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INTRODUCTION

THE CANADIANS IN PARIS

In his 1977 catalogue of literary translation in Canada, Philip Stratford identified only seventy-five novels published from English to French, close to fifty of which had been published in France. The bibliography of English-language literary authors published and translated in France included in the present study lists more than 640 titles by over 170 authors, not including re-publications or retranslations. The importance of the French public’s increased interest in Canadian literature in English, confirmed, for example, by the 1996 Belles Étrangères festival in Paris, remained, however, both unrecorded and unexamined. The current study aims to document and analyse the history of Canadian writers of fiction translated and published in France primarily since the mid-1970s, focusing mainly on questions of reception and cultural transfer. It addresses the critical question of the interaction of text, translator, source culture, and receiving culture as well as the role of institutions and private enterprise in the marketing and exporting of Canadian cultural products. The study explores how the French perceive Canada, Canadian identity, and Canadian letters through translations. It sheds light on the circumstances surrounding the export of Canadian cultural products by examining the role of translations in determining how images of another culture are created and transmitted.

Translation practice is viewed in the current study as a form of social discourse. Octavio Paz states, “The history of different nations is the history of their translations” (qtd. in Barnstone vi). In her study of the American canon, Jane Tompkins addresses the issue of “how and why specific texts have power in the world (or do not attain power as the case may be) at any given moment” (Lecker 6). This is precisely the issue that Paz raises. Translation is, as Paul St. Pierre states, “a discourse in the sense that it is a linguistic event produced by a subject within a specific historic context” (65), that is to say, a form of discourse “controlled, selected, organized and redistributed according to a certain number of procedures” (65). Barbara Folkart begins her significant study of translation as enunciation with a quotation from W. H. Auden: “Words past are modified by the guts of the present” (9). She too then describes translation as a form of discourse largely defined and determined by the conditions of the enunciation, “the guts of the present.” She further states, “Aucune citation, aucune paraphrase, aucune traduction en effet n’est jamais innocente. On cite, paraphrase, toujours par intérêt. De manière encore plus essentielle, on cite paraphrase, traduit toujours à partir d’une certaine position dans l’espace socioculturel, temporel, géographique” (14). These studies suggest that translation is both a reflection and a product of social and historical forces. Thus, a study of a translation tradition entails a broader consideration not only of the methods used but also of both the translators’ and publishers’ selection of works to be translated. As Paul St. Pierre states in his study of 2,009 translations into French published between 1500 and 1799,

The description of controls and selection procedures, and of the organization and redistribution of the original and translating discourses are all relevant to translation: which texts are translated, when, why, how and for whom, are all questions to be answered whenever we are dealing with a translation since the answers to such questions define the specific ways in which translations transform, and thus are irreducible to, original texts. (71)

The project’s scope is theoretical, analytical/historical, and empirical/bibliographical. The analytical/historical study begins with an overview of translation in Canada, focusing particularly on English-language fiction translated into French from as early as the mid-1800s. The first chapter provides an overview of translation in Canada in order to place contemporary French translation of Canadian authors in the broader context of centuries of Canadian literary translation practice and introduces current theories on the reception of literature and their application to cultural transfer and the translation process. Based on the notion of the “horizon of expectations” defined by the theory of aesthetic reception developed by Robert Jauss and Wolfgang Iser and the concept of the interpretive community described by Stanley Fish, the study considers the passage of the text from one culture to another. Jauss claims that two processes are involved: the effect produced by the literary work which results from the work itself, and its reception, which is determined by the reader. Meaning is thus partially constructed according to the audience’s “horizon of expectations,” which is determined by its social and literary experience. What occurs when a book written for, by, and from English Canada is translated for and by the French, whose literary, social, and cultural background, and hence “horizon of expectations,” differs widely from that of the original audience? What is the place of the translation in the polysystem of the target culture? The present study explores these questions and considers as well the image of Canada as reflected by France’s reception of English-Canadian literature and the reasons for the authors’ success. Michael Cronin’s analogy between a translation and a postcard is particularly relevant here. Through selection and presentation, both can be used to perpetuate stereotypical images that, in addition, mask any difficulty associated with the cultural, linguistic, or geographical voyage. Indeed, building on this comparison, the Belles Étrangères festival, the title of which stridently suggests certain attitudes towards translation, provides a useful and somewhat unique case study from which to consider marketing and translation policies and the role and status of the translator in both the initial selection process and the final product. It also suggests certain prevalent attitudes towards the translation and marketing of Canadian literature, or CanLit, on the international scene, particularly in France.

Drawing on book reviews, articles, and press clippings as well as on information obtained through interviews with publishers and based on the theoretical framework discussed above, the subsequent chapter examines the reception of English-language Canadian literature in France, the translation process, and the positioning of the text, focusing on eight contemporary authors whose success in France is of particular interest.1 They are compared to postcards since the authors and their novels in translation may, like the former, be selected because of a particularly appealing image and be presented in such a way as to avoid any discussion of the perils of travel. In order of study, the authors are Mavis Gallant, Nancy Huston,2 Robertson Davies, Carol Shields, Margaret Atwood, Michael Ondaatje, Ann-Marie MacDonald, and Alistair MacLeod.3 It is important to note that while reviewers are not necessarily representative of the entire readership and that their opinion, however well informed, may be biased, their comments, upon which much of this chapter is based, do nonetheless both reflect and influence target audience reception; publicists anxiously court magazines, newspapers, television, and radio stations in order to get press for an author. Furthermore, it is expected that reviewers share the horizon of expectations of their audience, and in this case, of the translator of the work in question, since they are operating within the same literary system. Through the analysis of critical response, two important tendencies are identified. First, criticism concentrates on the way in which the text provides readers with a better understanding of Canada and the Canadian identity; its value as a work of literature, as revealed, for example, by a discussion of style, is of secondary importance. Thus, while this study suggests that French readers do not necessarily turn to CanLit exclusively for a glimpse of the Great White North, they continue to read English-Canadian literature in French translation because of its Canadian content. Second, English-language Canadian literature in translation is discussed without reference to the filter of translation: the translated text is reviewed as though it were the original. Indeed, careful study of the translations suggests that French readers, while reading Canadian literature in order to better understand what it means to be Canadian, nonetheless expect a novel to read as though it had been written originally in France.

The study concludes with a comprehensive bibliography of English-language literature (novels, poetry, and plays as defined by the Oxford Companion to Canadian Literature) published and translated in France (and earlier entries published mostly in Geneva) since 1764. In addition to standard bibliographical information, all entries include, when available, the name of the translator and title in translation.

While the fame and fortune of English-Canadian authors on the international scene continue to grow, neither the reasons for nor consequences of this trend have been explored. Furthermore, little attention has been paid to the role of the translator, the importance of the passage from one language and culture to another, and the complex position(ing) of translated texts in a receiving culture. It is hoped that the current study will be of interest to scholars and practitioners in the fields of literature, translation studies, and publishing inasmuch as it addresses, in a specific context, “the vital necessity to investigate what precisely happens in the process of rewriting, why, and what image of a text, a literature, a genre rewritings project and why” (Lefevere 153).


CHAPTER ONE

TRANSLATING THE (CANADIAN) OTHER

It is first necessary to briefly consider the cultural, political, and economic forces that push English-Canadian authors towards French translators and publishers and to situate this practice in the context of more than two hundred years of Canadian translation history. Translation practice between English and French Canada will be reviewed in order to better evaluate the impact, from the perspective of the Anglophone-Francophone socio-cultural, political dynamic, and to better understand the imperative, from the point of view of authors seeking greater recognition and commercial success, of the translation and publication of English-Canadian literature in France.

In his introduction to Jean Delisle’s La Traduction au Canada/Translation in Canada, Jean-François Joly notes that the history of Canadian translation is closely linked to that of the nation. He states,

The history of translation is closely linked to the history of the country: our profession has played a more important role in Canada than in most other countries in the 450 years covered by Dr. Delisle’s investigations and it still does today. (12)

From Jacques Cartier’s lroquois-French lexicon to contemporary multilingual texts, translations have been the tool of the conqueror and of the conquered as well as of the cultural bridge builder. The “founding nations,” as the two European powers were erroneously labelled (hence the contemporary term “First Nations” to identify the actual first inhabitants), were separated by religion and legal and cultural practices, but language was always, and remains today, at the forefront of political debate. Similarly, language remains a distinctive feature of multiculturalism. Far more than a literary practice then, translation, in the Canadian context, can be seen as a reflection, if not an instrument, of prevalent social forces. Translation scholar Edwin Gentzler cites the Canadian case as an ideal example of these connections:

The complicated question of Canadian identity — problems of colonialism, bilingualism, nationalism, cultural heritage, weak literary system, and gender issues are involved —seems to provide a useful platform from which to begin raising questions about current translation theory. (Gentzler 184)

Similarly, British scholar Susan Bassnett distinguishes a “Canadian School” that considers “translation as a conceptual activity, as rupture and creation implicating relations of power” (Bassnett 157).

