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Introduction

Even though it has been more than 65 years ago that the Second World War came to an end and there are less and less eyewitnesses who can share their story with those of us fortunate enough not to have lived through such a horrific event, the period of 1940-1945 remains tangible in the Netherlands. Each year there are ceremonies in commemoration of those who have died in wars or missions of peace since the Second World War on the national day of remembrance on May 4th (Dodenherdenking) and the following day there are activities and festivals in celebration of the liberation of the Netherlands from Germany (Bevrijdingsdag). Furthermore, the Second World War still centres as an important subject to be studied in history classes for both secondary school students and pupils in the final years of primary school. Power conflicts in general seem to be inherent in human society resulting in a world which appears never to be fully war-free. However, since the Second World War was so atrocious not only in the way Hitler gained and kept power and support, but also how he wanted to annihilate the Jews, many feel the need to make sure something similar will never happen again. Children are constantly confronted with wars in – mostly – far-away countries through television and other media, but they can be introduced to the horrors of a war which was much, much closer to home through education and books. In fact, eyewitnesses, historians and writers alike have been writing about this subject as a means of coming to terms with, preserving the historical events of, and educating readers about the scourges of this war. Especially now that fewer eyewitnesses remain the war may potentially slowly become overshadowed by other more threatening and recent events, such as 9/11 and the War on Terrorism. Since the Second World War may be reduced to another historical subject comparable to the witch trials of the 15th and 16th century, Theodor Adorno’s call for an upbringing primarily concerned with preventing the Holocaust to ever happen again (77) could be regenerated. 

Children are likeliest to be introduced to the Holocaust through books, but writing about this sensitive subject is a difficult task in which authenticity and historical accuracy are to be combined (particularly in the case of writers who have not lived through the event, but who have to rely on research) as will be explained in chapter two of this thesis. Besides, writing for children makes matters only worse as it also needs to take into account the readers’ little background knowledge, the amount of horrors child readers can handle, the didactic motivation behind the book, and the narrative styles which will attract the potential reader and encourage him to ask questions regarding the topic of the story. Although it seems hardly possible to write books intended for a child audience about the horrors of the Second World War, those books do exist and are widely read. Moreover, there are even picture books meant for ages five through twelve dealing with this subject. Some of those books may be used in a primary school setting to stimulate conversation about the Second World War, while others might be read at home. 

While many scholars have focused their research on the difficulties of writing about war in children’s books (Fox, Brown, Jonathan Lathey and Gillian Lathey), on how the Holocaust is dealt with and represented in children’s literature (Kokkola, Kidd, Bosmajian, Van der Pol, Kertzer, Jordan, Russell, Will, Machet, Walter and March) and on the challenges of translating children’s literature (Oittinen, Shavit, O’Sullivan among others), only a handful of scholars have combined the notions of war (Holocaust) and translated literature. The fact that some of the books discussed in existing literature on war/Holocaust and children’s literature are translated is not denied, but it is also hardly ever elaborated upon, let alone taken as the main focus of the research. Conducting a comparative research on translating strategies in children’s books concerned with the Second World War might, however, provide insight into the way cultures engage their child readers with such an atrocious subject matter and subsequently unto what children will learn from reading such a book. Hence, this thesis will focus on translated picture books and the way they deal with the Holocaust. 


Because of the peripheral position of children’s literature in the literary polysystem, translators appear to have a great amount of freedom to manipulate the text they are translating (Shavit, “Translation of Children’s Literature” 26). While this will be further explained in chapter three, here it suffices to mention that in the case of picture books this freedom might even be expanded as picture books may not even be considered literature in the first place. On the other hand, the interplay between text and picture combined with the seriousness of the subject matter might result in a restriction of this freedom, because the translator will have to obey to the historical accuracy and the message conveyed through the illustrations.    


In an attempt to research how translators translating foreign picture books into Dutch deal with a sensitive subject such as the Holocaust and whether or not their translating strategies seem to differ when various age groups are concerned, comparison will be made between source and target texts of a variety of originally English, German and French picture books intended for children ranging between five and twelve years old. A comparative study will hopefully reveal which translating strategies are considered to be useful for dealing with atrocious subject matters (hence it will shed light on the amount of freedom translators allow themselves to have), what different cultures deem appropriate reading material for their youth and how these factors can affect various interpretations. The first two chapters of this thesis will be devoted to a theoretical background on Holocaust literature for children and the translation of children’s literature, respectively. Chapter two will also discuss the phenomenon of the picture book and its characteristics. Chapters three through ten will cover the practical aspect of this thesis; the comparative case study. Seven picture books will be used for this case study, divided into two categories based on the age group of their intended audience. Chapter three will give an overview of the methodology used before moving on to the actual research in the following chapters. Chapters four through seven will discuss the comparison of those picture books meant for children ages five to nine, with each chapter dealing with one specific book, while chapters eight up through ten will analyse those books intended for children age nine to twelve. Comparison will be done on the basis of language use (including grammar), atrocious issues, perspectives and extra textual elements such as lay-out and prologues/epilogues, but see chapter three for an exact explanation of the methodology. Finally, a conclusion will be offered in which the findings of the case study will be recapped. In the appendix, several tables can be found which contain the source and target text for each individual narrative, placed next to each other to facilitate the process of comparison.              

Chapter One: Representing the Holocaust in Children’s Literature

1.1. How to define children’s literature


Before plunging into two specific areas of children’s literature (picture books and translation) and examining how, when combined, these can influence historical awareness, it is important to figure out what children’s literature is exactly, and how it differs from adult literature. In the introduction of her work on Peter Pan and children’s literature, Jacqueline Rose, author of children’s books, touches upon the impossibility of children’s literature (1). This entails, according to Rose, that children’s fiction depends on ‘the impossible relation between adult and child’ (1).  This relation is impossible because the two actors involved are wide apart and do not come together; every children’s books is first created by an adult and then received by a child but the two cannot secure the relationship via the text, because the child is kept at bay in the process of creation (2). Even though the relationship between adult and child, between author and addressee, appears impossible or at least unbalanced for there is a major difference between the two, this relationship is one of the most important characteristics of children’s literature. The relationship adult-child is not only defined by its imbalance, but can also be found in the writing process and the distribution of the texts and hence, in turn, helps to define children’s literature. Rita Ghesquiere, in her book on children’s literature, mentions how the child image of the adult writer has a major influence on the content of the text (17). In other words, the writer creates a text with a child image in mind and this image determines the author’s implied reader. According to Ghesquiere, the writer’s child image is formed by a mixture of real children close to the author, the author’s idea of his/her own childhood, pedagogical views and an idealised notion of the child in general (90). The relationship adult-child (in this case a twofold relationship, both adult-real child and adult-ideal child/child of the past) clearly influences the writing process of every children’s book. At the same time, the adult also plays an important role in determining which texts are considered children’s literature, as Emer O’Sullivan points out. According to her, children’s literature differs precisely on this point from adult literature: not the text itself or the audience define the work as literature, but the adult agencies/institutions involved in producing the books do so, when they assign texts to children they deem appropriate or suitable (13-14). Ghesquiere also acknowledges this role of the adult (23). Again, the relationship adult-child becomes apparent. This idea could even be taken further when the intended audience is considered. In the case of children’s literature, it is often the adult who buys the book for the child and hence who stimulates the child in becoming acquainted with a certain type of text. A children’s book, therefore, should not only appeal to the intended child reader, but also to his/her parent or teacher who can provide the child with the text. Furthermore, adults regularly read to very young children and may read children’s books for their own pleasure as well. Thus the book has a double or dual address of both child and adult (O’Sullivan, 16). Sometimes children’s books even communicate directly to the adult (Ghesquiere, 24) when they leave gaps in the text the adult can fill, but the child cannot.   


Not only should the distinct characteristic of adult-child relationship be considered when discussing children’s literature, but function, status and literary devices come into play as well. Zohar Shavit explains that, when it comes to the function of the text, adult and children’s literature used to hold similar stances. In the past, adult literature was used as a tool for conveying didactic ideological messages (Shavit, 126). The difference lies in the fact that this didactic motivation behind writing a text has disappeared in adult literature while it is still prominently visible in children’s literature (126). Today, adult literature functions as an instrument for recreation and entertainment and holds highly aesthetic value as a work of art. Ghesquiere sets out the various functions of children’s literature and literature in general and from her findings the conclusion can be drawn that even though some functions are taken up by both sorts of literature, the way this is done always differs; the key aspect being the didactic or pedagogical motivation. Both adult literature and children’s literature can be seen as a means of communication, but in the case of the latter there is an intermediary (i.e. an adult mediator) interfering in the process (22-24). Both adult and children’s literature can be considered a work of art, but more often than not the children’s book does not live up to artistic value because it lacks profundity and merely contains a didactic message combined with an ‘empty adventure’ (24-28). Literature in general can be seen as a process of language acquisition in that it encourages creativity and stimulates imagination and a search for logic and meaning, but in literature for children this is always connected with the didactic motive (119). Language use is part of this particular function as well. Literary language is applauded in adult literature, for it enhances the aesthetic value, while children’s novels are usually written in a less difficult style (probably deliberately so, because the author would not want to risk a failure in conveying his/her message) and even when literary language is used, it is, as Shavit points out, a didactic tool for vocabulary (128). Other functions literature can hold are psychological (identification/entertainment), social (providing a particular view on society) and intellectual (informative/aesthetic), but again, in children’s literature these functions are embedded in and subordinate to the didactic motive (Ghesquiere, 120-127). However, literature and indeed children’s literature is not a fixed phenomenon. Over time, boundaries are changing and certain functions and characteristics might come to dominate others, which can lead to the breaking of taboos and a different form of children’s literature.           


