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The article demonstrates the usefulness of tegeradtics in corroborating
the dynamic, process-oriented concepts of tramsiatdeveloped by
feminist translation theorists. Focusing on the &dian scholar and
translator Barbara Godard, the paper examines heanglation
manuscripts of Nicole Brossard:5Ameér: ou le chapitre effrité1977) and
Amantes(1980), published in English a&hese Our Mother§l983) and
Lovhers(1986). The author argues that genetic analysistha potential
to challenge conventional understandings of trai@ha as a linear
transfer of meaning in the exchange of equivaleaoesthat genetics can
supply evidence that translation is a multidirendg recursive and
dialogical process of thought and transformatiorgraative combination
rather than a transparent substitution of meanihige graphic markings,
layerings, and inscriptions on the archival drafteveal complex
intersubjective and interdiscursive foldings at treart of translation and
expose translation as a series of temporal re-negsli They bring into view
different encounters and relationalities and reaffihe view of translation
as a cultivation of friendship and collaboration.

1. Introduction

Genetic criticism, which has been around sincestréy 1970s, has had a
relatively slow impact in North America comparedtiwother French
intellectual imports such as poststructuralist icalt theory and
deconstructiod.More recently, textual genetics as a study ofcifeaitive
process, focused on the examination of authoré&tglmotes, manuscripts,
proofs, and other documents that have precedegublished text, has
been associated with the revival of philologicahdarship or its
reinvention as “radical philology” as an antidotethe predominance of
cultural studies approaches in Anglo-American &itgr studies
(Kinderman, 2009, p. 8). Genetics occupies anesterg, if not slightly
paradoxical, position: it marries a solid positivicience grounded in
archival research with poststructuralist philosophtheories of the text as
an endless proliferation of possibilities; it wofksm a double perspective
of the text’s production and its reception; it cges temporality to the text
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while simultaneously refusing to privilege eithdricdly originary or
teleological thinking about the text's constituti@md, finally, it demands
that we immerse ourselves in and rigorously stuetpa&l environments and
contexts rather than merely reconstruct “the setipldmnstory” of the text's
creation (Bellemin-Noél, 2004, p. 31). As the ie&rin genetic criticism
in Canadian and American universities seems toteaddy growing,
encompassing interdisciplinary exploration of tlemesis of works of art
in literature, theatre, and musithe theoretical and practical possibilities
of textual genetics in translation studies stithegn largely unexplored.

This article aims to demonstrate the usefulnegenétic methods
in corroborating the dynamic, dialogical and preeesented concepts of
translation, put forth by feminist translation thists. Drawing on the work
of the Canadian scholar and translator Barbara f@ptlaxamine different
drafts of her translation of Nicole Brossart’émeér: ou le chapitre effrité
(1977) andAmanteg1980), the former published in EnglishTdgese Our
Mothers (1983), the latter ad ovhers (1986). Godard's papers are
preserved in the Barbara Godard Fonds in the Qllaoanas Archives and
Special Collections at York University in Torontwhere Godard had
worked as a professor until her death in 2010. bgplat the extant
versions of her manuscripts, rough drafts, notad, @rrespondence, |
focus of necessity on a few selected passages d@@r@s translation of
Brossard's texts. In doing this, | freely adaptrRiéMarc de Biasi’'s (2004)
strategy of “internal” (p. 61) genetics that tratles modifications as they
occur in a particular paragraph or passage. Figuessl 2 reproduce side
by side the parallel fragments from BrossaildAmeér and Amantesand
Godard’'sThese Our MotherandLovhersin their respective French and
English versions. | will return to the passage$igures 1 and 2 in the
course of my analysis and will juxtapose them whtir earlier rough-draft
versions in order to gain some insight into theagiendevelopment of
Godard’s translation. | argue that the genetic @ggin challenges clichéd
and conventional understandings of translation dsmear transfer of
meaning in the exchange of equivalences and thagtigs can supply
evidence that translation is a multidirectionakumsive and dialogical
process of thought and transformation, a createhbination rather than
a transparent substitution of meaning. Workinghi translator’s archive
brings to light the invisible confluence of crediy collaboration, and
research that inform Godard’s project of literagnslation.
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ravarage dans le cou a vif la lancinante obsession que
réver est-ce flair «si je jouis», une intersection dans le texte,
son fragment essentiel, 'inscription de I'avare mais moi qui
cherche dans /la dépense la totalité jouissive des fragments
désirants. La mourriture. A intervalles réguliers, indocile
floctant quelque part, dans I'ensemble c'est excitant

I'approche & pas pour sortir de mia bouche une réponse
directe diras-tu ou langue versatile miscible avec le bruit le
sel la peau pour te convaincre avant le patriarcat que la bou-
che remue avec un je — clest civilisée que je suis me faisant
lettrée mais corps pareille a la mer les filles roses, sirénes a
huis clos. Pour commencer une histoire «cette fille a raison»
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ravarage in the neck to the life blood the throbbing obsession
that to dream is it to scent out ‘whether I am orgasmic, an
intersection of the text, its essential fragment, the inscription of
the miser but I who seek in the spending the orgasmic totality of
desiring fragments. The "JL‘;\LL At regular intervals, intractable
floating somewhere, all in all it’s exciting

the approach on foot so as to get a direct reply from my mouth
will you say or versatile miscible tongue with noise salt skin to
convince you before the patriarchy that the mouth
moiis again with an I — that I am becoming lettered is
civilized but body identical to the-sea pink girls sirens behind
closed doors no exit. To begin her story ‘this girl’s reason(able)’