In the introduction to Translation, Power, Subversion, Román Álvarez and M. Carmen-África Vidal discuss the importance of translation as a political act: the Other4 is depicted according to certain strategies determined by the target culture, which reflect attitudes toward the source culture. They claim,

Contemporary translations are aware of the need to examine in depth the relationship between the production of knowledge in a given culture and its transmission, relocation, and reinterpretation in the target culture. This obviously has to do with the production and ostentation of power and with the strategies used by this power to represent the other. (2)

As noted above, this association between translation and power is particularly important in the Canadian context. Attitudes towards translation differ in the two major linguistic communities: translation into English has frequently symbolized colonization for French Canada. While English-speaking authorities immediately identified the need to translate in order to maintain and communicate their power (Sir Guy Carleton hired translator François-Joseph Cugnet in 1768), French Canada saw its language and culture relegated to the status of the Other, more often a target than a source text. Sherry Simon’s Le trafic des langues considers the presence of English and the role of translation in the ongoing political and cultural power struggle. She notes,

Le dialogue des langues issu du colonialisme donne à la traduction un pouvoir symbolique considérable. Dans ce contexte, le rapport entre les langues « fortes » et les langues « assujetties » commande des formes de transmission linguistique qui sont aussi des opérations de subordination. La traduction est le lieu où se construit dans la violence, le sujet colonial. (23)

English-Canadian authors’ reliance on Parisian translators must be situated in the larger context of these cultural, linguistic, and political power struggles. In Impossible Nation: The Longing for a Homeland in Canada and Quebec, Ray Conlogue, former Quebec arts correspondent for the Globe and Mail, laments English-Canadians’ antipathy towards Quebec and their “failure to build a bicultural country” (8-9). He carries on a long tradition of associating translation practice with questions of national, political, and cultural identity, harmony, and understanding. For example, he quotes P.J.O. Chauveau, Quebec’s first prime minister, who, in a nineteenth-century essay, compared the strange, oblique glance of the Other from the double and twisting staircase of Chateau Chambord to the conditional, accidental comprehension between French and English Canada. Conlogue states, “English and French, we climb by a double flight of stairs toward the destinies reserved for us on this continent without even seeing each other, except on the landing of politics” (Impossible 8). (This example was also used by Mason Wade and Jean-C. Falardeau, by David Hayne, and by Philip Stratford in his study of comparative literatures in Canada). Scholars of literature and translation, comparatists, and cultural commentators such as Conlogue concur with Philip Stratford, who sees “the success of translation as a measure of cross-cultural interest” and the failure to translate as confirmation of the oblique glance (“Canada’s Two Literatures” 132). Graeme Mercer Adam, as early as 1887, noted in his Outline History of Canadian Literature that a knowledge of Quebec literature in translation could help in “promoting that entente cordiale between the two peoples, without which there can be no national fusion, and but little material, and less intellectual advancement” (qtd. in Hébert 15). Similarly, Sherry Simon and Carolyn Perkes, in their studies of prefaces to translations, point to the political message these convey. Simon notes, “Historically, prefaces to translations of French Canadian literature into English tend to underscore the humanistic functions of translation, insisting on the political desirability of increased comprehension between the peoples of Canada” (“Language” 160-161). Even scholars merely attempting to catalogue translations feel compelled to comment on their political relevance. Guy Sylvestre, Brandon Conron, and Carl F. Klinck, in their introduction to Canadian Writers, state, “Placing both French and English writers side by side needs no explanation and no defence in a country which is ever more conscious of its bilingual nature” (vi). In her introduction to the Bibliography of Criticism on English and French Literary Translation in Canada, Kathy Mezei quotes F. R. Scott, who stated, “Translation is not only an art in itself, it is also an essential ingredient in Canada’s political entity” (3). A lengthy and distinct entry is devoted to translation in both editions of the Oxford Companion to Canadian Literature, a testimony to its importance in Canadian letters, and author John O’Connor identifies translation as a “compelling necessity for cultural and political encounter and dialogue” (1132). As such it has become “the very representation of the play of equivalence and difference in cultural interchange” (Simon, “Language” 159). Representing the Other has become a question, and indeed measure, of political and cultural tolerance and goodwill. It is from this perspective that translation between the two major linguistic communities will be considered and English-Canadian authors’ reliance on French publishers explored.

It is first important to note that translation activity between the two groups is unbalanced, thus underlining the significance of made-in-France translations. The commonly held belief that English Canada is interested in French-language literature, as it offers a window into Quebec society, and that French Canada wants the science and technology (the voice of authority) available in English is supported by statistics. French-language texts enjoy most frequently the status of source text in the field of literature. Although the Canada Council, which inaugurated its programme of financial support for literary translation in 1972, has granted funds evenly,5 Philip Stratford, in his valuable Bibliography of Canadian Books in Translation: French to English and English to French, indicated that French-English translations in literature (fiction, poetry, drama, essays) have always outnumbered those in the other direction by about two to one (380 titles in English, 190 in French). Canadian Translations, the National Library’s catalogue of all monographs, pamphlets, and brochures, excluding government documents, published and translated in Canada in any language, confirms this pattern.6 A study of the translation of Canadian literature must consider the social and historical forces driving these trends and, in particular, the different attitudes in the two communities that led to the reliance on French publishers.

Simon argues that much French to English literary translation can be attributed to English Canada’s desire both to learn more about French Canada and to appropriate this literature by claiming it as its own in order to build up a national literature. These attitudes can be traced back to the outset of English to French literary translation. Georgiana Pennée’s translation of Philippe-Joseph Aubert de Gaspé’s landmark novel, Les Anciens Canadiens (1863), appeared in 1864 and was reissued in 1929. Charles G. D. Roberts published The Canadians of Old (1890) and a later rewrite, Cameron of Locheil (1905). (Jane Brierley’s more recent translation, Canadians of Old [1997], is the only complete and highly readable version.) While the title of the ethnocentric second version and his cavalier handling of the text suggest the contrary, Roberts indicates in his foreword that he translated out of respect for the original and out of a profound desire to provide English readers access to French Canada through its literature (qtd. in Simon, “Language” 163). Similarly, translators of Louis Hémon’s classic, Maria Chapdelaine (1916), W. H. Blake (1921) and Sir Andrew Macphail (1921)7 state that they too were translating out of a deep, sentimental admiration for French Canada and a desire to share their experience and sentiments with English-Canadians (qtd. in Simon, “Language” 163, 165).

From the turn of the century to the Quiet Revolution, sixty-seven literary translations from French to English, mostly novels, were published, at the average rate of one per year. Both the selection of the texts and the quality of the translating suggest that the importance of these translations lay not in their literary worth but in their capacity to provide access to French- Canadian society. Alan Sullivan’s translation of Félix-Antoine Savard’s Menaud, maître dravuer, entitled in translation Boss of the River (1947), accurately portrays the conservative values and traditional lifestyle held dear by the author but does terrible injustice to Savard’s prose. Half the novels translated were written by four authors: Louis Hémon, Maurice Constantin-Weyer, Roger Lemelin, and Gabrielle Roy. Other important translations include Ringuet’s (Philippe Panneton’s) Trente Arpents (Thirty Acres, Dorothea and Felix Walter, 1940) and Germaine Guèvremont’s Le Survenant (The Outlander, Eric Sutton, 1945). Some poetry, notably by Louis Fréchette, Hector de Saint-Denys Garneau, and Roland Giguère, as well as two little-known plays, were also translated. The Tin Flute (1947), Hannah Josephson’s notoriously poor translation of Roy’s Bonheur d’occasion (1945), signalled a new direction in Canadian translation. When Roy won the 1947 Governor General’s Award for The Tin Flute (there was no French-language fiction category), the English-language literary institution became aware of both the possibilities afforded by appropriating French-language literature in order to build up a national literature and the need for high-quality, and ideally local, translation. Fraught with errors, Josephson’s translation suffered primarily from the translator’s unfamiliarity with Quebec, including her unawareness of local expressions.

Since translation activity did not increase dramatically until the 1960s, French-language literature in translation was well established in its ability to provide a privileged glimpse into French Canada and to augment English-language literature. Although the turbulent 1960s did not provide additional financial or institutional support for translation, increased interest in Quebec and concern about the status and identity of Canadian literature prompted an increase in translation. From 1960 to 1971, an average of six titles were translated per year as opposed to one for the previous period. Writers such as Marie-Claire Blais, author of Une saison dans la vie d’Emmanuel (1965) (A Season in the Life of Emmanuel, Derek Coltman, 1966); Roch Carrier, whose La Guerre, Yes Sir! (Sheila Fischmann, 1970) achieved instant success; Gérard Bessette; and Yves Thériault established themselves as favourites of the English-language audience and publishers. Five novels by Gabrielle Roy in translations by Harry Lorin Binsse and by Joyce Marshall were published. Interest in the Quiet Revolution prompted the timely translation of Hubert Aquin’s highly political Prochain épisode (Penny Williams, 1967, and retranslated by Sheila Fischman, 2001) and Jacques Godbout’s Le couteau sur la table (Knife on the Table, Penny Williams, 1968). While certain authors established their popularity, translators were also gaining prominence and recognition. Philip Stratford, D. G. Jones, Sheila Fischman, Penny Williams, David Lobdell, and Alan Brown earned respect for the field and their work. John Glassco’s classic French-Canadian Poetry in Translation (1970) and Fred Cogswell’s One Hundred Poems of Modern Quebec (1970) and A Second Hundred Poems of Modern Quebec (1971)8 offered English Canada some of Quebec’s most important poets. Selected poems of Émile Nelligan and Alain Grandbois were also translated during this period. Dramatist Gratien Gélinas became popular, thus establishing a market for Quebec theatre.9

The adoption of the Official Languages Act in 1968 and the establishment of the Canada Council’s Translation Grants programme provided the official recognition needed to support the rapidly increasing market for translation. While there was no translation category for the Governor General’s Literary Award until 1987, the Canada Council began, in 1973, providing prizes of $2500 (increased to $5000 in 1976) for translations of French and English literature.10

In addition to funding, translators benefited from English Canada’s increased desire to learn more about French Canada in the wake of the October Crisis. The list of important translations published during the 1970s is very long; Blais, Carrier, and Roy remained favourites. Anne Hébert’s collaborative effort with Frank Scott entitled Dialogue sur la traduction à propos du «Tombeau des rois» (1970) remains a classic. Playwright Michel Tremblay, produced and translated by Bill Glassco and John Van Burek, found an English-language audience. Although poetry and drama were gaining in popularity, the novel remained the most translated genre.

In the 1970s several smaller presses dedicated, sometimes exclusively, to translation were established. House of Anansi, Oberon, Coach House Press, Exile Editions, Guernica, and others, and larger houses, such as McClelland & Stewart, supported increased translation activity. The publication of Philip Stratford’s bibliography and other forms of institutional recognition, such as an annual review of translation, which began appearing in the University of Toronto Quarterly in 1977, confirmed the importance of translation to Canadian letters.

The next twenty years saw a steady increase in the number of French-language books and authors translated, in the diversity of the selection, and in the interest in translation scholarship. The rise to power of René Lévesque’s Parti Québécois in the 1970s and the discussions surrounding sovereignty referenda motivated the English-language public to seek greater understanding of Quebec through its literature. While Roy, Hébert, Tremblay, Carrier, Blais, and others remained at the forefront, Antonine Maillet, Nicole Brossard, and other feminist writers, as well as best selling authors such as Yves Beauchemin and Haitian exile Dany Laferrière, whose first novel in a translation by David Homel, How to Make Love to a Negro (1987), was an instant success, saw their works appearing in translation shortly after the publication of the original. Dramatists Michel-Marc Bouchard, René-Daniel Dubois, Normand Chaurette, and Marie Laberge, translated by Linda Gaboriau and others, competed with Michel Tremblay for attention on the Toronto stage. The Association des traducteurs et traductrices littéraires du Canada / Literary Translators’ Association of Canada, founded in 1975, awarded the first John Glassco Translation Prize in 1981.