That literature is a system open to change can be explained in connection to the status of texts. Itamar Even-Zohar has developed a theory, the so-called literary polysystem theory, in which literature is considered a dynamic system involving norms, models and cultural, social and historical relations. Each work of literature holds a position is this network and this position determines the status a text has. Texts in the peripheral part of the system tend to have a lower status than those in the central part. However, a text is not fixed in a certain position, but can move along the network in time. Generally speaking, children’s literature has occupied a peripheral position, while adult literature holds a central position (192-97). The relatively low status of children’s literature becomes even more apparent from some of the work by literary scholars focussing on adult literature. Piet Mooren, in his book on how picture books can be used as a means of cultural spread, quotes the literary field as constructed by Van Rees & Dorleijn. This field includes all the participants in producing, distributing and reviewing literature, but surprisingly fails to recognise the position of children’s literature (Mooren, 97). It does mention literary education, but only for those in secondary school and beyond: the books read in primary school appear redundant. Literary professor J.G. Bomhoff even dared to describe children’s literature as trash, leftovers of what once was literature (Mooren, 97). However, a couple of years later Bomhoff reconsidered his statement and claimed that children’s literature indeed could be regarded as literature (Mooren, 98). 


A final characteristic of children’s literature is linked to the literary device of plot. Shavit mentions that establishing a solid plot involving action has the highest priority in children’s literature, because plot and action are regarded as the central elements of children’s novels (124). Hence, a valid storyline is often chosen above complex characterisation and writers are less likely to include irony in texts for the young (124), while adult literature seems to focus more on style rather than action. Besides, the protagonist in children’s novels is usually a child and the ending normally brings an optimistic message (Myles McDowell qtd. In Walter and March, 37).       

Of course, the term children’s literature covers many different genres and age groups and can be considered a very broad term. Obviously, there will be differences in the above mentioned characteristics between books intended for toddlers, schoolchildren, teenagers or young adults even though all of these books are categorised as children’s literature. For example, the dual address will be less apparent from books directed at teenagers and young adults, as they themselves have more opportunity to choose their own books and do not need an adult to read with them. On the other hand, those books are more eligible for becoming books adults read for their own pleasure as well. Also, teenage and young adult books will probably be less didactic (and possibly more artistic) and might involve more difficult language than those intended for younger readers. However, the characteristics outlined in this paragraph do, to some extent, apply to all children’s literature texts. 

1.2.  Why Holocaust literature for the young?

As mentioned in the introduction to this thesis, literature can be a useful tool 

for explaining to children the events of the Second World War. It is a means of education and can raise historical awareness. It also, as Hamida Bosmajian points out in her book on narratives about Nazism for young readers, tries to establish possibilities for the youth to extract meaning from the narratives: the reader reflects on the events, on the ideas behind evil, virtue and prejudice and in doing so literature reinforces confidence in humanity (134). James Young, in his book on Holocaust writing, claims that when it comes to this historical period, texts and events hold an unbreakable relationship, because ‘[w]hat is remembered … depends on how it is remembered, and how events are remembered depends in turn on the texts now giving them form’ (1). Thus, Holocaust literature functions as an instrument for remembrance with the aim of preventing a repetition of events. Furthermore, as Piet Mooren points out, historical children’s novels and picture books relate more to the child’s level of understanding than many textbooks and due to their possibilities of identification motivate pupils more into interest in history lessons than do regular textbooks (261). Bosmajian claims that narratives about the Holocaust constitute a grieving process by having the reader undergo identification and rejection (xvi). However, the unresolved grief intrinsic in the text is overshadowed by the didactic plea for remembrance (xv). 

In her book on the representation of the Holocaust in children’s literature, Lydia Kokkola explains the charm as well as the unattractiveness of stories dealing with the Holocaust (129). Kokkola tries to investigate this oppositional conduct by researching text-based elements such as ‘page-turning quality’ and entertainment (130). She also points out, though, that while her research is done by looking at texts and their qualities, the reader’s role should not be overlooked as he/she ultimately decides whether or not a text is read and enjoyed (130). Holocaust literature can be considered as part of the genre of horror, since it displays horrific events and can scare the reader with a world which seems unbearable and impossible, but which, unfortunately, has been a reality. Kokkola quotes Marina Warner who, in her study of fear in written works, has found three ways in which terror and anxiety can be enjoyed: ‘scaring, lulling, and making mock’(Kokkola, 131). Even though adult writers will probably try not to frighten the child reader too much, an element of horror will become apparent from Holocaust texts and thus the child reader can indeed feel scared or at least uncomfortable while reading about these events. Kies, also quoted in Kokkola, believes that fear and anxiety appeals, because it is immediately followed by a relief that the situations described do not exist in real life (131). Robert Bloch adds to this that in the case of Holocaust literature, which after all describes events which were most certainly real, the pleasure of relief is felt when the reader returns to the actual world in which the horrors are not present even though they might be somewhere else in that real world (quoted in Kokkola, 131). Hence, for texts dealing with the Second World War to be enjoyable for children, they need to provide psychological closure, so that the reader has a sense of ending and can return to his/her safe and happy world (132). Fear can be conjured up by portraying the enemy (Nazi characters) as monsters to stress the dehumanised nature of the events (134), as outsiders to contrast with the protective family life (135) or as ordinary people to create the possibility of the story to occur within the reader’s own environment (138).


Even though it might seem unethical to elicit a reader response consisting of laughter, another means by which authors can attempt to create a Holocaust text appealing to young readers is humour (149). Kokkola uses Bakhtin’s concept of carnivalesque to explain the kind of humour meant. This means that the order of representation is turned upside down, rules are ignored and readers are given the opportunity to evaluate a parodied and hence ridiculed situation (150). This can be obtained by playing with genre boundaries, using animal characters and alienation (151).                  

1.3.  The problems of representing the Holocaust

At first glance, it might not seem too difficult to write a children’s story set in the Second World War. The protagonist could be a child, boy or girl, whose daily life is affected by the war in that he/she experiences ration, curfew, soldiers marching through the streets and perhaps Jewish friends or acquaintances who go missing. However, there is so much more to this war than simply a slightly present grown-up battle in a child’s life: there is hunger, death, fear, coldness, concentration camps, mass murder, persecution, discrimination, danger, annihilation of identity, etc. Precisely these elements are to be conveyed to the child reader for him or her to begin to understand why it is so important similar events will not be repeated. Eric Kimmel, quoted by David Russell, has identified four types of Holocaust literature: resistance novels, refugee novels, occupation novels and narratives about the concentration camps (268). Russell believes that all these aspects (resistance, flight, occupation and death camps) are to be learned about in order to understand the impact of the Holocaust (268). However, some academics strongly believe that understanding will result in sympathy and forgiveness and hence in a justification of the events (Kokkola, 137). Others feel that history can only be learned by understanding and rejecting the motivations behind the events (Kokkola, 138). Nevertheless, children need to be confronted with Holocaust history in order to prevent repetition, but, as Young notes, Holocaust texts can generate multiple meanings and interpretations (4), so the author should take great care in deciding how to tell the story and what to include or omit. Kokkola quotes Terrence Des Pres who has outlined three principles to be taken into account in Holocaust writing:

1. The Holocaust shall be represented, in its totality, as a unique event, as a special case and kingdom of its own, above or below or apart from history.

2. Representations of the Holocaust shall be as accurate and faithful as possible to the facts and conditions of the event, without change or manipulation for any reason – artistic reasons included.

3. The Holocaust shall be approached as a solemn or even sacred event, with a seriousness admitting no response that might obscure its enormity or dishonour its dead. (Kokkola, 10)

Kokkola herself adds two more principles, namely the principle of not forgetting and the idea that ‘[a]ll writing about the Holocaust should adopt an ethical position that fosters resistance to fascist philosophy’ (11). These five principles, according to Kokkola, need to be followed, but when writing for children, they also need to be combined with the conventions present in children’s literature (11). And that is where the problems begin.