Figure 1. Two sections frotiAmer (p. 83) andrhese Our Motherg. 85)

From the early 1980s, Godard was instrumental ikimgaavailable to
Anglo-Canadian readers radical feminist thoughtmfr@uebec. She
practised and encouraged the translation and disagan of francophone
women’s writing, through conferences and publishirgues such as the
Coach House Quebec Translation Series and thgbdlrfeminist journal
Tessera which she co-founded in 1982. In particular, ghelessly
promoted the work of Nicole Brossard, with whom slegeloped a long-
time friendship and collaboration. Godard begamdiating L’Ameér as
early as 1979, and continued working on this ptdiecthree and a half
years. Her work oAmantegook longer and was completed between 1981
and 1986. Over the years, she also published &t@mss of Brossard’'s
Picture Theory(1991; revised and reprinted 2006) alalirnal intime
(1984; translated amtimate Journal 2004)3 In addition to translation,
Godard has authored several critical essays onsBrdsas well as
biographical entries in British and American enopeledias and literary
dictionaries.

Together withLe sens apparenttranslated as “Surfaces of
Meaning”), L'Ameér and Amantesform the so-called lesbian triptych, in
which Brossard rewrites female agency by inscribpaijtical lesbian
identity as a challenge to patriarchal institutiolmsL’Amer she coins the
termfiction théorique fiction theory, which has been embraced by other
feminists in Canada as a creative-critical practiéerevealing male-
dominated representations of women and opening hep space for
women’s self-expression. As Godard (1994) expldintpn theory is “a
narrative, usually self-mirroring, which exposesfainiliarizes and/or
subverts the fiction and gender codes determiriegré-presentation of
women in literature and in this way contributegeiminist theory” (p. 59).
Inspired by the deconstruction of patriarchal laaggiin both Anglo-
American radical feminism (e.g., by Mary Daly andl® Spender) and
French poststructuralist feminism (e.g., by Hél&i&ous and Luce
Irigaray), Canadian second-wave feminist debatew@men’s exclusion
from the patriarchal symbolic order and languagegehgiven rise to
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metaphors of women as living in translation, fordceduse man-made
idioms and inhabit discourses that are not theim.ow

Le Barbizon The Barbizon

les écritures ont un sense qui writings make sense that begin with the
commencent par I’aveu d’amour (méme) declaration of love (izself) fixed in the
fiché au coeur du siecle et des heart of the century and of subterranean
mythologies souterraines proliférantes et proliferating and vociferating
vociférantes des voix prises au cliché, mythologies of voices caught in the

des villes, (au jeu) cliché, cities, (in play)

the barbizon hotel for women The Barbizon Hotel for Women

une intuition de la connaissance réciproque  an intuition of reciprocal knowledge

femmes des courbes du feu de 1‘édredon women with curves of fire and eiderdown
a la peau neuve-------- surface essentielle fresh-skinned—essential surface
tu flotes dans ma page dit-elle you float within my page she said

et la femme aux quatre dimensions s’inscrit  and the four-dimensional woman is inscribed
dans I’espace entre la lune et (ceinture de feu) in the space between the moon and (fire belt)
de la découverte et des combats que 1‘écho of the discovery and combats that the echo

tu perséveres, ferveur flamboie you persevere, fervour flaming

la bouche diffuse, nocturne et intime mouth diffuse, nocturnal and intimate
pleine d’intervalles round with intervals

pour traverser les jardins du réel to pass through the gardens of the real

les tableaux anticipés du corps attentive anticipated paintings of the attentive body
toutes les regions du cerveau all the regions of the brain

le temps se mesure ici aux eaux time is measured here in waters

dans le vaisseau, a I’harmonie into vessels, in harmony

la précision des graffiti dans nos yeux the precision of graffiti in our eyes
fugitives (ici) les écritures fugitives (here) the writings

in THE BARBIZON HOTEL FOR WOMEN in THE BARBIZON HOTEL FOR WOMEN
les figures naissantes dans la roue nascent figures within the wheel

la cyclique tendresse convergente cyclical tenderness converging

Figure 2. The opening passages of the sectiondcdlie barbizon” and
“The Barbizon Hotel for Women” from the publishegrsions ofAmantes
(pp.62-66) and.ovhers(pp. 60—62)