In addition to more and generally better translations, the 1980s brought greater recognition of translation scholarship. Kathy Mezei’s bilingual Bibliography of Criticism on English and French Literary Translation in Canada (1988) indicates the extent of this activity. The University of Sherbrooke team, under the direction of Antoine Sirois, produced their influential Bibliography of Comparative Studies in Canadian, Quebec and Foreign Literatures 1930-1995/Bibliographie d’études comparées des littératures canadienne, québécoise et étrangères, thus demonstrating interest and growth in the field. Translation scholars Sherry Simon, Betty Bednarski, Ben-Zion Shek, E. D. Blodgett, Barbara Godard, and Philip Stratford all published significant studies. The establishment of the Canadian Association for Translation Studies and the journal Traduction, Terminologie, Redaction (TTR) in 1987 confirmed the importance of scholarship in the field.

While translation activity and scholarship remained important in the 1990s, decreased funding led to the demise or decreased production of publishers such as Coach House (closed in 1996) and Guernica. However, scholarly pursuits, such as the Perspectives on Translation series from the University of Ottawa, confirm the importance of translation to letters in Canada. While it can be argued that French to English translation continues to be motivated by the need both to learn about Quebec society and to appropriate its literature, and thus neglects some important authors while favouring others (Blais, Carrier, Roy, Tremblay, and Hébert are still favourites), translators continue to provide Anglophone readers with a wide selection of high-quality texts.11

In sharp contrast to the availability of French-language literature in translation stands the limited selection of English-Canadian authors published in French, particularly in Canada, even though English to French translation benefits from the same financial support and scholarly attention. This may be due to the dominance of American and British resources and market control.12 Simon notes,

The fact that English and French are world languages means that Canadian translators do not have access to major works of international fiction: publishers in France, America and Britain continue to reserve for themselves the access of French and English-language readers to the works of foreign writers in translation (as well as occasionally publishing Canadian translations). And so, although writers like Jacques Godbout continue to claim that Québecers are the “natural” translators of American literature into French, North Americans, French-speaking Québec readers must continue to receive their translations of American [meaning here, presumably, North American] writers via Paris. (“Translation” 193)

In an article in which he studies the Governor General’s awards, Jacques Leclaire points out that only limited runs and a small market are available to even English-Canadian literature.13 Conlogue demonstrates that “there is a very small public for translated … work from the other culture” (“Culture” 93). He too underlines the importance of the political dimension that led to English-Canadian authors’ reliance on French translators and publishers.

Here I limit myself to the tactics whereby English Canada has minimized consideration of the cultural complexity of French Canada. Many of these arguments can, of course, be turned around. There is a certain Francophone mulishness when it comes to assessing the cultural complexity in English Canada. To take a strictly reciprocal perspective occludes, however, the majority-minority dynamic. Take the example of translated books. They sell poorly in both English and French Canada, but that is not proof of reciprocal indifference. In the Francophone case, many potential readers are bilingual and have already read the books in their original English versions. (“Culture” 88)

In sum, attitudes towards the Other remain central to any discussion of the translation of Canadian literature both within and outside the country. Poet/translator Jacques Brault suggests that Quebeckers do not like to translate or be translated in English Canada since the key to translation belongs to those in power (qtd. in Blodgett 13) and translation thus represents a sort of surrender.

French Canada’s historical seeming indifference to English-Canadian literature prompted early writers such as Stephen Leacock, Mazo de la Roche, and L. M. Montgomery to seek translators and publishers in Paris (or in Geneva for some early writers), where they had a larger market. More contemporary authors like Mavis Gallant, Robertson Davies, Hugh MacLennan, Alice Munro, Margaret Laurence, Mordecai Richler, Leonard Cohen, Arthur Hailey, Graeme Gibson, Margaret Atwood, Timothy Findley, Michael Ondaatje, Jane Urquhart, Isabel Huggan, Nino Ricci, Carol Shields, and numerous others have followed a similar path attracted especially by the commercial advantages of the vastly larger market and powerful publicity machine offered by French editors; made-in-France translations are more marketable to a continental audience. In his 1977 study, Stratford lists only seventy-five English to French titles for the novel, only twenty-nine of which were published in Canada. However, in all, four times as many texts were translated from 1920 to 1960 than during the previous years. In the 1960s the number almost tripled, and it reached 120 in 1975. The list includes nineteenth-century translations of Frances Brooke, Voyage dans le Canada; ou l’histoire de Miss Montaigu (Madame T.G.M., 1809), Rosanna Leprohon (Antoinette de Mirecourt ou Mariage secret et chagrins cachés, J. A. Genaud, 1865), William Kirby (Le Chien d’or: légende canadienne, L. Pamphile Lemay, 1884), and T. C. Haliburton (Le vieux Juge ou Esquisses de la vie dans une colonie, 1849). By 1981, three hundred texts, almost entirely novels, were available in French, many of which, however, had been translated and published in France. The bibliography included here lists more than 640 titles published in France.

In addition to Canada Council support, the establishment, in 1973, of the Cercle du Livre de France’s “Collections des deux Solitudes” under the direction of translator and editor Pierre Tisseyre was crucial to the development of English to French literary translation in Canada. The collection includes translations of Morley Callaghan (Telle est ma bien aimée, 1974, L’Hiver, 1974, and Cet été-là à Paris, 1976, all by Michelle Tisseyre), Roberston Davies (Le monde des merveilles, Claire Martin, 1979), and Mordecai Richler (Mon père, ce héros, 1975, Duddy Kravitz, 1976, and Jacob Deux-Deux et le vampire masque, 1978, all by Jean Simard), all of whom had previously relied on French publishers. Brian Moore (Le fol été de Sheila Redden, Jean Simard, 1978), W. O. Mitchell (Qui a vu le vent, Arlette Francière, 1974), Patrick Watson (En ondes dans cinq secondes, Laurier LaPierre, 1978), Richard B. Wright (Un Homme de weekend, Jean Paré, 1977), and Margaret Atwood (Sur l’arbre perché, Michel Caillol, 1979) were added to the collection, which includes children’s books. HMH published translations of Hugh MacLennan (Le Temps tournera au beau, 1966, Le Matin d’une longue nuit, 1967, both by Jean Simard), Richler (Rue Saint-Urbain, René Chicoine, 1969), Marshall McLuhan (Galaxie Gutenberg, Jean Paré, 1962, Pour comprendre les médias, Jean Paré, 1962, Du clicheé à l’archétype, Derrick de Kerckhove, 1973), Margaret Laurence (Ta maison est en feu, Rosine Fitzgerald, 1971, L’ange de pierre, Claire Martin, 1976), and Robert Kroetsch (Badlands, Georges-André Vachon, 1985).

Recently more Quebec publishers have entered the translation market: Québec-Amérique (Munro: La danse des ombres, 1979, Pour qui te prendstu, 1981, both by Colette Tonge; Kroetsch: L’étalon, Marie José Thériault, 1990; Scott Symons: Marrakech, Michel Gaulin, 1996; and numerous others in Donald Smith’s «Traduction» series), Les Quinze (Atwood: Marquée au corps, 1983, La femme comestible, 1984, both by Hélène Filion, and Les danseuses et autres nouvelles, Jean Bernier, 1986; Guy Vanderhaeghe: Une histoire de mon temps, Charlotte Melançon, 1990), Leméac Éditeur (Richler: Les cloches d’enfer, Gilles Rochette, 1979), L’Étincelle (Atwood: Lady Oracle, Marlyse Piccand, 1981), XYZ, and L’Hexagone. Boréal lists more than thirty titles, including A. M. Klein (Le second rouleau, Charlotte and Robert Melançon, 1990), Atwood (Essai sur la littérature canadienne, Hélène Filion, 1987), Neil Bissoondath (including Le marché aux illusions, Jean Papineau, 1996, A l’aube des lendemains précaires, 1995, Arracher les montagnes, 1997, both by Marie José Thériault, and La clameur des ténèbres, 2006, by Paul Gagné and Lori Saint-Martin), Alberto Manguel (La porte d’ivoire, Charlotte Melançon, 1991), Robert Walshe (L’oeuvre du Gallois, Marie José Thériault, 1993, reprinted by Calmann-Lévy), and a collection of essays by Margaret Atwood (Cibles mouvantes, 2006, by Paul Gagné and Lori Saint-Martin). Other publishers, such as Guernica Editions (Elizabeth Smart: À la hauteur de Grand Central Station je me suis assise et j’ai pleuré, Hélène Filion, 1993), Véhicule Press, VLB (Ann Charney: Dobryd, Paule Pierre, 1993), and L’instant même (Urquhart: Verre de tempête, Nicole Côté, 1997; Steven Heighton: Théâtre des revenants, Christine Klein-Lataud, 1994; La rose de l’Érèbe, Christine Klein-Lataud, 1998; Matt Cohen: Trotski, Daniel Poliquin, 1997; Alistair McLeod: Cet héritage au gôut de sel, Florence Bernard, 1994, Les hirondelles font le printemps, Florence Bernard, 1998; William Kinsella: Big Inning Iowa, Elaine Potvin, 1997; Isabel Huggan: On ne sait jamais, Christine Klein-Lataud, 1998), publish translations, as does Exile Editions. Les Éditions du Remue-ménage, specializing in feminist texts, supports intercultural dialogue through its translation of authors including Marlatt (Ana historique, Lori Saint-Martin, 1996) and Atwood (Meurtre dans la nuit, Hélène Filion, 1987). Translator/writers such as Daniel Poliquin, Wayne Grady, André Carpentier, and the late Matt Cohen contributed to mutual exchange, as illustrated by Voix paralleles / Parallel Voices (edited by Carpentier and Cohen, XYZ and Quarry Press, 1993). Of particular interest are the joint publications between Quebec and French publishers such as Actes Sud and Leméac, who publish Nancy Huston for example, or Boréal and Les Editions de l’Olivier, who list translations of Alistair MacLeod’s award-winning No Great Mischief (La perte et le fracas). In addition to expanding the market for both partners, this arrangement enables French publishers to obtain access to Canada Council translation and publication grants because of the Canadian content and context. Thus, while English-Canadian literature in French, particularly poetry and theatre, which accounted for a total of only fifty-seven Canada Council grants from 1982 to 1996, is not as available as Quebec literature in English, there is both increased interest in and recognition of this English-language literature and its market potential in Quebec. The publication of studies such as Deux sollicitudes (1996) by Margaret Atwood and Victor-Levy Beaulieu and the inclusion of reviews of translations in journals such as Lettres québécoises confirms this trend as they anticipate readers’ interest in translations and in translation practice.