1.3.1. The problem of language

Kokkola quotes Wittgenstein who claimed that human knowledge and understanding is limited to the possibilities of human language (15). This means that humans can only grasp things they come across when these are named. However, the Second World War was en event full of atrocities and horrors difficult to put into words. Especially those who experienced it first-hand might struggle to find words that can give meaning to their experiences. Adrienne Kertzer, in her article on children’s literature and the Holocaust, even goes so far as to say that only the dead can fully grasp what happened and that even the camp survivor cannot really understand it (“Do you know”, 240). Language simply seems inadequate to express the brutalities faced in this war or, as Saul Friedländer describes, the extremeness of the Holocaust reality ‘outstrip[s] language’s capacity to represent it’ (qtd. in Young, 16). Even metaphors, as Kokkola notes, are useless in describing the war experience: hyperbole is frequently used in everyday speech and hence has lost its true/literal meaning, while simultaneously readers cannot understand this meaning anyway as it ‘lies beyond the limits of [their] experience’ (15). Bosmajian too feels that the events of the Holocaust ‘cannot be real for those who were not there or those who came after’ (125). Young disagrees with Kokkola though, when he states that metaphors ‘are our only access to the facts’ (91). In other words, the facts of the Holocaust cannot be described without using metaphors. Kertzer, in her article on the memoirs of Isabella Leitner, claims that history, even the facts of history, cannot be relied upon because of the inadequacy of its language (“What happened” 170). Several scholars have tried to respond to the inadequacy of language and have found various solutions. Some believe silence is the only correct way of dealing with the Holocaust since language fails in communicating the horrors, others consider nonfiction to be appropriate because only facts can tell the story of the Second World War and there are also those who argue in favour of fiction (Kokkola, 16). Kokkola acknowledges the reasons for bringing forward the idea of silence, particularly in that using daily language to describe the events of the Holocaust can lead to normalization which consequently may result in a degrading of the importance and extraordinary nature of the events (19). A point also described by Young, who claims that representing the Holocaust in writing, speaking or responding inevitably means that it is placed in relation to other events and by doing so it loses part of its uniqueness (88). At the same time, however, while writing about the Holocaust may lead to normalization and familiarity, silence may result in another unforgivable notion: forgetting (Kokkola, 19). This idea is also brought forward by Young who states that placing the Holocaust in a no-go area in relation to fiction and the imagination could lead to a complete exclusion from the public awareness (133). Kokkola mentions several critics (Adorno, Howe) who reject Holocaust literature on the grounds that an aesthetic form of portraying the Second World War does not do justice to the millions of victims whose lives have been affected by this war, but Kokkola herself considers fiction to be an appropriate form of Holocaust awareness, because it provides readers with a background of the victims who are merely numbers in factual reports and hence elicits emotional responses (23). Bosmajian quotes Claudia Maria Toll who even goes so far as to argue that literary and aesthetic aspects of narratives should be rated more important than educational intentions (105). Elie Wiesel, quoted by Young, believes Holocaust fiction is inappropriate, since it fails to provide facts and the words, when turned literary, change the intended message (Young, 22). David Patterson, as noted by Kokkola, seems to have found a solution to the problem of language by combining fiction with silence. According to him, ‘all Holocaust writing is a form of dialogue with silence’ (Kokkola, 23). This means that things are expressed not by saying them, but by focussing on what is left unsaid (23). Kokkola denotes those silences, those informational gaps, ‘framed silences’ (25). These silences are framed precisely because the reader is aware of their existence and can extract meaning from them. In the case of children’s literature, framed silences can convey and explain the Holocaust, while, at the same time, they protect children from becoming aware of those aspects of the Holocaust they cannot cope with knowing about (Kokkola, 26). However, authors may also try to protect young readers by deliberately withholding information, another form of silence (26). Withholding information is frequently used in adult literature, but in the case of a child audience, it can become problematic as young children may not possess the historical knowledge necessary to fill in the missing information (26).               

When writing children’s books about the Holocaust it is important that a suitable and appropriate language can be found, since the texts can influence the reader’s behaviour and beliefs and are hence important factors in shaping a child’s personality and attitude towards, for example, anti-Semitism and racism (Kokkola, 11-12). 

1.3.2. The problem of audience

Another major problem in writing Holocaust fiction for children is the intended audience: the child reader. Kokkola notes that in children’s literature the notions of didacticism and protection have to be combined, since this form of literature has had a long tradition of educating and creating a happy and safe reality (9). Combining these notions with the story of the Holocaust is, of course, not an easy task and results in a breaking of taboos, because the world that is created is a true, but frightening world that can lead to unhappy or ambiguous endings (11). As mentioned above, authors sometimes try to protect the child by withholding information, but this should not result in a distorted view of the events described, nor should it question or doubt the truthfulness of the events. Many children’s books on the Holocaust address both the child reader and the adult reading alongside the child (Kokkola, 28). By withholding information from the child which the adult reader can comprehend, the author expects the adult to function as a mediator who decides whether or not to provide the child with the information implicit in the text. In doing so, the text refuses to take ethical responsibility, according to Kokkola (28). On the other hand, every text contains gaps, whether framed or simply withheld, and those gaps, when picked up by the reader engage him/her in the story and stimulate an active reading experience (Iser qtd. in Kokkola, 43). Kokkola hence concludes that few gaps would result in texts that are more ethical, but probably also less interesting (43). Besides, texts without gaps are not only less stimulating and inspiring, but can also be considered less credible (46). Most importantly, the informational gaps ought to be, according to Kokkola, framed silences because those particular gaps help identify where information is missing so that readers become aware of the fact that they might need to fill in the blanks (39). 

Another problem linked to the background knowledge and reading skills of the audience is the question of identifying and empathising with the fictional characters. Knowledge of and experience in understanding other human beings in the real world and the possibility to access the mind and thoughts of fictional characters help draw a picture of them, but because children are usually less experienced in this field and lack knowledge of narrative strategies and perspectives, they are more apt to readily accept the character’s views and identify and empathise more easily with these fictional characters (143). This is also acknowledged by Bosmajian who mentions that the author cannot rely on the ‘critical discernment’ of the young reader, because this can lead to misinterpretations and a distortion of the facts (71). The limited knowledge and reading skills may explain why the enemy often is focalised externally and hence why the reader is not permitted to see inside the perpetrator’s mind (Kokkola, 143). The enemy is only known by how he acts so that the child is protected from propaganda language (Bosmajian, 138). However, according to Gillian Lathey in her article on war literature, children’s authors writing about war increasingly try to portray the humanity of all the parties involved in the conflict (“Autobiography and History”, 63). Depicting the enemy clearly is problematic. Not only identification with the enemy should be avoided, but identification with the protagonists can be problematic as well. When child readers quickly identify with protagonists in Holocaust literature, the author will need to protect the readers, because they might become emotionally too attached to the characters and their stories. One way of dealing with this problem of identification is by creating a distance between the protagonist and the reader, so that identification is delayed and repressed and the author can share information with the reader he/she might not be able to handle had he/she felt close to the protagonist (Kokkola, 152). This is in contradiction with the idea coined by Bosmajian that first-person narratives provide a means of censoring and protecting (22). When a story is told from a first-person perspective, the author can limit the information made explicit because the situation is seen from one perspective rather than by an omniscient narrator. Limiting the information protects the child from knowing too much. Of course, at the same time, first-person narratives invite a closer relationship between reader and character and hence increase the chance of identification. Other critics feel that the child reader can be protected by balancing information, so showing both the good and the evil (Jordan, 200), but also, in agreement with Bosmajian, by personalising history by means of identification with the child protagonist so the reader can gradually learn about the events simultaneously with the growing awareness of the protagonist (Jordan, 201). Thus, it seems that having a child protagonist on the one hand helps bringing in distance between the events and the character so as not to scare the reader, while at the same time it stimulates identification which, in turn, can emotionally overwhelm the child reader. Using a gentile narrator is another strategy employed to create distance, because this assures that the events cannot come too close; they are witnessed but not experienced (Jordan, 209). Ido Abram, inspired by Adorno’s call for an upbringing focused on preventing the Holocaust, has written an instruction on how to raise children in awareness of Auschwitz. He constructed a step-by-step plan for educating children, which can be conducted by having them engage with the life stories of those who have witnessed the war (5). One of these steps involves having the child empathise with the various groups present in the war (victims, perpetrators, bystanders) (6). Abram hence seem to applaud identification as a process of awareness and education.          

Children’s literature traditionally holds happy endings consisting of some form of closure (Kokkola, 154). Children’s literature dealing with the Holocaust often also provides closure at the end of the story, be it, in Kokkola’s terms, ‘structural closure’ (the plot has come to a conclusion), ‘psychological closure’ (the protagonist’s conflicts are resolved) or ‘aptitude’ (multiple interpretations, open ending) (154-155). Structural closure appears most commonly, perhaps because it meets the requirement of a happy ending for young readers (155). However, the most extreme form of closure is also frequently used in Holocaust literature: death (160). According to Kenneth Kidd, the dead/wounded child is a trope which symbolises the transmission of trauma (126) and inflicts ‘narrative engagement’ (129). He also states that, in order to fully understand historical events, the young reader must experience it as personally traumatic (133), which explains the importance of narrative engagement and personalisation. At the same time, although death might seem a cruel ending for a young audience, it also opens up the idea of a happy afterlife (Kokkola, 160). Thus, although children’s literature dealing with the Holocaust appears to break taboos and is constantly in search of ways to make the facts accessible, a happy ending seems inevitable as a convention of literature for the young and death cannot be given the final word. This is understandable, according to Bosmajian, but at the same it may do injustice to those murdered during this period (xxi). Each text aims to present a way of coming to terms with the events in an attempt to educate the child reader about history. Holocaust literature, according to Russell, is always didactic in that it carries a message, but even though the reader must not be shocked or frightened, the message cannot be softened: the reader must be told the truth (278-279). Bosmajian stresses that the child reader will not learn all there is to know about the Holocaust by reading one or two books about this historical period. She states that at best, the child may be stimulated to indulge himself in more narratives on the subject, but that this hardly ever happens (xx). Besides, in the case of a survivor’s narrative, even though the young reader may feel inclined to ask questions and expand his/her knowledge of the subject, genuine communication between narrator and reader is impossible because the gap between experience and recollection and between then and now is too wide to be bridged (141). Nonetheless, not writing children’s literature on the Holocaust may lead to a vicious circle in which less is read because less is written. 

