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Abstract 

The graphic narrative is a hybrid genre, weaving graphic and textual elements to form a new 

medium. This entails unique translation problems, which this investigation will explore. 

Problem which are specific to graphic narrative translation are space restrictions, the necessity 

of synchrony between word and image, and the intertextuality in the imagery. However, more 

regular issues, which come into play when translating literary texts as well, will also be 

explored in the context of graphic narrative translation. Alison Bechdel’s Fun Home: A 

Family Tragicomic (2006) will be used as a case study, as I will illustrate how these 

translation problems can be solved using her graphic memoir, and I will provide a translation 

of chapter three of Fun Home to further demonstrate the translation of graphic novels and the 

problems encountered in this process. 
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Introduction 

This investigation will explore the problems unique to the translation of the graphic narrative, 

such as the space restriction and intertextuality in the imagery, as well as the more regular 

issues that come into play when translating literary texts, and how they may be solved in the 

case of Alison Bechdel’s Fun Home (2006). I will translate chapter three of the graphic novel 

Fun Home: A Family Tragicomic for this thesis as a case study of the translation of graphic 

novels and the problems encountered in this process. 

The graphic novel, graphic narrative, comic, or picture novel is a genre so complex 

that a single name for it has not yet been decided on (Freedman 29-30, Groensteen 29). Every 

single term comes with its own assumptions, stigmas, and research; over the years many 

critics, scholars and the artists themselves have sought to fit this hybrid art form, which 

combines words and images, into either literature or graphic art. 

Due to the genre’s hybridity and tumultuous history in becoming a validated and 

acknowledged field of study, comics face assumptions and prejudices. Comics were believed 

to have a bad influence on children and were associated strongly with humour, as if they 

would be unable to convey seriousness (Frey & Noys 255, Kaindl 268, 272). These 

assumptions, although waning, still influence the public’s mind-set and the attention of critics 

and academics (Guillaume 93, Kaindl 272). As mentioned, comics were often thought to be 

short, humorous and printed in newspapers. Graphic novels, on the other hand, are often 

considered to be conveyors of “ambitions, seriousness and quality” (Freedman 30). The 

overlap between the graphic novel and comics is present, although they are not completely 

interchangeable. For the sake of consistency and without aiming to devaluate other terms, this 

thesis will make use of the term graphic novels as defined by Steven Surdiacourt and Will 

Eisener: the graphic novel is “a stand-alone (usually autobiographical) narrative in comic strip 

format, created by a single author who has provided both the text and the graphics, aimed at 
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an adult audience1” (Surdiacourt 159). Will Eisner “championed the term ‘graphic novel’, a 

way of claiming for comics the narrative scope and ambition of literature…” (as quoted by 

Freedman 30). The term graphic novel will be used since this is the most “open term possible 

whilst avoiding some of the stigma attached to ‘comics’” (Frey & Noys 256). 

A paradoxical relationship exists between the graphic novel’s importance and its 

reputation. In recent years (greatly due to Art Spiegelman’s critically acclaimed Maus) the 

graphic novel has become more acknowledged as a legitimate art form (Freedman 29, Frey & 

Noys 256), but despite the attempts to separate it from certain stigmas, it still struggles with 

prejudice. Thierry Groensteen explores this lack of legitimisation, blaming it in part on the 

hybridity of the genre which opposes the “ideology of purity” (38) in Western art and 

combines image and word, two art forms which are complete opposites, as one “shows” and 

one “names” (Groensteen 38). However, the importance of the graphic novel as a genre is due 

precisely to its hybridity: “In an increasingly visual culture” the graphic novel is an asset in 

education, without instilling discouragement of reading in students, and an enrichment of art 

in general due to its unique multimodal qualities (Borodo 23, Freedman 31, Schwarz 262-3). 

 Thus, the graphic novel is still on the rise. Ever since the publication of Maus in 1986, 

the genre’s hybridity and multimodality are more and more seen as assets of the genre. The 

graphic novel is more widely read than ever before, and more works are being translated. As a 

genre which is so unique and relatively young (as opposed to the European bande dessineé 

and the Japanese manga (Freedman 29)), it brings with it a series of interesting, challenging, 

and unique translation problems which I will discuss in this thesis. 