However, the impressive list of authors and books considered in the next chapter underlines the importance and extent of the translation of English-Canadian authors in France. In a book significantly entitled Et Dieu créa les Français, Louis-Bernard Robitaille considers this phenomenon from the perspective of France’s clichéd, yet notorious, disdain of all things not French. Quoting a French colleague, Robitaille notes, “They insist on denigrating themselves, whether in their own company or in front of foreigners, and declare themselves guilty of every fault in the book … even if deep down they are convinced, in fact, that they’re better than anyone else” (8). In this light, France’s interest in Canadian literature is all the more intriguing. Indeed, Robitaille notes, “You begin to wonder if, just like that, English-Canadian novelists have become more popular in Paris than their counterparts from Quebec”14 (see as well Colombant D2).

Robitaille points out that in addition to being published in significant numbers, English-Canadian writers were being “well published by important houses or influential editors” such as Marie-Pierre Bay and Olivier Cohen and, furthermore, had managed to work themselves into the “inner circle where they get privileged treatment, including a (real) publisher, a real publicity machine and real distribution in the bookstores.”15 It is worth noting, however, that Seuil and Gallimard16 have a very limited selection of English-Canadian writers, while Seuil’s collection includes top Quebec writers such as Marie-Claire Blais, Robert Lalonde, and Gaetan Soucy. Editors affirm the importance of agents in the promotion and distribution of Canadian literature. Well represented by aggressive, media-savvy, and entrepreneurial agents who actively promote their writers at major book fairs, Canadian literature in English finds its way into the hands and onto the desks of the publishers.

When asked by Robitaille about the success of English-Canadian authors in France, Olivier Cohen identified three overall trends: a North American trend, illustrated by Robertson Davies; the classic tradition, such as Mavis Gallant; and the post-colonial wave, which produced Ondaatje and Bissoondath (Robitaille 226). A French editor identified two factors in addition to the well-established network provided by the agents. First, in a post-September 11, 2001, world, Canada appears less threatening than the United States while still providing the element of exoticism that appeals to readers. Secondly, readers are attracted by “new world” writers such as Ondaatje, published through Olivier, and Vissanji, through Payot & Rivages, whose writing invites reflection on globalization (see as well Robitaille 226) and on the post-colonial and immigration experience.

Robitaille claims that if “English-Canadian literature has been successful in Paris, it is not because it is first and foremost Canadian in any narrow sense, but because it is a participant, in its own way, in this vast nebula of modern Anglo-Saxon literature”17 (226). The current study suggests, however, that the Canadian factor remains important. Authors are clearly labelled as Canadian and translated, published, and read with this in mind. Furthermore, Robitaille’s interpretation suggests a particular reading geared more perhaps to the expectations of the target audience than to the Canadian authors’ implied readers and intentions. French readers deliberately seek, and therefore frequently find, Canadiana in these texts. Thus, while this study confirms Robitaille’s observation that the French demonstrate a keen interest in Canadian literature, it suggests that this enthusiasm may stem from a reading through which the novels are valued for their capacity to confirm certain stereotypes, or postcard images, and which relies on normative translation strategies that, paradoxically, neutralize much of the Canadian content.

POSTCARDS: FROM CANADA WITH LIT.

In his study of travel writing, travellers, and translation and the links between them, Michael Cronin discusses the significance of the standard postcard greeting “Having a wonderful time! Wish you were here” (56). The author adds, “Happy holidays make for poor reading …. Travellers’ tales gain in interest as they tell not of what went right but of what went terribly wrong…. Without the obstacles, there is no consecration. It is the obstructions that give meaning to the journey and ensure that there is a story to tell at the journey’s end” (56). Cronin draws a parallel between illusory, peril-free travel and discussions of translation. To the extent that the transfer from one language and culture to another appears invisible, seamless, and deceptively simple, it resembles travel by air-conditioned coach from one Holiday Inn to another; every effort is made to conceal all traces of friction with the Other. However, the traveller, and, it can be argued, the translator and reader, who seek a genuine cultural experience through which they endeavour to gain knowledge of the Other will not merely smooth over or obliterate the differences. Indeed, as Cronin argues, it is the balance between searching for, and finding, similarities, and identifying and understanding difference that makes travel and translation fascinating. He states,

Travellers or translators beholden to exoticism will exploit binary contrasts … in the formulation of both translation and travel. On the other hand, it is the positing of some degree of “similarity” that makes travel conceivable or translation practicable. In the absence of the common ground of “similarity” … the traveller would be condemned to solipsistic isolation and the translator to a prison-house of (native) langue. The Other may in a fundamental sense be unknowable but that does not mean that we have nothing in common. The analog operation of the translator/traveller is that pulsation, the oscillation between what we know and do not know, positing neither total familiarity (imperialism) nor total difference (racism). (107)

It is important to consider the extent to which this balance between the foreign and the familiar has been achieved, or even sought, in the translation and reception of English-language Canadian literature in France and the degree to which CanLit, through its translation and reception, is used to portray this postcard or stereotypical image of Canada. Lawrence Venuti underlines the potential of translation to reinforce stereotypes and canons:

Within the hegemonic countries, translation fashions images of their subordinate others that can vary between the poles of narcissism and self-criticism, confirming or interrogating dominant domestic values, reinforcing or revising ethnic stereotypes, literary canons, trade patterns and foreign policies to which another culture might be subject. (Scandals 159)

In a 1993 article significantly entitled “La revanche des écrivains canadiens” (“canadien” here implying English Canadian), Francine Bordeleau discusses the success of English-Canadian writers translated and published in France. She states, “Le Tout Paris littéraire les célèbre, les grands éditeurs les traduisent en masse, les médias les encensent … la littérature canadienne-anglaise est tout à coup à la mode” (11). The success of English-Canadian writers is all the more interesting given that Quebec, for many reasons including market factors, has paid them little attention. In fact, according to Anglophone translator David Homel, who is published and translated in France, it is largely because of French interest that Quebec publishers and readers have recently taken notice. He claims, “Notre perception des canadiens-anglais est calquée sur celle de France” (qtd. in Bordeleau 13).

The enthusiasm of French publishers and readers was confirmed when ten authors were honoured at the Belles Étrangères festival held in Paris from May 2 to 11, 1996. Derived from the very clichéd expression that translators and translations are like women in that they cannot be both faithful and beautiful and are hence les belles infidèles, the name of the festival suggests that translated literature, while perhaps beautiful, remains both foreign, étrangère, and unfaithful. According to the French Ministry of Culture, which organized the festival, its purpose is to afford French readers an opportunity to discover foreign literature in translation. The programme states, “Les Belles Étrangères sont des manifestations qui invitent à la découverte des littératures étrangères …. Ces manifestations accompagnent une importante politique de traduction du Centre national du livre” (7). In the case of Canada, one of the main objectives appears to have been to represent, if not define, Canadian culture much in line with the trends identified by Robitaille. The programme18 suggests that the French public, unsure of English Canada’s position vis-à-vis Britain, the United States, Quebec, and French Canada, and aware of the importance of immigration and post-colonial influences, looks to literature to define English-Canadian identity. The apparent desire of the French public to formulate a definition of English-Canadian culture by reading its literature invites a study of translated works and their reception. It raises as well questions about the role and place of literature other than the one in which, and for which, it was written. André Lefevere claims that literature in translation is indeed used to formulate an image, however distorted, of the Other:

The way in which translations are produced matters because translations represent their originals for readers who cannot read these originals. In other words, translations create the ‘image’ of the original for readers who have no access to the ‘reality’ of that original. Needless to say, that image may be rather different from the reality in question. (139)

Both the programme notes for the festival and Lefevere’s observation suggest that an image of the original is created by the translated work. Of equal interest with respect to the distortion of that image is that of the role of the reader, suggested by both the programme notes and Lefevere’s comments. The programme suggests that the reader approaches the text with certain questions concerning the source culture. This corroborates Lefevere’s argument that the reader, intentionally or not, uses the text in order to formulate an image of the Other. The necessity, therefore, of considering the role of a reader, including the translator, to whom the text was not initially directed, becomes apparent; English-Canadian authors and their work, filtered through the French translators and delivered to the public through the apparatus of publishing houses, the media, or government-sponsored events, may be radically transformed in order to meet target readership expectations. Such was the fate, as Betty Bednarski illustrates, of MacLennan’s emblematic novel Two Solitudes, which appeared in translation eighteen years after the publication of the original. Underlining the importance of the “where” and “when” factors in the translation equation, Bednarski concludes,

Le cas de Deux solitudes présente un autre intérêt. Cette traduction tardive est publiée en France. Par rapport au récepteur québécois, il y a une distance temporelle d’abord, une distance géographique et culturelle ensuite, et cette double distance est significative…. Quant à Two Solitudes/Deux Solitudes, la transmission a été ainsi doublement décalée. Et de décalage de transmission en dit long sur la communication entre solitudes, qui en l’occurrence, constituait le sujet principal du livre. II faut dire aussi qu’après le retard et le détour initial, ce livre (comme son titre) a eu longue vie. II y aurait lieu de réfléchir sur cette pérennité. (143-44)

In addition to the time lag noted by Bednarski, the “where” factor is of considerable importance. Catering to a reading public whose horizon of expectations inescapably varies from that of the interpretive community for which the book was intended, French publishers, translators, and eventually critics influence the way in which CanLit is produced, read, and perceived. This made-in-Canada “livre étranger” is in turn passed on to the Francophone Quebec reader.