Another way of protecting the child reader is by focussing on the act of seeing and reporting, rather than feeling and evaluating, as is noted by both Bosmajian (196) and Kertzer (“What happened”, 173). Similarly, death can be depicted in the context of ‘the method of the general killing’ without evidently linking it to personal grief (175). In this way, the text discourages identification and stimulates a narrative emphasising the facts, but it can also reduce the liveliness of the text. Protecting the child not only means happy endings, silences and a child perspective, but can also be found in the setting of the story. Hardly any children’s story is set within the borders of the concentration camp (Kertzer “Do You Know”, 245). When concentration camps are touched upon in the narrative, the victim usually escapes or an outsider’s perspective is used to create distance (245). This, according to Kertzer, only increases the inability to understand the Holocaust, because it fails to face the concentration camp life and stimulates the idea that something positive can come of mass murder (248).    

Virginia Walter and Susan March state, in their article on picture books about the Holocaust, that the context in which a Holocaust narrative is read is equally important for comprehension and reader response as the content or format (49). They believe that the child reader requires information on the context, provided by the book itself or by an adult, to understand the events described. A commonly understood context in which the Second World War is annually remembered and the child is regularly confronted with the effects of this war helps in grasping the meaning of Holocaust literature (49).

1.3.3. The problem of authenticity

After fighting the problems of language and audience and thus coming up with a story appropriate for a child using language that appears meaningful and adequate, there remains another problem: authenticity. Kokkola mentions that books dealing with historical events always appear to cause problems for literary critics and historians, but that Holocaust literature differs from other historical novels in two respects (1). The first of those two is already touched upon, namely the fact that the events are too atrocious to describe in normal words, and the other factor is linked to historical accuracy. Writers of Holocaust fiction need to take extra care in their representation of historical events, because the events of the Holocaust have been subject to denial, a notion unique to this particular historical period (2). It is thus important that the child reader can separate fact from fiction, while at the same time the story must represent history as accurate as possible so there will be no room for the child to dismiss the facts (2). Holocaust fiction is a form of historical literature and this means that such a text has to be both a piece of ‘good history and good literature’ (Kokkola, 47). In the case of Holocaust literature for the young, good history would entail a text which provides the reader with a clear understanding of the events, but also of history’s factuality (49). The reader should be given the opportunity to comprehend and interpret what has happened, although, particularly when it comes to children’s literature, he/she should not be frightened. Using the narrative form to convey historical events can be problematic, though, because it creates a difficulty in ‘distinguishing between the factuality of fiction and the fictionality of historical facts’ (White qtd. in Kokkola, 52).  On the other hand, the narrative form appears to be most effective in presenting historical events, as children ‘”think” in terms of stories and are able to discover the fundamental truths revealed by stories long before they are capable of thinking in abstract terms’ (Ewers qtd. in Kokkola, 54). Narratives thus provide children with a means of communication and making sense of the world around them. Clearly, authors need to find a balance between fictionality and factuality when mixing actual events with fictional characters in writing for a young audience about the Holocaust. This mixing, according to Young, leads to ambiguity (Young, 52). The writer on the one hand deprives himself of the notion to be historically exact since he invokes fictional characters, while at the same time he claims historical authority by describing real events (52). Many texts dealing with the Holocaust try to solve the problem of finding a balance between fact and fiction by using paratexts to provide the young reader with information on this balance (Kokkola, 2). However, these paratexts are not without problems, according to Kokkola. Placing a historical document in a fictional text alters the credibility of both texts and questions the relationship between fact and fiction (60). This questioning can be seen as an inducement to interpretation on the side of the reader, but also opens up the idea that the author has played with the factual documents to make them fit in the context of the story and hence the relationship between fact and fiction can be negatively influenced. Furthermore, in the case of a novel based on real characters in which the factuality of these figures and events are explained in a postscript, this information comes too late, because the reader will already have interpreted the characterisation of the various characters under the assumption that they were wholly fictional (110-111). Young also notes that readers react differently to texts which are believed to be true stories and those which are merely considered works of fiction (62). Besides, paratexts are not always read by the child reader anyway (Kokkola, 60). In other words, paratext can be helpful in explaining the material and adding historical value to the narrative, but an author cannot rely on paratexts alone. The story itself has to breathe truthfulness and historical accuracy as well (61). This can be done by means of language use (61), text-picture interplay (64), time and place interaction (67) and inclusion of details (71) as will be elaborated upon in chapter three of this thesis.

Another factor influencing the notion of reliability and historical exactitude is the kind of writing concerned. Witness-writing in which the author skilfully describes his/her experiences during the Second World War might be treated differently by the reader from writing constructed via research. This is especially so, because many historians feel there to be a difference ‘between the hard facts of the Holocaust and the perceived softness in their literary reconstruction’ (Young, 6). By offering a link between the events described and the witness’ personal life, witness-writings try to establish authenticity in promising truth and sincerity (Kokkola, 94). Young denominates this authenticating the ‘rhetorical aspect of testimony’ (31). After all, the assumption that witnesses are inherently more exact in their accounts than writers who were not present and that witnesses’ intention guarantees accuracy still stands (Kokkola, 95). Especially young readers who lack practice in reading autobiographical fiction may, once attended to the fact that the author is a flesh-and-blood witness, be quick to fully accept the witness account without realising that this writing too is constructed (85). Even critics appear to automatically trust works written by Holocaust witnesses, as Kokkola notes, and where research based fiction can expect thorough evaluation of the historical accuracy, the truthfulness of witness writing is less likely to be questioned by critics, let alone by young readers lacking analytical experience (102). As opposed to failing to recognise the historicity of the text, this may lead to a failure in identifying the fictive part of the text and hence result in an unsuccessful conveyance of history. One of the problems with life writing is that it is largely based on memory. Even though this may seem reliable, memories ‘can be altered, repressed or implanted’ and are subjective (Kokkola, 112). This is also the case because, as pointed out by Young, memory consciously or unconsciously modifies past events (182). Witness accounts therefore are not objective and can be seen as an interpretation of the events which may need further information and viewpoints to complete the picture. On the other hand, using aspects of memory can add authenticity to the text, according to Sue Vice. In her opinion, using devices such as prolepsis, analepsis, repetition and failing recollection strengthen the credibility of the story (Vice qtd. in Kokkola, 120). Once again, it seems that writers need to find a balance between fact and fiction in the way they convey to their young audience the constructiveness of the text concerned.

Bosmajian notes that heroism also forms a difficulty in creating children’s fiction dealing with the Holocaust. Many such works, according to Bosmajian, elevate the victim to a heroic position, namely the ‘heroic survivor’ (143). This is probably done to fulfil the desire to maintain a positive message and happy ending, but, combined with the ever changing memories of the Second World War, can slowly lead to the creation of legend or myth (245) and hence to a diminishing of historicity and fact.   

M. Machet touches upon the avoidance of stereotypes, besides historical accuracy and cultural authority, as a means of establishing authenticity in Holocaust writing. Stereotypes should not only be avoided because of its inauthentic quality, but also because ‘stereotypes were one of the means used by Nazis to create anti-Semiticism [sic] and to alienate Jews’ and because children’s attitudes towards other races are based upon the attitudes prevalent in their environment (114). The depiction of various races or groups in books can hence influence the child’s perceptions and behaviour (114). 

1.4.  The Holocaust in picture books

 
Usually, picture books are considered to be books consisting of either illustrations only, illustrations supported by text or vice versa, and they are generally connected with a very young audience. It would thus seem surprising to learn that picture books dealing with the Second World War exist. These books are perhaps not meant for the very young (age 0-5), but can be read by slightly older children and their parents and may provide useful tools in history education. The nature and characteristics of the picture book will be explained and elaborated upon in chapter two, but it would seem appropriate here to link the above-mentioned problems in Holocaust writing with the picture book genre.    


