
  Chapter 4  introduces picturebook translation research from around the 
world. The chapter starts with a contribution by Riitta Oittinen and Melissa 
Garavini. The authors analyze four translations of  Koirien Kalevala , writ-
ten and illustrated by Mauri and Tarja Kunnas, and discuss how culture-specific 
items are treated in the target systems. In subchapter 4.2, Anne Ketola 
and Roberto Martínez Mateo compare the Spanish and Finnish versions 
of Munro Leaf’s classic picturebook,  The Story of Ferdinand , and provide 
examples of how much word–image interaction can change when translat-
ing picturebooks. In subchapter 4.3, Hasnaa Chakir and Samir Diouny 
examine the challenges of translating picturebooks into Arabic, including 
issues related to the need to modify the picturebook illustrations to make 
them culturally acceptable for the new target audience. Subchapter 4.4, 
written by Xi Chen, investigates how the legendary Chinese heroine  Mulan  
is translated into contemporary bilingual picturebooks, and explores how 
the Chinese cultural features in the source texts are reconstructed in the 
target texts both verbally and visually. In subchapter 4.5, Camila Alvares 
Pasquetti and Lincoln Fernandes examine aspects of the international book 
production of an illustrated children’s travel book series entitled  Not for 
parents . Finally, subchapter 4.6, by Oittinen, Garavini, and Ketola, is dedi-
cated to examining the translations of Maurice Sendak’s  Where the Wild 
Things Are.  

 4.1  The Canine Kalevala : Translating Finnish Culture 

 Riitta Oittinen and Melissa Garavini 

 Introduction 

 This chapter concentrates on Mauri Kunnas’s picturebooks as a case study: 
his  Koirien Kalevala  (“The canine Kalevala”) ([1992] 2017) in Finnish and 
its translations into English, Italian, Karelian, and Swedish. Kunnas is one 
of the best known and most productive Finnish picturebook creators: his 
books, comics, and animated films have been translated into 34 languages 
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in 36 countries, and nearly seven million copies have been sold internation-
ally. He tells stories about dogs, elves, Santa Claus, space, vampires, and 
ghosts as well as the epic traditions, such as King Arthur and his knights and 
the Finnish national epic  The Kalevala . Many of the stories are situated in 
the very realistic Finnish countryside from the 19th century. Kunnas’s books 
are full of action, humor, but also poetic depictions of nature. His drawing 
style is colorful and rich in detail, and he is highly appreciated for his ability 
to combine wild imagination and detailed realism, and different styles of 
writing, as in  Koirien Kalevala , where he mixes the often solemn language 
of  The Kalevala  with everyday language. 

 We have chosen Mauri Kunnas’s  Koirien Kalevala  because it is a crossover 
picturebook and because its intertextuality and intervisuality are interest-
ing from a translation perspective. Indeed, it is rich with verbal references 
to the Finnish national epic,  The Kalevala , and visual hints to the paintings 
of the  Kalevala  by Akseli Gallen-Kallela, 1  better known by adult audiences. 
In other words, not only the story in the verbal but also the story in the 
visual are based on other stories. The illustrations include several of Kunnas’s 
“canine” humoristic versions of the Gallen-Kallela’s paintings:  The Aino 
Myth  (triptych, 1889, 1891),  The Forging of the Sampo  (1893),  The Defense 
of the Sampo  (1896),  Joukahainen’s Revenge  (1897),  Lemminkäinen’s 
Mother  (1897),  The Abduction of Sampo  (1905), and  Ilmarinen plowing the 
field of vipers  (1916). 

  Koirien Kalevala  begins with the second poem of  The Kalevala , depict-
ing the creation of the world. The central figure and the great hero of the 
book is Väinämöinen, a wise man, whom Joukahainen wants to fight with. 
It is Väinämöinen, however, who wins the battle and sings Joukahainen 
into a swamp. Joukahainen is not released before he promises his sister to 
Väinämöinen. Joukahainen gives the fair maiden Aino to Väinämöinen to 
be his wife, but Väinämöinen himself believes that Aino is only a house-
help for him. Unlike in the original  Kalevala , Kunnas’s Aino is happy 
about the news and meets Väinämöinen with the intention of marrying 
him. The shocked Väinämöinen escapes and decides to marry the Maiden 
of the North. 

 Joukahainen’s family, however, gets very upset about the incidents 
and starts chasing Väinämöinen with the result of drowning his ship. 
Väinämöinen is saved from the waves by a great eagle. Then, the story goes 
on with forging the Sampo, hunting the Hiisi’s (“devil’s”) elk, fetching the 
Swan of Tuonela, Lemminkäinen’s death and rebirth, meeting with Antero 
Vipunen, proposing to the Maiden from the North, stealing the Sampo, 
building the instrument  kantele  of a giant pike’s jaw, and several other 
adventures. 

 From there on, the book follows the main storytelling and smaller ele-
ments of the epic. What is significantly different between the original 
 Kalevala  and Kunnas’s retelling is the tone of the stories: the poetic and 
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often tragic atmosphere of the original epic has been replaced by humor, 
laughter, and irony. This change of mood has a strong influence on manipu-
lating the characters in the story. For example, the personality of the great 
hero, Väinämöinen, becomes a tiny wimping dog trying to catch Aino, 
who is altered from a fair maiden into a big lady not at all interested in 
Väinämöinen. The characters’ personalities are strongly  depicted  in the 
images, which are usually dense with humoristic details. Although Kunnas’s 
work contains much of verbal and visual constantly referring to each other, 
the storytelling mainly relies on the visual information that immediately 
catches the reader’s attention. Therefore, we investigate both intertextual-
ity and intervisuality, trying to find out if the translators have paid earnest 
attention to the visual information. 

 In Kunnas’s  Kalevala , the characters are anthropomorphic, as we learn 
from the introduction to  The Canine Kalevala : 

 Long, long ago, when the world was still young, there dwelt in the far-off land 
of Kalevala a tribe of wild and woolly dogs. Their neighbor in the gloomy 
North was  a pack of mean and wicked wolves . Between them lived a small but 
tough  clan of cats . 

 The  dogs  and the  wolves  vied for sovereignty of the forests, and this often led 
to some pretty fierce squabbles. But for the most part, peace reigned. In those 
days there was a good deal of magic in the world; and each tribe had its great 
wizards and shamans who were familiar with spells and incantations. 

 The anthropomorphism is clearly visible not only in Kunnas’s verbal text but 
also in his visual interpretations: the heroes are dogs, the enemies wolves, 
and the anti-hero, Lemminkäinen, is a cat failing at anything he tries to do. 
Kunnas’s anthropomorphic illustrations of Gallen-Kallela’s paintings are 
full of therapeutic, carnivalistic laughter and defeat over the fear of the orig-
inal  Kalevala . By making fun of, even mocking, the often solemnly serious 
paintings and bringing them to the present day, Kunnas makes it easier for 
the reader to ponder, for example, the grief a mother is feeling when sitting 
at the side of her dead son ( Lemminkäinen’s Mother , 1897). By carnival-
izing the original, the reader is allowed to take a different angle of looking 
at the image: it is a process of uncrowning the original artist and, by creat-
ing a new pantagruelian image, letting the reader get closer to the image. 
However, there is also a downside: only readers and viewers, with enough 
cultural background to know the original painting, will be able to enjoy 
Kunnas’s fine art and humor (for carnivalism see Oittinen 2000, 54–58, 
138–139; Bakhtin 1984, 91). 

 While the book contains plenty of verbal text, the storytelling mainly 
relies on visual information. On the one hand, the images give more depth 
to the stories told; on the other hand, the images also provide the settings to 
the stories and place them in their historical context. In other words, there 
is both congruency and deviation. Through deviation, Kunnas often creates 
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humor, even irony. For example, the story in words often contradicts what 
is shown in the images: while the story is visually placed in the 19th cen-
tury, the verbal may contain very modern phrases and details. Likewise, the 
other way around: the images may include modern objects that certainly 
were not found in the 19th-century Finnish countryside. For example, in 
a scene where the main hero, Väinämöinen, goes swimming, he leaves his 
false teeth lying on a stone. This detail also adds humor to the book and 
underlines the great age difference between Väinämöinen and the young 
maiden, Aino. 

 Humor may also be created by changing the point of view. Yet, the visual 
jokes function only if the reader recognizes the original paintings behind 
the canine versions. This is the case of the image where the smith, Seppo 
Ilmarinen, and his horse plow the field of vipers. In Gallen-Kallela’s origi-
nal, the vipers are viciously mean and the reader feels strongly for the great 
brave hero, Seppo Ilmarinen. In Kunnas’s canine version, the setting is 
turned upside down: the reader feels sympathy for the poor vipers, who are 
depicted as war heroes with broken arrows and helmets, suffering in great 
pain. Unlike in Gallen-Kallela’s painting, in Kunnas’s depiction the vipers 
are not anonymous but they have a particular characterization and all of 
them have a personality. 

 Translating Intertextuality, Intervisuality, and Culture 

 In the following, we will take a closer look at  Koirien Kalevala ’s transla-
tions into English, Italian, Karelian, and Swedish. The English translation 
 The Canine Kalevala  by Tim Steffa was first published in 1992, and later 
reprinted in 2017 in brighter colors. The Swedish translation,  Hundarnas 
Kalevala , by Lars Huldén was published in 1994, but the Italian translation, 
 La magica terra di Kalevala , by Camilla Storskog appeared as late as 2009. 
The reason behind might be that the interest in Kunnas’s picturebooks has 
arisen only in recent years in Italy (Garavini 2014, 95). The most recent 
translation dealt with here is the Karelian translation by Nadja Lutohina 
published in 2016. 

 For translators of  Koirien Kalevala , the problems caused by intertex-
tuality, intervisuality, and the culture-specific items (Franco Aixelá 1996, 
58) are many and hard to solve. First of all, the translator needs to con-
sider carefully how well the target-language readers are able to deal with 
the culturally specific information given both verbally and visually: how 
well they know the original stories of  The Kalevala  and to what extent 
they are able to recognize the original paintings behind Kunnas’s canine 
versions. 

 Moreover, it is not rare that translators manipulate their written texts 
according to the target audience, which means that they take into account 
their readers’ ages and levels of maturity. They also draw conclusions and 
make hypotheses on the basis of their target readers’ skills, knowledge, and 
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cultural background, which is all to the good of the reader. On the other 
hand, translators who excessively concentrate on the target reader are more 
easily tempted to over-explicate or intervene in the target-text–source-text 
relationship, not only in terms of content and style, but also in terms of 
cultural elements. Yet, through such manipulations, it is possible for trans-
lators to produce a text, which is, on the one hand, culturally acceptable 
by adults, and, on the other hand, more easily readable and enjoyable by 
children belonging to other cultures (Garavini 2014, 203). 

 In  Koirien Kalevala , there are several verbal references and direct quota-
tions from  The Kalevala , most of which have been modified in different 
ways by the four translators, even though Kunnas himself had adapted the 
originals already. For instance, the great hero Väinämöinen is depicted in 
different ways: 

 Original:  vaka vanha Väinämöinen, tietäjä iänikuinen  
  (“steady old Väinämöinen, the wiseman everlasting”) 
 English: steady old Väinämöinen, the everlasting wiseman 
 Italian:  il vecchio Väinämö  
  (“the old Väinämö”) 
 Karelian:  vaka vanha Väinämöini, tietäjä ijän ikuni  
  (“steady old Väinämöinen, the wiseman everlasting”) 
 Swedish:   alvarsmannen Väinämöinen, siaren för alla åldrar  
  (“old hero Väinämöinen, the wisest man of all”) 

 The Finnish original and its Karelian translation are very close to each 
other, which is natural as the languages are very closely related. 2  In the 
Swedish translation, Väinämöinen is depicted in a different manner: he has 
become  siaren för alla åldrar  (“the wisest man of all”). In fact, in this case, 
all the four translations are not far removed from each other. However, in 
the Italian translation, the hero’s proper name has been shortened because, 
according to the editor of the Italian translation, the name would have oth-
erwise been too long and difficult to be read by Italian children (Garavini 
2014, 257–258). 

 In another phrase, Väinämöinen is characterized as a bearded man: in 
Finnish  partasuu uros  (“bearded man”) and in Karelian  parta š uu uroho  
(“bearded man”), while in Swedish Väinämöinen is depicted as  ett skäggan-
sikte  (“a bearded face”) and in English “a bearded hero.” Again, the Italian 
translation is very different and there is no reference to Väinämöinen’s 
bearded face or how he looks; he is only described as an “old wise man” 
( vecchio saggio ). 

 The cultural knowledge is needed not just in interpreting the old Finnish 
words as such but also the accompanying illustrations. For instance, the 
episode where the anti-hero Lemminkäinen is trying to ski, old Finnish 
vocabulary has caused great problems for the English and Italian transla-
tors reading both the verbal and the visual (Figure 4.1): 



 Figure 4.1  Lemminkäinen tries to ski. From  Koirien Kalevala  ( The Canine Kalevala ) 
by Mauri Kunnas (1992). 

 Reproduced with permission from Otava. 
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  Original:  Hän otti  suksensa, pitkän lylyn ja lyhyen kalhun , ja lähti 
hiihtämään.  

  (“He took  his skis, the long lyly and the short kalhu,  and started 
skiing.”) 

 Even though the words referring to old-fashioned skis, the long  lyly  and 
the short  kalhu , are not well known to Finnish average readers either, they 
will still recognize the words. Again, due to the closeness of language and 
culture, the Karelian-language translation is quite similar to the Finnish 
original. The skis are named, too, even though the short ski,  kalhu , has a 
different name in Karelian,  kattava : 

 Karelian:  Hiän otti  šukšeh, pitän lylyn ta lyhyön kattavan  ta läksi 
hiihtämäh . 

  (“He took his  his skis, the long lyly and the short kattava,  and 
started skiing.”) 

 Moreover, the Swedish-language translation describes the skis and mentions 
the length of them but does not name them, probably because there are no 
special names for this kind of skis in the Swedish language: 

 Swedish:  Han tog  sina skidor, den korta och den längre , och åkte i väg på dem.  
  (“Taking up  his skis, the short one and the long one,  away he 

went.”) 

 In this case, while the Swedish translator mentions the length of the skis, 
which helps the reader to understand the situation, the English translator 
leaves out both the names and the description of the skis. In this way, the 
English translator relies heavily on the image showing the difference of the 
skis. Yet, without any reference to the length of the skis, the English- and 
Italian-language readers may just think that the skis are funny because the 
character, the cat Lemminkäinen, is funny: a funny character may have a 
funny way of skiing, too. Indeed, the Italian and the English translators have 
adopted the same translation strategy: they have both deleted the descrip-
tion of the visual detail concerning the different length of the skis. However, 
such strategy could puzzle readers, because it affects the symmetrical word–
image interaction (Garavini 2014, 193): 

 English: Taking up  his skiing gear , away he went. 
 Italian:  Con gli  sci ai piedi , partì per la caccia.  
  (“Taking up his skis, away he went to hunt.”) 

 The different translation solutions are mainly due to the differences in culture, 
language, tools and utensils, and the way people dress. They are quite simi-
lar in 19th-century Finland, Karelia, and Sweden, but the situation with the 
English and Italian translations is quite far removed: the landscapes, housing, 
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utensils are all quite different from those in Finland, Karelia, and Sweden. 
In other words, the images and stories are probably more familiar and thus 
easier to understand by a Swedish speaker than an English or Italian speaker. 

 However, at this point, the detailed folkloristic information about old 
Finnish traditions given by the author-illustrator are all wiped out from the 
English and the Italian translations. As a general trend, the Italian transla-
tion tends to leave out any cultural reference: as the Italian publishing house 
points out, Italian children, being probably not very interested in the Finnish 
culture and culture-specific items, would find the culture-specific details too 
difficult to understand (Garavini 2014, 224). 

 While dealing with images, translators must be very careful with manipu-
lating the verbal content as it is often intertwined with the visual content. 
In fact, sometimes the translator may also be led astray: in the scene where 
Tytti, the Fair Maiden of the North, steps out of a small shed, the English 
translator has read the verbal text carelessly and relies more on the visual 
telling than necessary. The image shows the maiden and a fence, yet in the 
verbal text there is no mentioning of a fence ( aita ) but of a shed ( aitta ). 

 Original:  Samassa Pohjan Tytti astui  aitasta  posket punaisina, hopeiset 
helyt otsalla helisten  [. . .] 

  (“Suddenly, the Maiden of the North stepped  out of a shed , her 
cheeks red, silver bangles tingling on her brow [. . .]”) 

 However, the English translation says: 

 English: Just then the maiden of the North stepped  from behind the fence , 
her cheeks rosy, silver bangles tingling on her brow [. . .] 

 The problem is not only due to what the image shows but also due to the ortho-
graphic similarity between the words  aitta  (“shed”) and  aita  (“fence”). The 
other translators have been more rigorous and translated the passage carefully. 

 Swedish:  I samma ögonblick steg Pohjolas dotter  ut ur sin bod  (out of the 
shed), röd om kinderna, med silversmycken klirrande i pannan [. . .]  

  (“In an instant, the Maiden of the North stepped  out of her shed , 
her cheeks red, silver bangles tinkling on her brow [. . .]”) 

 Once again, the Italian translation differs from all the others: 

 Italian:  In quell’istante  comparve  una fanciulla dalle gote rosse, la fronte 
ornata da un  diadema  [ . . . ]  

  (“Just then a maiden  came into view , her cheeks rosy,  a crown  
tingling on her brow [. . .]”) 

 Here, there is no mentioning of where the maiden steps out—she simply comes 
into view. What is more interesting in this example is that the information iden-
tifying the young girl as the Maiden of the North is deleted, giving the character 
less importance than she has in the original. However, in order to compensate 
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for such a change, the Italian translator has changed a part of her description: 
instead of translating  hopeiset helyt otsalla helisten  (“with silver bangles tin-
gling on her brow”), Storskog substitutes “bangles” with “a crown.” 

 The Karelian translation again makes a difference. The maiden is decora-
tive and has more jewelry than in any other translation: 

 Karelian:  Šamah aikah  aitašta  tuli Pohjan neiti pošket ruškiena ,   hopieset 
helyt očalla helistih, kultaset renkahat rantehissa ta kallehet 
killuttimet rinnalla kilistih   [. . .] 

  (“At the same time, the Maiden of the North  stepped out of the 
shed , cheeks red,  golden rings around her wrists and expensive 
lockets tinkling on her breast  [. . .]”) 

 In some cases, translators have added information or explained specific items 
illustrated in the images. For example, in the scene where Kunnas depicts 
Lemminkäinen’s mother with her dead and reborn son, Kunnas shows in 
the image a rake with long pegs (tines), the Swedish translator mentions the 
same thing:  en räfsa  (“a rake”)  med långa tinnar  (“with long tines”), but the 
English and the Italian translators have solved the problem in the same way, 
by focusing on the length of the handle: “a long-handled rake,” “un rastrello 
dal manico lungo.” The English- and Italian-language versions are logical 
though: Lemminkäinen’s mother has raked the bottom of the deep river of 
the dead,  Tuonelan virta , and found the bits and pieces of her dear son. To be 
able to do this, the rake certainly needs to be long-handed. Yet, the original 
epic, as well as the Karelian translation, speaks about a  pitkäpiikkinen harava  
(“a long-tined rake”). However, Kunnas’s image shows a quite ordinary rake, 
again part of the everyday life in the past, when hay was made by man-power. 