 

 

                                                 
1 Unless indicated otherwise, translations from non-English sources are mine, NT. 
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Alison Bechdel’s Fun Home 

Fun Home: A Family Tragicomic by Alison Bechdel is a memoir concerned with Bechdel’s 

coming out as a lesbian as opposed to her father’s choice to stay closeted, a situation painted 

against the backdrop of the United States of the nineteen-eighties, when feminism and a more 

open mind-set towards queer people were growing. She contemplates the differences between 

her own situation her father’s, his choices and his suspected suicide. She tells this personal 

story and intertwines it with the bigger picture of acceptance, sexuality, and family.  

Throughout her work, Bechdel emphasises the one thing she and her father shared: a 

love of literature. Bechdel’s specific use of intertextuality is one of the issues that makes Fun 

Home such an interesting subject for translation. She seamlessly weaves in references to 

authors such as Joyce and Camus, but also works on feminism and the lesbian sexuality, 

showing the reader the importance of both. Moreover, Bechdel recreates entire pages from 

novels or dictionaries and other, more personal writings such as diary entries, placing 

published works by famous authors beside her diary entries and her father’s letters.  She 

makes the personal and the public work together to create her story. 

Although her story is very personal, its importance remains clear. As Ann Cvetkovich 

explains in her article, “Bechdel explores the story of her father’s death out of a desire to 

understand her history and the genesis of her gender and sexual identity” (113). She continues 

by explaining that Bechdel’s exploration of father’s sexuality and her own brings with it a risk 

of “revealing his questionable sexual behaviour [multiple affairs including one with a minor] 

casts doubt not only on her own sexuality but also that of gay people more generally” (118). 

Cvetkovich makes a rather bold statement, but the blurry line between what is acceptable 

when discussing sexuality is one that is, after all these years, still a relevant and important 

issue. Bechdel’s exploration of sexuality, identity, and acceptance, within or without 

someone’s own family, has universal significance and therefore Fun Home is a graphic novel 
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that should be made accessible to non-English readers and speakers: hence this current 

exploration and translation.  
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1. Theory: Translation-relevant text analysis 

1.1 Communicative situation 

Christiane Nord’s method of textual analysis is useful when studying the target text in “its 

communicative situation” (146) even before the source text is studied. This analysis of the 

target text follows the guidelines provided by Nord. As mentioned in the introduction, Fun 

Home is a modern staple of queer literature and of western graphic novels (Cvetkovich 111). 

Both the source and the target audiences are broad, since this is a fictional, literary text. 

However, most readers might be interested in Bechdel or the graphic novel as a genre, as well 

as gender and queer issues and literature, since this is integral to the plot. Non-verbal 

elements are key in this translation, as the images can both limit and inspire the translator. A 

more extensive exploration of these visual elements and their effects will follow. I aim to 

retain Bechdel’s style and register throughout her narrative, the dialogue and thought in the 

speech and thought bubbles. It is essential that the translation of the textual elements 

corresponds with the non-verbal elements whilst staying true to the author’s voice. 

 As mentioned, it is relevant to keep in mind the far-reaching influence the work has 

when translating it. Due to the techniques applied in the textual elements of her work and how 

they combine with the visual elements, Bechdel sketches out a large and crucial part of her 

personal life whilst placing it within the grander scheme of things to make it relevant to a 

larger number of people (Cvetkovich 122).  

 

1.2 From communicative situation to text 

Nord identifies four groups of translation problems: pragmatic, culturally specific, language 

pair specific and text-specific translation problems.  