One of the most important aspects of the picture book is, of course, the illustration. Combining text with illustrations opens up a relationship in which the parties can collaborate, complete each other or conflict with each other. The textual gaps mentioned above can possibly be filled by the pictures when they make visible withheld information. Kokkola, however, considers this unethical when the child reader is not able to detect these gaps even though the adult reader might recognise them in the pictures (38). Nevertheless, pictures might be able to express the inexpressible. The illustration also provides a means of establishing historical authenticity, but this depends on its modality. On the scale of modality, some critics rank photographic and realistic illustrations higher than abstract or surrealistic ones (64). Thus realistic pictures help add credibility to the historical accuracy of the story. However, others feel that this evaluation is judgmental and subjective and focus on the interplay between word and picture (65). Historical accuracy can then be reached on several levels, including modality and characterisation (65). Pictures also help in creating a ‘chronotype’ (a concept developed by Bakhtin) in which a sense of place and time is launched. This place has to both familiar (in order to be understood) and strange (in order to separate it from the reader’s own time) and can be achieved by using images associated with the Holocaust (Kokkola, 68). Kokkola also mentions Rosemary Johnston and her discussion of the ‘visual chronotype’, which explains the interaction between picture and text and refers not only to the relationship between place and time, but also to ‘the relationship of people and events to time and space’ (69).    


Because the picture book is linked to a young audience and hence seen as an innocent genre, it usually simplifies and de-contextualise the Holocaust so that the disaster is reduced and turned into a story with a positive message (Bosmajian, 216). Virginia Walter and Susan March quote Arthur Applebee in their article on picture books about the Holocaust, who has studied children’s responses to texts (38). He has found that children age 2-6 are unable to comprehend the overall structure of a plot, children age 7-11 can summarise the plot, but will ‘attribute their subjective responses to the work itself rather than to their own subjective condition’ and children age 12-15 can analyse and interpret the plot and their own responses to the text (38). These findings suggest that young readers will struggle with fully understanding the message and events of Holocaust writing. However, Coosje van der Pol, in her dissertation on war fiction, describes features which can influence the reader’s perception in stimulating him/her to reflect on the events of war: setting and perspective (44), displaying good and evil (45), open ending and hence unresolved matters (46), credibility through realistic pictures and paratextual information (47) and colour and tone (48). The use of colour can influence the way the story is received by stimulating sentimentality, dreaminess or fairy tale characteristics (Bosmajian, 222).                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                                   


Another problem with Holocaust picture books (and Holocaust children’s books in general) is categorisation. How to categorise the books concerned? Because they remain works of fiction, it would seem satisfactory to place these books on the shelf among other works of fiction. However, the historical aspect of the books could also lead them to the historical fiction section of a library or bookshop.  On the other hand, the didactic intention of the book would plead for a placement on the shelf with informative books on war. When choosing such a book from the library, the child reader should be aware of the seriousness of the subject matter, so categorisation should be done carefully.                       
Chapter Two: Picture Books and Other Difficulties in Translating Children’s Literature

2.1. The characteristics of picture books


Picture books can be regarded as quintessential examples of children’s literature. They are usually meant for very young children and thus embody the greatest possible gap between adult and child, while they simultaneously are meant for both audiences for they are regularly used in a setting in which the adult reads to the child. Picture books take a position on the periphery of the polysystem, as they lack literary status and are merely considered educational books or bedtime stories. Many books for children contain illustrations to enlighten and embellish the narrative, but in the case of picture books they play a much more significant role. Several scholars have tried to delineate a definition of the picture book including its characteristics and boundaries. Kimberley Reynolds, lecturer of children’s literature and author/editor of Modern Children’s Literature: an Introduction, explains the division between illustrated books (books in which the pictures are secondary and merely repeat the information the text provides), picture books (similar to illustrated books in that their images also repeat the given information, but containing many more pictures than illustrated books) and picturebooks (complex works in which words and pictures are equally important, in which the images carry additional information that may extend, contradict or raise questions about the information provided by the text and in which words and illustrations together create a textual rhythm) (terminology taken from Carole Scott & Maria Nikolajeva How Picturebooks Work; Lecture Newcastle University, 1 Feb. 2010). To avoid confusion, this thesis only uses the difference between illustrated books and picture books (with picture books being equivalent to Reynolds’ picturebooks) and will only discuss the latter.  

Ritta Oittinen, in her paper on picture books, feels that picture books use a language which is formed by combination of text (verbal) and image (visual) and which is specific for these types of books (171). When the words and pictures are separated, their meaning changes (173), hence it is exactly this combination of aspects which creates the meaning of the book as a whole. Maria Nikolajeva, in her article on the picture book as a medium, agrees with her and also explains how the reader distracts meaning from the combination of two levels of communication: verbal and visual (85). Both scholars also briefly touch upon the performance element of picture books: they are often read aloud to a child audience (Oittinen, 172; Nikolajeva, 85). George Shannon, author of picture books, takes this a step further and focuses on the text’s rhythm and sounds, elements he considers vital when creating a text which extends the mere transfer of information by evoking an emotional reading experience (139). According to him, the text has to collaborate with the picture so that the reader can have an intense reading experience by discovering the connection between the two elements: ‘[t]he text not only clarifies the interrelationship of images; its sounds and rhythms create the book’s supporting emotional content. These sounds and rhythms become the book’s underlying structure’ (140). Rhythm is not only apparent from the words, but the illustrations can also establish rhythm by using images of various sizes (143). Perry Nodelman, author of many books and articles on picture books, acknowledges this visual rhythm, but feels that it can also be created by depicting a character more than once (Words, 167). He elaborates further on the idea of rhythm when he discusses the rhythm with which the reader absorbs the narrative. Due to its attractiveness and the reader’s peripheral vision, he/she will probably first look at the picture before reading the words and then re-examining the picture (Words, 242). In this way, the reader/viewer constantly tests the information provided by picture and text by interpreting and reinterpreting both communicative devices (Words, 243). The rhythm of a sequence of visual images is regular, according to Nodelman, while the rhythm of the verbal narrative gradually builds up to a climax (Words, 245). Moving back and forth between picture and text hence creates a new rhythm in which the strong beat of the images interrupts the climatic rhythm of the words and the ‘acceleration [of the text] weakens the regularity of the strong beat’ (Words, 245). The pictures interrupting the flow of text guides the reader’s attention to particular moments of the action described in the narrative and thus add extra value and meaning to those moments (Words, 255). Picture books generally hold a ‘forward-backward movement’ when the text, in forming a plot, leads the reader forward, while the illustration, in depicting a particular moment, holds the reader back (Words, 258-261).                


In their article on picture books, Michèle Anstey and Geoff Bull enumerate the characteristics of contemporary picture books (‘variations in design and layout’, ‘variations in the grammar of the author and illustrator’, ‘indeterminacy’, ‘contesting discourses’ and ‘intertextuality’) and conclude that all of these work together to create ‘multiple meanings’ (336-338). In the case of picture books dealing with the Holocaust, these devices may not be as distinctly present, because they will be less focused on creating various meanings. The possibility of several different readings may, after all, challenge the historical accuracy and authenticity of the text, for example when indeterminacy leads to questioning the truthfulness of the events.    


Mooren quotes Margaret Meek who conducted research on the implicit reader of children’s books and who found that a page in a picture book can be seen as an icon to look at and talk about in order to let the text unfold to a narrative (120). D. Lewis, also quoted by Mooren, considers picture books to be a playful, open and flexible medium, which helps in appealing to its audience. The intended reader of picture books, according to Lewis, is someone for whom playing and games are the most natural things in the world and who learns step-by-step how to read and understand the world of fiction (125-126). Picture books stimulate this learning process because they appeal to many different domains of child development by using various elements such as form, colour, line, sound, story, characters and theme all at once (312-313). However, the didactic force of these elements appears to be hidden from the reader, as Mooren notes, which is precisely the picture book’s strength. It playfully teaches the child reader, who will be so immersed in the plot, characters, excitement, humour, sadness and (usually) happy ending that he/she might not be aware of its didactic side (313-314).  


According to Mooren, pictures are used to test hypotheses about the text formed by the reader and hence images should not contradict the text, nor make the text superfluous for that will impede in the testing of the hypotheses (321). However, there is some controversy on the role of illustrations in relation to the reader. Some believe that images will only distract the reader from the text (this is mainly considered in relation with language learning: the illustrations lead the reader away from the text and hence interferes with the language learning process), others feel that the pictures provide contextual and semantic information which will enhance the understanding of the text, stimulate the reader’s curiosity and elevate memory (Mooren, 365-367). There are even those who think that illustrations limit the child’s imagination (Nodelman Words, 277). According to Carole Scott, who has written a paper on the dual address of picture books, the pictures provide the child with extra power/knowledge which reduces the distance between adult and child, for the child’s naïveté and lack of literary reading skills, which can lead to overlooking some of the information presented in the text, results in a different “reading” of visual images (101). Because the child studies and absorbs the illustrations differently from the adult, he/she can comprehend the story more intensely. After all, ‘children’s ability to perceive and sift visual detail often outdistances that of the adult’ (Scott, 101). In relation to the words, pictures may hold different functions. Oittinen is of the opinion that images can domesticate and foreignize: they can stay close to the text and thus create congruency, or they can tell a different story than the words do and hence distort the coherency (175). Nikolajeva considers pictures to function primarily as descriptive or representative elements while words merely narrate (86). It would then seem that images only repeat what the text says by means of visualisation. However, as Nikolajeva also mentions, words and pictures can complete each other (‘symmetrical’ and ‘complementary interaction’) but they can also add information (‘enhancing interaction’), tell slightly different stories (‘counterpointing interaction’) or challenge each other by expressing opposing information (‘contradictory interaction’) (88). Obviously, the major difference between text and pictures is that images show where words describe/tell. Illustrations are particularly useful in completing the bigger picture of the book by depicting setting, characterisation, perspective, time and movement and modality (Nikolajeva, 90-105). For example, pictures may reinforce identification with characters by using close-ups (94) and can imply time and movement by using picture sequences (98). Nodelman also mentions that movement is implied by illustrations when they show actions just before their climax, by implying linear continuance through ‘action lines’, ‘disconnected lines’ or ‘distortion of bodies and objects’. In this way, the viewer makes assumptions about what is happening and the cause-and-effect relationship of the events depicted (Words, 160-162; 171). 