 In many instances, images may come to the translator’s aid. Indeed, as a 
general trend, we have noticed that the English translator tends to rely more 
on the images than on words, which is not a bad solution when considering 
the target audience, who probably does not recognize the verbal reference to 
the old tools and utensils or old traditions but is able to read the images. For 
example, on one page-opening, Aino the fair maiden is gathering birch twigs: 

 Original:  Eräänä kauniina  alkukesän  aamuna vanha Väinämöinen samoili 
metsässä. Yhtäkkiä hän törmäsi Aino-neitoon, joka oli lähtenyt 
koivikkoon  vihtaa tekemään .  

  (“One lovely  early summer’s  morn, old Väinämöinen was roam-
ing in the forest. Suddenly he chanced upon the maiden Aino, 
who was  out in a birch wood making a whisk .”) 

 Swedish:  En vacker morgon på  försommaren  strövade Väinämöinen om-
kring i skogen. Där mötte han oväntat den unga Aino, som hade 
gått ut i björkskogen  för att binda badkvastar .  

  (“One lovely  early summer’s  morn, old Väinämöinen was roam-
ing in the forest. Suddenly he chanced upon the young Aino, 
who was  out in a birch wood making bathwhisks .”) 
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 English: One lovely  summer’s  morn, as old Väinämöinen was roaming in 
the forest, he suddenly chanced upon the maiden Aino, who was 
out  gathering birch twigs for the sauna . 

 In the scene above, Aino makes a  vihta  (or  vasta ), a leafy whisk, which is 
a tied bunch of birch, used in the Finnish sauna. In the Finnish tradition, 
it is considered a healthy and nice experience to whisk oneself in the hot 
and moist air of the  sauna . Moreover, to make a very good whisk, it is 
important to gather the birch twigs around midsummer (see “making a 
whisk”), when the birch twigs are at their best, so the time of the year, 
midsummer, is significant information as well. The Swedish translator 
does not need to explain much, which is due to the closeness of culture, 
nature, and geography. For the same reason, the Karelian translator could 
expect that the readers will recognize the old traditions, such as  sauna  
and  vihta . 

 Karelian:  Erähänä kaunehena  alkukešän  huomenekšena vanha Väinämöini 
käveli  me č ä ššä. Yhtäkkie hiän tuli Ainuo kohti, kumpani oli 
 lähten koivikkoh va ššakšeh.  (“One beautiful  early summer’s  
morning the old Väinämöinen was walking in the woods. All of 
a sudden he met Aino, who had  gone to the birch wood to make 
whisks .”) 

 The cultural and geographical differences are easy to see, especially in the 
comparison with the Italian translation. While the Swedish and Karelian 
translators do not need to explain, but can rely on the cultural knowledge 
of the target-language readers, the Italian translator has left out the reason 
for gathering the twigs: to be used in the sauna. 

 Italian:  Un mattino  d’estate , il vecchio Väinämö girovagava per i boschi. 
A un tratto si imbatté nella signorina Aina che raccoglieva dei 
 ramoscelli di betulla .  

  (“One  summer’s  morn old Väinämöinen was walking around in 
the forest. He suddenly chanced upon the maiden Aina, who was 
 out gathering birch twigs .”) 

 While the cultural context is missed in the Italian translation, the Swedish 
translation gives a clear reference to early summer and the use of the twigs. 
Moreover, the Swedish-language reader probably notices that Aino has 
gathered the twigs already and is just about to tie them up. The same can be 
found in the Karelian translation. 

 On the other hand, the English-language reader probably does not know 
how the twigs would be used and what a Finnish  sauna  is like. To under-
stand the scene, previous knowledge of the tradition would be required. 
This goes for the Italian readers too, who may not know the use of a  vihta . 



Dogs and Bulls: Translating Cultures 107

Therefore, the Italian translation does not give a clear reference to early 
summer and the use of the twigs. Indeed, as Aina (name adapted to Italian 
morphology) is only gathering birch twigs, readers may assume that she 
might need them, not for the  sauna  but to light a fire. 

 Narrowing Down the Verbal Message in Translation 

 We can also find examples where the English and Italian translators simplify 
the text written by Kunnas according to what the images show (Figure 4.2). 

 Figure 4.2  Ilmarinen plows the field of vipers. From  Koirien Kalevala  ( The Canine 
Kalevala ) by Mauri Kunnas (1992). 

 Reproduced with permission from Otava. 
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  In this scene, the smith, Ilmarinen, is plowing the field of vipers: 

 Original:  Tällä kertaa tehtävä ei ollut liian vaikea, sillä Pohjolan korea 
neito auttoi Ilmarista.—“Tao  rautaiset saappaat, housut, paita 
ja muut varusteet  ”. 

  (“This time the task was not too diffi cult, for the comely maiden 
of the North assisted Ilmarinen.—‘Forge yourself  the boots, 
trousers, shirt, and the other gear of iron .’”) 

 Swedish:  Den här gången var uppgiften inte så svår, för Pohjolas 
vackra dotter stod på Ilmarinen’s sida och hjälpte honom.—
“Smid åt dig  stövlar, byxor, skjorta och alla andra kläder av 
järn  ”. 

  (“This time the task was not so diffi cult, for the beautiful 
daughter of the North stood by Ilmarinen and helped him.—
Forge yourself  boots, trousers, shirt, and all other clothing of 
iron .”) 

 English: The task proved fairly easy this time, for the comely maiden of 
the North assisted Ilmarinen. “Forge yourself  some boots of iron 
and an iron suit of clothes”.  

 Karelian:  Tällä kertua tehtävä ei ollun liijan vaikie, šentäh jotta Pohjolan 
korie neiti autto Šeppo Ilmarista.—Tavo  rautaset šuappahat, 
pukšut, paita ta muut varuššukšet .  (“This time the task was not 
too diffi cult, because the comely maiden of the North assisted 
Ilmarinen.—‘Forge  iron boots, trousers, shirt, and the other 
gear .’”) 

 Italian:  Questa volta il compito non fu diffi cile: Ilmari poteva contare 
sull’aiuto della fi glia di  Lupa .—“Forgia un  paio di stivali di 
ferro, e pantaloni, e un mantello ”, lei gli consigliò.  

  (“This time the task was understood to be fairly easy, for  Lupa’s  
[female wolf] daughter assisted Ilmari. ‘Forge  iron boots, and 
trousers, and a cloak,’  she advised him.’”) 

 In the Italian translation, the use of the word “Lupa” is interesting: this is a 
reference to “the comely maiden of the North,” who, as well as her mother, 
is clearly a wolf. This is a case where the translator has, on the basis of the 
visual information, over-explicated the situation to the reader. 

 While the Swedish translation depicts the individual garments of the 
iron suit of clothes, the English-language solution is very dense, giving 
a very general description of the iron suit of clothes, and the Italian 
translator, like the Karelian translator, lists each piece of clothing Ilmari 
(again the name Ilmarinen is shortened in the Italian translation) has to 
forge. Yet, the original speaks of clothes but also of other gear forged 
of iron. In this example, too, the English and the Italian translators rely 
more on images than the writers of the other texts, since the image shows 
the gear. 
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 Conclusions 

 As demonstrated above, the further the culture and language of the source 
and the target texts are, the more difficult it is for the translators and readers 
to recognize the originals behind the original versions of stories. This is an 
issue of geographical distances, too. The Swedish and the Karelian transla-
tors, Huldén and Lutohina, have been able to tell the reader more, because 
their readers will probably recognize at least geographical and (art)histori-
cal similarities. The English translator, Tim Steffa, on the other hand, has 
been in a very different position, because due to a lack of space, he has not 
always been able to explain things and items to his target readers, which 
makes him rely more on the images. The Italian translator, Storskog, advised 
by her publishing house, has minimized the source picturebook’s cultural 
specificity. Storskog has usually made use of strategies such as substitution 
and deletion, which have affected—negatively in some cases—the word–
image interaction. 

 This has led to changes in the  indexical relationship , which is very dif-
ferent in each case. While Kunnas tells stories using both the verbal and 
the visual languages, Huldén has a way of letting the images explain a little 
more. This is very clear in the English translation, too: in many cases the 
translator does not explain things in so many words (e.g., the iron suit of 
clothes), but lets the image give the information needed. The changes in the 
audiences have also created dialogical differences: with different readers the 
context of translation changes, too. 

 Indeed, the audiences of the four translations are in very different posi-
tions. The Swedish-language readers know the stories and illustrations of 
 The Kalevala  quite well. The same can be said about the Karelian trans-
lation, which is very close to the wording of the Finnish original. There 
may be slight grammatical differences, but Finnish speakers will understand 
the Karelian version quite effortlessly. Yet, the average English- and Italian-
language readers do not probably know the original stories, nor can they 
recognize the original illustrations. The cultural and geographical difficul-
ties faced by the translators have been conquered by the use of different 
strategies, such as domestication: adding and deleting words and phrases. 

 This also affects the crossover nature of the picturebook. While the 
Swedish and the Karelian translations may be considered crossover works, 
the English and the Italian translations—especially the latter—are no longer 
crossover, because most of the culture-specific items have been narrowed 
down, adapted, or deleted. Moreover, as we have previously claimed, the 
English- and Italian-language readers most likely lack a cultural background 
that could help them enjoy the intertextual and intervisual elements of 
 Koirien Kalevala  (Garavini 2014, 159). 

 Yet, the translators have been in very different situations. While the 
translators of the English and Italian versions have often had the need to 
expand and explain, and to delete culture-specific items (especially in the 



110 Dogs and Bulls: Translating Cultures

Italian translation), the Karelian and the Swedish-language translators have 
been able to rely on foreignization, such as using the words  sauna  and  vihta , 
trusting that their audiences will recognize the verbal and visual hints. 

 4.2   The Story of Ferdinand : Comparing 
the Spanish and Finnish Versions 

 Anne Ketola and Roberto Martínez Mateo 

 Introduction 

  The Story of Ferdinand  is a picturebook about a peaceful Spanish bull 
who wants to smell flowers instead of competing in bull fights. The story 
was authored by Munro Leaf and illustrated by Leaf’s close friend, Robert 
Lawson, in New York in 1936. While Leaf was already an established chil-
dren’s writer before the publication of the book, Lawson’s work was rela-
tively unknown. Yet, the book’s success launched his career as an illustrator. 
To this day, Lawson is the only person ever to win both the Caldecott and 
Newbery medals (Paul 2011).  The Story of Ferdinand  may rightly be called 
a picturebook classic: it has been in print continuously since its first publica-
tion, and it has been translated into more than 60 languages. The book was 
also made into an animated cartoon film 3  by Disney in 1938; in fact, it was 
the first original story Disney bought to be made into a cartoon and it went 
on to win an Oscar for Best Animated Short Subject ( ibid .). 

 It was not by chance that Leaf decided to set his pacifist story in a Spanish 
setting. When it was written, Spain was on the verge of a civil war. Francisco 
Franco, the dictator of Spain, banned the book as pacifist propaganda. Due 
to its controversial reception,  The Story of Ferdinand  was not translated 
into Spanish until 1962—and even then, it was produced in New York 
(translated by Pura Belpré for Viking Press). The Finnish version of the story 
was published in 1961. However, it was not published as an independent 
picturebook, but in an anthology of children’s stories aimed at elementary 
school students as extra-curricular reading material. 

 In fact, the story has been translated twice, into Spanish and into Finnish. 
Apart from the first Spanish rendition mentioned above, another version 
of the book was published in Spain in 1994 with a different set of illus-
trations and a different translation (Lóquez publishing house, illustrated 
by Werner Klemke and translated by Jacqueline Ruzafa) (Martínez-Mateo 
2014). In Finland, another translation of the story was published in 1981, 
again in a collection of children’s stories. For the purposes of this subchap-
ter, we have decided to analyze only the first translation versions from each 
language, since they form a comparable couple: they are both based on 
the same illustration version (the original) and they were translated only a 
year apart. Further, the two Finnish translations are very similar and have 
been produced by the same publisher, even though the publisher has no 
record of who translated them. It is therefore impossible to know whether 
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the translation published in 1981 should be analyzed as an independent 
translation or just a revision of the one translated twenty years prior. 

 As we aim to show, the Finnish and Spanish renditions of the picturebook 
have been written for different purposes and with a different readership in 
mind—to an extent that it affects the actual layout and use of images in 
the translation. Because of these differences in the multimodal composition, 
the Finnish version of the book, in particular, differs from the original pic-
turebook to a great extent. For this reason, when referring to the translated 
picturebook as a whole, we choose to discuss the Finnish and Spanish rendi-
tions of the story as  versions  or  translation versions  as opposed to  transla-
tions . When using the term  translation , we refer to the verbal dimension of 
the versions only. In this subchapter, we set out to compare the Spanish and 
Finnish versions of the story with a three-fold aim. First, we reflect on how 
the function of the versions differed in the two target cultures at the time 
when the translations were published. Second, we compare the translations, 
the verbal dimension of the stories, in order to assess how the translators 
decided to convey the story to a new audience. Lastly, we examine how 
the word–image interaction differs between the original picturebook and its 
Spanish and Finnish versions. 

 Background of the Book 

  The Story of Ferdinand  tells the tale of a young bull who—unlike the other 
calves who spend their days butting heads—prefers to lie under a tree smell-
ing the flowers. Ferdinand’s mother is worried about the unusual behavior 
of her son at first but, seeing how happy he is, decides to leave him be. 
When the calves grow up, the others dream about being chosen to compete 
in a bull fight, but Ferdinand still prefers to placidly sit under his favorite 
oak tree to smell the flowers. One day, five men from Madrid come to the 
pasture, looking for the strongest bull to take to the fights. At that very 
moment, Ferdinand accidentally sits on a bumble bee, gets stung, and runs 
wildly across the field. Impressed by this conduct, the men take Ferdinand 
with them to Madrid. Once there, Ferdinand is led into the bull fight ring. 
However, to the disappointment of the audience, Ferdinand merely lies 
down to enjoy the flowers the ladies in the audience have placed in their 
hair. No matter how much the bull fighters irritate him, Ferdinand will not 
fight. In the end, Ferdinand is sent back to his pasture, where he continues 
his peaceful life. 

 The story has many ethical lessons to offer its readers: it is a story of a 
peaceful individual who is confronted with difficult situations that challenge 
his way of life. The book may help child readers confront their own ethi-
cal dilemmas about, for instance, animal rights (whether it is acceptable to 
exploit animals for entertainment), violence in general (whether it is possible 
to produce a nonviolent response to a violent stimulus), and individual rights 
and respect for difference (whether one is allowed to be different and sensitive 
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in an environment in which being “tough” is the ideal). Apart from introduc-
ing these messages, the story may also be said to offer its readers—especially 
those in the United States and especially at the time when the book was first 
published—experiences from a distant land with its unique traditions. 

 The original book was released nine months before the outbreak of the 
Spanish Civil War and received a controversial reception in Europe. As men-
tioned above, Franco banned the book and many of his supporters followed 
his lead: in Nazi Germany, for instance, Hitler ordered the book burned. 
However, others received the book with a warm welcome: Joseph Stalin 
granted it a privileged status as the only non-communist children’s book 
allowed in Poland. Further, India’s spiritual leader Mahatma Gandhi called 
it his favorite book (Cohen 2003), and it became a world-wide best-selling 
picturebook. 

 Comparing the Target Cultures 

  The Story of Ferdinand  is set in an ambiance that is almost stereotypi-
cally Spanish. More precisely, it recalls the grass pastures of the Castilian 
lands and the hustle and bustle of the bullring. The story even includes 
some Spanish-language elements, since the bull fighting-related vocabulary 
is written in Spanish. 4  Translating the story into Spanish is therefore quite 
a unique translation assignment. From the perspective of the target-culture 
audience, translation usually entails introducing a foreign story with unfa-
miliar elements, which brings about questions of domestication and for-
eignization. When translating this particular story into Spanish, however, a 
story written far away on another continent is brought  home , in a sense: the 
setting is familiar, the landscape depicted in the illustrations is familiar, and 
bull fighting as a concept already belongs to the target culture. Therefore, 
the story does not require domesticating translation strategies in order to 
feel familiar. As a result, the target reader may possibly perceive the story 
as something natural and not as a translated story. On the other hand, it is 
hard to imagine what foreignizing translation strategies would even entail 
in this translation assignment. When reading the translation in the 21st cen-
tury, the Spanish audience may well find the story (the setting, the char-
acters’ clothing, and so on) slightly antiquated and therefore peculiar, but 
for the Spanish reader in the 1960s this effect would probably have been 
considerably minor. 

 For the Finnish audience of the 1960s, however, the story is likely to have 
been highly exotic. By that time, there had not been much contact between 
Finland and Spain. Unlike many other countries, Finland never officially 
severed diplomatic relations with Franco’s nationalist Spain after the Second 
World War; however, all diplomatic relations between the two countries 
were downgraded to the minimum. It was not until 1957 that Finland sent 
a diplomat to Madrid (Embajada de Finlandia). The first charter flights 
from Finland to Spain were made in the late 1950s, but it wasn’t until the 
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early 1970s that these journeys became financially available for the average 
Finnish family (Falkenberg 2000, 14). It is therefore likely that for Finnish 
children reading the book in the early 1960s, Spain and bull fighting were 
exotically unfamiliar subjects; for some of them,  The Story of Ferdinand  
could well have been their first contact with the Spanish culture. 

 Spanish Translation: Raising the Level of Formality 

 Much like the majority of the picturebooks of the time, the Spanish trans-
lation of the book serves a didactic and moralizing function when faced 
with the issues of resolving violent conflicts and respecting individual diver-
sity. Besides, it could also be said that the picturebook questions its topic, 
in other words, whether the moral positioning towards violence should be 
used as a children’s theme. The approach assumed by the Spanish translator 
is clear from the very beginning of the book. It offers a rather literal transla-
tion but with a number of sophisticated expressions which, at times, even 
slightly raise the level of formality (register) of the original. The story starts 
with the traditional tale formula coined by Vladimir Propp (1998) ( Once 
upon a time . . . [in Spain]), although the Spanish translator has rearranged 
the original order of the sentence to place the setting at the beginning and 
stress it (  En España  había una vez ). 

 Nonetheless, the sophisticated terms and phrases employed by the transla-
tor contrast with some inaccuracies that may be observed in the translation. 
Assuming that languages in contact inevitably exert an influence on each 
other (Krashen 1981), and that this relationship produces an interaction 
between the languages, it rather frequently results in a language exerting 
a detrimental effect on the other. In this vein, Odlin (1993) calls language 
transfer “the influence resulting from similarities and differences between the 
target language and any other language that has been previously acquired.” 
The inaccuracies provoked by excessively complying to the structures of the 
source language are known as  calques  (Odlin 1993, 37) and may be classi-
fied into three basic categories: morphological, syntactical, and lexical. In 
this picturebook translation, several examples of such calques were found. 
Morphological calques were spotted in the following two sentences in which 
the Spanish relative pronoun  quien  (“who”) should not take an antecedent: 

 Sometimes his mother,  who  was a cow, . . . 
  A veces su madre ,   quien  era una vaca , . . . 
 (“Sometimes his mother,  who  was a cow. . .”) 