2. Theorizing feminist translation in Canada

The emergence of feminist translation studies inada in the mid-1980s
was an unprecedented phenomenon. The reasons whypwarful
theoretical and practical interest in translati@veloped in this national
context are related to the remarkable conjunctidn favourable
circumstances, such as Canada’'s official bilingmali and the
government’s support of translation programmesaaisqgf its multicultural
policies; the flourishing of experimental feministiting in Quebec; the
presence of academic cultural mediators; and thrant scene of feminist
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cultural production, including feminist conferencaad journals that
sustained the anglophone-francophone exchangesréGpibneered early
definitions and concepts of feminist translatiorher talks at the Women
and Words/Les femmes et les mots conference in &ase in 1983 and
in the 1984 and 1986 conferences on translatidviantreal. She was not
the only feminist translator working in Canada lire t11980s and 1990s.
Other practitioners active in the field who eitli@mslated feminist texts
or self-consciously identified as feminist trangfat included Linda
Gaboriau, Marlene Wildeman, Patricia Claxton, Suosarotbiniére-
Harwood, Louise von Flotow, and Howard Scott, thdyoman who
described himself as a feminist translator (Flotd®91, p. 71). Like
Godard, Lotbiniere-Harwood and von Flotow are &suinist translation
theorists whose contributions, next to those ofdapdcs Kathy Mezei,
Sherry Simon, and Annie Brisset, have helped tpeliiae discipline of
Canadian translation studies. Godard has subséguelstborated a
feminist theory of translation in such essays ase‘Translator as She”
(1985), “Theorizing Feminist Discourse/Translatigwhich first appeared
in the 1989 issue of Tessera, “La Traduction auirfémTranslating
Women”), and “Translating (with) the Speculum” (199In her approach
to translation, she always takes a gendered, @oét angle and considers
translation in its multiple modalities as theonystitution, process, and
craft.

In general, feminist theories of translation aréte the critiques
of masculinist models and emphasize female agériey special alliance
between feminism and translation is apparent iim trgtical interrogation
and rejection of universal standards of meaning\atae; their common
challenge of traditional gender roles and hieragand their shared focus
on language as an instrument of social construdtisiorically marked by
sexism and exclusion. Feminist discourse is vieasdalways already
double and translative, both in its recuperativeighto inscribe women’s
experiences that have been erased or mis-reprdsgitten the dominant
discourse and in its deconstructive thrust to eggzgriarchal stereotypes
and images of women’s lives. Likewise, feminishsiators “foreground
female subjectivity in the production of meanin&irgon, 1996, p. 13) by
challenging several traditional tenets of mainstrétaeories of translation.
Thus the concept of fidelity to the original thapports the hierarchical
relationship between source and target texts iaced by a greater
freedom of invention, inviting an active intervemtiinto the text in the
process of translation as “transformance” or diglage-writing (Godard,
1990, p. 90). In “The Translator as She” (1985)d&d launches her
classic definition of translation as “creative spaosition” or re-writing in
the feminine and already insists on translatioa ascessary betrayal or as
fidelity to both languages. Consequently, the sedacget duality is
abandoned, opening up the intersubjective, intedséind productive “in-
between” space of translation. Flaunting her presetithe translator as
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she” is an active reader becoming a writer, a calpcer of meaning rather
than a passive amanuensis.

In “Theorizing Feminist Discourse/Translation” @19, Godard
gives the fullest articulation of her critique of rmimetic theory of
translation based on transparency and equivalpnesised on the erasure
of the translator's mediating presence and thenagson of a direct
transfer of meaning from one language to anothér. poetics of
transparency” suppresses “the translator-funct@amd renders invisible
the translator’s “manipulative work,” or what shals “womanhandling”
the text (Godard, 1990, p. 94). By leaving the blesitraces of the
translator’s signature in the text, this “anti-itemhal, aggressive and
creative approach to translation” (Flotow, 1991/@).reinstates difference
as a positive value and redefines the transladgescy. Passivity and self-
effacement give way to the translator's new autii@s a co-creator of the
text, its literary critic, cultural commentator hadar, and artist. Similarly,
a conscious, politically and ethically motivatedervention into the text
replaces the traditionally assumed, ideologicalnadity of translation.

The feminist translator’s political and ethicadrste is manifest in
such transgressive and controversial practiceshaghjacking” the text
(Flotow, 1991, p. 74), which may take the formerhioving the misogynist
content hostile to the translator’'s agenda. Femagppropriations of the
text are consistent with the role of translatioridelogical interruption,
where translation theory complements fiction thedmyher discussion of
the different strategies adopted by feminist traoss, Luise von Flotow
(1991, pp. 74-75) mentions the importance of piefpand footnoting in
addition to “highjacking” and supplementing, th&téompensating for the
differences between languages. The translator'sageeaccompanies
every one of Godard’'s translations of Brossarderoffy theoretical
reflection on feminist translation poetics to a &idaudience. These
prefaces perform several functions, such as sitgdtie work within the
author's oeuvre; providing a philosophical contixtthe work; helping
the reader to understand the translated text lyio§ an interpretation or
a critical analysis that accompanies the transiafiaunting the visibility
of the translator; and explicating specific lexje@mantic, or grammatical
choices, especially given the fact that translatiom French into English
involves moving “into a framework that tends to wsp a different set of
discursive relations and a different constructibreality” (Godard, 1986,

p. 7).