Furthermore, Nodelman seems to give pictures much more weight than those scholars previously mentioned. He claims that the text functions as a sort of plot summary, but has to depend on the illustrations to ‘explain and clarify words and each other’ and provide the majority of information (Words, viii). Picture book texts by themselves are incomplete, and need illustrations to finish the story. Consequently, different pictures placed in the context of the same picture book text would result in different narratives (Words, 83). However, according to Nodelman, pictures not only clarify, they also bring pleasure to the child reader, who can understand their meaning more easily, due to the less arbitrary relationship between picture and meaning than between sign (word) and meaning (Words, 4-6). Even though illustrations might be easier to understand, the child reader still needs to possess the knowledge of conventions and cultural assumptions in order to properly interpret the picture and extract the intended meaning from it (Words, 11). With picture books, as Nodelman points out, the child not only has to gain the competences to understand the illustration and the text separately, but he/she also needs to relate the information both communicative devices convey so as to comprehend the meaning formed by combination of both aspects (Words, 20). The words in a picture book serve to guide the reader in understanding the picture; they specify causal connections, inform the reader ‘of the emotional or narrative significance of visible gestures’ and explain which details/elements are important and which can be considered superfluous (Words, 215). In addition to the elements pictures can convey mentioned by Nikolajeva above, Nodelman also stresses how illustrations can depict mood/tone by size, shape (both of picture itself as of the objects depicted in the picture), media, framing, colour, texture, detail and placement on the page (Words, 41-76). Besides, pictures are always drawn in some sort of style and this style not only represents the identity of the illustrator, but it also conveys meaning so that the illustrator deliberately has to find a style which matches his/her ‘conception of the narrative effect’ (Words, 78). In order to attach meaning to objects depicted in illustrations, as Nodelman notes, the reader must notice and value them, a process which is influenced by the reader’s interest and background knowledge, by the contextual information provided by the text and by the relation with other objects in the same picture (Words, 101-105). Moreover, each picture functions as part of a whole and hence influences the way illustrations that follow are perceived and understood, and in turn are affected in their own meaning by those images (Words, 176-178). According to Nodelman, the relationship text-picture is twofold: words influence illustrations in that they make them ‘narrative resources’ and pictures, in turn, ‘change the narrative thrust of words’ (Words, 196). The way the reader perceives the information contained differs for text and pictures. Language is understood by first recognising the details (words) and then attributing meaning to it by combining all the different parts into one whole, while illustrations are first looked upon as a whole and then gradually taken apart when the viewer concentrates on the various details (Words, 202).  

Nodelman also devotes a chapter to irony in picture books. According to him, all picture books hold ironic qualities due to the inherent dissimilarities between conveying information through words or pictures: words are relatively subjective, while illustrations are objective and narratives communicate temporal movement, while pictures depict a stopped moment/a series of fixed moments (Words, 229). Pictures can be regarded objective, because they create distance (a viewer can only comprehend the depicted objects when they are shown from a certain distance) and because they ‘cannot directly assert attitudes; they can only imply them by creating images which evoke contexts that suggest the attitudes, and those images might convey unintended attitudes to those who view them in terms of different contexts’ (Words, 229). Of course, irony can also become apparent when text and picture share contradictory information with the reader/viewer.                


Bosmajian describes the picture in terms of a vehicle for expressing adult issues (such as the Holocaust) while at the same time stirring the reader’s ‘interpretative imagination’ by portraying the text and/or providing an alternative narrative (215). Most Holocaust picture books, according to Bosmajian, have the child reader become a witness by gaining post-war knowledge of a memory (217). The illustrations also protect the reader by conveying the atrocities of the Holocaust not in full display, but through ‘images that have become iconically acceptable’, such as the Star of David and a wired fence (220). Death as such, for example, is not depicted, but only suggested by such images. A precise historical location and sombre colour schemes can help in attaining a sense of reality so that the child will not dismiss the narrative as fantasy (221-222). Using pictures in a narrative about the Holocaust hence helps to establish historical accuracy and might, in combination with Mooren’s findings, stimulate historical awareness when it facilitates comprehending the events described and even aids memorising them. In the previous chapter, it was described how narratives dealing with the Holocaust need to be careful in their depiction of characters for identification with characters can be problematic. In his article on picture books with first-person narrators, Nodelman mentions that identification will be less intense in picture books in which the narrator is shown in the illustrations than in novels with first-person narrators, because the picture weakens the sympathy for the protagonist’s story as told by the text when showing a context of ‘specific scenes and people’ which separates the reader from the character (“The Eye”, 20). Besides, chapter one also explained that the child reader can be protected by focussing on objective reports rather than emotional feelings. Pictures can then be a means of protecting children when their objectivity balances/reduces the subjective words. These findings would suggest that the picture book might very well be the appropriate form for introducing children to the events of the Second World War.                    

2.2. The challenges and strategies of translating children’s literature


Due to the peripheral position in the polysystem and hence low status of children’s literature, as described above, translators often find themselves experiencing great freedom to manipulate the text they are translating (Shavit, 112). They can adjust the text by addition or deletion to make it appropriate and meaningful to the child reader of the target culture. However, the translator is not completely free to adapt the text to his or her liking, because he is guided by two principles, as proposed by Shavit: the text must be made ‘appropriate and useful to the child, in accordance with what society regards (at a certain point in time) as educationally “good for the child”’ and ‘plot, characterization, and language’ must be adjusted in accordance with the child’s comprehension level and reading skills (113). The child image of the implicit reader and the function of the text can be retrieved from these two principles: the child’s level of comprehension and reading is an idea of the author/translator which falls under the child image, and the text being educationally appropriate is in reconciliation with the didactic function of children’s literature. However, precisely because in translation the actual audience will differ from the audience of the source text and the translator mediates by creating a new text, the implied reader will be different as well. 

Even though it seems simple to just follow Shavit’s two principles when translating, these rules actually encompass many aspects to be considered by the translator. He has to be aware of how the target society feels about the appropriateness of subject matters and type of language and he has to take into account what children will appreciate and can understand and comprehend. This has to be combined with writing a text which pleases both adult and child, which, as Eithne O’Connell points out, can lead to an unconvincing or condescending text when the author/translator is too unfamiliar with his primary audience (17). Clearly, the translator has to take adult and child into account, but should focus on the needs of the child reader, while at the same time his idea of the child’s needs and abilities is influenced by his own childhood. The adult writer/translator creates a text for a modern child audience he does not belong to with the child of the past in his mind. 

Reconciling past and present, adult and child, is a challenging business. 

Each text to be translated, whether or not this text is part of children’s literature, contains difficulties or translation problems. These problems can vary from grammatical issues (the source text uses many empty pronouns which are less common in the target language) and language use (dialect, word play, humour) to cultural specific items (items unfamiliar to the target culture and thus target audience) and subject matters (the translator’s knowledge of the subject the text deals with is insufficient). Having a child audience enhances these challenges, because children lack the knowledge to understand foreign items and literary devices. The younger the intended child reader is, the less knowledge he/she will have, the further away he/she will be from the translator himself and hence the more difficulties translation brings. Furthermore, in the case of picture books, the relationship picture-text poses problems as well and rhythm and sound also have to be taken into consideration when translating.  

Translation always constitutes change: a text in one language is transformed into a text in a different language. It is virtually impossible to translate any given text without changing a thing. Andrew Chesterman has outlined many possible translation strategies used in the process of changing and overcoming translation problems. He divides them up into three categories: syntactic, semantic and pragmatic strategies (153-172). For this thesis, some of the pragmatic strategies are most relevant, namely those of cultural filtering (domestication – replacing cultural references to something familiar in the target culture and foreignization – maintaining the cultural references of the source culture), change in how explicit or implicit the information is and change in information supply (addition/deletion) (168-169). Attention will also be paid to some syntactic and semantic strategies, though. Because this study focuses on how translators deal with an atrocious subject matter and how their choices may affect what a child reader takes away from reading a text, possible alterations in information supply and changes in emphasis (semantic) and verbs (syntactic) could reveal a great deal.         

2.3. Translating the Holocaust in (picture) books for children


After having outlined the challenges in writing about the Holocaust for children, writing for children in general and translating children’s literature, the combination of these elements (translating children’s books about the Holocaust) remains to be considered.  