 A similar calque is also found in the following example: 

 All the other Bulls  who  had grown up. . . 
  Todos los otros toros  quienes  habían crecido . . . 
 (“All the other Bulls  who  had grown up. . .”) 
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 The second category of calques refers to morphological ones, that is to say, 
to the incorrect uses of verbal tenses. For instance, in the following example, 
there is a past simple verb in the main clause ( temía , preterit imperfect) that 
would grammatically call for a compound tense in the subordinate clause 
(pluperfect preterit). Instead, the translator has used a past simple verb in 
the subordinate clause: 

 She was afraid he  would be  lonesome all by himself. 
  Temía que  estaba  triste tan solo . 
 (“She was afraid he  was lonely  by himself.”) 

 A grammatically appropriate translation solution—and a more idiomatic 
choice of verbs—would have been  Temía que  pudiera sentirse  tan solo/aislado  
(“She was afraid he would feel lonely”). Further, some syntactical calques 
can be noticed in the following example. The influence of the English syn-
tax becomes apparent in the Spanish translation when the adjective “simple” 
appears before the noun instead of after, as the Spanish syntactic rules require. 

 . . . to sit just  quietly  . . . 
 . . .  sentarse en  simple  quietud  . . . 
 (“. . . to  simply  sit in calm . . .”) 

 Moreover, the Spanish version of the book includes several sophisticated 
expressions, which do not flow smoothly in Spanish. For instance: 

 . . . they thought that he was going to  fight fiercely and butt and snort  
and stick his horns around. 

 . . .  creyeron que iba a  pelear fieramente  y a  topetar y a resoplar  y a 
hincar los cuernos en sus adversaries.  

 (“. . . they though he was going to fight fiercely and to butt and to 
huff and to stick his horns in his opponents.”) 

 The translation solution simply sounds so sophisticated that it appears awk-
ward in Spanish. A more idiomatic expression could have been, for instance, 
 dando cornadas a diestro y a siniestro  (“thrust his horns every which way”), 
which would lower the level of formality and fit into the tone and register 
of the picturebook. To sum up, the Spanish version offers a translation that 
sticks to the original version, normally raising the degree of formality in the 
language used and committing occasional grammar mistakes. 

 Finnish Translation: Educating the Child Reader 

 As mentioned above, the Finnish version of the story was published in 
an anthology of children’s stories aimed at elementary school students as 
extra-curricular reading material. The pedagogical function of the book is 
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emphasized throughout the volume: its opening spread announces that the 
book is “approved by the Finnish Board of Education.” After each story, 
there are one to three reading comprehension questions for the child reader to 
answer. The section of the book in which the story is printed is dedicated 
to stories from around the world. The Finnish translation of the story is 
entitled  Fernando , followed by a subtitle  Satu Espanjasta , which can either 
mean “a story from Spain” or “a story about Spain”; strictly speaking, the 
former would not be accurate since the story was written in New York. 
It is noteworthy that, in the Finnish translation of the story, the name of 
the main character,  Ferdinand , has been changed into  Fernando , which is a 
considerably more typical Spanish name than the original. One could claim 
that, in a way, the Finnish translator has further emphasized the Spanish 
appeal of the story by changing the name of the character. 

 As mentioned above, the original story contains some words in Spanish, 
such as  banderillero  (a person who sticks decorated barbed darts into the 
bull’s neck),  picador  (a person who irritates the bulls with a long spear), and 
 matador  (the person who finally kills the bull). When the rest of the story is 
translated into Spanish, these foreign-language elements are obviously lost. 
In the Finnish translation, however, they have been left in Spanish, even 
though their spelling has been domesticated. For instance, the spelling of 
 picador  has been changed into  pikador , most likely in order to facilitate pro-
nunciation. For the Finnish child reader of the 1960s, these Spanish words 
are very likely to have been unfamiliar for reasons explained above. In fact, 
at the end of the story, there is a note for the child readers encouraging them 
to find and mark the foreign words and to deduce their meanings based on 
the rest of the text. It is obvious that the illustrations, too, may help the 
child reader in this task. Comparing the verbal description of, for instance, 
the  picaderos  with the image in which these characters are visually depicted 
effortlessly helps in narrowing down the meaning of the unfamiliar term. 

 Unlike the Spanish translation, the Finnish translation reads nicely and 
sounds very idiomatic. However, the Finnish translator has deleted various 
sentences of the story, especially at the beginning where the narration is 
somewhat repetitive and proceeds slowly. Further, the comparison of the 
Finnish translation and the English original reveals one part in which the 
Finnish translator has changed the original story slightly. 

 Then came the Matador, the proudest of all—he thought he was very 
handsome. 

  Sitten asteli matadori, ja hän oli tärkein kaikista .  Hän näytti ylen 
rohkealta.  

 (“Then came the matador, and he was the most important of all. 
He looked very brave.”) 

 In the original story, the matador is described as arrogant and self-satisfied. 
Yet, in the Finnish translation he is described as “the most important of all” 
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and brave-looking. In other words, the English original makes fun of the 
matador, while the translation does not. The Spanish translation in this part 
( Se creía muy guapo  [“He thought he was very handsome”]), however, is 
faithful to the original. In the original and the Spanish versions of the story, 
the comical effect is further emphasized by Lawson’s illustration, which 
depicts the matador as a scrawny, unattractive man, who nonetheless trots 
to the bull fight ring with a smug grin on his face. Yet, the Finnish version 
does not include the particular illustration. The Finnish reader will therefore 
be left with a completely different impression of what the matador is like. 

 Omitting certain illustrations has also enabled some other minor changes 
to be made in the Finnish translation. One example of such changes may be 
found in a part of the story that talks about a bumble bee stinging Ferdinand, 
causing him to be sent to the bull fight. The bumble bee is also depicted in 
a close-up illustration. In the Finnish translation, the name of the insect has 
been changed to  ampiainen  (“wasp”). The motivation behind the change 
is unclear, since both insects are quite common for the Finnish audience. 
Perhaps, in the target culture, a wasp might be considered slightly more 
vicious than a bumble bee—Finnish has a saying describing someone really 
irritated as “angry as a wasp.” Since the image of the insect is not included 
in the Finnish version of the story, the modification does not create any type 
of contradiction of information between verbal and visual information. 

 Comparing Word–Image Interaction 

 We will now analyze word–image interaction in the Spanish and Finnish 
versions of the story. The visual features of the translation versions are 
quite different: the Spanish version of the book has preserved all of the 35 
original images, but the Finnish translation was published with only four 
of Lawson’s images. Since the Spanish edition of the book maintained all 
of the illustrations and introduced them in the same order as the origi-
nal story, one could claim that the word–image interaction in the Spanish 
translation and the original is identical. However, even though the images 
remain the same, the verbal text changes in translation, changing the word–
image interaction as well. The target audience, too, changes in translation. 
We therefore need to consider how word–image interaction appears to a 
readership of a particular cultural background. The interpretation of the 
illustrations comes down to how much the target audience knows about 
the land and culture in which the story is set. For an American child read-
ing the book, the images offer a great deal of information about a foreign 
culture: the images display the arid Spanish countryside, the traditional 
bull fighting costumes and equipment, the  peinetas  and  mantillas , decora-
tive combs and veils that the Spanish ladies wear on their heads, and so on. 
The word–image interaction in this part of the story could be described as 
what Maria Nikolajeva and Carole Scott (2001, 12) refer to as an  enhanc-
ing  relationship between the words and images of a picturebook: the visual 
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story significantly amplify the information conveyed by the verbal story 
by revealing the visual details of the exotic tale. While the same visual 
information is obviously also available for Spanish children as well, one 
could claim that because of their cultural background, the word–image 
interaction resembles  symmetrical  more than  enhancing , referring to words 
and images telling the same story (ibid.). Spanish child readers will already 
know, for instance, how a  matador  is dressed so a visual display of a bull 
fighter offers them less enhancing information than it would to a child on 
the other side of the Atlantic. 

 As mentioned above, the Finnish translation has been published with 
only four of Lawson’s images. The Finnish story now resembles what many 
picturebook scholars would call  an illustrated story  or  an illustrated book  
as opposed to a proper picturebook: Nikolajeva and Scott (2001, 8) define 
illustrated stories as predominantly verbal narratives illustrated by one or 
several images; Schwarcz (1982, 11) describes them as stories in which the 
verbal text takes up more space on the page than the images. The Finnish 
translation also corresponds to how Edwards and Saltman (2010, 4) define 
an illustrated book: the images are limited in number and they are dispersed 
within the story at regular intervals. Further, the images are no longer insep-
arable to the understanding of how the story unfolds, but “capture a visual 
response to a single moment in the text.” Reducing the number of illustra-
tions in this way could be said to reflect the function of the translation as 
discussed above: the translation is intended at improving young readers’ 
(verbal) reading skills. The illustrations are reduced to a decorative role; 
in other words, they are not given a narrative function. As Edwards and 
Saltman (2010, 4) aptly point out, the illustrations in illustrated stories are 
static, while the illustrations in a picturebook—such as the original  The 
Story of Ferdinand  or its Spanish translation—unfold in a cinematic manner. 

 Further, the placement of the illustrations in the Finnish translation does 
not correspond to how the verbal story proceeds. When the original story 
first introduces Ferdinand, he is depicted as a small, cute calf looking at 
a butterfly on a flower. In the Finnish translation, this image is inserted 
next to a phrase describing how big and strong Ferdinand became when 
he grew up. The visual and verbal messages therefore do not correspond 
in this part of the story. Further, in the original story, there is an image of 
two fierce bulls butting heads, depicting the scene in which the other bulls 
at Fernando’s pasture show off their skills for the men who have come to 
choose a bull to take with them. In the Finnish translation, this image is 
placed in the part describing the beginning of the bull fight in Madrid. The 
meaning potential of the image is now changed: it no longer represents the 
bulls Fernando grew up with, but other bulls participating in the fight. 

 In the original story, there is also an image in which the  picadores  enter 
the bull ring on their horses. The image only displays the men and their 
horses with no visible background. The men are wearing large hats and 
the expressions on their faces are therefore barely visible. In the Finnish 
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translation, the image has been placed at the very end of the story, describ-
ing how frustrated all the  picadores  were when Fernando would not fight. 
Again, the meaning potential of the image is changed: it is now likely that 
the reader will interpret the image as three disappointed men leaving the 
bull ring on their horses. Again, in Edwards and Saltman’s words (2010, 4), 
the images capture a visual response to a moment in the verbal text. When 
the placement of the images is changed, they inevitably respond to a differ-
ent moment in the story. 

 Conclusions 

  The Story of Ferdinand  has gained a permanent position in the canon of pic-
turebooks. The timing of its first publication was well-aimed, since it coin-
cided with the outbreak of the Spanish Civil war and the restless atmosphere 
that reigned over Europe in those days. Many countries were experiencing 
political, social, and economic changeovers and, as it turned out later on, 
almost none of them were able to reach a pacifist solution to their problems. 
This turbulent background that coincided with the release of the book high-
lighted the meaningfulness of its non-belligerence message. Further, the fact 
that book was banned in some European countries at the time of its publi-
cation clearly indicates that picturebooks, too, can be influential bearers of 
political power in society. It is also an interesting example of how politics 
may govern (picturebook) translation and dictate what may and may not 
be translated. 

 The function of the original story in its source culture was to educate its 
readers about reacting to violence and confrontation. Munro propounds a 
constructive response to these issues embodied in the bull’s behavior. This 
message is not only targeted at a juvenile audience, but aspires to reach 
an adult audience due to the nature of the topic at hand and to the role 
of adults in filtering their children’s readings. We believe that the function 
of the original story is also maintained in both the Spanish and Finnish 
translations, at least to some extent. The Spanish translation, in particular, 
takes a didactic and moralizing stance towards violence and respect for indi-
vidual rights. The Finnish translation, on the other hand, seems to place less 
emphasis on the moral lesson of the story; after all, the editors of the book 
could have easily come up with reading comprehension questions regarding 
the antiviolence stance the story promotes. 

 Apart from the pacifist message, the original offers source-culture read-
ers new experiences about the Spanish culture and even introduces them to 
some Spanish vocabulary. This function is not carried over to the Spanish 
translation, for obvious reasons. In the Finnish translation, however, this 
function is emphasized by situating the story in a book section which intro-
duces foreign cultures, by including the name of the country in which the 
story is set in the title, as well as encouraging the child reader to mark the 
foreign words. Further, since the story was published in a book providing 
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extra reading material for students who are learning to read, one could 
claim that one of its functions is to improve young readers’ reading skills. 

 The way in which the illustrations were treated in the Finnish version of 
the story exemplifies how a picturebook may not always be translated as a 
picturebook per se. The relocation of Lawson’s illustrations in the Finnish 
version goes to show how much the meaning potential of an illustration is 
tied to the surrounding verbal text: when placed in a different part of the 
story, the illustration may be interpreted as depicting something else. The 
Spanish version of the story maintains the linearity of the original as for the 
word–image interplay. Generally speaking, all the above-mentioned interac-
tions between the verbal and visual codes serve to fulfill two main functions: 
first and foremost, one of reinforcement of understanding and another of 
economy (Díaz 2005, 190), since it frees the verbal dimension from mak-
ing descriptions and allows the writer to focus on the narrative thread and 
deepen into nuances and details. 

 4.3  Translating Picturebooks into Arabic: The Cases of 
 The Three Little Pigs  and  The Little Mermaid  

 Hasnaa Chakir and Samir Diouny 

 Introduction 

 Picturebooks rely on two modes of communication: the visual and the ver-
bal. These modes interact in many ways in telling stories and produce mul-
tiple possibilities of meaning (Oittinen 2001, 109–110). Reading illustrated 
texts requires readers to move back and forth between the visual text and 
the verbal text. Some readers rely mostly on the images whereas others focus 
on the verbal text. Images and verbal texts may have “gaps” the reader 
needs to fill in through a careful examination of both modes of representa-
tion. “These gaps,” Iser (1974, 279) argues, “have a different effect on the 
process of anticipation and retrospection, and thus on the ‘gestalt’ of the 
virtual dimension, for they may be filled in different ways.” 

 The various ways in which the visual and verbal texts interact in picture-
books have been a subject of inquiry for many scholars. On the one hand, 
Barthes (1977) used the terms  anchorage  and  relay  to explore the relation-
ship between visual and verbal texts. Images are prone to multiple mean-
ings and interpretations; anchorage occurs when a text is used to support 
one of these meanings. Relay results when the text adds meaning and both 
text and image contribute to eliciting meaning. Similarly, Nikolajeva and 
Scott (2001, 12) have discussed various types of word–image interaction. 
According to these authors, when the visual text and the verbal text weave 
together to tell a story in harmonious ways, the relationship is symmetrical; 
the author’s words and the artist’s images interact to create the meaning of the 
book. When the interaction is complementary, the visual text and the verbal 
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text fill each other’s gaps, allowing readers to figure out the story by moving 
between words and images. Sometimes the visual text and the verbal text 
may also stand in opposition to each other. 

 Most research on the translation of picturebooks has been conducted in 
western countries (Oittinen 2004; Berry 2013), while in the Arab world, 
studies examining the translations of picturebooks into Arabic are scarce. 
Such a situation may be attributed to the fact that children’s literature occu-
pies a marginalized position in the Arabic literary polysystem (Shavit 1981, ix). 
Against the above background, the aim of the present study is to fill this 
gap by addressing the ways in which the verbal and the visual interact in the 
Arabic translation of two 19th century stories, namely  The Three Little Pigs  
and  The Little Mermaid . Specifically, the study attempts to investigate the 
extent to which the translation of these picturebooks maintains the interac-
tion of words and images. 

 This subchapter is divided as follows. The first part debates the function 
and importance of picturebooks and the second part brings into focus the 
challenges of translating picturebooks into Arabic. The third part addresses 
a number of methodological issues. The fourth part discusses the main find-
ings of the study and the concluding section suggests avenues of research 
that can be undertaken in the future. 

 Challenges of Translating Picturebooks Into Arabic 

 Translating picturebooks is challenging because of the information given 
through two channels: the verbal and the visual. First, if a picturebook is 
best understood in light of the interaction between words and images in the 
book, the translator is faced with the challenging “task of deciding whether 
the visual can be translated or whether the visual should be referred back 
to when translating” (Yang and Ying 2011, 19). If translation is a change 
of two languages at the micro level of the text, questions of language are 
important for translators when they translate English into Arabic. This may 
lead the translator to over-read the visual and verbalize the information that 
is presented visually. A second challenge for the translator of picturebooks is 
to decide how to remain faithful to the source text while creating a text that 
has a life of its own. A third challenge is that picturebook translations are 
usually co-prints, which makes it hard to modify any detail in the images. 
In this case, translators may think it is not necessary to be over-explicit so 
that the words and images are in harmony. Yet, they may either explain 
too much or overlook some important details. A further problem relates to 
terminogy: for example, there are many concepts that do not exist in the 
Arabic language, such as scooter, hammock, and skateboard. Therefore, the 
translator has to find the best substitutes to convey meanings. 

 Social conduct that is alien to the target culture adds a further challenge; 
in some Arab nations, it is common for women to cover their body and/or 
hair. This may force target-culture publishing houses to modify the images 
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to fit the norms of the target culture, thus deviating from the multimodal 
source text. Finally, translating into Arabic presents a sociolinguistic prob-
lem because of the differences existing between the Standard Arabic and 
vernacular varieties. Young children, who are not yet able to read confi-
dently in Arabic have to make a real effort to appreciate the text. Arabic 
children’s books are usually written in Standard Arabic, a language learned 
at school at the age of six, unlike the mother tongue, used at home. This 
diglossic situation is challenging even to adults who have to read picture-
books aloud to young children who are not yet learning Standard Arabic. 
Adults in this case have to translate the text from Standard Arabic into the 
child’s mother tongue. In Morocco, a mother tongue can be either Moroccan 
Arabic or Amazigh, a language spoken in some regions of Morocco and in 
many countries in North Africa. 

 Data and Methodology 

 The aim of this subchapter is to bring into focus the various problems that 
may be caused by word–image interaction in picturebook translation in the 
Arabic context. Specifically, the study attempts to examine the extent to 
which the translation of a picturebook maintains the unity of words and 
images. The case study focuses on two picturebooks,  The Three Little Pigs  
and  The Little Mermaid , and their Arabic translations. However, it is neces-
sary to provide basic summaries of the two books at the outset. 

  The Three Little Pigs  is a traditional European tale, which appeared in its 
best-known form in  The English Fairy Tales  by Jacobs in 1890. It is about 
three little pigs sent out into the world by their mother, to “seek out their 
fortune.” In the 1890 version, the first little pig builds a house of straw, but 
a wolf blows it down and eats him. The second little pig builds a house of 
furze sticks (wood in other versions), which the wolf also blows down and 
eats the pig. The third little pig builds a house of bricks, but this time the 
wolf fails to blow down the house. The wolf then attempts to trick the pig 
out of the house by asking to meet him at various places, but he is outwitted 
each time. Finally, the wolf resolves to enter the house through the chimney. 
The pig catches the wolf in a cauldron of boiling water, slams the lid on, then 
cooks and eats him. In 1933, Disney produced the well-known cartoon ver-
sion that has been a source material for a number of written picturebooks 
all over the world including Arab countries. In English, the pigs are called 
Fifer, Fiddler and Practical. In the Disney versions, the first two pigs get their 
houses blown down but are not eaten by the wolf. The wolf is not boiled to 
death; he simply burns his behind falling in boiling water and runs away. 