The challenges of translating from French into IEhgare
compounded in Brossard’'s language-centred, expetah&exts that call
for innovative and creative solutions on the pafttloe translator,
confronting her with “the limits of translatabilityGodard, 1986, p. 11).
What contributes to the effect of mobility, multgty, and indeterminacy
is Brossard'’s frequent use of ellipsis, parataxdplay, neologisms, and
rich intertextuality, in addition to her rejectioflinear narrative, anecdote,
and “representational detail” (Godard, 1986, p.\dreover, Godard’'s
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prefaces are usually self-reflexive, performativecps, which situate the
translator in relation to the text, or even theatize role of the translator’s
preface as a genre, as she does in introddoowers | have written
elsewhere that she endorses a theory of translasiam act of reading and
interpretation that entails multiple pleasures stgmg from a fascination
with language, its infinite generative power, itg/thms and wordplay
(Karpinski, 2011, p. 127). Indeed, echoing the wgag ends her brief
preface torhese Ours Mothemsith an exhortation to the reader “to make
this the text of bliss it works to be” (Godard, B98. 1), she concludes the
preface td_ovhers(1986, p. 12) with “Reader, the pleasure of the i®
now yours”.

It might be useful at this point to engage poleatyc with
Rosemary Arrojo’s critique of “orgasmic” theoriefstanslation proposed
by feminist translation theorists such as SusamsiiBss Lori Chamberlain,
Susanne de Lotbiniére-Harwood, and Godard hersdiiom Arrojo
accuses of perpetuating a similar form of sexudlizlence that they
expose in masculinist models of translation exelfiepliby George Steiner.
How is Godard’s experience @uissanceor “womanhandling” the text
more innocent than Steiner’'s idea of “penetratiam” “appropriative
rupture” (Arrojo, 1995, p. 69)? In collapsing fensinand non-feminist
manipulations of the translated text into geneiidewnce, Arrojo adopts a
gender-neutral stance and ignores the fact thatepadynamics in
translation mimic the social dynamics of gendergiradity. Thus the
feminist translator may justify her intrusive sagy of suppressing the
overly sexist content as a politically motivated at resistance. At the
same time, she may conceptualize the “orgasmicdspiee of feminist
translation as collaborative and mutual, experidmag from the position
of domination but rather as a respectful and/oyfplaapproach towards
an other.

In Godard'’s translation af Amérand in the archived documents,
we find many examples of her loving interferencBinssard’s text. There
are translator's notes and footnotes identifyingrees for quotations that
remain anonymous in the source text or explicatiTigmeaning of such
words asstrix or promeneusaised by Brossard. Figure 1 shows two
instances of the translator's striking graphic meation, intended to
compensate visually for the polysemic characterth® source text.
Brossard's coinagdéa mourriture requires two words in English: “the
feed/the dead”, similar ta bouche remuewhich becomes “the mouth
moves/moults”. In both cases Godard opts for aeex@ntal, graphically
“blended” representation of the doubled meaningsaking away from
linear print. On the other hand, the archival dassbntains one of the
earlier drafts of the second passage on page 8bré-iL), which reveals
her constant self-questioning and restraint. Bef@mslating the sequence
la mer les filles roses siremsto “the sea pink girls sirens”, she toyed with
inserting the graphic symbol that would allow hersbund out all the
meanings one hearslimmer(I'amer, la mére andla mer), but decided to
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remove it in the published version. Eventuallystiymbol has found its
way into the title page of the book (Figure 3). fihés evidence in the
archive that, contrary to Arrojo’s stipulation, Beard loved Godard’'s
creative interventions. In her letter to Godardftem on January 27, 1983,
Brossard declares: “J'aime le titre et je croisumge) bonne maquettiste
devrait donner au S tout son déploiement” [I Idwe title and hope that a
good page designer will give the S its full depleyrj. One can judge the
results of her expectations by looking at Figure 3.

The e
our
mothers

Or: The Disintegrating Chapter

by Nicole Brossard
translated by Barbara Godard

Figure 3.The title page of Godard’'s published translationL&mer,
Coach House Quebec Translations

3. The confluence of textual genetics and feminigtanslation

The programme of genetics to capture the movenfétxdualization” or
to show the text's multiple “becomings” resonatessitively with
language-conscious theories of textuality and wpration that fuel
feminist translation studies. Genetic criticism,iethplaces the creative
process at the centre of its inquiry, is compatibih feminist views of
translation as creative generation. Feminist schalgect the notion of a
unitary language and of the text as a monolithéf-contained whole,
instead setting in motion an intertextual playighgfication and, in a way,
accepting “the idea of genesis as an open-enddtiesies or logic, of
possibility” (Deppman, Ferrer, & Groden, 2004, p. ®nlike the
poststructuralists, for whom intertextuality ane finee-play of signifiers
are synchronously present in every text, genedicistivilege historical
development and context” (Deppman, Ferrer, & Gro@&04, p. 5) and,
like the feminist translation theorists, acknowledtpe importance of
social, economic and cultural forces such as gahdémfluence the text's
development. A genetic analysis of amant-texterecoverable from the
translator's archive requires that we change outetstanding of the
process of translation, which in terms of traditibtranslation studies
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involves a transfer of meaning from the source texhe target text (S >
T). Genetics amplifies the notation of translatipnshowing its multiple
temporal unfoldings (S > T, Ts...). Figures 1 and 2 illustrate what a
Translation Studies scholar can see when shelprsource and the target
texts side by side and presents them as the “aitigamd the “translation”.
What happens in between these two axes (of soarget} is mostly
invisible. Flanked by the corresponding French Bndlish passages from
the published texts is the invisible scene of tetit from which traces
of performance, temporality, and process have bessed.