The inclusion of the reader is the basis of theories of aesthetic response as developed by Hans Robert Jauss and Wolfgang Iser, among others, and expanded further to include the notion of interpretive communities by Stanley Fish. Jauss states, “In the triangle of author, work and public, the last is no passive part, no chain of mere reactions but rather itself an energy formative of history” (xvi). Similarly, iser notes,

The virtual position of the work is between text and reader. Any description of the interaction between them must therefore incorporate both the structure of effects (the text) and that of response (the reader). (21)

Therefore, one cannot accurately study any text, a translation or an original, without considering the role and position of its reading public: the text takes on meaning only through interaction with the latter. Iser makes the distinction between the text, as conceived by the author, and the work or its realization, the result of the reader’s interaction with and interpretation of the text.19

Whether one considers Fish’s informed reader, Iser’s implied reader, or “the addressee for whom the literary work is primarily destined” (Jauss xvi), any study of a literary text and its role, interpretation, and place in a given society must consider, according to the above, the reader.20 The latter, however, does not function as an independent entity, nor does he or she approach the artistic text from a degré zéro standpoint: the reader confronts the text not only with linguistic, literary, and artistic baggage, but from a particular social, cultural, and historical perspective. Jauss notes, “The new literary work is judged against the background of other works as well as against the background of the everyday experience of life” (41).

According to theories of aesthetic response, the ideal text endeavours to remain neither sufficiently undefined so as to obscure meaning entirely nor overly defined so as to prescribe or allow one, and only one, meaning: the reader is asked instead to fill in the gaps through the coming together of text and imagination. Iser states,

This virtual dimension of the text is not in the text itself, nor is it in the imagination of the reader …. Thus whenever the flow is interrupted and we are led off in unexpected directions, the opportunity is given to us to bring into play our own faculty for establishing connections, for filling in the gaps left by the text itself. (274, 280)

Consequently, a text may invite or take on different meanings and realizations for individual readers, even for the same reader considering the text again, and, clearly, different realizations in different interpretive communities.

However, Iser, Jauss, and Fish argue that neither the perception of these gaps nor the manner in which they are filled is arbitrary: the reader approaches the text with certain attitudes, strategies, and expectations. Fish clarifies, “Interpretative strategies are not put into execution after reading: they are the shape of reading and because they are the shape of reading, they give their texts their shape” (13).

This “shaping” of the text or the filling in of the blanks is, as Iser and Jauss argue, a function of the reader’s horizon of expectations. Indeed, according to Iser, “with a literary text … comprehension is inseparable from the reader’s expectations” (284). While the horizon of expectations orients the realization at a purely semantic and linguistic level in that “the text provokes certain expectations which in turn we project onto the text in such a way that we reduce the polysemantic possibilities to a single interpretation” (Iser 284), it is by no means limited to this function. As suggested above, the reader does not approach the text from a position of total neutrality, either from a linguistic standpoint or from a cultural or social one, but instead arrives with prior practice in the realization or re-creation of literary texts and from a particular cultural, social, historical position and experience.21

The importance of the social context and the reader’s place in this is central to Fish’s discussion of interpretive communities because the horizon of expectations is not, as suggested above, developed solely by the individual reader. Indeed, “the passage from the individual to the collective or social aspects of the work is implicit in the model of the horizon” (Jauss xiii). For Fish, the reader is not a free agent but “a member of a community whose assumptions about literature determine the kind of attention he pays and thus the kind of literature he makes” (7). Reading strategies are not developed individually but are instead “community property” (14). Consequently, Fish maintains, “it is interpretive communities, rather than either the text or the reader, that produces meanings …” (14).

Interestingly, Nancy Huston, in Nord perdu, makes a similar observation and relates this notion to that of language when she reflects on her Canadian origins and dual identity. For Huston, language surpasses its role as a mere tool of communication in that it provides as well a world view that will, inevitably, differ from one language group to another. She states,

Le problème, voyez-vous, c’est que les langues ne sont pas seulement des langues; ce sont aussi des world views, c’est-à-dire des façons de voir et de comprendre le monde. Il y a de l’incompréhensible là-dedans…. Et si vous avez plus d’une world view … vous n’en avez, d’un certain sens, aucune. (54)

The notion of world view is relevant inasmuch as the purpose here is not to evaluate, qualify, or describe artistic creation, nor indeed its translation, but rather to consider the response of a given interpretive community, namely that of the French public, including the translator, confronted with an English-Canadian novel. This study therefore explores the position of the translator and the translated text, or work, and considers translations of English-Canadian authors not as individual readings but as a result of, and response to, a specific interpretive community, namely the French audience, with its commensurate horizon of expectations.

It is perhaps curious that neither Jauss nor Iser introduce the notion of translation. First, they both rely on translation not only for the communication of their theories, as they both used translators for the English-language editions of their essays, but also for their explanation: many examples are drawn from texts in translation. Iser refers to Homer, and Jauss dedicates an entire chapter to the discussion of Valéry’s and Goethe’s Faust as well as to the interpretation of Baudelaire’s Spleen. Furthermore, both authors frequently evoke the notions of translation and interpretation as they describe the reading process or realization of a text in terms of an interlingual process, although translation from one language to another is not discussed. For example, Fish discusses “interpretive” communities. In the first chapter of The Act of Reading, entitled “Partial Art — Total Interpretation,” Iser quotes Susan Sontag’s essay “Against Interpretation,” in which she emphasizes the need to evaluate interpretation. She states,

To understand is to interpret. And to interpret is to restate the phenomenon, in effect to find an equivalent for it. Thus, interpretation is not (as most people assume) an absolute value, a gesture of mind situated in some timeless realm of capabilities. Interpretation must itself be evaluated, within a historical view of human consciousness. (qtd. in Iser 11)22

In his introduction to Jauss’s study, Paul de Man refers to Walter Benjamin’s “The Task of the Translator” and concludes, “We all know that translation can never succeed and that the task of the translator also means, in the parlance of competitive sports, his having to give up, his defeat, by default” (xv). While the latter point is certainly debatable, the reference to translation and interpretation in all of the above examples is of considerable relevance to the present study: in the same way the reader is described as a translator or interpreter, the translator must first be identified as a reader. Indeed, Sheila Fischman, in A Suit of Light, her translation of Anne Hébert’s Un habit de lumière, notes in the afterword, “A translator is above all a reader; a close and careful reader” (101). This is not to deny the translator’s privileged position as a cultural broker or bridge builder. A specialist in intercultural communication, the translator, as Pym, in his discussion of Blendlinge, and other scholars point out, is frequently between or on two shores. However, it is important to recognize that the translator is nonetheless also, if not first, a member of an interpretive community and that this position also conditions his or her reading of the text. Furthermore, it is very much with this community in mind that the translator will first read and then translate. Hired directly by French publishing companies, translators fulfill the brief assigned by their employer and may have little or no contact with the author.

Like all of the readers described by Iser, Jauss, and Fish, the translator approaches the text with a horizon of expectations and from the standpoint of his or her particular interpretive community. The translator is not, however, the implied reader of the original, nor does the translator belong to the same interpretive community as the author or implied reader as identified by Iser and for whom the author writes:

The concept of the implied reader is therefore a textual structure anticipating the presence of a recipient without necessarily defining him: this concept prestructures the role to be assumed by each recipient, and this holds even when texts deliberately appear to ignore their possible recipient or actively exclude him. Thus the concept of the implied reader designates a network of response-inviting structures, which impel the reader to grasp the text. (Iser 34)

The corpus under review considers primarily cases where the French translator is not the implied reader of the Canadian text and belongs not to the same interpretive community as the author but rather to that of the target culture with whom she or he shares the same horizon of expectations and concept of the Other.

Translation scholars have stressed the importance and relevance of translation as a gauge of a given society’s treatment of, and reaction to, the Other culture. Translation theory, principles, and scholarship have thus focused on the history, implications, and validity of the accuracy versus adaptation, traduttore/traditore, beautiful versus faithful debate or the xenophile/xenophobe dichotomy, these being ways to face otherness. From Aristeas, a Greek-speaking Jew who argued for perfect accuracy in his Letter of Aristeas, c. 130 B.C., to Edward Fitzgerald who, in 1851, boastfully claimed that he liked to take what liberties he could with Persian poetry, translators and translation scholars have argued for and against fidelity to either the source or the target language. Whether it be Matthew Arnold arguing that the translation should appear to be from “an English hand” or Vladimir Nabokov claiming that a clumsy translation is better than a pretty paraphrase, scholars are divided over what they perceive to be right or wrong ways of translating literature.23 Barnstone proposes a “middle ground” definition of a good translation: neither an enlightened forgery nor an immaculate duplication, it is rather an authentic counterpart of the source text which provides the reader with one work in two languages, not with two fully independent works (Barnstone 28).

More cogent than the debate concerning source- and target audienceoriented translations is the discussion of the discursive strategies, dictated by the target culture with which the translator is confronted. As Venuti notes, these strategies are largely determined by institutions, such as academics and publishers, which frequently operate from an ethnocentric position.24 He concludes, “Any evaluation of translation projects must include a consideration of discursive strategies, their institutional settings, and their social functions and effects.” (Scandals 81-82).

In sum, whether a translator decides to adopt George Steiner’s method and “bring the text home” (qtd. in Blodgett 14), thus rendering the unfamiliar familiar in order to accommodate the target audience, or to “translate but not translate” (qtd. in Blodgett 25), as would advocate Jacques Brault, he or she is primarily a reader as well and thus an additional player in “the dialogical and at once process like relationship between work, audience and new work that can be conceived in the relation between message and receiver as well as between question and answer, problem and solution” (Jauss 19).

The translator, much like other readers, comes to the text with a horizon of expectations shared by an interpretive community and thus attempts to fill in the gaps, to re-create or realize the text according, as noted above, both to his or her linguistic, literary, and cultural experience and to that of the interpretive community with whom the horizon of expectations is shared. It could be postulated that the translation falls between, or overlaps, the artistic and aesthetic poles described by Iser in that it is arguably in itself an artistic creation or re-creation but at the same time an interpretation through which the text becomes the work. Indeed, the target audience is never presented with a text but rather with a work that, even without language transfer, represents an interpretation. This is of particular significance when, as in this corpus, the translator is not the implied reader of the original and shares the horizon of expectations of the target, interpretive community.