As mentioned above, the translator of children’s books tends to possess the freedom to alter the text when this is done to the benefit of the child’s reading experience. However, books dealing with the Holocaust must remain their historical accuracy and authenticity and hence the translator’s freedom may be restricted. The book might not be received well when certain facts have been deleted, reduced or exaggerated. Changing a modal verb such as “would” into “could”, for example, can affect the reader’s comprehension of the possibility or probability of the action described. The problems of language (how to describe the horrors) and audience (how much can they handle) as set out in chapter one have to be taken into account by the translator as well.  

In the case of picture books, the translator has to be aware of the image-text relationship and can decide whether or not to fill in possible gaps between those two communicative devices. Oittinen mentions some of the strategies translators can use when translating picture books: reordering, addition, repetition, visual manipulation and omission (175). Translators can, for example, add explanatory footnotes or manipulate the illustration by changing it slightly (175-176). Oittinen stresses that pictures can make the translator’s task more difficult, because the many details they show may restrict the translator’s freedom (176) and hence limit the possible solutions, or even increase the amount of translation problems. According to her, picture book translators should be able to read and understand visual elements and they should take extra care in making sure the rhythm of the text is kept so that the readability is not affected (179). When translating picture books about the Second World War, however, translators could opt for choosing the didactic function and authentic features of the text over the aesthetic value and readability. The story is, after all, meant to be understood in the light of history.    

Chapter Three: Case Study; Methodology

3.1. Constructing a comparative study


As mentioned in the introduction to this thesis, several translated picture books will be compared with their source texts. However, relevant comparison cannot be done by randomly examining passages or features of the text. In order to draw conclusions from the analysis, the features to be compared must be carefully chosen. From the 1970s onwards, several scholars in the field of translation studies have tried to create methods of comparative studies which can be regarded as scholarly sound. In her book on translation studies, Kitty van Leuven-Zwart describes three of those methods (70-87). First up are James S. Holmes’ ideas, expressed in 1976, which focus on the translation process and the translator’s poetics concerning translation. This means that the researcher must analyse and compare the linguistic, literary and socio-cultural aspects of both source and target texts so as to reconstruct the translator’s interpretation of the source text, his translation strategies and views and hence gain insight into the translation process. The limitations to this method, recognised by Holmes, are that it is extremely time-consuming and complex when the researcher wishes to be exhaustive (71-73). For the purpose of the current research, the translation process, even though the comparative study aims to detect the various translation strategies, is less important and the effect of these strategies on the overall narrative will be given more emphasis. Thus, Holmes’ method does not suffice. Besides, he neglects to state precisely which elements are to be taken into account. 

As an answer to Holmes’ views, Gideon Toury developed a method of comparative translation research which does not focus on the translation process, but on the product of translation. He states that every comparison is done by using a so-called ‘tertium comparationis’ which consists of elements source and target text share. These elements are to be drawn up by taking the source text as basic principle, according to Toury (73-76). In other words, when conducting comparative research, the source text must first be analysed before comparing it with the target text. Comparison is then done on the basis of relevant elements found during analysis of the source text. This comparison results in detecting shifts in the translation, which in turn lead to ideas on the amount of equivalence between the source and target texts and the norms guiding the translation (77). Van Leuven-Zwart criticises Toury’s method when she says that it remains vague and does not explicitly offer the tools needed by the researcher to actually conduct the research (77). Besides, the source texts’ characteristics are taken as starting point rather than the relationship between both types of texts (78). Again, in the current research on picture books, it is not the purpose to detect the level of equivalence between source and target text, but rather the effects of the shifts noticeable in the translations. 

In her aim to provide the field of translation studies with a more practical method of comparison, Van Leuven-Zwart has created a theory in which integral translations (translations which appear to have followed the source text rather literally) can be compared with their source texts in order to find a systematic and verifiable description of the relationship between source and target text. This is achieved by first analysing the sentences of both source and target text (micro level) and subdividing them into various units. Next, the researcher has to determine the similarities between the units of both types of texts. These similarities function as Toury’s ‘tertium comparitionis’ and are then taken as starting point for analysing the separate units. The relationship between unit and similarity is determined before constructing the relationship between the unit of the source text and the matching unit of the target text. Shifts that occur are then categorised and finally, considered in relation with their effect on the macro level of the text. These effects can be noticeable on several layers of the narrative (the storyline and the narration) and can influence the various functions a text can hold: ideational, interpersonal and textual (78-83). Van Leuven-Zwarts’ method appears to be exhaustive and would seem useful in determining how the translators’ strategies affect the message of the picture books on the Holocaust. However, her method is time-consuming and not applicable when dealing with multiple texts in a relatively short amount of time. 

José Lambert and Hendrik van Gorp have also tried to develop a scheme which can be used when conduction translation research (42-53). In their view, translations not only have to be reviewed on how they relate to their source texts, but relations between authors, readers and literary systems (of both source and target texts) need to be taken into consideration as well (44-45). The researcher’s aim then has to consist of determining which relations are most important, which dominant norms exist and influence the translation strategies and to what extent equivalence can be found (45-46). This can be achieved, according to Lambert and Van Gorp by starting with an examination of ‘preliminary data’ before moving on to an analysis of ‘macro-structural’ and ‘micro-structural’ features of the translation and concluding with considering the ‘systemic context’ (52-53). Throughout the analysis, hypotheses have to be coined, tested and reconsidered as a response to the findings of each separate part of the research. Again, the level of equivalence is irrelevant for the current research, but Lambert and Van Gorp’s division of the levels to be analysed can be useful. However, where Van Leuven-Zwart moves from micro to macro level, Lambert and Van Gorp reverse this method. For the current research it is not so much a question of a top-down (macro-micro) or bottom-up (micro-macro) analysis strategy, but they are interwoven in an analysis which starts with the similarities on macro level, next moves on to the differences on the micro level before considering the effects these dissimilarities have on the text as a whole (macro level). Starting point for understanding the terms macro and micro level then is Van Leuven-Zwart’s definition: micro stands for those elements on and under the sentence and phrase level and macro handles meaningful entities on a level which exceeds the sentence (79). In doing so, the common ground between the source and target text (on the macro level, rather than on the micro level as in Van Leuven-Zwart’s research method) is comparable to and functions as Toury’s ‘tertium comparitionis’ (Van Leuven-Zwart, 76). Thus, the current research on translated picture books dealing with the Second World War is based on Lambert and Van Gorp’s scheme, combined with Holmes’ idea of comparing elements which are determined in advance, Toury’s concept of using an invariant and Van Leuven-Zwart’s notion of the effects on the various functions of the text. The global narrative might correspond almost exactly with the source text, but if minor accents have been altered the story can become a whole different reading experience.      
The books selected for this research have been chosen because all of them deal, directly or indirectly, with the horrors of the Second World War. Their plots differ in character choice (Jew or gentile), setting (Germany, the Netherlands or France/England), perspective (adult looking back to the past or child in the present) and the extent to which they portray historical details and Holocaust related elements. These differences not only influence the narratives and their messages, but can also affect the translator’s work in the way he can and desires to manipulate the text (as an adjustment in order to create a format and narrative appropriate for the target child reader). Hence using picture book narratives which are similar in their subject matter, but at the same time divergent in their details should provide an insight into which elements trigger translators to adapt the text at hand, what effects these alterations have on the narrative as a whole and consequently the amount of freedom translators handling texts about such a sensitive topic enjoy.       

3.2. Preliminary data

The seven picture books, divided into two groups depending on the age group of the intended audience, will be carefully examined by comparing the target text with the source text. Firstly, Lambert and Van Gorp’s preliminary data will be gathered. This data consists of: author, translator, genre, publisher, date of publication, age group of intended audience, metatexts (footnotes, prefaces, author’s note, afterwords) and general translation strategy. Due to the fact that in children’s literature translated texts hardly ever present themselves as translated text and because the focus of these particular texts will probably lie in attaining historical authenticity rather than aesthetic value, the notion of whether or not the book stresses its translational side will be considered less important than the examination of how metatexts are used to influence historicity. However, if a book was to present itself as an adaptation rather than translation then this would, of course, need to be taken into account in the analysis (it could then, for example, explain substantial differences). It has been mentioned before that it may not be an easy task to categorise the picture books used for this thesis according to genre. In presenting a story about a historic event which shaped the twentieth century by using the picture book format with the intention to convey a didactic message so as to prevent similar events from happening again, these books seem to combine various genres: picture book, fiction, informative, war stories, etc. However, it is not just the genre that seems problematic; trying to divide the books up into age categories appears to be an even greater difficulty. Because this thesis focuses on how and to what extent books translated into Dutch differ from their source texts in their presentation of the Second World War and since the intended audience of books can change when these are translated, it is relevant to distinguish which age group the various Dutch picture books are meant for. In an attempt to do so, information has been gathered from the books themselves, the libraries the books were borrowed from, www.literatuurplein.nl – a website on literature which is set up by the Vereniging Openbare Bibliotheken (Society of Public Libraries), and the Centraal Bestand Kinderboeken (Consolidated Catalogue of Children’s Books). 