Applied to the translator’s archive, textual gérsetan restore the
dynamic visibility of performance and process titeracterize translation
as feminist transformance, and consequently decxmtdioth source and
target as self-contained and bounded entitiesit&alrconstruction of the
avant-texteof a translated work can offer proof that translais as much
a product as it is a process of thought: not airedtional transfer of
meaning but a series of transformations, not actisebstitution but a
combination of meaning. As a “reciprocal implicati@f inside and
outside”, translation involves “action on multipdels” (Godard, 2000, p.
59). Both as theorist and as translator, followgjeuze, Godard (2000)
embraces “the logic of AND, AND, AND” (p. 60), whicdisplaces the
linear movement of translation “proper” as convansirom a source into
a target language/culture, with the transversakwbfreversion” yielding
the possibility of multiple versions (Godard, 199¥, 57). Supplying
evidence of multiple drafts and multiple correciam these drafts, textual
genetics challenges the linearity of the transtapoocess and the entire
concept of translation as carrying over. Rathas, @n art of approach and
many returns, circling, doubling or multiplying: faworking of meaning”
(Godard, 1995, p. 73). The process is recursiyegtiteve, dialogic, and
full of *“contra-diction[s]” (Godard, 1995, p. 72)One sense of
contradiction relates to taking away the translat@uthority to fix
meaning, temporarily to assign signifieds to sign#, while
simultaneously enhancing the translator's visipilithe documents also
show that as much as translation is revealed &fben of creative genesis,
the translator’s freedom is not absolute and heicels are bounded by the
limits set by the earlier texts and by the recefginguage and culture.

4. Translation as a temporal and relational process

Focusing on the development of one fragment, nartiedy Barbizon
section of Amantes which according to Godard (1986) contains “the
emotional core of the sequence” (p. 10), and lagpkinFigures 4, 5 and 6,
we can glimpse what kinds of actions and operatiams involved in
Godard’s translation praxis. She starts by drafangandwritten rough
version before typing it into readable print, usenmechanical typewriter.
Both the handwritten and the typed-up drafts ameagl, re-marked, and
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re-written several times, according to the textwmates visible on the
reproductions.
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Figure 4.A handwritten draft of Godard’s translation of “IBarbizon”
(Clara Thomas Archives and Special Collectionsmission of Alexis
Godard)
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THE BARBIZON

54 ﬂ,\wi&_ Foe
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subterranfan proliferating and vociferating voices caught din the
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in the heart of the century and of
ek mythologies *

¢ 'cities, ( in play )

C el
THE BARBLIZON HOTEL FUR WOMEN

57
¥ an intuition of reciprocal knowledge

] X about abouf. abogt
women curves ire He eiderdown
on the new skin - essential surface

3
you float /in my page she said

¥ and the four dimensional woman is inscunibed
in/the space between the moon and ( fire belt).

%@\fﬁé/discovnr) and t%b/couuats%hich the echo

you persevere, fervour flaming

the mouth diffuse, nocturnal and intimate
full of . intervals

to woss the gardéns of the r eal
anticipated paintings of theakttentive body
all the regions of the brain

time is measured here in the waters

in?%he vessels, in the harmony

the precision of graffitt'\‘iu our eyes
fugitives (here) writings

in THE BARBIZON HOTLL FOR WUMEN

3l
g’ v U
the . & nascent figures 4An the wheel

cyclical tenderness converging

Figure 5.The typed-up version of “Le Barbizon” with the tsdator's
handwritten corrections (Clara Thomas Archives 8pdcial Collections,
permission of Alexis Godard)

In addition to revealing a sequence of shiftingsitamt movements of
translation, Figures 5 and 6 include palimpsestices of the presence of
intersubjective relationalities involved in the pess. Such reminders as
“Check with Nicole” and “See Nicole” scribbled ihag margin (Figure 5)
or comments in handwriting that is not her own shibat Godard lets in
other voices. These graphic markings, layerings msgriptions are
symptomatic of the shift from representational éonbinatory economies
of translation and represent visually the complerrsubjective foldings
constituted through the process of translation enakgether, these drafts
expose translation as a series of temporal resmgadiwith material
evidence of corrections made by hand, in pencil difidrent ink colour.
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Every time Godard reads, there is a record of scma@ge: using white-
out, typing over, pasting on or sometimes returrilm@revious versions.
In this sense, textual genetics reinstates temppora the process of
translation by visualising the subjective time ttianslator needs to
regulate distance and proximity in order to achitthie detachment which
comes from letting the text sit for a while” (Godaf 995, p. 80). Here is
how Godard (1995) concludes the journal that sipé &ering her work on

translatingPicture Theoryher comments are also pertineniliteese Our

MothersandLovher3:

No final version of the text is ever realizablehefe are only
approximations to be actualized within the cowndisi of different
enunciative exchanges. As such, translation iscewmed not
with “target languages” and the conditions of fal’ but with
the ways of ordering relations between languagek caltures.
Translation is an art of approach. (p. 81)

