

Interpretation of the features of the first cover of the translation

The absence of the name of the translator on the first cover of the translated text might be
indicative of her invisibility. The publisher might have decided not to put Marjolijn de Jager’s
name on this cover to make the translation stand as if it is a ST, and therefore avoiding any initial
judgement by the readers. It could also have been for the simple reason that the African Writers
Series (AWS) is well known for being a catalogue of books by African writers that are published
by Heinemann, precisely Anglophone African writings. Therefore, any AWS book from authors
who are not from an Anglophone country will definitely be assumed to be a translation — with or
without the name of the translator appearing on the first cover.

The picture of this cover depicts sadness. This woman walking with her head down seems
exhausted, and the people behind her do not seem to see her. The first interpretation | can
highlight from the translation of the first cover of this novel is that the translation does not
explicitly show the sexual aspect represented by the front cover of the ST. At first sight, it seems
that is the translator and the editor have toned down the explicit sexual nature of the text. We
might therefore expect the translator to follow suit throughout her work.

As far the choice of colours is concerned, the publisher of the translation uses almost the same

tints as the ST, even though the design is different.

» Covers two and three
These covers refer to “the inside front and back covers” (1997: 25). The elements that appear

there are often those of the publisher. In the French edition, cover two presents a list of the other
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books of Beyala that have been published by J’ai lu. In the translated edition, the cover shows

not only Heinemann publications of Beyala, but also a brief bibliography of the translator.

The third cover of the ST shows the publications details of the novel. However, there is no such
indication in the translation. Owing to the fact that these covers are sometimes “mute” in some

genres of writing, they are not really interesting in terms of the comparative analysis of these two

novels.

» The fourth cover

QUI M'A BROLEE L
«lo téte dons les odeurs de Thomme, la bouche

sexe, elle s it quil est deveny complétement fou, quielle

est devenue complétement folle [..). Dans ['étot actuel
de I'histoire, quoi qu'elle fasse, quoi qu'elfe dise, elle aura
toujours tort. Lhomme clest lui. »

Cameroun. Chaleur humide, ciel hypnotique. Dans le
bidonville oi elle a grandi, abandonnée par sa mére,
Ateba cherche avec désespoir sa place dans une société
o0 a femme n'a qu'un droit : se taire. Ecartelée entre
plusieurs sentiments contraires, ta jeune file, le ventre en feu,
a haine au coeur, est certaine quelle peut devenir un jour
la plus forte. Incapable de se résoudre 3 concilier sexe
et asservissement, elle refuse de passer sa vie 3 genoux

Calixthe Beyala
Flevée dans les bidonvilles de Douala (Cameroun),

i de litérature espagnole, elle fut mannequin,
Neuriste, femme de diplomate. Devenue une des plus
grandes romanciéres africaines de langue frangaise,
elle milite activement pour lémancipation des femmes
e son pays,
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ST fourth cover

Genette says this cover is “another strategically important spot” (1997: 25). It presents the

Calixthe Beyala, born in Cameroon, is the
author of Loukoum and
Your Name Shall be Tanga.

Nineteen-year-old Ateba lives in a slum

neighbourhood in the African city of Awu.
Abandoned by her prostitute mother, Ateba
lodges with her aunt. Caught between the
expectations of her aunt, who seeks a high
bride-price for her, and the violent threats of
her suitor, Ateba begins to lose her fragile
hold on sanity.
"This shocking novel deconstructs the
illusions about African women which
négritude literature has produced. Beyala
gives a voice to those who have learnt the
emotional and psychological effects of life
in the African ghetto,

Translated from the French by
Maryoliju de Jager

FICTION | LITERATURE
UK £499
US §9.95
Heinemann
xpinbl o 1L

ISBN 0-435-90951-7

I

Translation fourth cover

following elements which appear on the ST as illustrated on the picture above:



The name of the author: Calixthe Beyala

The title of the work: C’est le soleil qui m’a brilée

The genre of the work: Roman (Novel)