  The Little Mermaid  is a Danish traditional tale written by Hans Christian 
Andersen. It was first published in Copenhagen in 1837 in  Fairy Tales Told 
for Children.  The story is about a young mermaid who is willing to give up 
her life in the sea and her identity as a mermaid to gain a human soul and 
be able to live with a prince whom she had saved and fallen in love with. 
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She goes to see the ocean witch, who helps her by selling her a potion giving 
her legs in exchange for her beautiful voice. The witch warns her that if she 
fails to win the love of the prince and marry him she will never be able to 
return to the sea and will die of a broken heart and dissolve into sea foam 
upon the waves. 

 After the witch agrees to the arrangement, the little mermaid swims to 
the surface near the prince’s palace and drinks the potion. The prince finds 
the mermaid, who charms him with her beauty and grace. Unfortunately, 
being dumb, the little mermaid is not able to tell him that she was the one 
who saved his life and that she has fallen in love with him. The prince mar-
ries a human princess he thinks is his savior. At dawn, on the first day after 
the prince’s wedding, the little mermaid dissolves into foam, but instead of 
ceasing to exist, she becomes a luminous spirit, a daughter of the air. 

 In our analysis, we first read the Arabic versions of  The Three Little Pigs  
and  The Little Mermaid , and analyzed and compared them to their English 
and/or their French counterparts. We undertook an analysis at two levels: 
the verbal and the visual level. The verbal level included the titles, names 
of characters and/or some of their specific features, and the translation of 
cultural concepts. On the visual level, however, we mainly compared the 
visual design and its interaction with the verbal narrative. The aim of this 
analysis was to examine whether the images have been modified or not and 
to investigate if the translators managed to maintain the unity of the verbal 
and the visual texts. 

 Analysis of The Three Little Pigs 

 The analyzed version of  The Three Little Pigs  was published in 2010 in Syria 
by the name of  al-ᶜanzātaṯlāṯ  (“the three goats”). It is part of a collection 
of eight traditional tales, based on a French adaptation of Disney’s story, 
which, was not mentioned in the book. This is a usual practice in Arabic 
versions of children’s books: details related to translators, illustrators, and 
original writers and titles are rarely mentioned. In some cases, the name 
of the translator is mentioned instead of the name of the original author. 
The comparison between this version and the French and English ones is 
interesting at the verbal and visual levels. As we are going to show, the 
audience is a key factor in determining translation strategies and the treat-
ment of illustrations. The changes, verbal or visual, identified in both texts 
have been made to fit the target culture and readers. As O’Sullivan (2005, 
86) points out, culture-specific elements undergo changes to fit cultural ele-
ments in the target language. Nikolajeva and Scott (2000, 225), however, 
argue that the verbal in picturebooks can affect the narrative interaction 
between words and images. Let us first consider the verbal text. 

 The first verbal change in the Arabic version of  The Three Little Pigs  is 
the title, translated into Arabic as  al-ᶜanzātaṯlāṯ  (“the three goats”): the pigs 
have been substituted by goats. The translator has adopted this strategy to 
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avoid using the word “pigs,” because in the Muslim world they are regarded 
as impure and cannot be eaten. The use of goats solves this problem and 
it can be seen as an adequate substitution, because, as Larson (1988, 188) 
claims, substitution works well “if the function of the two referents is the 
same. For example, the substitution of  coyotes  for  wolves  works well, if 
one is translating from Canada into an Amerindian language.” Goats are 
common animals in the Arab countries and they do not carry any negative 
connotations. According to Klingberg (1986), this substitution can also be 
described as “cultural context adaptation” or “purification”: the trans-
lator removed the impure item and, instead, used a culturally acceptable 
substitute familiar to target readers. 

 The verbal substitution is backed up by the images included in the pic-
turebook, which was not a co-print but a re-illustrated version. Throughout 
the entire book, readers can visualize the different actions of the three goats. 
As mentioned in the story, the reader sees the three goats walking through 
the woods, carrying their luggage on their shoulders ready to live on their 
own. The story proceeds harmoniously with the images describing how 
the goats build their houses and how the wolf reacts each time. Every page 
shows in words and images what the houses of straw and wood look like and 
how easily the wolf destroys them. Then the readers see the solid house 
of bricks built by the third goat, and find out that the wolf, despite all his 
efforts, fails to destroy it. The last two pages show how the wolf attempts to 
enter the solid house using the chimney and how he gets his bottom burnt by 
the fire lit by the clever third goat, who anticipated the wolf’s scheme. The 
images in the book merge perfectly with the verbal narrative. 

 However, the unity of the verbal and the visual in the translation is signif-
icantly affected by the names given to the main characters,  Nif-Nif ,  Nouf-
Nouf , and  Naf-Naf . The names are from the French version of Disney’s 
 Three Little Pigs  cartoon; while the French names refer to pigs, the pic-
turebook illustrations display goats. In Islamic culture, names are not usu-
ally translated because they are considered sacred and an integral part of 
the characters they describe. However, in children’s literature, it is common 
to adapt characters’ names to the target culture (Van Coillie 2006, 123). 
In Disney’s English version, the characters respectively bear the names of 
Fiddler, Fifer, and Practical, depicting the major features of the characters’ 
personalities. Fiddler and Fifer are portrayed as joyful little pigs who like 
to sing and dance. This accounts for their choice to build their houses with 
straw and sticks; they chose an easy and fast way to dance as much as 
possible. Their names also refer to musical instruments. Fiddler refers to 
“fiddle” and Fifer refers to the instrument “fife.” Conversely, Practical is a 
reasonable and hard-working little pig, who, unlike his brothers, prefers to 
invest more time and effort to build a strong house. These features, however, 
are lost in the French and Arabic versions. 

 We believe that the substitution strategy reveals the translator’s (or the 
publisher’s) major concern to purify the Arabic version from the impure 
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image of pigs rather than to make the rendition fit the readers’ cultural 
system. Moreover, keeping the French-language names is, in fact, confusing, 
because they clearly refer to Disney’s animation that is well-known in all 
French-speaking countries, including Morocco. Moreover, substituting pigs 
for goats is in itself likely to cause confusion because they are the protago-
nists of another well-known Grimm’s tale,  The Wolf and the Little Seven 
Goats . Besides, this substitution as a way to minimize foreign cultural items 
may not be a relevant choice. In 2007, the organizers of a children’s music 
festival at a junior school in West Yorkshire (UK) renamed  The Three Little 
Pigs  as  The Three Little Puppies  to avoid offending Muslim children and 
their parents. Unfortunately, this decision had a adverse effect: some Islamic 
leaders considered it as an act “turning Muslims into ‘misfits’ in society” 
(Brooke 2007). 

 Analysis of The Little Mermaid 

 For the purpose of this study, we have chosen to compare two different 
Arabic versions of  The Little Mermaid :  carūsat al-baḥr  (“the bride of the 
sea”) (2005) and  ḥūriat al-baḥraṣ-ṣaɣīra  (“the little fairy/angel of the sea”) 5  
(2012). We will first examine  arūsat al-baḥr . The first impression readers 
might get when looking at the title page is that the story is published as a 
bilingual edition (in other words, Arabic and English). However, the reader 
soon finds out that the rest of the book is written only in Arabic. This makes 
us wonder why the translator or the publisher has kept the English title. Two 
interpretations are possible: the publisher wanted to inform the readers that 
the book is a translation, or the publisher wanted to remove any possible 
misinterpretation. We believe that the second interpretation is more plau-
sible. In fact, the word “mermaid” has no exact equivalent in Arabic and the 
term  arūsat al-baḥr  used in the Arabic version has more than one meaning: 
it can refer to “a butterfly fish,” “a bride of the sea,” or “a doll/puppet of 
the sea.” Yet, none of these meanings stands for the mermaid as described in 
mythologies. In several cultures such as European, Asian, and African, mer-
maids are half women and half fish creatures who live in the sea. 

 The first mermaid stories appeared in ancient Assyria, where the god-
dess Atargatist changed herself into a mermaid out of sorrow for acci-
dentally killing her human lover. In  The Arabian Nights , there are stories 
about extremely beautiful women who are able to live in the sea and at 
the same time can marry humans and have children. They are called  banāt 
al-baḥr  (“the sea girls” or “daughters”). In Morocco, mermaids came to 
be known only through translated stories and animated cartoons, that is 
why Moroccan Arabic has no equivalent word referring to such creatures. 
However, the illustrations included in the book clearly show that the story 
is about a half human-half fish creature. However, the images of the mer-
maids have been slightly modified. Instead of the topless, beautiful women 
with long hair and a fish tail, in this book, the mermaids wear long-sleeved 
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tops. Each mermaid wears a particular color that matches her bikini top. 
The main character, for instance, has a pink long-sleeved top. Even when 
the little mermaid loses her mermaid tail and gains legs, and dreams of 
being able to live with the prince, she is depicted wearing pink leggings. In 
fact, all the outfits depicted in the book are very decent, both the little mer-
maid and the princess wear long-sleeved top under their low-cut gowns. 
While these details are not mentioned in the narrative, the illustrator has 
probably added them to comply with the conventions of the target-culture 
system, which expect women to always cover their bodies and wear decent 
clothes. This is a clear case of cultural context adaptation. Conversely, men 
are allowed to uncover more parts of their bodies such as their chest and 
their legs. The merman who is the little mermaid’s father and the king of 
the ocean is an example of this: he is depicted sitting topless on his throne. 

 Another case in point is the change in the scene that describes the little 
mermaid saving the prince. In the source text, the little mermaid holds the 
prince’s head, strokes his hair, and then kisses his forehead several times. 
However, in this version, the little mermaid swims fast, gets close to the 
prince and holds his head out of water, then swims until they reach the 
shore. She leaves him there and hides behind a rock when she sees some girls 
walking in their direction. The most beautiful of the girls puts her hand over 
the prince’s forehead. The prince opens his eyes and follows the beautiful 
young girl. The illustration depicts different details, and portrays the little 
mermaid holding the prince’s head on her left arm and putting her right 
hand on his chest. 

 None of the characters in this story has names, which may be a sign of 
respect towards Andersen’s choice not to name the characters. One posi-
tive outcome for not naming the characters might be giving the reader the 
opportunity to identify with the physical or moral features of characters. 
Throughout the whole story, the main character is referred to as عروسة البحر /
arūsat al-baḥr/, which, as mentioned above, could be backtranslated as “the 
butterfly fish,” “the bride of the sea,” or “the doll/puppet of the sea.” The 
Sea King is rendered as ملك البحار /malik al-biḥār/, which could be backtrans-
lated as “the king of the seas.” The prince is translated in two ways: األمیر /
al-amīr/ and األمیرالوسیم/ al-amīr al-wasīm/, which can be rendered back as 
“the handsome prince.” 

 The naming of Arabic characters has undergone two major changes: one 
semantic and one syntactic. At the semantic level, the title does not mention 
that the little mermaid is a little girl. This detail implicitly appears in the 
narrative. However, the translator, sometimes, adds the adjective “hand-
some” to describe the word “prince.” At the syntactic level, the word order 
is affected when translating from English into Arabic. Cases in point are 
noun phrases, modified by adjectives. For example, the mermaid is rendered 
as a “maid of the sea,” and the Sea King is rendered as “the king of the 
seas.” This change may affect noun agreement; in English, the sea is singular 
whereas in Arabic it is plural. 
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 The second analyzed version,  ḥūriat al-baḥraṣ-ṣaɣīra , is a pop-up book based 
on Gian Luca Oliveri’s  La Sirenetta  (2012). The back cover informs the read-
ers that the translation is published by the Librairie des Ecoles under Moon Srl 
and Oak Srl’s license. For copyright purposes, the title page, the spreads, the 
back cover, and the page numbers are exactly the same as the source pop-up 
book. This accounts for the absence of any kind of additions or deletions to 
adjust the story either at the verbal or at the visual level. The little mermaid 
is depicted as a beautiful and modern-looking young girl. She has a long dark 
blue hair and large blue eyes that perfectly match the color of the blue ocean 
at the background, and her gracious body is only covered with bright fuchsia 
bras. Even when the little mermaid gets rid of her tail, her new gracious legs 
are not covered. All the page-openings are full of lively bright colorful images. 

 Obviously, aside from copyright constraints, the Moroccan editors did 
not deem it necessary to make any further adjustments to the pop-up as 
it looks attractive and the images are not shocking when considering the 
modern Moroccan ethical standards. Moreover, the content of the story has 
already been purified from grief and sorrow since, in this version, the little 
mermaid is not going to lose her lover and dissolve into sea foam. Instead, 
a little bird steals the pearl where the witch had hidden the little mermaid’s 
voice. The bird breaks it and the little mermaid recovers her beautiful voice 
and manages to marry the prince. 

 In this version, too, none of the characters has a name. In this regard, 
the translator has respected Andersen’s choice not to name the characters. 
Characters are referred to in terms of their identity. Throughout the whole 
story, the main character, the little mermaid, is referred to as  ḥūriat al-baḥr 
aṣ-ṣaɣīra  (“the little angel”/”fairy of the sea”), and the prince is rendered as 
 aṣāb  (“the young man”) and  al-wasīm  (“handsome”/“the young man hand-
some”). The Sea King is translated as الملك / al-malik/  (“the king”), and he is the 
only character to be simply rendered as the king, because all the other char-
acters’ names contain adjectives emphasizing their physical characteristics. 

 It is also interesting to observe that, in Arabic, unlike in English, there is 
hardly any possibility of using compound nouns. For example, the word “mer-
maid,” which consists of “mer” and “maid” is used as a single word. In Arabic, 
however, two words are needed,  ḥūriat  and  al-baḥr , both of which are free 
morphemes. This Arabic linguistic feature and the tendency to add adjectives 
to render some nouns as in the case of translating “prince” as  aṣāb  (“young 
man”) and  al-wasīm  (“handsome”), may affect the length of the Arabic version. 
Length may not be problematic for other literary genres, but this is not the case 
with picturebooks because the number of pages may meet length requirements. 

 Conclusions 

 This subchapter has explored the word–image interaction in the Arabic ver-
sions of  The Three Little Pigs  and  The Little Mermaid . An important ques-
tion addressed in this subchapter was the extent to which the translation 
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of a picturebook maintains the interaction between the verbal and the 
visual. The analysis has suggested that many changes and shifts occurred in 
the translation of the two picturebooks. For example, in  The Three Little 
Pigs , translators modified the names of the main characters to avoid names 
Muslims consider impure. It might be more likely that the change was initi-
ated by the Arabic publisher who re-commissioned a new illustrated ver-
sion, which the translator then accommodated to. A case in point is the 
word “pig” which has been substituted by the word “goat.” 

 Likewise, in  The Little Mermaid , the illustrator has added items to cover 
up the little mermaid and the rest of the female characters in the story to meet 
the target culture’s dress code. The aim of these changes is mainly to adjust 
the books’ verbal and visual contents to suit the norms of the target culture. 
Nevertheless, these adjustments, taking the form of substitutions, omissions, 
and/or additions, have in some cases affected the interaction between the 
visual and the verbal. They involved the verbal level but not the visual one, 
and vice versa. The omission of the image of the witch in the second version 
of  The Little Mermaid  ( ḥūriat al-baḥraṣ-ṣaɣīra)  is a telling example. 

 However, in other cases, harmony was maintained, but the changes were 
not always successful as in  The Three Little Pigs , where goats were substi-
tuted by pigs. The use of substitution and/or omission as strategies is not 
always pertinent. They may even bring about changes to the whole text. 
These changes can affect the plot, characterization, and language to make 
the text more appropriate, useful, and within the reach of children. This 
raises the issue of the criteria governing the selection of books for transla-
tion. If “pigs” or other culturally-specific items were inappropriate, why 
would the translator translate the picturebook in the first place? A plau-
sible answer is that picturebooks can be used as a means to impart a range 
of intercultural issues as well as to enrich children’s linguistic and literacy 
skill. This brings to the fore the issue of culture and audience in transla-
tion. Scholars should undertake more research in the field of translating pic-
turebooks in the Arabic-speaking world to cast light on the real needs and 
reading expectations of 21st-century young Arabic-speaking children. This 
would probably help translators select more appropriate books and avoid 
strategies affecting the verbal and/or the visual contents of picturebooks. 

 4.4  Translating the Chinese Classic  Mulan  
into Contemporary Bilingual Picturebooks 

 Xi Chen 

 Introduction 

 With a large number of foreign picturebooks being translated in China since 
2006, the field of translation studies has gradually become aware of picture-
books, a unique type of children’s literature. However, compared with the 



128 Dogs and Bulls: Translating Cultures

various studies in this field beyond China, studies on picturebook transla-
tion are rather side-lined and under-researched in China. Up to now, only 
a few monographs (Peng 2006; Hao 2009; Fang 2011) on the study of 
picturebooks are produced. Few Chinese journal papers (Yuan 2013; Zhou 
2013, 2014) specifically focus on the translation of picturebooks, and even 
fewer studies on picturebook translation have been conducted through in-
depth case analysis or innovative methodology. These reflect the limitations 
of present studies on picturebook translation in China, and meanwhile also 
provide development potential for future studies in this field. 

 Mulan is a legendary heroine in China whose story first appeared in 
“The Ballad of Mulan” during the Northern Dynasties (386–581 CE), and 
has gradually become an important classic in Chinese literature. With dif-
ferent adaptations and translations of Mulan’s legend in China and in the 
West, now the legend of Mulan has become a representative cultural text 
fused with Chinese and Western cultural features. Among these various 
adapted versions, there are a number of bilingual picturebooks with differ-
ent adaptations of Mulan’s legend, which use different narrative strategies 
and artistic styles. This study investigates how the Chinese cultural classic 
Mulan is translated into contemporary bilingual picturebooks. On the basis 
of Roman Jakobson’s (1959) classification of three types of translation, it 
examines the intralingual, interlingual, and intersemiotic translations in 
two bilingual picturebooks of Mulan’s legend, and especially explores how 
Chinese cultural features in the source texts are reconstructed in the target 
texts both verbally and visually. 

 Mulan’s Legend and Its Adaptation into Picturebooks 

 Mulan is a Chinese maiden who impersonates a man and takes her father’s 
place in a war against a fictitious Hun invasion. The earliest written account 
of Mulan’s legend is an anonymous folk ballad entitled “The Ballad of 
Mulan” during the Northern Dynasties (386–581 CE). Since the original 
work is hard to find, it is commonly acknowledged that the original text 
of this ballad comes from the anthology of lyrics, songs, and poems titled 
 Yuefu Shiji  ( Collection of Yuefu Poems ) which is compiled by Guo Maoqian 
in the thirteenth century CE. Containing 392 words and 31 couplets, this 
ballad consists of five-character phrases, with a few ones extending to seven 
or nine characters. 

 In this narrative ballad, Mulan is vividly portrayed as a courageous 
Chinese girl of filial piety. In order to stand in for her old father in the con-
scription army, Mulan disguises herself as a man and takes her father’s place 
to fight in the armed forces. After years of fighting, Mulan has won many 
battles and returns in triumph. She refuses the rewards and promotion in 
the official ranks, but wishes to go back to her hometown. After the reunion 
with her family, she takes off her male clothing and puts on her female 
clothing. When her soldier friends see Mulan in female clothing, they are 
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greatly surprised by her secret, and show their respect and admiration for 
her courage, filial piety, and achievement. 