Genetic explorations in the archive confirm Godard986) earlier view
that translation is always “an act of reading...aerpretation, one among
many possible...a practice of reading/writing” (p. 7)

1
ith the avowzl

heart of the century and of,mythologies

> voices caught in the

a A X
DOVARLAVISm
e )

Figure 6. Godard’s early draft of “Le Barbizon” wiRay Ellenwood’s
corrections in grey pencil and Godard’s modificatioin blue (Clara
Thomas Archives and Special Collections, permissioflexis Godard)

Moreover, Figure 6 contains evidence of Godard'pdrtant
collaboration with Ray Ellenwood, her colleague delfow translator,
whose handwriting is discernible on the draft. Halschimself “her
innocent reader” (Interview), admitting that shedfnently consulted him
for his alternative suggestions and editorial comisi®@n the manuscript.
While she tested on him her experimental coinagdsnatations, he lent
his ear to her, always ready to catch any awkwasine omissions and to
smooth over literalness. Not being an “expert” andBard, he mentions
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that Godard gave him her critical essays and peafsaterials to assist him
in his reading. Indeed, in the dossier there igx@ant copy of her paper
called ‘L’Amer or the Exploding Chapter: Nicole Brossard at tite 8f
Feminist Deconstruction,” with the inscription: *iBlshould help you Ray
in understanding.’Ameér.” On the verso of one of his edits Bfese Our
Mothershe plays with different typographic arrangemefitsour”, “sea”
and “mother.” At the bottom, he adds an encouragig to her: “I think
the idea of working out her [Brossard’s] puns icancrete-visual way
might be pursued more systematically (you do ithwieed/dead [or
something]).”

The significance of his contributions is furtheghiighted when
one considers Ellenwood’s handwritten note to Gibdarthe verso of his
proofs ofAmanteswhich shows that she got a little help from hirid in
translating the title. He asks, “What do you thoikLOVHERS? Is it a
genuine coinage? | was delighted when | thougtt béit who knows upon
reflection...” When he received this draft, the tibas still a paraphrase,
“Women loving women/writing.” However, comparingetdraft in Figure
4 with the published versions (Figure 1), we canthat she did not always
follow his suggestions. She made the final decigditing the passage,
replacing “avowal” with his “declaration”, possiblgr its associations
with clarity and light, rejecting his verb (begirts)be consistent with the
source text, and adjusting the word order in tigesee. Not surprisingly,
on the copyright page of the published book thewrenotice from Godard
“gratefully acknowledg[ing] the work of Ray Ellenwd in editing the
translation.”

In her theoretical considerations, Godard envisitie possibility
of such a paradigm of translation that would endidéeforegrounding of
different forms of connectivity and interdependenoy translation as
encounters at the borders of the self. For Godaddminist translator,
translation functions as a theory and method otaminmovement, as a
machine for “interdiscursive production of meanin@odard, 1995, p.
69). An examination of her manuscripts adds yetteralimension to this
avant-texteScribbled on the verso of different translatibeets one finds
her son Alexis’s doodles, Godard's lecture notes] sketches for an
academic essay on Marie Claire Blais that she wagiag on in 1981.
The materiality of the archive yields such epheinieages of a life lived
while working on the manuscripts, evidence thae“happens” all the
while. Theavant-textef translation serve as a reminder that meaning-
making occurs in a network of texts, relationshg® discourses as well
as in the concrete social and material environm@&ytbringing into view
different encounters and relationalities, textuahefics supports the view
of translation as a material practice that is alsultivation of friendship.
It allows us to hear dialogue and conversation emynvoices in the
archival documents and reminds us that texts hv@e world.
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5. Textual invention: Translating gender