The extent to which the translator fills in gaps in the same way as, and perhaps indeed for, the target audience and realizes or re-creates a text, thus creating a work, that conforms to the horizon of expectations of the target, interpretive community will significantly affect the response to the work, which, furthermore, is treated more often as a text in that frequently neither the translator nor the translation are acknowledged. The Canadian or Quebec Francophone would seem to be, at first blush, the ideal translator of English-Canadian literature for a Francophone, including French, audience in that this individual enjoys a somewhat intermediate position: while presumably a native speaker, the Quebec translator enjoys a proximate, privileged glimpse and, ideally, understanding, of English Canada. As Sherry Simon notes,

What is really special about Canadian translation, I think, is that because we Canadians translate largely for each other, we are intensely aware of the social and cultural meanings of translation. We are not sending off manuscripts in a bottle, aimed at an unknown readership, but precisely aimed at a particular community at a specific point in the evolution of relationships between the two main linguistic groups which make up Canada. The point I would like to demonstrate here is that translations bear the imprint of this context of exchange. They carry with them certain ideas about the differences and similarities between the cultural communities, and about the role which translations are to play. (“Translation” 195)

This position may, however, place Canadian and Quebec translators at some distance from the French interpretive community: they are no longer translating for “each other.” Indeed, as has been suggested earlier, even on a purely linguistic level, the Quebec Francophone translator may perceive, and possibly fill in, different gaps differently from a French counterpart. Hence, the turn of phrase, word, or expression expected by the French audience may simply not appear at the hand of a Quebec translator, creating a certain uncomfortable unfamiliarity: the French public, like the Holiday Inn traveller evoked above, prefers translation without the obstacles. This explains, in part, the well-known French resistance to made-in-Quebec translations: Lise Bergevin of Leméac Éditeur once noted that a Canadian author had inserted a clause in her contract stating her refusal to be translated in Canada (Loyer 27). The late Françoise Pasquier of Rivages confirmed this, noting that Canadian authors are translated in France because French readers do not find Quebec or Canadian versions acceptable, thus confirming the importance of the fluency or domesticating strategy described below by Venuti:

Fluency is assimilationist, presenting to domestic readers a realistic representation inflected with their own codes and ideologies as if it were an immediate encounter with a foreign text and culture. (Scandals 12)

It is important to note that contrary to the process in Canada whereby translators, sometimes in cooperation with the author, may directly approach publishers with projects, French publishers purchase translation rights frequently at large fairs, such as that held in Frankfurt, and subsequently select their own translators, who may work in house or freelance. Therefore, the author usually has no control over the translator or translation as the transaction is handled by an agent whose interest is strictly commercial. Once the rights have been purchased, the author cannot intervene. Indeed, in the present case, neither the translation process nor the translators receive due recognition.

The examination of the translations themselves illustrates, especially in the case of Ann-Marie MacDonald, an exception to the above, the importance of conforming to target audience expectations by domesticating the text, “making it intelligible, even familiar to the target-language reader” (Venuti, Rethinking 5). As one editor noted,25 the French reading public looks for literature that is “étranger mais non pas effrayant.” Aside from the obvious practical, including economic, advantages of identifying, selecting, and working with local, that is to say Parisian, translators, publishing companies, whose chief objective is after all high sales, know that literature in translation sells only if it is somewhat familiar and not frightening (effrayant) while still remaining foreign (étranger). As Itamar Even-Zohar and Gideon Toury demonstrate, translated literature occupies a frequently volatile or unstable position in the social and literary translation systems of the target culture and this position determines the strategies employed. Furthermore, like Iser, Jauss, and Fish, Toury, in identifying trends of translation behaviour or norms, emphasizes as well the importance of shared community values or expectations. According to Toury, translation norms are “the translation of general values or ideas shared by a community — as to what is right or wrong, adequate or inadequate — into performance instructions appropriate for and applicable to particular situations” (54-55). While the aim here is not to assess the place of Canadian literature in the French cultural and literary polysystem, it is nonetheless essential to recognize that neither translation nor reading strategies are isolated phenomena. Determined by community values and expectations, they are also reinforced by these. As suggested elsewhere, important as well is the role of literary agents, marketing, and distributing and promotional networks such as book fairs, all of which participate in a commercial system that too has a place in the polysystem. Publishers are in the business of selling books and not in that of remodelling their readership. They will thus seek translations that meet readers’ expectations and will rely on the available networks and systems to maximize sales and reduce costs. Venuti also underlines the inherent dangers of selection, translation strategies, and readings that conform to the horizon of expectations of the target culture.

Translation is often regarded with suspicion because it inevitably domesticates foreign texts, inscribing them with linguistic and cultural values that are intelligible to specific domestic constituencies…. And it is further complicated by the diverse forms in which the translation is published, reviewed, read and taught, producing cultural and political effects that vary with different institutional contexts and social positions. By far the most consequential of these effects … is the formation of cultural identities. Translation wields enormous power in constructing representations of foreign cultures. The selection of foreign texts and the development of translation strategies can establish peculiarly domestic canons for foreign literatures, canons that conform to domestic aesthetic values and therefore reveal exclusions and admissions, centers and peripheries that deviate from those current in the foreign language … and foreign texts are often rewritten to conform to styles and themes that currently prevail in domestic literatures …. (Invisibility 67)

Thus, while it may seek a vision of Canada in Canadian writing, the French interpretive community wishes to do so, paradoxically, on its own terms; in other words, by reading so-called international French that offers nothing of the exotic. Indeed, the very minor place reserved for the translator, whose name rarely appears on the cover, who is almost never mentioned in review articles, and who thus remains virtually invisible, further suggests that every effort is made to assure a deceptively seamless transfer: CanLit appears in book stalls in France with no traces of its cultural or linguistic journey and perhaps primarily only because of its geographic displacement.26 As Marie Fortin observes, however, the commercial advantages of having a novel translated and published in France are simply too tempting to justify a “made-in-Canada” translation even for those authors aware of the pitfalls of this detour. The French publishers’ capacity to offer access to a considerably larger market through powerful publicity departments and well-established and wide distribution networks may easily offset authors’ patriotic sentiment.27

As Fortin points out, the wider gaps between Quebec and French translators’ respective understanding of the Canadian reality is of particular significance. While the Quebec translator clearly does not share precisely the same horizon of expectations as the implied reader of the English-language version, she or he is perhaps more likely than a French counterpart to accurately read (meaning more in line with the author) the signals described by Jauss and, consequently, to reproduce, and respect, the same gaps as the original. Jauss notes,

For the specific disposition of a particular work that the author anticipates can also be arrived at even if explicit signals are lacking, through three generally presupposed factors: first through familiar norms or the immanent poetics of the genre; second, through the implicit relationships to familiar works of the literary-historical surroundings; and a third factor includes the possibility that the reader of a new work can perceive it within the narrow horizons of expectations as well as within the wider experience of life. (24)

While the first of these signals, that of familiar literary norms, may be shared among most Western readers, given their common acceptance of what has been described and condemned as the “dead, white, western male” canon of Western literature (Gates), studies suggest that different interpretive communities, in spite of these at least somewhat “shared norms” and even closely shared experience, approach literature differently since they do so from the perspective of their own, more narrow, literary tradition. Carolyn Perkes argues that Hubert Aquin was analysed in English Canada with reference to E. M. Forster while Gabrielle Roy was judged according to standards set by Henry James, Virginia Woolf, George Eliot, and Willa Cather, resulting in significant misreading of their works. Similarly, Annette Hayward and André Lamontagne, in their study of the reception of Quebec novels in English Canada, point to the comparison of Jacques Poulin to Hemingway.28 Thus, even interpretive communities in relatively close proximity, both geographically and culturally, do not have an identical literary experience and thus read differently. French translators, readers, and critics, however, bring to their reading of Canadian literature yet another, and arguably even more divergent, literary tradition.

The second signal, that of familiarity with the historical — and one might add cultural and geographical — and literary surroundings, is even more likely to present problems for an outsider. The Quebec translator is by no means beyond risk, but the benefit of somewhat similar, if not entirely shared, surroundings would likely circumvent errors such as those made in Hannah Josephson’s translation of Roy discussed above in which she translates poudrerie (blizzard in English) as powder keg; hence Simon’s comment quoted earlier that Quebec translators are better positioned to handle North American texts. However, to the extent that the target audience prefers a “familiar” text brought home in line with its own horizon of expectations, the local translator, particularly one who adheres to Matthew Arnold’s view, is surely more likely to produce a more satisfactory, and hence more marketable, albeit arguably less authentic, text.29

The intent here is not to examine each translation in minute detail in the light of the above nor to tackle the traduttore/traditore dilemma, but rather to consider the significance of realizing literature from a foreign, in this case French, point of view. According to the theory of horizon of expectations, French translators, readers, critics, and all those involved in the consumption and dissemination of literature, such as those organizing festivals, approach this literature from a shared, if not identical, standpoint. While none of the theoreticians quoted above dismisses entirely the role and power of the individual reader, all underline the significance of his or her membership in a reading or interpretive community. Fish notes,

Members of the same interpretive community will necessarily agree because they will see (and by seeing make) everything in relation to that community’s assumed purposes and goals; and conversely, members of different communities will disagree from each of their respective positions: they often simply cannot see what is inescapably there. (15)

In addition to not being able to “see what is inescapably there,” French readers may also see what is simply not there, namely a response to the questions posed by the organizers of the Belles Étrangères festival; that is to say, a clear and concise definition of Canadian identity and perhaps even a National Geographic or postcard portrait of Canada in its literature. In other words, they turn to CanLit looking for a definition of what it is to be Canadian and for stereotypical images of Canada as the “Great White North.”