An extract of the work: « la téte dans les odeurs de I’homme, la bouche contre son sexe,
elle se dit qu’il est devenu completement fou, qu’elle est devenue complétement folle ... .
dans I’état actuel de I’histoire, quoi qu’elle fasse, quoi qu’elle dise, elle aura toujours

tort. L’homme c’est lui. »

It can be seen that the publisher has chosen a passage which clearly summarises the novel and

the themes developed by Beyala as | have highlighted in the first chapters of my research: sex,

violence, domination of men over women. Other elements include:

A résumé of the work, in which the publisher present the actual situation of the novel
A short biography of the author

The International Standard Book Number (ISBN): 978-2-290-02512-3

The magnetic bar code

The identification of the cover illustration

The website of the publisher’s house

The price of the work in France: 3,70 €

On the fourth cover of the translation (appendix D), we can see the following set of elements:

A picture of Calixthe Beyala

The titles of some of her works which have been translated by Marjolijn de Jager:
Loukoum, Your Name Shall be Tanga

A résumé of the work

A comment about the work

The name of translator

The genre of the work: fiction/literature

The prices of the work in UK and US: £4.99 and $9.95

The publisher’s name: Heinemann

The ISBN of the translation (followed by the one of the ST under the magnetic bar code)
The magnetic bar code
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Interpretation of the fourth covers

The fourth covers of these two books are similar as far as the form is concerned, but different in
other aspects. When we compare the content of these pages, we realise that the résumé and the
comments on the novel by the editor of the translation are less aggressive in tone than the

language used by the French edition, as is shown below.

ST

Translation

Résumé

Cameroun.  Chaleur  humide, ciel
hypnotique. Dans le bidonville ou elle a
grandi, abandonnée par sa mere, Ateba
cherche avec désespoir sa place dans une
societé ou la femme n’a qu’un droit : se
taire. Ecartelée entre plusieurs sentiments
contraires, la jeune fille, le ventre en feu,
la haine au cceur, est certaine qu’elle peut

devenir un jour la plus forte. Incapable de

Nineteen-year old Ateba lives in a
slum neighbourhood in the African
city of Awu. Abandoned by her
prostitute mother, Ateba lodges with
her aunt. Caught between the
expectations of her aunt, who seeks a
high bride-price for her, and the
violent threats of her suitor, Ateba

begins to lose her fragile hold on

se résoudre a concilier sexe et | sanity. (1996)

asservissement, elle refuse de passer sa

vie a genoux. (1999)

We can see here that the English text is similar in some respects to the French. They both present
her poor situation and the fact that she has been abandoned by her mother. Whereas the French
résumé focuses on the main character, Ateba, the English version also captures the characters
around her, who may have a particular impact on the behaviour of the teenager. The French text,
by focusing on Ateba, stresses the position of women in African society, while the translated
version adds elements which may help the reader of this fourth cover to understand some of the
causes and consequences of the situation of women in African society. This does not mean to say
that the meaning is very different from that of the French version, but rather to add that the
publisher of the translated text gives more details on the causes of the behaviour of Ateba (even

though the French text is longer than the translation).
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Another point that needs to be made about these two passages is that the French cover makes use
of many more allusions to sex and sexual intercourse than the translated text cover does.
Examples of these are, for instance, «écartelée», «le ventre en feu», «sexe et

asservissement », « passer sa vie a genoux ».

Finally, it is important to note that the translation does not specify that the scene takes place in
Cameroon, which is, | believe, one of the important features the author of this novel wanted to
present, giving a personal identity to the work. By generalising the place where the novel takes
place, the publisher of the English text tends to present it as a broader case in Africa, a text in
which any African woman can identify herself. This generalisation in the English edition can
also be seen in the passage that follows the résume (see cover four of the translation above):

This shocking novel deconstructs the illusions about African women which négritude
literature has produced. Beyala gives a voice to those who have learnt the emotional and
psychological effects of life in the African ghetto.

b) Analysis of the title

The title of this novel is an extract of the Song of Songs. Also called the Song of Salomon or
Canticles of Canticles, the Song of Songs is a book of the Old Testament of the Bible. It is the
fifth book of Wisdom. It is characterised by its praise of sexual love between two lovers. The
description of the sexual intimacy of two lovers marks the particularity of this book. This could

have been one of the reasons the author decided to take a segment of it as the title of her novel.