Analyzing the two drafts in Figures 5 and 6, we adso recognize the
importance of sound and signifier in Godard’s fremju search for
interlingual assonance and consonance, typogratdnyc and neologisms.
She reiterates her earlier observation about #reskator as ventriloquist,
drawing attention to the role of sound in Brossambetry: it is the sound
of words that initiates “the associative drift” agenerates new sequences
(Godard, 1986, p. 10). To illustrate the primacysotind over meaning,
Godard discusses an example of mimicking the Frasslbbnance in her
choice of “glaze and phrase” rather than “glass\art” to translate “du
verre et du verbe” in the “The Temptation” sequeaiceovhers(Godard,
1986, p. 69). She comments on Brossard’'s meth@dmifecting “blocks
of thought, words, by their sounds” (Godard, 199571) that requires
paying attention to the letter, or “translating tbe signifier” (Godard,
1991, p. 118). It means following from signifier sognifier, carefully
constructing and reconstructing each word “to buifdthe sonorous as
well as syntactic, semantic chains for wor(l)diti@bdard, 1995, p. 72).
One can find good examples of Godard’s transldtnghe letter
in comparing the earlier drafts of “The Barbizontéldor Women” to its
published version (Figures 1 and 5). In the sea®dion she keeps the
alliterations between the source and the translég®t correcting the
phrase “to cross the gardens of the real” in tladtdo a better choice of
“to pass through the gardens of the real” and #uhgeving an interlingual
consonance with “pour traverser. Another instaméefollowing the
signifier is her deliberation on how to translatga “bouche] pleine
d’intervalles” in the previous line. The obviousdagasy choice would be
“[the mouth] full of intervals”, which appears imd draft (Figure 5).
However, in the final version (Figure 1) Godard tweith “[mouth] round
with intervals”. The reason why she opted for trasiant has to do with
the double repetition of sounds in Brossard’'s téxtthe consonance
between “plaie d’intervalles” and “rowmd with intervals” and in the
assonances of luche”, “pour” and “tout” and “mouth”, “round” and
“through”. On the other hand, after struggling with tmanslation of
Brossard's word play in “au jeu” (Figures 4, 5 af)] she decides to
augment its effect using typography (italics) ir tfinal “in play’ and
discards her earlier attempts to bring “I" into yplan “plaglarism”
(plagiarism). The last example | want to point igu& striking shift in the
direction of her thinking in translating the lindemmes des courbes du
feu de l'‘édredon/a la peau neuve-------- surfaceemgdle”, where
“eiderdown/on the new skin” in the earlier draftreplaced by the final
“fresh-skinned” as a madifier for “women”. This pise constitutes
Godard’s single departure from the almost litemlliterative translation of
all the other lines in this section. One can rdagish-skinned” as marking
the differenceof translation, a self-reflexive instance of thanslator’s
agency through which the skinned text is reassairhbléhe new skin.
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What these documents illustrate is “a concerrattemtion to the
production of meaning in translation rather tharefoe-covery of meaning
or an evaluation of the truthfulness of ‘copy’ twiginal™ (Godard, 1991,
p. 113). In particular, the issue of grammaticahdgr that Brossard’'s
writing deliberately disrupts in order to take anfmist political stance
confronts the translator with the need to deviestegies that would allow
for a creative transformation of language. In hesfare toThese Our
Mothers Godard (1983) explains Brossard’s practice opgnog the silent
“e” from such words ataboratoir in order to signal “the absence of the
feminine in the activities carried out there” (p. Similarly, the word
I'amer, evoking associations with bitter, sea and motpesfures towards
a gender neutral grammar by dropping the “efmare As part of “the
critique of the masculine as a generic term” (Rlgta991, pp. 72—73),
Brossard's games with gender and grammar poseaa ginallenge to her
English translators. We have already noted theecdkess of Godard’s
collaboration with Ellenwood and his help in solyithe challenge of
translating gender in the title &imanteswhere “The female presence in
‘amantes.. has been transformed into ‘lbers™ (Godard, 1986, p. 11).
Other subversive inscriptions of gender occur thhouhe uses of
paraphrase, for example, the purdétire that has been paraphrased as “to
read/delirium”. In Brossard’'s textlé-lire means both “delirious and
uncontrolled expression of women'’s realities antdsies as well as the
process of un-reading...or reading against the g&iagtow, 1991, p. 73).
In Godard’s translation, the polysemic phrase “JERRETE PAS DE
LIRE” becomes “I DON'T STOP READING/DELIRING”.
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Figure 7. Godard’s queries to Brossard concerhiAgnér (Clara Thomas
Archives and Special Collections, permission obxidesodard)

6. Collaboration with the author

The motif of translation as a cultivation of friestdp finds its particularly
intense form in the translator’s collaboration vilie author. Godard began
exchanging letters with Brossard in 1979, afterphklication ofL’Amer.
She queries Brossard about specific word choicéien casking for
clarification of meaning or grammar in the souregttor requesting
references for the citations used in the text (feg). The archival folder
contains Brossard’s letters with meticulous respen®s these questions
(Figure 8)—a veritable testament to the reciprouityheir relationship.
She not only answers Godard’s queries but alsaraad comments on the
final draft (Mezei, 2009, p. 212). In hertimate Journal2004) Brossard
affirms their collaboration in the February 3, 1988ry: “I spent the entire
day reading the English translationldAmer for which Barbara Godard
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sent me the final draft” (p. 197). The drafts rejuced here demonstrate
that indeed Godard (1985) as a feminist transladsr “been pushed into
an active relationship with [women writers’] wordg. 194). There is also
a postcard from Brossard, sent from Padua on JongB3, in which she
refers to Godard’s translation as “nottéAmer’ [our L'’Amer]. This
document gives a glimpse of the degree of mutwailtification existing
between the author and the translator.

)’hm’ﬁlfy/ le 20 ot 97

Chiw Borbara 1

TP :
/é’ . w/ 2 M/é”"d/u a 7 54‘”4[&” Concern an? /4 el

0 . y
5/'?/ g A/MQZ» Ele 2ol em 4//&?‘ wliate ol Lone Aes vagues |
904 gi;yu,; le calim daes %},if‘h/a (/ua:(% pColloctlivy Cotivaie ol 7&47'5%6,
/he 3 he ?Maf(_ Gud el b Ao %’?f“g: £ InbTule’ La st o,

A&:os e ol Emn “ ) ==
P ot P M ual it dit Denlle . W ol Timwie

Daws . s Uf/‘;:‘,’f La altntins it pe auxlien 3ou ¥
?‘5’“ Pl lotn
Comeernant L'Gmen
X el ma Soucle uec

with.