Pragmatic translation problems “stem from the differences between communicative 

situations in which the source text and the target text are imbedded” (Nord 147). Examples 
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are the differences in time, place and the audience’s knowledge. Here, for example, the 

knowledge the target audience might have concerning Alison Bechdel’s status as a feminist 

must be considered in comparison to the knowledge of the audience for the original: she may 

be better-known in her own culture or within her own language group. The times of the 

publication of the translation, that of the original and that in which the story is set, must also 

be considered. Fun Home is set in the period between Bechdel’s childhood and adulthood, 

taking place mostly during the nineteen-eighties in non-chronological order – she jumps back 

and forth to different periods of her life in an order that best suits her addressing of several 

issues. Since it concerns a memoir, a more historicising translation strategy will be used 

(Holmes 186). This will preserve the authenticity of Bechdel’s story as set during the nineteen 

seventies and eighties. For example, I would refrain from replacing the mentioning of the film 

The Great Gatsby from 1974 (Bechdel 64) with the more recent adaptation of the novel, with 

which the audience might be more familiar, as this would compromise the authenticity of the 

plot and undermine the synchrony with the images. Following the same logic, the strategy 

will also be exoticising, as the memoir is set in the United States, which is relevant to the 

bigger picture in which Bechdel positions it; the feminist and gay rights movements in the 

United States are crucial to her personal story, for example (Bechdel 80, Cvetkovich 123). 

 Culturally specific translation problems emerge due to the differences between the 

“norms and conventions of the source and target cultures” (147). Nord refers to units of 

measure, forms of address and genre conventions, but often other cultural elements also fit 

this category. On page 85 of Fun Home, for example, little Alison asks her father for $3.70. In 

this case, I would not change this to the corresponding amount in euros, because of the 

American setting and the different time. Throughout her work, Bechdel nonchalantly 

mentions such cultural elements, often typical of both the time and location in which her 

memoir is set. Here, too, I will translate adequately by exoticising and historicising, while 
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sometimes I might be forced to add some sort of short and precise explanation in an 

illusionistic fashion. 

The third category Nord identifies concerns translation problems specific to the 

language pair involved in the translation. Most often when discussing the language pair 

English-Dutch, the gerund and progressive forms are mentioned, as they can be archaic and 

unusual in Dutch whereas they are regular tools for sentence lengthening in English (Claes 

39). Graphic novels have shorter texts in the margins and text bubbles as not to overwhelm 

the text, and therefore long sentences are not common. Bechdel, however, focuses on 

narration in her work, as her dialogue is quite sparse, which allows her to retain a poetical, 

literary style. Another language specific problem especially relevant to graphic novel 

translators is the phenomenon of amplification: Dutch generally needs more space than 

English and therefore the Dutch translation will often consist of longer units or of broken up 

units for the sake of readability. This is a problem with regards to the special limitations 

graphic novel translators face, more on this problem will follow. I consider Bechdel’s style a 

priority, as well as the clarity of the plot. Therefore, sometimes omission of elements deemed 

less relevant might be necessary. 

Lastly, Nord discusses text-specific translation problems, for example “the translation 

of word games and puns” (147). Nord’s definition of the problem is very broad, and it often 

overlaps with many of the other categories. Bechdel uses a register in her narrative textual 

elements which showcases her literary education and interest in language whilst using a 

colloquial tone in her dialogue in speech bubbles. In her narrative, she remains remarkably 

matter-of-fact in her tone; she is always analysing rather than judging. Even when she says: “I 

grew to resent the way my father treated his furniture like children and his children like 

furniture” (14), she states emotion without it shining through her choice of words. Only in the 

dialogues her reaction to the events is genuine and unfiltered, if she is indeed as faithful to her 
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history as she implies. Her drawings are not hyper realistic, making them easy to decipher 

while they remain convincingly detailed. The narratives suggest a voice over, and thus never 

interfere. Besides this, Bechdel’s text contains word games such as alliterations (“He was an 

alchemist of appearance, a savant of surface, a Daedalus of decor” (6)) and has a noticeably 

high register. Although I will attempt to find equivalent tropes to the many Bechdel employs, 

I might move a trope to a different image or change tropes (Chesterman 160), due to spatial 

limitations and word order, or to best convey Bechdel’s style and meaning.  