FOREIGN FRIENDLY: LES BELLES ÉTRANGÈRES

In addition to translation history in Canada and the theoretical issues related to the position(ing) of the translator and the translated text in the target culture, relevant as well are the marketing and marketability of the translated text as an export or import cultural product. Donna Palmateer Pennee demonstrates the place of culture in Canadian diplomatic policy and its role as a “vehicle of national sovereignty” (194). She states, “Culture in Canadian policy documents, as a vehicle of foreign policy relations from the Cold War to the Market Wars, narrates the fortunes of nationstatism, from the explicitly ‘ideological’ threats to national security, to the explicit but apparently non-ideological threats of global capitalism” (196). The 1951 Massey Report on “The Protection of Canada Abroad” stated that “exchanges with other nations in the fields of arts and letters will help us to make our reasonable contribution to civilized life” (qtd. in Pennee 197). More recently, the 1995 government document Canada in the World/Le Canada dans le monde claimed,

We will seek to make better use of Canada’s artists and scholars as part of a fundamental re-thinking of the way we promote ourselves and our products abroad. It will be important to continue to develop new export markets for the products and services of the cultural industries. At the same time, we will continue to provide Foreign Service officers with better tools needed to sell Canada abroad, including Canadian culture and learning. (qtd. in Pennee 203)

Such official policies identify culture, including literature, as an export product essential to the promotion of Canada. Indeed, John Ralston Saul observed, “The question is not whether we can afford to spend to export culture. The question is whether we can afford not to” (qtd. in Pennee 205). These policies were endorsed, for example, by Adrienne Clarkson who, in her capacity as Governor General, travelled to South America, Western Europe, and the circumpolar regions with an entourage of artists including writers such as Thomson Highway, Jason Sherman, and Alberto Manguel in an effort to promote Canadian culture as a vibrant and dynamic export product and to challenge stereotypical images of Canada. She notes,

Je crois que la meilleure façon de montrer aux citoyens du reste du monde ce qu’est le Canada, c’est de leur faire découvrir notre culture, nos artistes, notre diversité. L’idée est d’emmener une délégation qui, à elle seule, donnera une image concrète du Canada. Je voulais, par exemple, que les Allemands aient une autre vision de notre pays que celle des orignaux dans les bois, des cavaliers de la GRC et des montagnes à l’horizon. Je voulais qu’ils sachent que nous débordons d’énergie créatrice. (Cayouette 28)

In his 2001 address to the International Council for Canadian Studies, John Ralston Saul asserted that the “image of a country abroad is its culture” and noted that the exportation of culture “opened doors where no commercial openings were available.” He emphasized the roles of creation, production, distribution, and consumption in the exportation of culture as “the face of a country abroad” (Saul, John Ralston, “Opening Address”). Indeed, federal budget cuts announced in September 2006 set off alarm bells in Canada’s artistic community. Of particular concern were the reductions for Public Diplomacy Bureau of the Department of Foreign Affairs. As one stakeholder noted, “The cultural programmes administered by the Department of Foreign Affairs play a crucial role in promoting our cultural products on the international stage. Investments from this department assist Canadian companies on international tours and also bring foreign buyers of cultural products to Canadian events” (Redfern qtd. in Alliance).

The promotion of culture as an export product designed, at least in part, to open the doors wider for other commercial activity has been a key element in both official and somewhat non-official (Clarkson is not an elected representative) policy of the Canadian government and its agents for at least several decades. Literature in translation, as Ralston Saul pointed out, continues to play an important role in this strategy and, like any other export product, is dependent on the market rules of creation, production, distribution, and consumption. What is translated, promoted, read, consumed, and used to promote a certain vision of Canada, its “face abroad,” is therefore not solely a function of literary worth but also of its potential, estimated and real, as a commercial export product.

The success of Canadian literature in translation as an export product and its concomitant potential to promote a particular image of Canada depends, however, like that of all exports, on its market worth as an import in the host or target culture. As the following discussion will illustrate, the Canadian government when supporting the export of literature may promote a certain vision of Canada. Similarly, the importing nation, in this case France, imports, promotes, distributes, and consumes according to the demands of its own market and derives from this, or perhaps is indeed driven by, its own vision of Canada. The government sponsored and organized Belles Étrangères festival provides an interesting perspective from which to consider the importing and exporting of literature. While the French ministère de la culture and Centre national du livre organized the event, the Centre culturel canadien, run through the Canadian embassy, also played a key role when Canada was featured in 1996. Thus, while this festival is only one of many literary events held throughout France, it is unique in that it deals only with literature in translation, focused only on Canada for the period discussed, remains largely noncommercial (compared, for example, to Salons du livre), and involves the participation of both the exporting and importing nations. According to the French Ministry of Culture, the purpose of the Belles Étrangères festival is to afford the French an opportunity to discover foreign literature in translation. The programme states, “Les Belles Étrangères sont des manifestations qui invitent à la découverte des littératures étrangères …. Ces manifestations accompagnent une importante politique de traduction du Centre national du livre» (7). The festival includes readings, formal dinners, cocktail parties, receptions, and book signings. Canada was invited, for the first time, to the twenty-sixth biannual festival having been preceded by twenty-five other countries, including Korea and Egypt. That Canada was not honoured before, in spite of its cultural treaty with France, was explained by the potential difficulty of inviting English-Canadian and not French-Canadian or Quebec writers. The Cultural Attaché at the Canadian Embassy at the time was Emile Martel, himself a well-known Quebec poet who no doubt played a key role in negotiations with all parties. However, the Canadians, having finally been acknowledged, were indeed the toast of Le Tout Paris, as well as of various other cities such as Aix-en-Provence. In exchange for an all-expenses-paid trip, cocktail parties, receptions, galas, and an opportunity to court both French publishers and readers, ten Canadian writers were asked to represent Canada and Canadian culture.

As demonstrated earlier, the selection of material translated, the translation process itself, the end result, and the interpretation of the translation all impact on the representation of the literature of the Other in the target culture. The Belles Érangères festival is unique in terms of a study of audience response in that the authors were pre-selected and other variables, such as the time and place of reception in the target culture, were controlled. The success of English-Canadian writers in France and the representation of Canadian literature, and indeed Canada, through the response to translations of their work will be considered in the context of this example. The discussion will focus on the selection of authors participating in the festival, on the status accorded to the translator and to the translation, and finally on the image of Canada that was both sought and portrayed during the festival. The comparison with the travel postcard is particularly useful here. Just as the “having a wonderful time” postcard deliberately avoids any mention of the perils of travel, discussion of the authors and their work featured in the festival ignores, or relegates to second place at best, any discussion of the passage, and its inherent difficulties, from one language and culture to another. Furthermore, especially when the accompanying videocassette is considered, Canada is featured at its stereotypical beautiful-landscape best in the same way that postcards portray identifiable and pleasing images conforming to the horizon of expectations or preconceived notions of the fortunate addressees. Thus, while Adrienne Clarkson, quoted above, may seek to dispel the myth of Canada as the “Great White North,” this example suggests that CanLit was imported because of its capacity to confirm this image.

As suggested above, the organizers claimed that one of their main objectives was to represent and even define Canadian culture. It is important to note that the invitations were extended, and the expenses covered, by the French, who clearly sought to represent, promote, and explore Canadian culture through the showcasing of authors and literature available, in principle, in translation. They also hoped to sell books. The authors selected for this purpose were Neil Bissoondath, Lorna Crozier, Timothy Findley, Jack Hodgins, David Adams Richards, John Ralston Saul, Shyam Selvadurai, Carol Shields, Charles Taylor, and Jane Urquhart. It would be naive to suggest that this selection represents the authors whom the French identify as Canada’s most important literary figures; practical factors, such as availability, determined participation as well. However, it can safely be assumed that for an event of this stature, the French attempted to bring at least some of Canada’s most important, well-known, or representative authors. As pointed out in the introduction to Translation, Power, Subversion, selection is meaningful in that the image of another culture will be determined by the material made available:

The importance of knowing what is being rewritten and how it is rewritten stands out (what is translated; what is included in literary anthologies; what is taught in the history of literature) insofar as the idea that the non-professional reader of a given culture will form will be that provided by literary critics, translators and compilers. (Alvarez and Vidal 5)

While the choice of participants in a festival has neither the bound finality nor the wide range of possibilities of an anthology, it does nevertheless convey the message that the authors invited were particularly meritorious. Neither the literary merit nor the reputation of these authors will be considered here. It is worth noting, however, that it is strange to find Lorna Crozier and David Adams Richards, whose work had not yet been translated, in a festival focused on translation. Furthermore, while literature is not limited to fiction, Charles Taylor, a philosopher, seems out of place alongside novelists and poets. It seems unusual as well to find Shyam Selvadurai, whose first and only novel Funny Boy had not been translated, billed with Timothy Findley, Jane Uruquhart, and Carol Shields who had enjoyed international honours and whose work had been extensively translated in France.30 The programme offers the following description of, or explanation for, the diversity of styles and backgrounds:

Nous accueillons … dix romanciers, penseurs et poètes qui représentent la diversité pancanadienne d’une culture Anglophone, et non pas seulement anglo-saxonne, qui puise sa richesse tant dans les immigrations sri-lankaise ou antillaise, par exemple, qu’au Québec ou dans les identités contrastées, d’Est en Ouest, des provinces maritimes atlantiques à l’Ile de Vancouver sur l’océan Pacifique. (7)

It is impossible to determine whether the organizers indeed set out to offer such diversity or were instead confronted with it after the final arrangements had been made; an earlier list included Joseph Ŝkvorecky, Rohinton Mistry, and Mavis Gallant. It appears though that regional representation, perhaps even beyond literary reputation, was significant in making the selection and played a key role in presenting authors. While it is important to note that the festival makes no claim of bringing the most well-known or most important authors, although a Financial Post article begins, “Ten of our finest authors — English-language variety only — are on show” (O’Donnell 22), certain personages are significantly absent, most notably Mordecai Richler. A page-long article in Le Monde entitled “La Can Lit arrive en France” (Zand, “La Can Lit”) dedicated to the festival, announced that Richler had been “snobé,” eliminated from the list by the Canadian Embassy, because of his political views on Quebec. Le Devoir stated that “Paris a peur de Mordecai Richler” (Rioux, “Paris a peur” Al), adding that Émile Martel of the Canadian Embassy insisted that the invitations were extended by the French. According to Richler, he was “used to it” (Richler, “Le snub”). Richler further claimed, in typically sardonic fashion, “If I was not invited, it was on the grounds of literary merit-cum-good taste” and added, “And furthermore, it is a calumny to suggest that our embassy is a den of vengeful, illiterate separatists who would stoop to censor a fellow Québécois. Our intrepid overlords of the department of foreign affairs would not tolerate such a situation” (“Le snub”).