7om Sexe

?' 7 {lieee c/’u’r,/ 0‘7,/744«;4
- < (e Swel 2ol (’7;,4/11/4/)76)

&e 4.,
ﬁ S = Z(éou i /‘/”,L'!’l/)—n /r/

3€ ﬂ‘?”‘-‘ ¢ %&{,wn mgr,.#__

p &1 2% (q_sf Leve : a&a el et )

tCe sl Zzuj, 25 M""’Z

/{In eds /%,&W,u_

91 A (144 P/ Temps A’j“"““ Lo boniduitiv. b ,Q'ﬁ;’{@f o sy
fe vain tooanen i le facie o' an Collssi

9’”" Adl ol voun ’(_TQ;"J"'. er /z’m“”’“&;_ o hadweliom ,’\\"/umx ﬁ(m_ca‘”f

Go Gaduetions d Amanls y

A &otr o awsles
/'p; e~

Figure 8. Brossard’'s answers (Clara Thomas Archigsad Special
Collections, permission of Alexis Godard). The Isshtence reads: “J'ai
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hate de voirL’Amér et Amantesen traduction. J'aime beaucoup tes
traductions dAmantes' [l look forward to seeind.’AmérandAmantesn
translation. I love your translations Ainanteg

Finally, for Godard (2004), whose ethics of tratish mirrors her
professional ethos as scholar and academic, “atng| like writing, is
research” (p. 18). In her own practice, she noy taiks about the thrill of
recognizing and locating quotations in the souecg, tthat is, of reading
intertextually as integral to the translation psseshe also describes
herself as reading along with the author. She mestin her translator’s
journal that while working orPicture Theory(1991), she read the same
theoretical texts as Brossard, including Wittgeinséand Derrida, as well
as Gertrude Stein, James Joyce, and Djuna Barmesar$/, her Preface
to These Our Motherglentifies the influences of Derrida and Deleure o
Brossard through such keywords as difference, srasdeployment,
intensity, and repetition. Mezei (2006) commentdtarole of chance in
the translator's work: “For Godard, there is a sdigitous but consciously
developed interaction between Deleuzian deconsinyctthe act of
translating Brossard, and the articulation of hen @articular position on
translation” (p. 210). In her essay “Deleuze andngtation”, Godard
(2000) recalls that while translatingAmer, she attended Constantin
Boundas'’s lecture on Deleuze, which allowed hemtke connections
between Deleuze’'s ideas and Brossard’s exploratmin “new
configurations of sense in an unsettling movemeéidsterritorialization™
(p. 58). In her letter of January 27, 1983, Bradsanfirms that she is just
reading Deleuze'sogique du senbkecause “il y a la des chapitres qui
touchent mes préoccupations actuelles comme sesn&ens, paradoxe,
etc.” [there are chapters that touch my currenteams such as sense and
non-sense, paradox, etc.]. Retelling this anecddézei (2006) asks if it
is mere “coincidence, serendipity, or the translatimtuition” (p. 210).

7. Conclusion

Textual genetics allows the researcher to delvgeterot only into the
mechanics of translation as a craft, but also tihéoaffects it produces. |
was struck by both the personal emotions generbjedouching the
archival materials and the impact that the physargknization of the
archive has on the genetic theorizing of trangfatibhrough creating a
palimpsestic layering of meanings, the very coritygand co-existence of
multiple versions of the text support Godard'’s legrtowards metonymy
rather than metaphor in her approach to translafibese pieces of a larger
whole literalize the process of translation as dhovy means of
metonymic accretion. She admits in her journal haf's been “interested
in exploring a metonymic or contingent theory @nslation focusing on
these networks ordering or relating signifierdyeoty in which languages,
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texts, social texts, touch each other” (Godard, 5198p. 72-73),
interanimate and contaminate each other. In maryswaxtual genetics
helps to explore the synergistic relationship betw@&odard the translation
theorist and Godard the translator. Insisting anphsitive valorizing of
difference, her praxis of translation is “an artapproach to an outside
involving a repetition with a difference” (Goda200, p. 56), each time
opening herself to an intimate relationship with téxt. With the translator
viewed as the reading subject becoming the wriingject, the process of
translation necessitates approaching alterity oremadically, “becoming-
other” (Godard, 2004, p. 23), discovering the unamavithin the self. It is
also a process of composition “through recombimatie-configuration”
(Godard, 1995, p. 74).

What genetics confirms, by revealing multiple dasi
substitutions, and corrections, is that translaéintails not only “pleasure
in the play of language” but also confrontationhwibe arbitrariness of
language, turning translation into “a disorientaaj of rewriting” (Godard,
2004, pp. 12-13). The graphic markings, layeriagsl, inscriptions on the
drafts reveal complex intersubjective and intendglisive foldings at the
heart of translation and bear witness to a contingfeeory of translation
as languages and forms in movement. To engagdemiaist translative
praxis means engaging in a politics of assemblagding evidence of
heterogeneity, heteroglossia, and multilingualisaking a bold, active,
interpretive stance.
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