The most notable text-specific translation problem in this text is intertextuality; 

Bechdel refers to literary works of many genres and time periods in many ways. They are 

quoted directly, alluded to in dialogue and narratives, part of the image as an inscription, etc. I 

will aim to translate in a manner that is exoticising and historicising, as the setting in time and 

location are crucial: Bechdel uses culture and time to incorporate her personal story in the 

bigger history of homosexuality and feminism in the United States. A more elaborate 

discussion of the strategy I will use when dealing with intertextuality follows below; in order 

to better understand the remaining textually specific translation problems, I will use Klaus 

Kaindl’s elements of comics as a way of studying said problems, since the text at hand is a 

graphic novel. 

 

1.3 Elements of the graphic narrative 

The analysis above considers the fact that the graphic novel is a hybrid genre which contains 

visual elements that can and will influence the translator’s choices and actions. This will be 

expanded on using Kaindl’s study of the elements of the graphic narrative, since visual 

elements are so prevalent and important. Kaindl has laid the foundation for many studies on 

translation in his article “Thump, Whizz, Poom!”, in which he focuses on the translation of 

comics rather than graphic narratives in general. Although he describes the history of the 
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North-American comic, his article is useful for this thesis as he explores several existing 

approaches to comic translation and establishes a new approach which is relevant to the 

translation of comics as well as graphic novels.   

Kaindl discusses both the linguistic and semiotic approaches to graphic novel 

translation in his article, as he explains that these approaches only focus on “aspects of 

language in the narrow sense” and “on the relationship between text and picture and the 

resulting problems” respectively (264-5). He establishes the need for a systematic account 

with a sociological foundation which “takes pictorial and typographic elements into 

consideration” (265), by explaining that the factors to consider when reflecting on graphic 

novel translation are not merely linguistic and semiotic. They also depend on the social and 

economic situation in which the translator is situated as well as his or her personal preferences 

and choices. He then continues to describe a “translation relevant anatomy of comics” (273), 

which also applies largely to graphic novels as the elements he mentions are present in both 

subgenres of the graphic narrative. He divides this anatomy into three parts: linguistic, 

typographic and pictorial elements (273). 

 

1.3.1 Linguistic elements 

Kaindl divides linguistic elements of graphic narrative translation into titles, dialogue texts, 

narrations, inscriptions and onomatopoeia (273). He explains how the titles and subtitles have 

an expository function, conveying information to the reader needed in order for him or her to 

understand to some extent what is to follow (273). Therefore, the translator’s priorities when 

translating titles lie with conveying the necessary information without extensively lengthening 

the title. An example is the title of Bechdel’s work itself: Fun Home: A Family Tragicomic. 

The title not only clarifies the style and genre the reader can expect, but also references the 

funeral home which was prevalent in Bechdel’s youth and sarcastically comments on her own 
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situation whilst growing up in her father’s tightly controlled mansion. The challenge for the 

translator lies in incorporating these layers into the translated title. Another option would be 

to preserve the English title and leave it untranslated (Grit 192). The latter option most befits 

my aimed translation strategy, as it exoticises and historicises the title, and all the layers 

within it are preserved. The element of the word funeral in the title might not be clear from 

the start, but it will be revealed later in the memoir. This is no different for the English 

audience.  

Dialogue texts in the case of Fun Home are placed in speech bubbles. Not only are 

they subject to the spatial limitations the translator faces (more on which will follow), they 

also have a “dramatic function” and are to “[reflect] the speech behaviour of the protagonists 

in close connection with the socio-cultural context shown in the pictures” (Kaindl 273). The 

dialogue texts convey the individual voice, mood and diction of each character. With a few 

exceptions, there is no room for longer speeches or discussions as the text bubbles would 

obscure the visual elements. Bechdel’s graphic novel is filled with characters with different 

dictions, such as her parents’ curtness, her own voice changing as she ages, her grandmother 

with a notable accent, the dialogue taken from other texts or works; the translator needs to 

feel at ease with all voices and convey them convincingly to an audience of another socio-

cultural environment. Hence, the connotations with each type of speech must be noticeable, 

and the translator must decide whether the American socio-cultural backdrop must be 

preserved. Since I aim to translate adequately in general, I will preserve this backdrop. 