It is possible, as Richler indeed suggested, that other absences can be explained by his own: Richler indicated that Alberto Manguel and Mavis Gallant refused invitations out of solidarity, adding that, as for the others, “a free trip is a free trip” (Richler, “Le snub”). The Financial Post claimed that Margaret Atwood had refused for the same reason (O’Donnell). Atwood and Gallant’s absence are particularly conspicuous, the latter because of her popularity in France and her availability (she lives in Paris) and the former because of her international reputation. Atwood’s arrival on the French literary scene was much heralded when, upon the publication of Faire surface, it was announced that “le Canada anglais a aussi son écrivain” (Rancourt, “Le Canada anglais”). At least four of Atwood’s novels were available in French translation through French publishers at the time. She had attended the Fureur de lire festival in 1991, was a runner-up for the Prix Ritz-Hemingway in 1987, and was named Chevalier in the Order of Arts and Letters in 1994. Both Le Monde and the Montreal Gazette (Bagnall B1) claimed that she refused an invitation to protest France’s nuclear testing. According to the above Le Devoir article, she was afraid that by accepting she would be recognizing the idea of a separate Quebec since Quebec writers were not included (Rioux, “Paris découvre” A1). (In a private conversation, one of her assistants suggested that she could not attend because of other engagements.)

Le Monde stated that Michael Ondaatje was unavailable because of the filming of The English Patient and that Alice Munro refused to travel (Zand, “La Can Lit”). However, the notable absence of other well-known authors translated and published in France, such as Isabel Huggan, who also lives in France, Nino Ricci, Anthony Hyde, and David Homel, remains unexplained. Furthermore, given that not all the authors invited had been translated, the list of potential candidates, that is to say all meritorious English-Canadian authors, becomes even longer and the final guest list even more suspect: do the ten writers chosen truly represent Canadian culture and the best of Canadian talent?

As the brochure suggests, the purpose of the festival was, ostensibly, to promote, even define English-Canadian culture, which “semble échapper à toute définition” (Dupuit 7). While disappointing, it is perhaps not surprising then that the critical response focused not on the writers’ talents or on the literary merits or qualities of their work but on the authors’ interpretation or representation of Canada. When Le Monde announced, in a May article, the arrival of “deux auteurs venus du froid” (Sagalovitsch), referring to Timothy Findley and Jack Hodgins, it would seem the French still hold dear Voltaire’s portrayal of Nouvelle France as “quelques arpents de neige.” Critical response suggests that France is still much influenced by its earlier fascination with Jack London, who, though not a Canadian, provided stereotypical and highly marketable images of the true north: Canada is the land of the “grande nature,” attractive because it is exotic. The late Fréderic Limare, one of the organizers and the former French cultural attaché in Toronto, noted, “Depuis quelques années les Français découvrent une autre face du Canada qu’ils ne soupçonnaient pas. Et ils se passionnent pour une littérature qui leur offre beaucoup plus d’exotisme que celle des États Unis ou d’Angleterre, qu’ils connaissent depuis longtemps” (Rioux, “Paris découvre”). He adds, “Les Français aiment la façon dont cette littérature traite du paysage et de la nature.” Jane Urquhart stated, “The public is interested in the force of the landscape in my work” (O’Donnell 22, 23). A very laudatory article in Le Monde (Zand, “La Can Lit”) studies the authors in “geographical” order beginning with the following paragraph:

Ici on passe de la neige à Montréal aux inondations du Manitoba, et aux arbres én fleurs de l’île de Vancouver. Le printemps est en retard. Spring has sprung … proclament pourtant les panonceaux des marchands de plantes, bientôt recouverts de cette neige qu’on n’attendait plus. Ils [les écrivains] ont les accents les plus divers; éparpillés dans un espace démesuré, plutôt isolés dans la nature …. (Zand)

The article takes the reader from David Adams Richards’ home in New Brunswick, “dans le pays Maramichi,” to Jack Hodgins on Vancouver Island, where “tout est vert et croule sous les fleurs à Victoria.” This is in fact a general trend: in an effort to define a Canadian identity through the landscape, the writers are frequently identified by their “home” (as interpreted by the organizers, for several are not originally from the location in which they happened to be at the time), its climate, and geographical location. Even an article which recognizes that the writers have little in common, “Dix auteurs qui n’ont peut-être pas grandchose en commun, si ce n’est un sentiment d’identité très fort,» ends in travelogue style:

C’est une jolie photographie d’une littérature contemporaine en marche qu’offrent ces «Belles Canadiennes», celle d’une Amérique sans hystérie comme on le dit souvent, où même le torturé Malcolm Lowry avait trouvé, quelque part sur les côtes verdoyantes du Pacifique, en face de Vancouver, la paix heureuse d’un paradis terrestre. (Anderson 22)

Prepared by the organizers, including the Centre culturel canadien, to introduce the festival, the video film relies as well on stereotypical, “folksy” images of Canada. Featuring the participants once again in “geographical order,” the film takes viewers from David Adams Richards’ Maritimes, with the accompaniment of “down-home” style jig music, to Lorna Crozier’s B.C., where she was filmed ocean-side seated in her father’s El Camino (Crozier is originally from Saskatchewan). All writers are shown in their “home” environment, as if this were the predominant influence in their writing. Even for Carol Shields, and obviously for Bissoondath and Selvadurai, the featured location is not their place of origin. However, while the question of geographical origin is of utmost importance, largely overshadowing any discussion of the literary value of the books, the language of origin is never mentioned. French readers and reviewers approach the books as if they had been written in French and never acknowledge the translator’s contribution. Only the article in the Financial Post, one of the fourteen articles studied, makes any mention of the translator, when Timothy. Findley is quoted as saying, “Translators are critical. They are artists in the way that dancers and singers are artists. They interpret someone else’s voice. A translation must evoke the place in the writer where the book is found. I have been blessed with good translators” (O’Donnell 22). An article in Le Devoir points out that Jane Urquhart’s success can be measured by the fact that she is translated by a top translator, Anne Rabinovitch (Rioux, “Paris découvre” A8). While most articles do provide the translator’s name when a separate bibliographical entry is included, and this is frequently not the case, Le Monde includes a list of “Quelques titres en français,” thirty-four to be exact, without listing the translators (Zand, “La Can Lit”). There is in fact no indication that the books have been translated, and an uninformed reader could infer that they were written in French. It is paradoxical that in the context of a festival dedicated to literature in translation, which views the books through the filter of geographical origin, the language of origin and its transformation are completely ignored. The original titles are rarely listed. Furthermore, while the organizers emphasize the need to determine Canadian Anglophone identity through its literature and particularly the ways in which this literature differs from that of Britain and the United States, no emphasis is placed on the differences between Canadian, British, and American English. While the formula “traduit de l’américain,” used to describe Marianne Véron’s translation La vie avant l’homme of Margaret Atwood’s Life Before Man, or “traduit de l’anglais (États Unis)” is usually used to describe books by American authors, the ambiguous and vague “traduit de l’anglais” appears in bibliographical entries to describe books by Canadian authors, when indeed the language of origin is even mentioned. Solely Nicole Zand of Le Monde makes a distinction in her review of books by John Ralston Saul, Jack Hodgins, and Margaret Atwood. In addition to listing the title of the original, the review provides, for Ralston Saul’s Le compagnon du doute, “Traduit de l’anglais (Canada).” However, for the other two entries “traduit par,” followed by the translator’s name, is used (Zand, “Le Canada”). It is curious that the organizers, who in principle set out to make a distinction between Anglo-Canadian and other Anglophone writers, adopt the “traduit par” formula, which completely ignores the Canadian identity of the original.

The issue of Canadian identity remains somewhat vague. It would, however, have been unrealistic to hope that ten authors feted over a nine-day period could have firmly established this for the French public. Indeed, the writers themselves were somewhat ambivalent on this question. Rather than providing a definition of identity, they sought recognition of their being Canadian. Bissoondath noted, “It is assumed we have an identity. We are Canadian writers …. The French are right …. We do have an identity” (Bagnall BI). John Ralston Saul noted, “Canadians do themselves in with their constant talking about what constitutes the Canadian identity” (Bagnall BI). However, while the questions addressed in the foreword to the brochure remain largely unresolved, the festival appears to have been a huge success. Bissoondath claimed, “We are enjoying being taken seriously as writers” (Bagnall BI). The Montreal Gazette reports, “To the surprise of the authors, enthusiastic crowds showed up at readings, lectures and book signings across France…. There were impressive turnouts as well for readings in places as far-flung as Aix-en-Provence, Brussels and Rouen” (Bagnall BI). While it is impossible to determine how many books were sold, clearly part of the agenda, or how many translation contracts were signed (Selvadurai reportedly arranged for the translation of Funny Boy), the festival appeared to generate the interest and enthusiasm of the French public. However, the extent to which the festival genuinely represented Canadian literature and talent is questionable. The authors selected, the emphasis placed on their geographical location rather than literary worth, and the failure to recognize the filter of translation, and hence the importance of the language of the original, suggest that the appeal of Canadian literature lay largely, if not solely, in its being Canadian, a product of “the land.” It is unfair to say that English-Canadian literature was misrepresented: it was, partly by necessity, under-represented. It would be equally unjust to draw sweeping conclusions about the general state of English-Canadian literature in France based on a sample of only ten authors. The festival nonetheless offers a unique opportunity to observe general trends. As the following chapter will illustrate, response to translation may resemble the postcard from Canada, with its stereotypical image and obliteration of any details related to the difficulty of passage. The failure to acknowledge the language of the original and its transformation constitutes an unfaithful representation of the original. Thus while belle or attractive because of its exotic qualities, Canadian literature remained “étrangère” or foreign, unable to overcome its origins and attain the status of world literature in which literary merit, and not place of origin, comes first and foremost. Nonetheless, belle, infidèle, étrangère, and perhaps even misrepresented, English-Canadian literature flourishes, thankfully, in France, and the writers cited here did indeed achieve une belle revanche. While there is insufficient evidence to claim with any degree of certainty that this festival marked a turning point in attitudes towards CanLit, it is nonetheless interesting to observe, as noted in the following chapter, that criticism towards the end of the ’90s focused less on landscape and more on literary value. Thus, while the festival itself may have promoted a travelogue image of Canada, the authors themselves achieved recognition, even if after the fact, for their writing rather than their Canadian identity. Furthermore, Shyam Selvadurai and Lorna Crozier, whose work had not been translated prior to the festival, were subsequently translated and published in France, thus expanding the repertoire as well as the vision of Canada.
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