 With various adaptations of Mulan’s legend into different artistic forms 
in China and in the West, such as books, films, TV series, dramas, musicals, 
and operas, Mulan’s legend is not only a significant Chinese classic, but also 
a representative cultural text that combines Chinese and Western cultural 
features. Amid these different adaptations, there are a number of bilingual 
picturebooks adapting, retelling, or alluding to the legend of Mulan. Some 
of these bilingual picturebooks (Yi and Guo 2007; Li 2010; Zheng 2013) 
are published by Chinese publishing houses, while some (Jiang and Jiang 
1992; Chin 1993; Lee 1995; Zhang 1998) are published by foreign presses 
in the West. 

 In this study, two bilingual picturebooks on Mulan’s legend are chosen 
as the data for case analysis.  China’s Bravest Girl: The Legend of Hua Mu 
Lan  (1993) was published by Children’s Book Press, the first independent 
press in the United States to focus on publishing children’s literature by and 
about people of color.  Song of Mulan  (2010) was published by Shanghai 
People’s Fine Arts Publishing House in China. In the bilingual foreword, it 
clearly states that this bilingual picturebook is one of the “Chinese-English 
Illustrated Series of Ancient Chinese Classical Narrative Poems,” and aims 
to “assist overseas readers to better appreciate the charm and beauty of 
Chinese poetry and Chinese paintings.” 

 Roman Jakobson’s Classification of Translation 

 The Russian-American structuralist, Roman Jakobson (1959), categorizes 
three possible types of translation within a semiotic framework in his semi-
nar essay “On Linguistic Aspects of Translation”: 

 1 Intralingual translation, or rewording, is an interpretation of verbal 
signs by means of other signs of the same language; 

 2 Interlingual translation, or translation proper, is an interpretation of 
verbal signs by means of some other language; and 

 3 Intersemiotic translation, or transmutation, is an interpretation of ver-
bal signs by means of signs of nonverbal sign systems. (Jakobson [1959] 
1966, 233). 

 In a strict sense, intralingual translation is not translation, but rather relies 
either on the use of synonyms or circumlocution in order to reword a mes-
sage in the original language (Shuttleworth and Cowie 2004, 87). Examples 
of intralingual translation would include simplifying a technical text for non-
specialist readers, or adapting an ancient classic for contemporary children. 
In this study, Mulan’s legend in picturebooks not only translates the classical 
Chinese into modern Chinese, but also adapts the narrative of the ancient 
ballad into stories for contemporary children to understand. Therefore, 
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different adaptations of Mulan’s legend in Chinese texts are regarded as dif-
ferent intralingual translations of “The Ballad of Mulan.” Interlingual trans-
lation corresponds to what is usually understood as translation. Intersemiotic 
translation is not translation in the standard sense, but transmutation of a 
verbal message into another medium of expression (Shuttleworth and Cowie 
2004, 86); for example, from the verbal medium into the musical medium, 
pictorial medium, cinematographic medium, and so on. 

 This subchapter will now move on to analyze the selected picturebooks 
from the perspective of Jakobson’s types of translations; in other words, 
from intralingual, interlingual and intersemiotic angles. The data from the 
two bilingual picturebooks are divided into verbal and visual materials. 
Verbal materials refer to the Chinese and English texts in the picturebooks, 
with the Chinese texts being the source texts and the English texts being the 
target texts. In the analysis, visual materials refer to the images of Mulan in 
different settings. 

 Intralingual Translation in the Source Texts 

 In this section of the subchapter, the source texts in the two bilingual pic-
turebooks are transcribed and a comparative analysis is conducted to inves-
tigate different adaptations through their text forms, characters, plots, and 
linguistic features. The source text in  Song of Mulan  (2010) is an excerpt 
from the original Chinese ballad. “The Ballad of Mulan” is composed in 
the form of  Yue-fu  poem, a kind of classical Chinese poetry that belongs to 
folk song lyric in ancient China. It is written in a five-character form, with 
natural and lively language as well as flexible rhyme. Therefore, in general, 
it is colloquial, repetitive, and easy to read. Meanwhile, it usually contains 
detailed narrative, a rich storyline, as well as specific and lively characters. 

 The characters involved in  Song of Mulan  are Mulan, her father, her 
mother, the emperor, her sister, her little brother, and her comrades-in-arms. 
In the development of the story, there are three important stages: Mulan in 
female clothing at the beginning of the story, Mulan in male clothing to take 
her father’s place in the conscription army, and Mulan changing back into 
female clothing when she returns from the battlefield. However, no details 
on Mulan’s army life are described in the ballad. This gap provides enough 
potential and creative space for the later adapted versions. Besides, at the 
end of the ballad, a metaphor is used in the concluding sentences: 

 雄免脚扑朔，雌兔眼迷离。双兔傍地走，安能辨我是雄雌？ 
 (“The male rabbit likes kicking its feet, and the female rabbit usually 
squints. When two rabbits are running side by side, who can tell which 
is male and which is female?”) 

 This tactfully answers the mysterious question how Mulan can disguise her-
self as a man to join the army instead of her father and live in the army for 
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twelve years without her identity being found out, which is a fascinating 
and impressive ending of the story. Even a Chinese four-character idiom 
“扑朔迷离 (Pu Shuo Mi Li)” is derived from this metaphor which refers to 
the situation in which things are particularly complicated and difficult to be 
identified. 

 In contrast, the source text in  China’s Bravest Girl: The Legend of Hua 
Mu Lan  (1993) is adapted into a special form: Pipa lyric, a kind of folk song 
lyric with the similar form of classical Chinese poetry. Pipa, or lute, is a kind 
of traditional plucked instrument in East Asia with a history of more than 
two thousand years. The earliest instrument known as “Pipa” appeared in 
the Qin Dynasty (221–207 BCE) of China. The Tang Dynasty (681–907 
CE) was the peak period of the development of Pipa. Pipa can be found in 
the court orchestra as well as in folk songs, and it became a very popular 
musical instrument in China. Some Pipa music focuses on the narrative to 
develop the story with realistic and vivid plots, while some concerns the 
emotion to express the inner activity or alluring artistic conception with 
touching melody or beautiful tones. 

 Pipa lyrics belongs to a kind of folk song lyrics in ancient China in which 
the Pipa player usually narrates stories or expresses his emotions. In this 
adapted version, Mulan’s legend is told through the Pipa player’s singing. 
The story begins when the emperor calls the Pipa player to sing a song of 
old times, and it ends when the emperor awards a ring of gold to the Pipa 
player for his good singing. Through the Pipa player’s singing, the legend of 
Mulan, whose bravery saves the nation, is loved by the Chinese people and 
is retold from generation to generation. Owing to the musicality of Pipa lyr-
ics, the source text sounds catchy and rhythmical, and preserves the poetic 
form in the original ballad to some extent. 

 The characters involved in this adapted version include the emperor, the 
Pipa player, Hua Mu Lan, her father, her mother, the enemy, and her com-
rades-in-arms. In the story, some added details on Mulan’s army life enrich 
the content of the story, for example: 

 旭日东升号角亮，漫山遍野敌兵狂，万箭齐发如骤雨，我军溃退难抵
挡。‘中华好汉跟我来！’互听一声惊雷响。木兰号召众弟兄，冲锋陷阵
敌胆丧。 
 (“The morning sun rises in the east with the loud army horn. The 
enemy invades all over the mountains and plains. Ten thousand 
arrows shoot at once like heavy shower. Our army retreats in disor-
der. Suddenly a shout is heard: ‘Brave men of China follow me!’ Mu 
Lan calls on her comrades to rush into the enemy ranks and break the 
battlefront.”) 

 The scene describes Mulan’s brave performance in the battlefield and how 
she calls on her comrades-in-arms to fight against the enemy. In the scene 
where Mulan changes back into female clothing when she returns home, a 
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metaphor is added, which skillfully compares Mulan’s disguise as a man in 
the army to the pearl hidden in the oyster: 

 海洋会是珠贝家，珠贝会把珍珠藏；浑身盔甲磷光闪，会把巾帼英雄藏！ 
 (“The ocean is the home of the oyster. The oyster hides a pearl. Bright 
armor and helmet hide the Chinese heroine.”) 

 Moreover, when Mulan appears in front of her comrade-in-arms in female 
clothing, he is surprised and even expresses his admiration and love to her: 

 我们曾经肩并肩，紧握刀枪打豺狼，顶天立地逞英豪，你最勇敢最刚强！
共度多少险和苦，救命之恩永难忘；朝夕相处情谊深，你我何不配成双？ 
 (“We used to fight shoulder to shoulder, with our hands griping swords 
and spears to attack the enemy. You are the bravest and strongest war-
rior I have met who is able to hold up the heavens and to support the 
earth. We have lived through many risks and sufferings, and I will never 
forget your life-saving grace. Being together from morning to night in 
the army, we have been best friends. Why not become husband and 
wife?”) 

 Mulan responses to the comrade’s love and says: 

 如果要我嫁给你，从此关系不寻常，作为朋友你尊重，待妻能否一个样？ 
 (“If I become your wife, our relationship will be different. You respect 
me as a friend. Will you treat your wife in the same way?”) 

 Then the comrade answers and makes a proposal to Mulan: 

 如果我俩结连理，夫妻恩爱胜鸳鸯！今日且把婚期定，宴请乡亲共举觞。 
 (“If we get married, we will become an affectionate couple like manda-
rin ducks. Now let’s set the wedding day and invite the villagers to our 
wedding banquet.”) 

 In ancient China, marriage is arranged by parents’ order and matchmakers’ 
words. Young men and women are not allowed to express affection in pub-
lic, let alone arrange their marriage without the permission of parents. This 
adaptation violates Chinese traditional culture and finally arranges a happy 
ending of marriage to Mulan’s legend, which might show the westerners’ 
understanding and expectation of Chinese women’s fate. 

 Interlingual Translation in the Target Texts 

 In this section, a verbal analysis between the Chinese source text and the 
published English translation is conducted, including the analysis of transla-
tion strategies and methods used in the picturebooks. For the convenience of 
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comparison, a direct English translation of the Chinese original is provided 
by the present author. 

 Example 1 

 “(kāi); (wǒ);  (dōng); (gé); (mén);
开 我  东 阁 门，        

(zuò); (wǒ);  (xī); (gé); (chuáng);
坐  我  西 阁 床。         

(tuō); (wǒ);  (zhàn); (shí); (páo);
脱  我  战 时 袍，         

(zhù); (wǒ);  (jiù); (shí); (cháng);         
著  我  旧 时 裳。”

(dāng); (chuāng); (lǐ); (yún); (bìn);       
当  窗  理 云 鬓，

(duì); (jìng); (tiē); (huā); (huáng);        
对  镜  帖 花 黄。

 Direct Translation 

 “I open the door of my east chamber, 
 And sit on the bed of my west chamber. 
 I take off my war uniform, 
 And put on my former dresses.” 
 By the window she combs her cloud hair, 
 And in the mirror, she pastes Hua Huang. 

 Published Translation 

 “I open my chambers east and west, 
 And on my bed I sit with zest; 
 I doff my mantle for the war, 
 And put on dresses as before.” 
 She combs by window her cloud hair, 
 And mirror finds her brow decked fair. 

 Example 1 describes the scene when Mulan changes back into female cloth-
ing when she returns home in  Song of Mulan  (2010). In this picturebook, 
Chinese  pinyin —the official romanization system for Standard Chinese 
in mainland China—is marked on each Chinese character. In the Chinese 
source text of Example 1, 云鬓 (Yun Bin) and 花黄 (Hua Huang) are cul-
ture-specific words that are loaded with specific cultural background infor-
mation: 云鬓 describes the ancient lady’s beautiful hair style and 花黄 refers 
to a kind of facial ornament of ancient Chinese women. In the published 
English translation, Mulan’s preparation for the changing of female clothing 
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is told in the first-person narration. The parallel structures “I open my . . . 
and . . .” and “I doff my . . . and . . .” correspond to each other, and mean-
while “west,” “zest,” “war,” “before,” “hair,” and “fair” form the rhymes/
est/, /ɔː/, and /eə/, which preserves the poetic form of the ballad. 

 In addition, a detailed note about the translation of “花黄” (Hua Huang) 
as “brow decked hair” is added in the following note: “Fashion had it that, 
during the Later Wei Dynasties (493–556), females other than those in an 
imperial palace were only allowed to paint the face and brow with yellow 
and black colors, though they had been free to use red and dark green colors 
before, according to Yu Shenxing’s  Gushan’s Skectches  ( Gushan Bizhu ).” 
This note introduces the historical background of the custom of using brow 
decked hair in detail, which helps foreign readers understand this culture-
specific word in Chinese. 

 Example 2 

 冰天雪地征衣寒， 
 千军万马气势壮， 
 野营帐篷灯一片， 
 篝火熊熊映月光。 
 旭日东升号角亮， 
 漫山遍野敌兵狂， 
 万箭齐发如骤雨， 
 我军溃退难抵挡。 

 Direct Translation 

 A world of ice and snow freezes the military uniform. 
 Thousands upon thousands of troops and horses create strong morale. 
 Camping tents are like lighted lanterns, 
 while the burning campfire is shining upon the moonlight. 
 The morning sun rises in the east with the loud army horn. 
 The enemy invades all over the mountains and plains. 
 Ten thousand arrows shoot at once like heavy shower. 
 Our army retreats in disorder. 

 Published Translation 

 She joins ten thousand soldiers 
 camped in the moon-lit snow. 
 Their tents shine like lanterns 
 lit by the campfire glow. 
 The morning light brings the battle. 
 The invaders take the field. 
 Enemy arrows find their mark. 
 China’s line begins to yield. 
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 Example 2 depicts the fighting details in Mulan’s military life in  China’s 
Bravest Girl  (1993). In the example, the picturesque description of the 
battlefield is added with the use of many Chinese four-character expres-
sions, such as 冰天雪地 (“a world of ice and snow”), 千军万马 (“thousands 
upon thousands of troops and horses”), 篝火熊熊 (“burning campfire”), 
旭日东升 (“the morning sun rises in the east”), 漫山遍野 (“all over the 
mountains and plains”), 万箭齐发 (“ten thousand arrows shoot at once”), 
and 冲锋陷阵 (“rush into the enemy ranks and break the battlefront”). 
These Chinese four-character expressions not only strengthen the expres-
sive force of the source text, but also improve the readability of the Pipa 
lyrics. If all these four-character expressions are translated in detail, the 
poetic form of source text in Example 2 might not be well kept in its pub-
lished translation. 

 With omission and restructuring, most of these four-character expres-
sions are restructured into simple sentences. For example, the source text 
expression 冰天雪地征衣寒，千军万马气势壮 (“A world of ice and snow 
freezes the military uniforms. Thousands upon thousands of troops and 
horses create strong morale.”) is restructured into a simple sentence: 
“She joins ten thousand soldiers camped in the moon-lit snow.” Further, 
the phrase 旭日东升号角亮，漫山遍野敌兵狂 (“The morning sun rises in 
the east with the loud army horn. The enemy invades all over the moun-
tains and plains.”) is translated into two short sentences: “The morn-
ing light brings the battle. The invaders take the field,” in which the 
translation of detailed expression is omitted and only the basic meaning 
is conveyed. Meanwhile, “snow,” “glow,” “field,” “yield,” “me,” and 
“sea” form the rhymes of /əʊ/, /iːld/, and /iː/, keeping the poetic form in 
the translation. 

 Intersemiotic Translation between Verbal 
and Visual Materials 

 With the transformation of verbal information into nonverbal informa-
tion, or vice versa, intersemiotic translation is a complex process as it 
not only involves “the characterization of the rules governing the types 
of signs under consideration, but also the analysis of both media as 
source and target works” (Pereira 2008, 105). In picturebooks, the writ-
ten texts are often created first and then images are derived from them. 
Therefore, the written text can be regarded as the source work, and the 
image as the target work. In this study, verbal materials are regarded as 
the source text and visual materials as a kind of intersemiotic transla-
tion of the source text. Then how are the verbal materials translated 
into visual materials in the two bilingual picturebooks? In this section, I 
analyze two particular ways through which the visual can translate the 
verbal in picturebooks. 
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 1.  Selectively Reproducing the Verbal Elements 
in the Visual Materials 

 In the intersemiotic translation between verbal and visual materials in pic-
turebooks, information loss will inevitably occur because the illustrators 
may selectively choose certain visual signs in the image to represent the 
verbal elements. Sometimes, a particular part of the character is used to rep-
resent the whole body, like a window to represent a house or some objects 
to represent a specific scene. By selectively reproducing the verbal elements 
in visual materials, verbal elements can be translated into visual elements. 
Although there is some information loss in this process, the basic informa-
tion is expressed in the visual materials, which is like communicative trans-
lation to some extent. 

 One example is the image of Mulan in female clothing at the beginning 
of  China’s Bravest Girl  (1993). In this picturebook, the verbal texts are 
arranged on the verso page and an image on the recto page. Alongside the 
image of Mulan in female clothing, there are three stanzas of Pipa lyrics. 
The first stanza illustrates the scene of Mulan weaving in the room; the 
second stanza tells the information that her father’s name is on the con-
scription list and he has to join the army; the third stanza introduces the 
present situation of enemy invasion and fighting preparation. However, in 
the image of Mulan in female clothing at the beginning of this picturebook, 
only the scene of Mulan sitting beside a loom and weaving is portrayed, 
which represents the verbal elements in the first stanza. The verbal elements 
in the second stanza are totally omitted in the picture. With the sub-setting 
of a window through which soldiers, horses, banners, and flags can be seen, 
verbal elements in the third stanza are partially reproduced. In this way, it 
shows that verbal elements can be translated into visual elements by selec-
tively reproducing the verbal elements in the visual materials. 

 2.  Adding Implied Information in the Visual Materials 
through Visual Paratexts 

 In the interlingual translation, adding notes is a frequently used method 
to supplement the information that cannot be fully expressed in the main 
text. For instance, the translation of academic, historical, or cultural texts 
sometimes involves the interpretation of background information, termi-
nology, or culture-specific words. On this occasion, notes are usually used 
to supplement such implied information in the text in the form of a foot-
note or endnote. These notes can be regarded as the verbal paratexts in 
translation. 

 The notion of paratext comes from Gerard Genette, who regards it as a 
threshold of interpretation because it “constitutes a zone between text and 
off-text” (1997, 2). Paratexts refer to various kinds of text complementary 
materials, including verbal paratexts and visual paratexts. The verbal para-
texts usually refer to the footnote or endnote, the preface and foreword, the 
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introduction and the epilogue or afterword, the index, titles and subtitles, 
chapter synopses, the blurb on dust jacket and flap, and so on (Pellatt 2013, 2). The 
visual paratexts include illustrations (photos, images, tables, charts, and dia-
grams), dust jacket design, fonts, layout, and so on (ibid.). Paratexts in transla-
tion generally provide important background material for the translated text 
and therefore give readers a bigger picture of the translation in question. 