Bechdel’s narration throughout the work is far removed from the tone of voice found 

in her dialogue texts. Her tone is educated, literary and somewhat emotionally removed. She 

has a love for language and a way with words, which often makes her sentences long, 

spanning more than one image, and filled with intertextual references and tropes. Her style is 

eloquent and since Dutch often requires more space than English, a translation problem arises 



 Tims 13 

when trying to convey her style as well as deal with the spatial limitations as mentioned 

above. Hence the translator must be concise whilst translating style and retaining the “epic 

function” (Kaindl 273) of the narrations: propelling the narrative onwards. An example is a 

narration in which Bechdel describes her father and how he identifies himself with characters 

from Scott Fitzgerald’s novels: “Like Gatsby, my father fuelled his transformation with ‘the 

colossal vitality of his illusion.’ Unlike Gatsby, he did it on a schoolteacher’s salary” (64). 

She combines two overt comparisons with a direct quote and a subtler metaphor indicating 

that her father feverishly and actively kept alive an illusion to keep himself going. All of this 

must fit into the designated space.  

Fun Home contains inscriptions aplenty, since Bechdel recreates memories, pictures 

and written texts with precision. She paints a picture which makes it easier to perceive her as 

a reliable narrator and witness and which creates a believable environment for the reader to 

engage with under a willing suspension of disbelief. Most of these inscriptions come in the 

form of book titles on drawn covers or inscriptions on or about the environment, but some are 

more complex: the chapter that is to be translated, for example, contains the recreation of her 

father’s letters to her mother, two pages from a dictionary, a typewritten poem by her 

girlfriend and letter from her mother, a personal diary entry, a page from a book containing 

interviews and close-ups of passports and photos. Although I will translate the citations and 

recreated pages from referenced books, I will not translate the titles on the books’ covers 

unless otherwise indicated in the notes, since the titles are either very famous or exist only in 

English. In this way, the willing suspension of disbelief can be upheld the most; the reader 

never loses the knowledge of the setting in an English-speaking country and this solution is 

the most consistent. Besides this, the reader will never be confronted with large blocks of 

English texts. The faithful recreation of the personal hand lettering and dictionary definitions 

will be translated as well. 
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Lastly, Kaindl discusses onomatopoeia. A familiar phenomenon in comics, these 

“visual reflection[s] in writing of the auditive dimension of events and emotions” (274) are 

present in Fun Home as well. Kaindl explains in his article how it is often difficult or 

impossible to translate these elements as the “print plates…are sent abroad without text” 

(270), making it impossible to change them. However, I will translate onomatopoeia to an 

equivalent Dutch version, which I will do where the onomatopoeia sounds unnatural or is 

hard to read (aloud) in the target language, because I feel it would benefit the immersion and 

because I am not using print plates to produce this translation. Kaindl distinguishes three 

types of onomatopoeia: “interjections, derivations of nouns or verbs and invented words” 

(273). An example from chapter three of Fun Home is the ringing of the phone: “RING!” 

(67). Here, I would translate as “TRING!”, which is not much longer but it befits the target 

language better. Onomatopoeia will be translated in a manner which is naturalising, so the 

target audience will be familiar with the word; this will preserve the willing suspension of 

disbelief and keep the reader’s attention focused on the story rather than on unfamiliar 

onomatopoeia. 

 

1.3.2 Typographic and pictorial elements 

Kaindl’s second category is typography in a broad sense: it includes different fonts, sizes and 

modes as well as “graphemes” and “directionality” and “spacing” of letters to convey 

movement (274). Bechdel uses typography to emphasise certain emotions, in the form of bold 

print or italics, in her dialogue texts but not often; only at the absolute height of emotion – 

whilst finding out her father’s secret sexuality and affairs – is it used quite regularly. On top 

of this, the character’s emotions are often reflected in their handwriting. For example, Alison 

writes in her diary on page 78 in reaction to a letter from her mother. Her emotions are very 

clearly visible in the variations of her handwriting. The translator must try to preserve this 
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very deliberate stressing of certain dialogues if there is enough space; another word may have 

to be chosen to write in bold or italics to more befit the target language’s natural accentuation 

and diction. 