C’est le soleil qui m’a Bralée is taken from the sixth verse of the first poem of the Song of
Songs. It literally means that the speaker’s colour is not her natural skin colour; she claims to be
black due to the sun. One interpretation of this title would be that the author is trying to
emphasise the hardship, the extreme suffering endured by women. Without having any
knowledge of what this song of Salomon is about, a reader would be clear that the title of the
novel refers to women because of the use of the feminine gender of the word *brilée’. However,
the English title does not provide any indication that the title of the book specifically refers to the

female gender. Instead of ‘me’, the publisher could have used ‘her’ to maintain the mark of
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feminism of the ST. From this, | believe there is a slight shift in the sense that the ST is more

straightforward in terms of the main purpose of the novel.

The preliminary analysis of these two texts reveals that the translator of Beyala’s novel has tried
to render a text close to the ST by respecting the choice of words as far as the title is concerned.
The analysis of the covers has also shown that translator, De Jager, is not rendered visible at first
glance because the first cover gives no indication that this masterpiece is a translated text.
However, there are a few things that the translation did not but could have indicated. We can
consider for instance the texts of the fourth cover. Despite the fact that the text is translated, the
language used is not as strong as that of the French edition. In addition, the fact that the place of
the action has been made more general (it is said in the translation that the scene takes place in
an African City, whereas the ST specifies that it is in Douala, Cameroon) means that the
specificity of the Cameroonian context portrayed by Beyala is lost. The translator choice could
be interpreted in two different ways. Firstly, she may be implying that such scene can happen
anywhere in Africa, in other words she may be generalising the context of this novel as if it was
not something specific to Cameroon, but instead, something common for all Africans. Another
interpretation that can be given to this choice is that the translator may underestimate the
knowledge that the readers have of Africa, and therefore they may not know where Douala is

situated.

Therefore, this preliminary analysis reveals that in the course of translation, there has been a kind
of impoverishment. As Berman (2012) says, when a translator uses terms and expressions which
are not as rich as those of the ST, s/he tends to create a qualitative impoverishment in the
translation. In the case of this novel, the translated title does not really transfer the subtle sexual

implications of the ST,

4.2. Macro analysis
To conduct the macro analysis of Calixthe Beyala’s novel in its French and English versions, |
am using José Lambert & Hendrik Van Gorp’s (1985) model. Their model aims at analysing a
ST and its translation following a specific scheme. Following their approach, it is necessary to

look at elements such as the internal division and all the elements of narrative of the novel.
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a) Internal division of the novel:
The internal division of C’est le soleil qui m’a bralée and its translation The Sun Hath Looked
upon Me is unusual in that it is not divided into chapters. There are no headings to let the reader
know that the narrative is moving from one part to another. The only thing the author does to
separate the passages is to start a new page or a new paragraph when she introduces a new idea.
The translated text is presented in the same way. However the translation uses stars to indicate
the change of direction of the story (which do not exist in the ST).

b) The narrator
In literature, the mode of narration depends on how the author wants the readers to perceive the
work. There are two main types of narrators in narrative texts, namely the first-person and the
third-person narrative. Genette (1980) sees them as the homodiegetic and the heterodiegetic
narratives. The first-person narrative (homodiegetic) tells the story through a specific character
of the novel. In this case, the narrator does not know any more about the other characters than
what is being presented in the novel. The third-person narrative (heterodiegetic) is not a
character in the story but tells us the story of every character in the novel. This narrator knows
less than the characters themselves. However, depending on the case, the narrator can be figural
(the case of the third-person focaliser narrative) or omniscient. Being omniscient, the narrator
knows everything about everyone in the novel. In Beyala’s work, the narrative is particularly
interesting. To demonstrate this, the introductory passage has been selected for analysis because

it introduces the reader to the strangeness of the narrator in Beyala's novel.

Example of the introductory passage

This passage is particularly interesting for it does not specifically reveal who is speaking. Here
the narra