 In  Song of Mulan  (2010), added images as visual paratexts are widely used 
in the intersemiotic translation between the verbal and visual. In this picture-
book, the written texts are printed on the verso page and the images corre-
sponding to the texts are on the recto page, with a simple and helpful bilingual 
introduction of the ballad below each image. Throughout this picturebook, six 
small images are added alongside the verbal materials on the verso page. These 
small images are closely related to the images of Mulan on the recto page as 
well as the historical background of Mulan’s legend, such as the image of a 
plan of marketplace copied from a brick relief of the Eastern Han Dynasty, 
the image of a pottery figure of a military officer in the Northern Dynasties, the 
image of a cavalryman of the Northern Dynasties copied from the Dunhuang 
murals, the image of the God of the Sun or the Winged Man copied from a 
brick relief, and so on. For instance, in the image of Mulan in male clothing, 
when she joins the army, a little image of a pottery figure of a military officer 
with bilingual introductions is added alongside the verbal texts. 

 In this study, the bilingual introductions are regarded as the verbal para-
texts, while the images are regarded as the visual paratexts. The bilingual 
introductions say that this is a pottery figure of a military officer in the 
Northern Dynasties, which is also the historical period when the legend of 
Mulan happened. Through the supplementary picture, the western read-
ers may find it easier to understand the lives and social customs of ancient 
China. In addition, in the image of Mulan when she changes back into 
female clothing, there is also a little image of a bronze mirror with bilin-
gual introductions alongside the written texts on the verso page. The bilin-
gual introductions introduce the custom of using bronze mirrors in ancient 
China, and the image of a bronze mirror corresponds to the one in the image 
of Mulan on the recto page. With these verbal and visual paratexts, read-
ers are provided with more knowledge about the lives and customs of the 
people in the same historical period of Mulan. 

 Conclusions 

 Analyses of intralingual, interlingual, and intersemiotic translations in the 
two bilingual picturebooks shows that different strategies and methods are 
adopted to deal with cultural features both verbally and visually. These 
different strategies and methods represent different Mulan narratives and 
demonstrate different Mulan images. Meanwhile, one possible factor behind 
these differences may be the different target readerships of these two bilingual 
picturebooks. 
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  Song of Mulan  is targeted at a general readership both in China and in 
the West, especially with the aim of helping overseas readers better appreci-
ate the charm and beauty of Chinese poetry and paintings. Therefore, there 
are many details concerning cultural transmission in this picturebook, such 
as the marking of Chinese  pinyin  on the Chinese texts, notes about the 
culture-specific words in English, and the added images with their bilin-
gual introductions as the verbal and visual paratexts. These details not only 
help foreign readers know more historical and cultural information about 
ancient China, but also reflect the designer and publisher’s efforts in the 
transmission of authentic Chinese culture. 

 Published by a multicultural children’s book publisher in the United 
States,  China’s Bravest Girl  (1993) is targeted at foreign juveniles to intro-
duce Mulan’s legend and Chinese culture, with the mission of multicultural 
transmission. In this picturebook, the Chinese text is adapted into a spe-
cial form of Pipa lyrics, in which Mulan’s legend is told through the Pipa 
player’s singing. In the English translation, the poetic form is well preserved 
with rhymes and parallel structures, and simple words are used to make the 
English translation colloquial, which corresponds to the similar readability 
and rhythm of the original ballad. These strategies and methods demon-
strate that the picturebook is aimed at juvenile readers in the target culture, 
as well as the designer and publisher’s preference of representing an image 
of Mulan with a balanced combination of Chinese and western cultures. 

 Finally, this study reminds us that the translation of picturebooks with dis-
tinct cultural features requires translators, illustrators, and even publishers and 
book designers to think about the target readership and choose proper strate-
gies and methods to deal with cultural features both verbally and visually. 

 4.5  Translating the “Sense of Place” in 
Travel Books for Children 

 Camila Alvares Pasquetti and Lincoln Fernandes 

 Introduction 

 In an article entitled “No red buses, please: international co-editions and the 
sense of place in picturebooks,” Martin Salisbury (2006) criticizes the des-
perate mechanism used by the international picturebook market to increase 
sales. As an experienced artist, illustrator, and educator, Salisbury observes 
that, in search of a new big seller, illustrators and authors of co-editions are 
being asked to avoid “all ‘local’ visual references in their art works” (2006, 8). 
Bears, lions, and crocodiles are preferred rather than local animal characters. 
Similarly, urban settings become bland and generic, being deprived of the 
architectural details that indicate their origins. In this context, the specificities 
of the places represented in international co-editions have to be “translated,” 
that is, cultural references need to be adapted “in order to be accepted to 
international audiences” (2006, 10). 
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 If, on the one hand, there is a tendency to erase the “sense of place” in 
modern picturebooks, on the other, there is also the possibility of finding pub-
lications that aim at introducing locales to children. This is the case of the  Not 
for parents  book series, which describes places of the world, their history and 
culture. The books have been sold by Lonely Planet since 2011 in bookshops, 
newsstands, and at the company’s website in different languages. Each vol-
ume of the  Not for parents  series is dedicated to a place or to a theme related 
to travel and exploration. The first books published were the city series:  New 
York City ,  London ,  Rome , and  Paris  in English (Figure 4.3). 6  

 Figure 4.3  Not for Parents city series covers. New York/London/Paris/Rome: Every-
thing you ever wanted to know. 

 Reproduced with permission from  Not for parents  Lonely Planet Kids series © 2011, Lonely Planet. 



140 Dogs and Bulls: Translating Cultures

  The  Not for parents  book series is the product of a “co-edition,” defined 
by Salisbury as “a book published jointly by different publishers in more 
than one country” (2006, 7). Because they are similar to adult guidebooks 
(although more heavily illustrated), these books can be viewed as an intrigu-
ing example of how cultural references are translated. 

 The  Not for parents  series does not figure on any list of best sellers or 
award nominees, nor are they present in online catalogs of most school 
libraries. The British National Bibliography refers to the books’ subjects by 
the keywords of “miscellanea,” “juvenile literature,” and the city in their 
titles. The collection is classified by the Brazilian Book Chamber by the key-
words of “Literatura Infantojuvenil” (Children’s Literature in Portuguese, 
which includes young readers), “History,” and the name of the city they 
portray ( Paris, Londres, Nova York or Roma ). The Spanish versions of 
the books do not offer any kind of classification, but the catalogue of the 
National Library of Spain classifies the books using the following tags: 
the name of the place ( Paris, Londres, Nueva York, Roma ), “guidebook” 
( Guías turísticas ), and “children’s books” ( Libros infantiles ). 

 Culture-Specific References in Translation 

 The information contained in the whole series is presented as a collage of 
short texts and a myriad of images of different styles. Culture-specific ref-
erences seem to dominate the verbal and visual elements of the books. To 
Javier Franco Aixelá (1996), the term “culture-specific items” includes the 
description of habits that are “alien” to the receiving culture (57). These 
items are associated with (but not restricted to) local institutions, streets, 
historical figures, place names, personal names, periodicals, works of art, to 
name but a few (see also subchapter 3.5). 

 In her book  Translating Children’s Literature , Gilliam Lathey (2016) 
dedicates an entire chapter to the translation of names, cultural markers, 
and intertextual references. Lathey revises ongoing debates on how much 
translators should act as “cultural mediators” and adopt a “pragmatic 
degree of adaptation” so that difficult and unfamiliar references do not 
alienate children from their reading process (37). For the purpose of this 
subchapter, we use the expression “culture-specific references” after Riitta 
Oittinen’s lead (2008, 79). 7  This is because the word “reference” includes 
an allusion to something else, rather than figuring as an “item” of a list (as 
in Franco Aixelá’s definition). Although we describe different examples of 
culture-specific references, they are viewed here as parts of the whole mes-
sage that the books convey through their verbal and visual presentation. As 
Oittinen reminds us (2003, 132), “The visual is the context of the words, 
and the other way around: when translating picture books, it is this totality 
of the verbal and the visual that is translated.” 

 In Brazil, several scholars have also argued about the importance of visual 
aspects in children’s book production and criticism. In 1987, Nelly Novaes 
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Coelho observed that images in the 20th century are decisive to the success of 
a character in children’s literature. She refers to the triumph of three means of 
communication that helped establish the “empire of the visual” and increase 
the speed of reading: cinema, television, and the printing press (1987, 29). 
Graça Ramos more recently remarked that “the world of illustration, as well 
as the technological advances in computing and the graphical sophistication 
of current times uses a wide array of resources” (2011, 26, our translation). 
According to Ramos (2011, 30), children born from the late 1980s onwards 
are immersed in an audiovisual culture with constant visual stimuli, reinforc-
ing the strong presence of the visual element in Children’s Literature. 

 The culture-specific verbal and visual references analyzed in this subchap-
ter are animal names, place names, and intertextual references (for example, 
verbal links with literary works, movies, games). In order to situate the 
context of production of the series, we first present some information about 
the  Not for parents  context of production. Although we are aware that the 
study of a global co-edition demands an analysis of translation into differ-
ent languages, we will focus on the translations from English into Brazilian 
Portuguese and Spanish in order to compare some translation practices in 
these neighboring languages. 

 An International Business 

 The  Not for parents  series has been so far translated and published in at 
least fourteen languages. 8  The number of volumes selected to be translated 
into each language is varied (see the names of titles in English in note 6). In 
Brazilian Portuguese, Slovenian, and Turkish, for instance, only these four 
books from the city series have been translated:  Paris ,  Rome ,  London , and 
 New York . In Spanish, other titles from the series include  Berlín ,  Barcelona , 
 E.E. U.U . (USA),  China ,  Viajar por el mundo  (published in English as  The 
Travel Book ),  Cómo ser un cazador de dinosaurios  (published in English as 
 How to be a Dinosaur Hunter ), and  El libro del buen explorador  (published 
in English as  How to be a World Explorer ). 

 The titles of the books may vary greatly from one language to another. 
In its translation to Portuguese and Spanish  Not for parents: Everything 
you ever wanted to know  became, respectively  Proibido para adultos: Tudo 
o que você sempre quis saber  (“Forbidden for adults: everything you ever 
wanted to know”) and  Mi primera Lonely Planet: Grandes secretos para 
pequeños viajeros  (“My first Lonely Planet: Great secrets for small travel-
ers”). While the Portuguese translation ironically forbids adults to read the 
books, the Spanish translation concentrates on selling children their first 
guidebook. 

 For this international production, the renowned travel guide publisher 
Lonely Planet joins a Swedish media company, Weldon Owen. When the 
books were first published in 2011, Lonely Planet belonged to BBC Worldwide 
and, since 2013, it has been a propriety of the American company NC2 
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Media. Weldon Owen, however, receives the credit for the books’ creation. 
In translation, these co-productions are signed by local publishing houses or 
media clusters. The Brazilian co-editor is  Editora Globo , the largest local 
media conglomerate. In Spanish, the co-editor is  Geoplaneta , a brand of 
 Grupo Planeta , the eighth editorial group in the world, which produces and 
manages of a great variety of communication content (Geli 2015). 

 The name of the Australian author, Klay Lamprell, appears on the first 
page of each book. On the last page of the English version of the books, 
one can see a list of credits for twelve people and their specific roles under 
Weldon Owen’s auspice. This list includes, for instance, different direc-
tors, editors, a designer, and an image manager. As an international co-
edition, many people are involved in the decision-making process of the 
books. These mediators, which are understood here as  agents of translation , 
include translators, editors, revisers of proofreaders, and other mediators 
who modify the text (Milton and Bandia 2009, 1). 

 In their translation into Brazilian Portuguese, the list of agents includes 
seven names from the local publishing house,  Editora Globo . Among these 
names, there are a translator, a proofreader, and an art editor. In Spanish, 
though, these lists are omitted, and the translator, together with  Editorial 
Planeta  and Weldon Owen, own the copyrights. These lists (though more 
explicit in Portuguese and English than in Spanish) suggest that it is complex 
to refer to decisions taken exclusively by translators 9  when there are many 
people involved in the co-editions. 

 The Readers of the Not for Parents  Series  

 Travel books for children, in fact, aim at readers of different ages. Unlike 
regular guidebooks, which are “perishable commodities” (Wheeler and 
Wheeler 2007), they do not have to be updated so quickly, since they do 
not list prices nor indicate restaurants or hotels. Through  Not for parents  
books, children and their parents (to whom the books are supposedly not 
addressed) can read about their next destination or simply enjoy some arm-
chair traveling. The task of the agents of translation here is to help render 
this multimodal assemblage of cultural references into something compre-
hensive and enjoyable to kids and adults of different cultures. 

 A 2011 entry to the Lonely Planet blog reads, “We released our new ‘Not 
For Parents’ series—for budding travel lovers 8 and up.” 10  The word “up” 
shows that the product is directed to a broad audience. Adult travelers who 
are used to seeing the Lonely Planet logo on guidebooks, magazines, TV 
shows, and other online media products may be attracted to the company’s 
brand, as the logo is an important visual reference and can add value to the 
books. There is then a strong appeal both for children and adults to buy and 
read the  Not for parents  series. 

 Lathey (2016, 16) explains that this “dual address” is an important char-
acteristic of children’s literature. Children’s authors often write for adults as 
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well, producing “layers of meaning” or divergent readings (ibid.). Examples 
of “layers of meaning” in the  Not for parents  series are abundant if we 
observe, for instance, historical and intertextual references. In the  London  
book, the chapter “Groovy Baby” (in Portuguese  Capital da Moda  (“the 
fashion capital”), and in Spanish  La Psicodelia  (“psychedelia”) shows 
images of the Austin Powers movie series, introduces the story of the film 
and informs about the fashion of the 1960s. For those not familiar with this 
moment in history, this chapter comes as an introduction to something new, 
while it appeals to older readers’ memories as they may somehow identify 
with the “swinging London” era. 

 Jam-Packed Hybrid Collages 

 In the  Not for parents  series, images of shops, foods, maps, popular movie 
scenes, famous people, and artwork are combined in a hybrid composition 
which fuses magazine and comic book layouts. The volumes are 21×16 cm, 
which is smaller than a regular size magazine and thicker than most printed 
travel guides. They contain 96 vividly colored pages. Their glossy paper 
stands out when compared to regular guidebooks for adults produced by 
Lonely Planet, which are printed on more opaque paper. The covers of the 
Spanish and English versions are embossed, while the Brazilian is not. 

 Since every two pages present a new, independent topic, readers can fol-
low a non-linear narrative path, going straight to their topic of interest (be it 
sports, historical events, fashion, food habits, and so on). At the end of each 
chapter, a magnifying glass with the words “Want more?” introduces read-
ers to other hypertexts such as websites about landmarks, museums, films, 
and so on. Most of these websites are written in English only, so there is 
parenthetical information in Portuguese indicating their original language—
which does not happen in the Spanish version. 

 The different styles of the illustrations help create these jam-packed 
hybrid collages full of paintings, photographs, maps, and computer and 
freehand drawings. Some characters in the drawings or images make jokes 
or express thoughts through speech bubbles. As characters refer to each 
specific chapter, they are not repeated throughout the books. Colored 
frames help join or separate visual and verbal elements. Many of the 
images in the books are credited to photography websites, art libraries, 
and art agencies. 

 There are minimal visual alterations between editions in different lan-
guages. A certain stiffness, therefore, can be observed in the graphic design 
(except for the content of the reference page and the flaps, which advertise 
other books of the series). This fixed layout is a characteristic of modern 
co-edited picturebooks, as Lathey reminds us: 

 Because of the expensive color printing involved, modern picturebooks 
are often co-productions between publishing houses in different countries, 
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with text in the appropriate language inserted at the last stage of the printing 
process. 

 (2016, 58) 

 Likewise, Oittinen (2008, 133) suggests that in co-prints, only written texts 
can be modified while illustrations are left untouched, which makes the 
translators’ task more difficult (for co-prints, see also subchapter 3.2). Still, 
it is possible to find examples of how translators and other agents overcome 
limitations and use images to their advantage. 

 Breakfast in London 

 An example of a description of food translated with the help of images is 
in the chapter “Belly Up!” in this excerpt of the book  London  (2011, 9) 
(Figure 4.4). 

  In the Brazilian Portuguese translation, one can read 

  Feijão sem arroz  
  Alguns londrinos começam o dia comendo feijão . . . acompanhado de ovos 
fritos, bacon, torradas e chá!  
 (“Beans without rice/Some Londoners start their day having beans . . . with fried 
eggs, bacon, toast and tea!”) 

 The wordplay of the title “Bean there” is translated into “Feijão sem 
arroz” (“Beans without rice”). The inspiration for the Portuguese version 
here clearly came from the image. In this case, translators and other agents 
explore the fact that, to the Brazilian eye, beans served without rice is very 

 Figure 4.4 An example of British food.  Not for parents: London , 9. 

 Reproduced with permission from  Not for parents  Lonely Planet Kids series © 2011, Lonely 
Planet. 
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unusual. In order to add a touch of surprise to that cultural habit, ellipsis 
and an exclamation mark were added to the Portuguese text, and a change 
of subject is expressed in the word  londrinos  (“Londoners”), as if talking 
about the “other.” The Brazilian Portuguese version reinforces cultural 
differences, therefore, by recreating a joke based on the visual elements. 
However, as there are always gains and losses in translation, in this instance 
the Brazilian audience loses the information about the cooking process, in 
other words, that the beans are  baked . 

 This same excerpt in Spanish shows different solutions for the translation 
of culture-specific references: 

  !Buenos dias!  
  Para empezar el día como un auténtico londinense, nada mejor que tomarse un 
buen plato de alubias con huevos, bácon, tostadas y té.  
 (“Good morning!/To start the day as an authentic Londoner, there is nothing 
better than having a good plate of beans with eggs, bacon, toast and tea.”) 

 In the Spanish translation, the humor present in the original title is lost, 
and the verbal text even contradicts the image, as there are no eggs, bacon 
or toast on it. Moreover, Spanish readers also do not have the informa-
tion that the beans are baked but, differently from the text in Portuguese, 
it is suggested that they try out a local morning custom. Curiously, two 
culture-specific references show that the Spanish translation has little to 
do with Latin America: the noun  alubia s (“beans”), in Mexico, Colombia, 
and Cuba known as  frijoles , in Argentina and Chile as  porotos ; and the 
verb  tomarse  (“to have”) instead of “comer,” which is more common in 
Argentina. 11  

 Local Animals 

 As mentioned above, another challenge in the translation of culture-specific 
references has to do with animals. Most of the animals pictured in the  Not 
for parents  city series are familiar to the readers of international picture-
books. That is the case of rats, fish, cats, dogs, lions, and elephants, which 
are repeated in different city books. But apart from these usual animals, 
there are also references to more specific ones, as can be seen, for example, 
in the chapter “It’s a jungle out there” of the book  New York  (26–27), trans-
lated as  Selva de concreto  (“Concrete jungle”) in Portuguese and  Esto es la 
jungla  (“This is the jungle”) in Spanish. 

 The chapter presents animals living in New York: an eagle, bats, a coy-
ote, a deer, a rat, and, at the bottom of the two pages, a beaver and a musk-
rat, each inside a heart frame, as if they were in love. In the three languages, 
the muskrat is called “Jose” (in Portuguese  José ), while the beaver is called 
“Justin.” The title of this part of the chapter is “Just-in Beaver” in reference 
to the singer Justin Bieber and also to the beaver being new in town. These 
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wordplays are lost in both translations. In Portuguese and Spanish, respec-
tively, this title is translated to  Castor Celebridade  (“Celebrity Beaver”) and 
to  Jose el Castor  (“Jose, the Beaver”). Below the hearts with the images there 
is a description of each animal ( rato almiscarado  and  castor , in Portuguese 
and  rata almizclera  and  castor , in Spanish). This verbal indication of the 
type of animals, their images, and made up stories help readers learn about 
local animals, although with less fun than in English, as the number of puns 
is reduced. 