To be able to deal with every single element in the visual aspect of graphic narratives, 

Kaindl distinguishes two categories which encompass “panels, colour, speedlines, 

perspective, format, etc.”: “spatial signs” and “action signs”. Spatial signs are those that 

change with the readers’ perspectives and “represent the scene of the action” (274). Action 

signs remain unchanged, as they are the visual elements which carry the narrative. Although 

the Bechdel home might seem to be a spatial sign, since it is the background for most of the 

story, it can be considered an action sign because it functions as an important element of the 

plot.  

 

1.4 Limitations of space and synchrony 

Two translation problems commonly found in the translation of any graphic narrative are 

those concerned with the space the translator can work with and the necessity of synchrony 

between the textual and the visual elements of the work (Sztajn as quoted by Guillaume 98, 

Mayoral, Kelly & Gallardo 356). These problems are also ever-present throughout Fun Home 

and therefore these problems will be further explored using the elements and approaches of 

Kaindl. 

 

1.4.1 Spatial limitations 

The limitations of space the translator faces are strict, as both the dialogue texts and the 

narrations are in thought or speech bubbles or in blocks between or on the panels (Coumans 

12). The translated texts are inserted into the spaces left blank on the page leaving little to no 

room to manipulate the size of either the empty spaces or the font (Gauillaume 97, Kaindl 
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270). David Bellos explains that the translator “has to make his version fit physically into the 

bubble-spaces left blank… A very small amount of flexibility is provided by being able to 

alter the size of hand-drawn lettering – but limits are set by the requirement of legibility” 

(136). Here, Bellos refers to the fact that many graphic narratives make use of a font which 

was written by hand by the artist, as is the case in Fun Home. Spatial limitations heavily 

influence the translator’s choices in the field of linguistic elements as defined by Kaindl 

above. Titles, dialogues, narrations, inscriptions and onomatopoeia simply cannot exceed a 

certain length and will often force the translator’s hand. I will consider Kaindl’s translation 

strategies, “repetitio, adiectio, detractio, transmutatio, substitutio and deletio” (275) in order 

to deal with the spatial limitations.  

“Repetitio”, taking over the source text and images without any changes whatsoever, 

is most commonly used in dealing with onomatopoeia and inscriptions (Kaindl 275). I will do 

this with most inscriptions, excepting onomatopoeia and recreated pages, as discussed above. 

“Deletio” refers to the deletion of text or images (Kaindl 277), and while I will not remove 

images or censor the original in any way, “detractio”, the partial omission of textual elements 

deemed less relevant may be necessary due to the spatial limitations (Kaindl 277). I will not 

alter the images. “Adiectio” is the addition of elements (Kaindl 278), which I suspect I will 

not be using. I may need to translate in an illusionary fashion in order to make a foreign 

cultural element of untranslated terms easier to understand for the target audience, but due to 

the spatial limitations, I may not always be able to or deem it desirable. “Transmutatio”, the 

changing of order (Kaindl 281), may be used to build sentences structures that are more 

natural for the target audience (since some sentences span more than one bubble of blank 

space, certain elements may have to be moved). I can also use this strategy by moving a 

textual element over to create or fill up space wherever necessary. “Substitutio” means the 
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replacing of an element with an equivalent (Kaindl 283). This does not befit my translation 

strategy of adequacy, and therefore I suspect I will not use this translation strategy. 

 

1.4.2 Limitations of synchrony 

Bellos also explains how the pictorial element influences the translator’s options: “The 

cartoon translator also has very little freedom to move meanings around between frames, 

since the captions must fit the picture, right down to the details of what the depicted 

characters are doing with their arms and hands” (136). Mayoral, Kelly and Gallardo further 

explain how the necessity of synchrony between the pictorial and the textual not only 

complicates the translation process, but also results in a constrained translation, as the 

translator’s hand is often forced by what is depicted (356). In this way, the message from the 

source text is altered by, added to and influenced by the visual perception of the target 

audience, limiting interpretation possibilities. In addition, in Fun Home the textual often takes 

the role of the visual and the other way around because of the many inscriptions and 

recreations making “separation between the different media [less] precise” (Mayoral, Kelly & 

Gallardo 359). However, the same limitation of interpretation options can also be a source of 

inspiration for the translator, and help with the process of translation by clearing up possible 

vagueness of the text (Borrodo 22, Guillaume 100). This pictorial dimension, although it 

limits options, also limits the number of possible interpretations of the textual elements and 

lessens the possibility of ambiguity. 