 As a second example, in the chapter “Animal Kingdom” of the  London  
book (2011, 76–77), there is a sloth, a jaguar, a canary, an elephant, and 
two black beavers (which, in fact, look brown) in the same drawing. The 
verbal text beside the animals explains that they were given to the British 
queen as a gift (2011, 77). The translation of the animal’s names may not 
be problematic, as sloths are well known in Portuguese as  bicho-preguiça  
and in Spanish as  perezoso . What may seem funny to the Brazilian or the 
Caribbean audience (who may be more acquainted with the animal) is the 
way the sloth is portrayed in the image: it looks like something between a 
wolf and a bear, probably not recognizable if isolated from the verbal text 
next to it. Here, the image of the animal presents inaccurate details, while 
the verbal text and its translation help identify the sloth in the image. 

 Foreign Places 

 Place names, or toponyms, can be broadly defined as “the names given to 
the surroundings delimiting the settings of a narrative” (Fernandes 2013, 
140). The chapter “Shop the Champs Elysées” of the  Paris  book (62), (in 
Portuguese  Compras na Champs-Elysées  and in Spanish  De compras por 
los Campos Elíseos ), presents another case in point for the study of these 
culture-specific references. We can see from their titles that the French name 
of the avenue was kept in English and Portuguese, but translated in Spanish. 
The name of the place is explained to readers in the two first written texts, 
and this explanation in English and Portuguese includes an account of their 
pronunciation “ shawn-zay-lee-zay ,” and “chân-sê-li-sê,” respectively. In 
Spanish, the pronunciation tip is omitted, and the presentation of the ave-
nue in this specific paragraph avoids French loan words. 

 On the other hand, the place names at the bottom of page 63 are kept in 
French in the Spanish version (as well as in the English version). This part of 
the chapter shows a map with the toponyms  Avenue des Champs-Elyseés , 
 Place Charles de Gaulle , and  Place de la Concorde . The “complete names” 
of the places appear in the English and Spanish versions, while in Portuguese 
the words “Avenue des” were omitted and the French word  place  (for 
square) was substituted by the Portuguese  praça . Thus, we can notice a 
mixture of solutions to the problem of naming foreign places. Translators 
and other agents have kept some loan words so that foreign names are pre-
sented to readers at one point or another. 
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 Intertextual References 

 Numerous examples of intertextual and intervisual references can be found 
in the  Not for parents  book series. One of them is the chapter dedicated to 
the game  Monopoly . It presents the board game as a frame to the two pages 
about London’s streets and buildings (London, 2011, 82–83). The main ver-
bal text of this chapter states that this game has taught many people about 
London. However, as there are many local versions of the game, and—as we 
have seen, the images are the same in every book version—this information 
may not make sense in translation. 

 In different countries of Latin America,  Monopoly  has been localized by 
different brands (Heredero 2010). In Argentina, for example, one of its ver-
sions was called  Estanciero  (“The rancher”), and featured the Argentinean 
provinces. Perhaps the most popular version of the game in Brazil was  Banco 
Imobiliário  (“The real estate bank”), produced by the toy company Estrela, 
which pictured streets and avenues of São Paulo and Rio de Janeiro. The 
game Monopoly, therefore, may not necessarily feature the city of London, 
but valuable streets and avenues in different cities. 

 Other examples of intertextual references are chapters that present 
ancient Roman deities ( Rome , 2011, 46–47), the locations in London used 
in the  Harry Potter  film series (2011, 20–21), Conan Doyle’s  Sherlock 
Holmes  ( London , 2011, 36–37), the superheroes and monsters that figure 
in New York films ( New York , 2011, 42–43), and a presentation of  Asterix, 
the Gaul  ( Paris , 2011, 14–15). 12  

 Conclusions 

 Travel books for children, at a first glance, offer a counterbalance to the 
tendency of global co-editions in erasing the “sense of place,” as criticized 
by Salisbury in the beginning of this subchapter. In a series of books such as 
the  Not for parents , translators and other agents involved in the production 
of the books have to deal with culture-specific references while taking child 
and adult readers into consideration. On the cover of the  London  book, for 
example, we can see a red bus, among other city-specific symbols. 

 In the process of translation, images can provide a motivation for recreat-
ing jokes (as in the case of the “baked beans” to Brazilian Portuguese), pres-
ent or cope with inaccurate information (the sloth and the affirmation about 
the game  Monopoly ), or expand cultural references (like in the story of the 
muskrat and the beaver). Translators and other agents involved in the produc-
tion of the book can also add explanations and verbal markers to translated 
texts, decide to translate the names of foreign places or leave them as such (as 
in the case of  Avenue des Champs-Elyseés ). The constraints these agents face 
are probably enormous: besides the challenge of presenting culture-specific 
references to young and adult readers, they have to fit the written texts into 
fixed layouts while dealing with the fast pace of global productions. 
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 As this case study shows, images are an essential part of today’s produc-
tions. Like Coelho (1987) stated in the 1980s, we have entered the era of the 
“visual empire” as a result of the success of modern means of communica-
tion. We add to that the increasing role played by online stock photo agen-
cies, which in some cases can diminish, or at least change the role of artists 
and illustrators of co-edited picturebooks. In any case, we reinforce Oittinen 
and Lathey’s suggestion for translators to be more alert to the relationship 
between verbal text and images. As Oittinen (2003, 139) points out, images 
and words are part of a whole message, and “visual literacy” is required 
from translators so that they can be more sensitive to details and symbol-
isms, as well as avoid inconsistency. 

 Still, culture-specific references about the big cities mentioned in this 
subchapter are internationally known, as they are constantly repeated in 
films, books, and other cultural products (coincidently or not, the pub-
lishing industry is concentrated in cities such as New York, London, or 
Paris [Sapiro 2012, 34]). The selection of volumes to be translated into lan-
guages like Brazilian Portuguese and Spanish also shows that the companies 
involved lay a bet on places they believe would sell best. 

 The catalogue of the series is broader in Spanish than in Portuguese, as the 
Spanish-language book market is larger than the Portuguese-language one. 
Yet, Spanish readers from Latin America have only the European Spanish 
version of the book available, while readers of Portuguese around the world 
have to face Brazilian Portuguese specificities if they want to read the series. 

 Finally, this study reminds us that global co-editions of children’s litera-
ture are part of an international effort that tries to consolidate a number of 
consumers worldwide from an early age (in this case, of travel products and 
destinations). While there may not be sufficient time distance to help one 
understand ongoing practices in co-edited productions, at the same time it 
seems necessary to investigate how international media conglomerates con-
struct and translate the sense of place for a global audience. 

 4.6  Where the Savages and Chaps Are: 
Translating Sendak 

 Riitta Oittinen, Melissa Garavini, and Anne Ketola 

 Introduction 

 This subchapter examines translating the work of Maurice Sendak, who 
is one of the best-known picturebook creators, authors, and illustrators in 
the world. Sendak is not only remembered for his fantastic stories with a 
special attention to the child audiences but also for his detailed visual style, 
where he mainly uses ink and water color. He is best known as the father 
of the modern picturebook and has created such books as  Outside Over 
There  (1981),  In the Nightkitchen  (1970), and, of course,  Where the Wild 
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Things Are  (1963), which is analyzed in this subchapter.  Where the Wild 
Things Are  has been translated into 32 languages (Minzesheimer 2013). 
Here we set out to compare the Swedish, Finnish, German, Italian, and 
Spanish translations. We pay specific attention to how a specific rhythm is 
created in the original book by means of rhyme and repetition and how this 
rhythm is re-created in the translations. 

 After  Where the Wild Things Are  was published in 1963, the author and 
his publisher started receiving worried letters from parents and schoolteach-
ers saying that the book was too frightening. The child psychoanalyst Bruno 
Bettelheim was horrified by the theme of the book, abandonment, which is 
every child’s worst fear. At the beginning of the book, it is true that Max’s 
mother abandons him and sends him to his room without any supper. However, 
when criticizing the book, Bettelheim had not actually read it, but was only 
familiar with the book’s theme and plot. Sendak responded to the critique by 
saying that child readers are much more flexible and tolerant than grown-up 
readers. Children, for example, can tolerate strangeness and illogism more 
than adults. Gradually, the book and the publisher started also receiving posi-
tive feedback. For example, the book served well with autistic children. The 
book is now recognized as a worldwide success and has sold more than 20 
million copies (Minzesheimer 2013). It has been awarded several prizes, such 
as Hans Christian Andersen Prize (1970), Caldecott Medal (1964), American 
Book Award (1982), and Laura Ingalls Wilder Medal (1983). 

  Where the Wild Things Are  includes various levels of meanings to be 
discovered, but its basic plot is quite straightforward. Max is character-
ized in the story as not particularly nice: he chases the family dog with a 
fork in his hand and, as the narrator puts it, is always in mischief, upset-
ting his mother. Mother calls the boy “a wild thing” and sends him to his 
room without supper. When Max is in his room, the room changes into a 
jungle-like forest. The change is gradual: the carpets slowly turn into grass, 
the wooden poles of the bed into trees, and the ceiling into the sky. All of 
a sudden Max is sitting on a boat (named Max) and sailing towards the 
unknown. The boat then bumps against a shore, where Max sees his first 
monster. More monsters appear, trying to frighten him, but in the end, he 
tames them all with a magic trick and becomes the king of the wild things. 
Then, as the moon swells from half to full, Max starts a rumpus, a dance 
which goes on for three page-openings. Yet, in the end, Max starts missing 
home, and renounces his position as the king. No matter how much the wild 
things roar their roars and gnash their wild teeth in order to make him stay, 
Max decides to leave, jumps on his boat, and sails back home to his room 
where he finds his supper waiting and still warm. From the perspective of 
the child reader, the themes of the book are, by no means, light. The book 
discusses obedience and disobedience, as well as feelings as powerful and 
stressful as the boy’s hatred towards his own mother. Max’s coronation as 
the king of the wild things can be thought to represent the child overcoming 
overwhelming negative emotions. 
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 The Structure of the Story 

 Various scholars have paid attention to how Sendak’s image sizes vary 
according to the flow of the narration. The first two images cover only 
half of the page, but page by page the image size grows till the images fill 
the pages completely at the point where the boy is completely freed from 
the boundaries of his everyday life. Sendak himself has mentioned that the 
purpose of this technique is to keep the reader interested and curious about 
what happens next. Selma Lanes (1980) also sees the connection between 
the changes in image sizes and the child’s feelings. At first, Max is infuriated 
by his mother, but fantasy soothes the hatred. In the end, while fantasy is 
everywhere and the everyday disappears, the images bleed over the edges of 
the pages. At the very end of the story, the smell of supper makes Max long 
for his mother and he sails back home. 

 The same feature is shown in Sendak’s sentence structure. The first long 
sentence tells about Max having an argument with his mother; then begins 
the metamorphosis of Max’s room and his travel to the land of the wild 
things. The third sentence depicts Max meeting the wild things, taming them 
and becoming their king. With one short sentence, Max announces: “Let the 
rumpus begin!” This is followed by three fully illustrated page-openings 
with no words at all, after which come a few shorter sentences describing 
Max’s longing for home and his decision to give up being a king. When Max 
leaves the wild things, the long travel is again depicted with one very long 
sentence that takes the reader to the very end of the story. The last white, 
unillustrated page, reads: “and the supper was still warm.” This structure is 
of extreme importance from the translators’ point of view: maintaining the 
spirit of the original book requires a careful consideration of the rhythm of 
the narrative, both verbally and visually. 

 There is also another interesting, almost physical feature in the book: 
along with the story, Max gradually moves first from left to right and then 
he returns home to the left. The direction of movement is an issue of con-
tents, too. In picturebooks, danger often appears from the right—this book 
being no exception. Gradually, when Max resumes more power, he moves 
from the right-hand side to the left again. 

 Sendak has pointed out that a picturebook is often a creation of sev-
eral years of work, which should be noted by the book critics and read-
ers (Lanes 1980, 124). It is also quite difficult to write and illustrate for 
children, because children are very critical readers. Sendak has often com-
pared writing the words for a picturebook with composing or writing 
visual poetry. He underlines that it is the task of the illustrator to find 
parts in the book where there is space for the illustration, and let the 
words tell the things that suit better to be told verbally. As a whole, it is 
utterly important that the reader will not notice this alternation. Rhythm, 
he says, is like the heartbeat of the book or like starting the dance at the 
right beat of the music. 
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 We now set out to analyze the Swedish, Finnish, German, Italian, and 
Spanish translations of the book. The Swedish translation,  Till vildingar-
nas land  ([1967] 2001) was created by Boris Persson; the Finnish  Hassut 
hurjat hirviöt  (1970) by Heidi Järvenpää; the German  Wo die Wilden Kerle 
Wohnen  (1967) by Claudia Schmölders; the Italian  Nel paese dei mostri 
selvaggi  ([1969] 1999) 13  by Antonio Porta; and the Spanish  Donde viven los 
monstruos  (1996) by Teresa Mlawer. The translators’ names are printed in 
very different ways in the books. While, in the copies we found, the names 
of the Italian translator and of the German translator were printed in tiny 
letters, respectively, at the beginning and at the very end of the book, the 
names of the Finnish and Spanish translators have been printed on the 
front page together with the name of the author-illustrator. On the other 
hand, the Swedish translator’s name was printed on a separate front page, 
away from Sendak’s name. Both the Swedish and English translations were 
printed in Italy in 2001, so they probably were parts of the same co-print. In 
our analysis, we set out to compare the different translation versions of the 
story. All lines of text presented together as a chunk are from the same page 
and the empty lines between the chunks of text represent page breaks. We 
have emphasized in bold specific words in the examples on which we wish 
our reader to pay specific attention to. 

 Rhythm in the Translations: Breaking the Sentences 

 The greatest differences between the translations lie in the translators’ 
solutions as to sentence length, structure, and punctuation. As discussed 
above, through sentence structure—especially sentence length—the author 
highlights key points and creates a certain kind of rhythm or heart beat 
to the text. George Shannon has also argued that an author uses punctua-
tion and stanzas “to emphasize words and sounds as surely as an illustra-
tor’s use of shadow and light emphasizes visual shapes” (Shannon 1991, 
140–141). 

 All of the translations have a different rhythm, which is partly due to the 
natural differences of the languages. For example, in the German-language 
translation, the grammatical reason for putting the verbs towards the end 
of sentences creates a certain rhythm to the text. On the other hand, the 
Finnish language, being largely an agglutinative language with inflections of 
substantives instead of the use of prepositions, as well as the stress on the 
first syllable, creates a peculiar rhythm to the text. However, the rhythmic 
differences are also due to the way translators have cut up sentences, either 
by adding commas or full stops to the sentences or changing the part of the 
sentence in which the page is turned. These decisions affect the flow of 
the story when read aloud and, as we discuss below, they may also change 
the way in which the reader interprets parts of the story. 

 Below we compare the translations of the two first parts of the first 
sentence of the book—and by “parts” we mean sections of the sentence 
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distributed on separate pages. The first part of the sentence displayed below 
is introduced on the first page-opening of the story, and the second is intro-
duced on the following page-opening. The entire sentence reads: “The night 
Max wore his wolf suit and made mischief of one kind/and another/his 
mother called him ‘WILD THING!’ and Max said ‘I’LL EAT YOU UP!’ so 
he was sent to bed without eating anything.” The German translation dif-
fers from the rest because the sentence is cut in a very different manner than 
in the original, as can be seen below: 

 Original: The night Max wore his wolf suit and made mischief of one kind 
 Swedish:  Den kvällen när Max hade tagit på sin vardagsdräkt levde han bus  
  (“That evening when Max had taken on his everyday suit he 

kicked up a row”) 
 Finnish:  Sinä iltana Maxilla oli susipukunsa yllään, ja hän teki kepposta 

yhtä sun toista  
  (“That night Max wore his wolf suit, and made tricks of various 

kinds”) 
 German:  An dem Abend, als Max seinen Wolfspelz trug  
  (“In the evening, as Max was wearing his wolfskin coat”) 
 Italian:  Quella sera Max si mise il costume da lupo e ne combinò di tutti 

i colori  
  (“That night Max wore his wolf suit and made mischiefs of all 

colors”) 
 Spanish: La noche que Max se puso un traje de lobo y comenzó a hacer 

una travesura 
  (“On the night in which Max put on a wolf suit and started to 

make one mischief”) 

 The sentence then continues as follows: 

 Original: and another 
 Swedish:  på alla möjliga sätt  
  (“in all possible ways) 
 Finnish:  ja kaikenmoista  
  (“and all sorts.”) 
 German:  und nur Unfug im Kopf hatte.  
  (“and had only tricks in his head”) 
 Italian:  e anche peggio  
  (“and even worse”) 
 Spanish:  tras otra  
  (“after the other”) 

 The German translator is the only one who has decided to reveal Max’s 
continuously bad manners later than the other translators do. In the orig-
inal story, the first page-opening mentions Max’s bad manners and wolf 
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suit and the second only mentions Max’s bad manners going on and on. 
One could suggest that it has been the intention of the author-illustrator to 
depict Max both verbally and visually on the first page-opening, and then 
let the image do most of the storytelling on the second page-opening. In the 
German translation, the relationship of the verbal and the visual is different, 
and the visual and verbal narrations on the second page-opening are similar. 
The same feature in the German version has been noted by Emer O’Sullivan, 
who suggests that the German translation has lost some of its dynamics 
because the sentence does not create the feeling of looking forward to what 
happens next (O’Sullivan 2000, 280–281). As far as the Italian translation 
is concerned, the expression  e anche peggio  (“and even worse”) has pos-
sibly been influenced by the illustration where Max is chasing after his dog 
with a mischievous look, informing the reader even better about Max’s bad 
manners. 

 Sendak’s narration is characterized by continuing a single sentence from 
one page-opening to another until something very dramatic happens. At 
that point, the author uses a full stop, making the readers stop their read-
ing for a while. In a scene of the book where Max has just been sent to his 
room, hungry and angry with his mother, something wild begins to happen. 
His room changes into a forest and he finds a boat and sails to the country 
where the wild things are. The author depicts the set of scenes with one long 
sentence that goes on through several page-openings—until Max enters the 
land of the wild things (see next example below). 

 Through line-breaks and punctuation, the author forces aloud-readers into 
a certain performance. In other words, the author makes them rhythmicize 
the reading in a certain way: the reader stops when Max stops and some-
thing unexpected happens. The sudden halt is also depicted visually, as Max’s 
boat hits the ground hard. The Finnish translator has taken this rhythm into 
account and followed Sendak’s pattern of punctuation exactly. The Swedish 
translator has also kept the punctuation generally but has added a few com-
mas, which has an influence on the aloud-reading: the solutions provide the 
aloud-reader with hints as to when to breathe in. However, the German trans-
lator has chosen to cut down the sentence with a full stop, as shown in the 
following example. In this example, as well as the following ones, the empty 
lines between the different parts of the sentence indicate page-turnings. 

 Original: That very night in Max’s room a forest grew 
  and grew— 
  and grew until his ceiling hung with vines 
  and the walls became the world all around 
  and an ocean tumbled by with a private boat for Max 
  and he sailed off through the night and day 
  and in and out of weeks 
  and almost over a year 
  to where the wild things are. 
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 German:  Genau in der Nacht wuchs ein Wald in seinem Zimmer—  
  (“Exactly in the night grew woods in his room”) 
   der wuchs  
  (“it grew”) 
   und wuchs, bis die Decke voll Laub hing  
   und die Wände so weit wie die ganze Welt waren.  
  (“and grew, until the ceiling was 
  full of leaves and the walls as big as the whole world.”) 
    Und plötzlich  war da ein Meer mit einem Schiff , 
   nur für Max, und er segelte davon, Tag und Nacht  
  (“And suddenly there was a sea with 
  a boat only for Max, and he sailed away, day and night”) 
   und Wochenlang  
   und fast ein ganzes Jahr  
   bis zu dem Ort , 
   wo die wilden Kerle wohnen.  
  (“and for weeks, 
  and almost a whole year, 
  until the land 
  where the wild chaps live.”) 

 Now the aloud-reader will probably stop at  Und plötzlich  (“and sud-
denly”), which makes the storytelling stop as well. Here, the translator also 
makes the story more logical: and suddenly there is a boat, as if Max were 
astonished. The original does not show any astonishment, but Max takes 
everything naturally, as if in a dream. In the German translation, there is 
neither a similar long flow of movement starting from the room changing 
into a forest and stopping when Max reaches the land of the wild things. 
It even seems that the translator, through explaining to her reader that the 
appearance of the boat was sudden and thus a bit unusual, has actually 
filled in the gap for the reader to understand. This could also be interpreted 
as reflecting a certain type of child image that downplays the child’s ability 
to understand the story. Moreover, this is an example of how punctuation 
may influence the aloud-reader’s performance. 

 A similar, five-page-opening sentence starts as soon as Max has reached 
the land where the wild things are (following example below). The Spanish 
translator has been the only one to keep the punctuation as it is in the origi-
nal; the others have cut down the sentence in different parts. The decision 
to break the sentence in smaller parts has had three types of effects. First, it 
diminishes the gradually growing tension of the original. Second, it affects 
the flow of the story when read aloud. Finally, it also has the potential to 
affect the way in which the events are interpreted by the readers. 

 Original: And when he came to the place where the wild things are 
  they roared their terrible roars and gnashed their terrible teeth 
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  and rolled their terrible eyes and showed their terrible claws 
  till Max said “BE STILL!” 
  and tamed them with the magic trick 
  of staring into all their yellow eyes without blinking once 
  and they were frightened and called him the most wild thing of all 
  and made him king of all wild things. 
 Finnish:   ja  kun hän tuli hirviöiden maahan, ne karjuivat hänelle hirveästi  
   ja narskuttivat hirveitä hampaitaan  
  (“ and  when he came to the land of the monsters, they roared at 

him terribly and gnashed their terrible teeth”) 
   ja pyörittivät hirveitä silmiään ja paljastivat hirveät kyntensä  
  (“and rolled their terrible eyes and revealed their terrible claws”) 
   kunnes Max sanoi: “OLKAA HILJAA!”  
   ja kesytti hirviöt  taikatempulla.   
  (“until Max said: ‘BE QUIET!’ 
  and tamed the monsters with  a magic trick. ”) 
   Hän tuijotti silmää räpäyttämättä niiden keltaisiin silmiin  
   ja ne pelkäsivät ja sanoivat, että hän oli  
  (“He stared without blinking into their yellow eyes 
  and they were scared and said that he was”) 
   hirmuisin kaikista hirviöistä, ja ne tekivät hänestä hirviöiden 

kuninkaan.  
  (“the wildest of all monsters, and made him the king of the monsters.”) 

 The Finnish translator has cut the sentence after  ja kesytti hirviöt taikatem-
pulla  (“and tamed the monsters with a magic trick”), bringing the narrative 
flow of the story to a stop. This solution may also change the way in which 
the Finnish reader now interprets the scene of the story. After the idea of 
the magic trick is separated from the explanation of how it was done, it 
is no longer obvious for the Finnish reader that the magic trick actually 
consists of staring into the eyes of the wild things; the Finnish reader can 
now interpret the trick and the staring as two separate activities. There is 
also a small typo in the Finnish translation: the first sentence in the above 
example—which appears straight after the turn of a page—is supposed to 
start with a capital letter. This can be confusing for aloud-readers, since 
they might think they missed or misunderstood something. Yet, it should 
be emphasized that this small mistake cannot be attributed to the translator 
alone; it is possible that the mistake was produced during the production 
stage, after the translator’s task was finished. 

 The Swedish and German translators have cut the sentence after “without 
blinking once.” One could suggest that the solution, in a way, makes Max 
stop and stare into the wild things’ eyes longer than in the other texts. Here 
again, the punctuation has an influence on the contents of the story. Further, 
the German translation does not reproduce Sendak’s clear typographical trick 
of using capital letters to depict shouting (“BE STILL!”), which is rendered 
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as “Seid still!” in the German translation, although, again, the typographical 
solution has not necessarily been made by the translator herself. This is quite 
likely to affect the volume in which this line is going to be read aloud. 

 Rhyme and Repetition in the Translations 

 The rhythm of the book can also be examined from the perspective of rhyme 
and repetition. In certain parts of our data, rhyming elements of the original 
have been lost in translation; in other parts, rhyming elements have been 
added in translation. Such changes can be seen in the Italian translation of 
the sentence describing how Max embarks on his trip: 

 Original: That very night in Max’s room a forest grew 
  and  grew—  
  and grew until his ceiling hung with vines 
  and the walls became the world all around 
  and an ocean tumbled by with a private boat for Max 
  and he sailed off through the night and day 
  and in and out of weeks 
  and almost over a year 
  to  where the wild things are.  
 Italian:  Nella camera di Max quella sera una foresta crebbe  
  (“In Max’s room that night woods grew”) 
   e crebbe crebbe crebbe  
  (“and grew grew grew”) 
   crebbe fi no al soffi tto ormai fatto di rami e foglie  
   e pure le pareti si trasformarono in foresta  
  (“grew till the ceiling made by branches and leaves and walls 

also became woods”) 
   e si formò perfi no un  mare   
   con sopra una barchetta tutta per Max  
   che giorno e notte si mise a  navigare   
  (“and even a sea appeared 
  with above a boat entirely for Max 
  that day and night he started to sail”) 
   e navigò in lungo e in largo  
   per  mesi e mesi   
   infi ne dopo un anno o poco più giunse  nel paese dei mostri selvaggi .  
  (“and he sailed far and wide 
  for months and months 
  eventually after a year or a little more he reached the country of 

the wild monsters.”) 

 Although not present in the original picturebook, the Italian translator has 
created a particular rhythm by making use of rhetorical devices here and 
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there. For instance, he has used epizeuxis, namely a repetition of one specific 
word to create rhyme and emphasis: the second line on the page has been 
rendered into Italian as  e crebbe crebbe crebbe  (“and grew grew grew”). 
Such rhetorical device and the creation of the rhyme of the word “mare” 
with “navigare” may compensate the loss of repetition in the part of the 
story in which the wild things roar their  terrible  roars, gnash their  terrible  
teeth, roll their  terrible  eyes and show their  terrible  claws. This part has 
been translated as  ruggirono  terribilmente , digrignarono  terribilmente  i 
denti, rotearono  tremendamente  gli occhi e mostrarono gli artigli  orrendi  . 

 The Italian translator has not used the same adjective “terrible” through-
out the first sentences. The translator has employed the same adverb  ter-
ribilmente  (“terribly”) twice in the beginning of the sentence, but has then 
resorted to synonyms: first another adverb  tremendamente  (“dreadfully”) 
and then the adjective  orrendi  (“horrible”). Finally, when compared to the 
other translations, a peculiarity characterizing only the Italian translation 
arises. The last part of the analyzed sentence is the change in the length of 
Max’s boat ride from weeks to months ( mesi ) to render the idea of the long 
journey clearer. 

 The Spanish translator of the book has changed the part even more: the 
sentence is rendered as  emitieron unos  horribles  rugidos y crujieron sus  afi-
lados  dientes y lo miraron con ojos  centelleantes  y le mostraron sus  terribles  
garras , which could be backtranslated into English as “made  horrible  roars 
and creaked their  sharp  teeth and looked at him with  sparkling  eyes and 
showed him their  terrible  claws.” One might almost suggest that it has been 
the translator’s intention to remove any bit of repetition in the sentence and 
provide the Spanish readers with more variety in the choice of words. 

 In one part of the original text, a swaying rhythm is also created by rhym-
ing the verbal text. 

 But the wild things cried, “Oh please don’t  go—  
 we’ll eat you up—we love you  so!  
 And Max said,  “NO!”  

 The translators have approached these rhymes with various techniques. In 
the following examples, we have emphasized the rhyming parts in bold. 

 Spanish:  Pero los monstruos gritaron: “¡Por favour no te vayas—  
   te  comeremos —en verdad te  queremos ! ” 
   A lo qual Max respondió: “¡NO!”  
  (“But the monsters shouted: ‘Please don’t go— 
  we’ll eat you—really we love you!’ 
  To which Max responded: ‘NO!’”) 

 In the original, all three lines on this specific page rhyme with each other. 
The Spanish translator has not been able to recreate the original rhymes, 
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but has created two rhyming elements in the second line,  te comeremos  
and  te queremos . It is impossible to say if this has been a conscious com-
pensating strategy or pure coincidence:  te comeremos  and  te queremos  are 
indeed literal translations of “we will eat you” and “we love you,” and they 
rhyme automatically because of the similar endings in the Spanish present 
and future tense conjugations for the first person plural. 

 Swedish:  Men vildingarna ropade och skrek: “Åk inte, är du snäll—  
   vi vill äta upp dig—vi tycker så mycket om dig. ” 
   Och Max sa: “Nej!”  
  (“But the monsters yelled and cried: ‘Don’t go, be so kind 
  We will eat you up—we like you so much.’ 
  And Max said: ‘No!’”) 
 Finnish:  Mutta hirviöt huusivat: “Voi älä mene pois—  
   me syömme sinut—me emme sinusta luopua vois! ” 
   Ja Max sanoi: “Ei!”  
  (“But the monsters shouted: ‘Oh don’t go away— 
  we’ll eat you—we could not give you up!’ 
  And Max said: ‘No!’”) 

 The Swedish translator has been able to recreate a rhyme in the last two 
lines:  dig  (pronounced /deɪ/) and  nej  (pronounced /neɪ/) rhyme very nicely. 
This has required a tiny alteration in the content of the second line—
“loving” has been replaced with “liking.” On the other hand, the Finnish 
translator has been able to create a rhyme in the two first lines by changing 
the content of the second line a bit more (from “we love you so” to “we 
could not give you up”), but the Finnish word for “no” ( ei ) has most likely 
been too challenging to rhyme. 

 German:  Aber die wilden Kerle schrien: “Geh bitte nicht fort—  
   wir fressen dich auf—, wir haben dich so gern! ” 
   Aber Max sagte: “Nein!”  
  (“But the wild things cried: ‘Please do not go away— 
  we’ll eat you up—we like you so much!’ 
  But Max said: ‘No!’”) 
 Italian:  Ma i mostri selvaggi gridarono: “Oh, non andartene—  
   noi ti vogliamo mangiare—così tanto ti amiamo! ” 
   Max rispose: “No!”  
  (“But the wild monsters yelled: ‘Oh no, don’t go— 
  we want to eat you—so much we love you!’ 
  Max answered: ‘No!’”) 

 The German and the Italian translations do not include rhyming solutions 
in this part of the story. The translators might either not have paid attention 
to this aspect of the source text, or they might not have been able to come 
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up with rhyming translation solutions. Yet, as mentioned above, the Italian 
translator has added rhymes to parts that do not include any in the origi-
nal, possibly as a compensation strategy; see, for instance,  mare  and  navi-
gare  above in the example discussing the phrase “That very night in Max’s 
room a forest grew.” It is also worth noticing that in the Swedish, Finnish, 
German, and Italian translations the word “no” in Max’s exclamation has 
been reproduced in lower case, which, again, is likely to alter the way in 
which the word is read aloud. 

 Translating the Name of the Book 

 The name of the book,  Where the Wild Things Are , also provides interest-
ing data for a translation analysis. Out of the five translations, the Swedish 
and German translations of “wild things” are probably the closest to the 
original. The Swedish  vildingarna  would translate as “savages” or “primi-
tives.” While the translation solution, in principle, refers to something wild, 
it would generally designate something more  human  than the original. The 
German  Wilden Kerle , in turn, would translate as “wild fellows,” “chaps,” 
or “blokes,” which perhaps also brings about a connotation of characters 
belonging to the human world. 

 The Finnish translator (or the publisher’s editor) has chosen a title that 
is less scary:  Hassut hurjat hirviöt  (“funny furious monsters”). The word 
“funny” in the title significantly downplays the scariness of the characters 
and the tension of the story: if something is funny, it is not likely to be dan-
gerous. The solution makes the story less carnivalistic and certainly dimin-
ishes its tension. The translation solution is understandable if considering the 
controversial reception of the book: as discussed above, many regarded the 
story as too frightening for a child audience. If this were also how the Finnish 
publisher and/or the translator viewed it, the attempt to make the wild things 
appear “funny” would make sense. Yet, we argue that the translation solu-
tion weakens the book overall. As analyzed above, the original story gives the 
child reader a means to overcome negative emotions—represented by the wild 
things—however immense they may be. Diminishing the heft of the characters 
can also diminish the importance of the emotional struggle of the child. 

 The Italian and Spanish translations are similar to the Finnish one in 
that they also refer to the characters as monsters, or  mostri selvaggi  (“wild 
monsters”) in the case of the Italian. Referring to the “wild things” as mon-
sters affects the story beyond the title. First of all, the solution completely 
changes the way the mother addresses her son in the story: on the third 
page-opening of the book, Max’s mother calls her son a “wild thing,” hence 
repeating the element of the name of the book. In the Spanish translation 
of the book, for instance, the mother’s exclamation is rendered as  ¡Eres 
un monstruo!  (“You are a monster!”). The harsh message is significantly 
different from the original; one can wonder if a parent might almost feel 
uncomfortable reading it to a child. 



160 Dogs and Bulls: Translating Cultures

 Second, calling the creatures “monsters” instead of simply “things”—a 
word that is open to countless different interpretations, including an inter-
pretation of the things representing the child’s negative emotions—the crea-
tures are referred to with a label considerably more restricted in its meaning. 
When referring to the creatures as “things” only, the child reader is then 
able to freely imagine what these “things” are like. By calling them “things” 
we are saying that we do not really have concepts for them—just like the 
child might not have concepts for their negative emotions. All in all, all five 
translation solutions discussed here are similar in that they provide some 
type of an identifiable label for the characters, whether it is a bloke, a sav-
age, or a funny monster. 

 The title of the book also appears in its entirety as an element of the verbal 
story: Max sails “through the night and day/and almost a year/to where the 
wild things are.” The sentence offers repetition by tying the title of the book 
into the actual story. The Swedish, German, Italian, and Spanish translators 
have taken this into account. (See, for instance, the Italian translation in 
the example discussing the phrase “That very night in Max’s room a forest 
grew,” which offers the Italian title of the book in perfect repetition). 

 The careful consideration of this repetition is also clearly reflected in the 
Spanish translation. The title is translated as  Donde viven los monstruos  
(“where the monsters live”). When examining the Spanish translation of 
the sentence in which Max sails “to where the wild things are,” one would 
suggest that the most obvious Spanish translation for “to where” would be 
 adonde  (“to where”), which would slightly differ from the title of the book 
( donde  [“where”]). Instead, the Spanish translator has rendered the part as 
 hacia donde  (“towards where”). The solution has more emphasis on the 
direction of the movement than the original, but it enables the repetition 
of the Spanish title exactly as it is. The greatly modified Finnish title of the 
book, however, offers no possibilities for exact repetition. The Finnish ver-
sion in this part of the story reads:  ja melkein vuoden/hirviöiden maahan  
(“and almost a year/to the land of the monsters”), hence differing from the 
Finnish title of the book (“Funny furious monsters”). 

 This subchapter has aimed to demonstrate that Maurice Sendak’s classic 
picturebook,  Where the Wild Things Are , is a slightly different book when 
delivered to child audiences in different countries. In translation, the book 
has undergone changes and modifications that affect the reading experi-
ence on various levels. One of these levels is aloud-readability: chopping up 
Sendak’s long, winding sentences affects the rhythm of the book’s narrative. 
Another level deals with the book’s ability to comfort the child readers in 
coming to terms with their negative emotions, represented in the original 
book by the  wild things . Providing these creatures with some type of an 
identifiable label in translation limits the way in which they can be inter-
preted by the child reader. The attempt to make the monsters appear funny, 
in turn, can potentially diminish the importance of the emotional struggle 
of the child. 
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 Notes 
  1 A notable artist representing Finnish National Romanticism and Symbolism (see 

Oittinen 2004, 132–143). 
  2 However, despite the closeness of the Finnish and the Karelian languages in writ-

ing, there are many differences in the pronunciation of the two languages, which 
is why instructions for reading aloud are given at the end of the book. 

  3 Also, a more recent reference to Ferdinand is made in the film  The Blind Side  
(2009) by John Lee Hancock starring Sandra Bullock. The film refers to an Amer-
ican NFL player, Michael Oher, as Ferdinand, due to the fact that his attitude 
in the football field resembles that of the bull in the meadow. That is, he takes a 
pacifist stance towards violent solutions to his background of belligerence. 

  4 Even the original illustrations contain some Spanish words, such as  galería  (bull 
fight ring), written on a wall, and  toro  (bull), written on a poster. 

  5 “ḥūrya” is a cultural word, which in Arabic refers to heavenly sublime creatures. 
  6 Apart from the city series, other titles in English are  U.S.A. ,  Australia ,  China , 

 Africa ,  Asia ,  Europe ,  South America ,  Great Britain , and  The Travel Book  (with 
a two-page description of all countries of the world). The titles  Extreme planet , 
 How to be a world explorer ,  Dinosaur hunter ,  Real wonders of the world , from 
the same series, are related to travel and exploration. 

  7 The author also coins the term “cultural differences” (Oittinen 2003, 129, 139; 
2008, 87). 

  8 The authors thank José Lambert for widening the scope of this research and 
including the study of translation dynamics in multinational companies. A 
deeper analysis of the matter is part of Camila Alvares Pasquetti’s doctoral dis-
sertation to be published in 2018 under the supervision of Professor Lincoln P. 
Fernandes. 

  9 In Brazilian Portuguese, the four books from the city series are translated by 
Cynthia Costa ( Paris  and  Nova York ), Rosemarie Ziegelmaier ( Londres ), and 
Regina Alfarano ( Roma ). In Spanish, the translators are Raquel Garcia ( Nueva 
York ), Carmen Gómez Aragón ( París ), Jorge Rizzo ( Roma ), and Elena Vaqué 
( Londres ). 

 10 www.lonelyplanet.com/blog/2011/11/24/not-for-parents-travel-books-for-kids-
and-free-ebook/ Accessed January 5, 2016. 

 11 The authors are thankful to Claudia Maria Pereira for this observation. 
 12 The  Asterix  comics are a repeated case in point in translation studies, and would 

deserve a separate article. 
 13 The Italian translation has been published by two different publishing houses, 

Emme edizioni and Babalibri, but the translation is the same in both editions. 
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