 Although the above only discusses comics, it also applies to graphic novels since the 

same pictorial/textual format is used. In the case of Fun Home however, a great deal of the 

narrative can be seen as distanced from the text due to the voice-over style discussed above. 

Therefore, in some cases, the bonds between text and image are less obvious and strict, 

influencing both the limitations and benefits of constrained translation. On the other hand, the 
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dialogue is of course closely linked to both the spatial signs and action signs. I will aim to 

retain the same level of connection between imagery and text as Bechdel, while making sure 

the characters’ dialogue remains relevant to the image. Where image and text merge and in 

some cases the drawn text is partly obscured by blocks of narrative (Bechdel 57, 63, 77), 

interpretation of the unreadable text is needed which I will try to translate in line both with the 

sections that are readable and the narrative provided.
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2. Fun Home in translation: chapter three
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Notes  

1. ‘Queer’ as such an all-encompassing term does not exist in Dutch dictionaries. Therefore, 

I have incorporated in a page of the VanDale myself, in between existing words and 

followed by the definitions found in English and English-Dutch dictionaries. This 

illusionary strategy was employed to make sure the target audience can comprehend the 

synchrony between the image of a page from a dictionary and the narrative, whilst making 

sure the many different definitions of a single word are not lost. 

2. Throughout her memoir, Bechdel alternates between referencing her parents more 

formally (my father, my mother), and less so (mom, dad). I felt these alternations were 

very much deliberate, as she often uses the more formal version in situations in which she 

feels more distanced from them (for example on this page, when she discusses the side of 

her father she understood least), while the informal versions are employed in the opposite 

manner (she often calls her father ‘dad’ when discussing literature, a passion they shared, 

for example.) Therefore, I have tried to stay as close to the version she selected, with the 

occasional exception due to spatial limitations. 

3. Bruce’s fellow soldier speaks in with a slight accent. I have chosen an accent that is not 

too obvious or exaggerated to portray this in Dutch. This is a strategy that is more 

acceptable than it is adequate, but I felt this more naturalising strategy in this instance was 

a valuable addition to the character building through oppositions of Bruce Bechdel and to 

the setting. 

4. Here, the stronger language is moved towards the front to convey Roy’s personality and 

rebellious carelessness around his more-than-just-a-teacher, as there is no Dutch 

equivalent of ‘shit’ to mean anything of which one does not know what it is. 

5. Throughout my translation I have made use of existing translations of direct quotes where 

possible, taken from translations I deemed most fit and credited in the Works Cited list. 
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An example is this extract from De getemde feeks from 1941, which I chose because of its 

archaic tone and language; it befits both the costumed version put up in the images and the 

stiff nature of Bechdel’s parents in the memoir. However, I opted to adjust the spelling of 

“zoozeer” and “aanstaanden” to avoid the assumptions it could have been a spelling 

mistake. 

6. This is one example of a solution of the spatial limitations. I have moved the title of the 

play one panel down, in order to retain information from those panels in the most efficient 

way.  

7. In the instance of this interview with Gidlow, as well as with the poem by Wallace 

Stevens on pages 82 and 83, an existing Dutch translation could not be located. In both 

cases, I have translated them myself so as the reader would not be forced to deal with 

large pieces of English texts relevant to the plot. In the case of Stevens, since it is poetry, I 

have prioritised meaning and accuracy over metre and rhythm, as it is read by a character 

and not printed in a recreated page. 

8. The words I used I did not actually look up in an index, but since English and Dutch share 

those Indo-European roots, I felt the difference would not harm the believability of the 

claim, as translating ‘Index of Indo-European roots’ as ‘woordenboek’ would have done. I 

have taken the liberty of removing all English words which do not exist in Dutch and 

replacing them with other words starting with ‘o’, which could be interpreted as sexual in 

some way. 
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Appendix: source text
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