The books themselves should provide useful information on the intended audience. Since 1978 publishers in the Netherlands and Flanders are required to allot a code to every book they publish, the so-called UGI-code (Uniforme Genre Indeling – Uniform Genre Classification). The purpose behind this measure was to gain insight into the purchasing behaviour of the Dutch, but it is also a useful guide to classifying the books in libraries or bookshops as every code is linked to a certain subject matter/genre (Handleiding Nederlandse Uniforme Genre Indeling, 3-7). In 1986, the UGI-code was replaced by the NUGI-code (Nederlandse Uniforme Genre Indeling – Dutch Uniform Genre Classification) and in 2002 this was substituted by the NUR-code (Nederlandse Uniforme Rubrieksindeling – Dutch Uniform Section Classification) (“NUR code”, par. 1). Such a code could indeed be found in six of the seven picture books used for this thesis. Another source of information is the back cover. This turned out to be useful for only one of the books. The back cover of Roosje Weiss reads: ‘[…] bestemd voor kinderen vanaf 6 jaar, maar eigenlijk voor iedereen’ (meant for children age six or older, but actually meant for all ages).


The target texts have been borrowed from various libraries, all of them located within the province of Zeeland (libraries of Kapelle, Goes, Hulst, Oostburg, Middelburg and Vlissingen). Because all the picture books are library books, their endpapers contain information placed there by the library. This information includes original title, author, illustrator, year of publication, a short summary and, almost always, the intended age group.    

The CBK is a search engine which can be used to find children’s books dating as far back as the sixteenth century, but also descriptions of and articles on children’s literature. Using the Dutch titles of the picture books to search for information about them resulted in the findings concerning original title, year of publication, translator, genre, publisher, etc. A short description of the content of the book was also available, as well as the age group of the intended audience. Literatuurplein, a website supported by several public libraries throughout the Netherlands, also provided short summaries and, in almost all cases, the age group the book is meant for. Additionally, it occasionally gave the Nur-code of the book concerned. 

In an attempt to compare the results of the target texts with their originals, amazon.com (for English books), amazon.de (for German books) and amazon.fr (for French books) have been used to obtain an idea of the intended audience of the source texts. Amazon is a website globally used for selling and purchasing goods. All of the findings have been ordered in a table so as to give a clear overview of how contradictory the various sources sometimes appear to be.   

	Original Title
	Title of Target Text
	Book itself
	Library
	CBK
	Literatuurplein
	Amazon (source text)

	Let the Celebrations begin
	Het Feesten kan beginnen
	NUGI 220 (fiction < 9)
	10+
	9-12
	9-12
	3-6

	Anne Frank
	Anne Frank
	NUR 212 (history < 12) / young children (back cover)
	9+
	9+
	NUR 212 (history < 12)
	8-10 / 9-12

	The Little Ships
	De Kleine Scheepjes
	NUGI 213 (non-fiction children’s books on knowledge of the world, countries, peoples, culture, history)
	9+ / read aloud: 7+
	9-12 / read aloud: 7+
	9-12 / NUR 200 (non-fiction children’s books)
	8-10 / 9-12

	Erika’s Story
	Erika’s verhaal
	NUR 274 (picture books > 6)
	9+ / read aloud: 5+
	9+ / read aloud: 5+
	NUR 274 (picture books > 6)
	4-8 / 8+ / 8-11 

	Rose Blanche
	Roosje Weiss
	6+ (back cover)
	-
	9-12
	9-12
	-

	Judith und Lisa
	Judith en Lisa
	NUGI 213

(non-fiction children’s books on knowledge of the world, countries, peoples, culture, history)
	11+
	9-12
	9-12
	6+

	Opas Engel
	Opa en het geluk
	NUGI 280 (picture books > baby/toddler)
	-
	4-6
	7-8 / NUR 273 (picture books < 6)
	4-6


       Table 1.0. Comparision of information concerning the age group of the intended audience. 
Because translators might be influenced by the publishers when it comes to translation solutions which could affect the message and/or degree of complexity of the narrative, the information on the intended audience the book itself supplies is regarded as most important in the decision of dividing the books up into two groups. However, the recommendations the libraries make are also taken into account. The suggestions coined by Amazon are given the lowest priority, because they are related to the source rather than the target texts. This leads to the following classification: picture books for young children (Erika’s verhaal, Het Feesten kan beginnen, Opa en het geluk and Roosje Weiss) and picture books for age 9-12 (Anne Frank, De Kleine Scheepjes and Judith en Lisa). 

The preliminary data should not only be gathered from the translation, but the source text should also be examined. Shifts in genre or age group could, for example, influence the marketing and message of the text and may serve to explain striking differences between both texts.  

3.3. Macro level

Secondly, several features on the macro level of the text will be analysed so that the similarities between the texts are highlighted. Most importantly, because the books under examination here are picture books, the text-picture relationship will be analysed in this section. Using pictures that can be regarded as realistic reinforce the truthfulness of the story, because they convey a sense of reality that expands to the words accompanying them (Kokkola, 64). On the other hand, the pictures may reveal a fantasy world of which the text does not speak and can hence decrease the book’s sense of objective truth (65). The time and place interaction found in the picture-text relationship is also of importance in an attempt to convey historical authenticity. Creating a sense of time and place adds to the narrative’s historical value. The author/translator has to ‘create a sense of the specific time in which the events are set as well as a sense of place. Readers must find this time-space sufficiently familiar as to be comprehensible and, at the same time, sufficiently different as to connote a sense of a time set apart from the reader’s own time’ (68). This can be achieved by using well-known images that represent that particular time in history. In chapter one of this thesis, the idea of writing about the Holocaust as a dialogue with silence is explained, which can be found in the gaps between picture and text. The picture can direct the reader to focus (and ponder upon) certain elements of which the text does not speak or he/she can be challenged in understanding the text when picture and words neglect discussing important elements. The relationship between illustration and text clearly reveals a great deal about the narrative’s intention. 

The other elements to be considered are the division of the text, plot (setting, themes and issues, ending), characters, perspective and readability. The division of the text on the page and in chapters may influence the reader’s perception of credibility and authority, for it can steer the reader into comprehension of the text as a certain genre. Short sentences in enjambements might, for example, induce the idea of a poem and using multiple chapters may stress the narrative characteristic of the book or perhaps, when titles are used, it may evoke an informational feeling to the text. These features are also connected to the rhythm of the narrative, of course, and affect the rhythm of the picture-text relationship. As described in the previous chapter, this rhythm is of importance in creating an emotional reader-response. Because this study deals with books that describe horrific historical events to a young audience, the plot, including the setting and themes and issues, is extremely important. Any shifts in the narrative line of the text can affect the historicity and credibility of the book and hence the message the child reader is left with after finishing the story. Another factor which can influence the message of the text majorly is the narrative’s ending. As mentioned in chapter one of this thesis, most, if not all, children’s books offer some sort of closure. Shifts in the type of closure (structural, psychological or aptitude) influence the message; where an ending in which the protagonist’s conflicts are resolved results in a hopeful message and protection of the child, an open ending might make the reader feel uncomfortable. However, open endings might, in turn, stimulate the child reader to ask questions regarding the topic of the text. As described in chapter one, the perspective and point of view a narrative uses can influence the degree of identification the child reader experiences. Generally speaking, a first-person perspective invites a much closer relationship between reader and protagonist than a story written in third-person perspective. However, as shown in chapter two, in the case of picture books, the pictures often depict this first-person narrator, thus implying ‘an objective onlooker’ and hence creating a little more distance between reader and character (Nodelman; “The Eye” 12). Identification is also influenced by the type of character the narrative uses. For example, it is more likely for a child to identify with another child than with an adult. Changes in the characterisation hence can affect the reading experience and the way a story is received. Identification with the protagonist or with other characters in the story is a sensitive subject when it comes to narratives dealing with the Holocaust, as described in chapter one of this thesis. On the one hand, it is needed in the process of understanding and personalising the historical events, while on the other hand, many feel the need to discourage identification in an attempt to protect the child reader from the horrors. Analysing how these books stimulate or decrease the amount of possible identification by means of perspective and characters and whether or not the target texts follow their source texts in this regard, will help in understanding how far various cultures are prepared to go in their quest to prevent a repetition of the Holocaust by educating their young. 
The readability of the different texts is of great importance to the overall reading experience. The texts’ rhythm, complexity and typeface and font contribute to the readability and hence influence the way the reader can approach the text. It can provide hints regarding the intended audience and the degree to which the text leans on an adult mediator.  

The data gathered on the macro level of the source and target texts will lead to an overview of the degree of similarity between both texts. Recognising the similarities is necessary to detect any differences and analyse those in the light of the narrative as a whole and the message it contains.   

3.4. Micro level

Analysing both illustration and text leads to the exploration of various features on the micro level of the narrative and how they differ for the source and target texts. These features all fall under the category of language use: selection of words, selection of grammar and type of language level. A syntactic analysis of the texts will reveal a great deal about the author’s/translator’s attitude towards the events described (Kokkola, 61). The choice of vocabulary and tenses (modality) influences the tone of the text and consequently the historical accuracy and authority and thus the message of the narrative (61). When it comes to picture books, Nikolajeva notes that the three most important types of modality are ‘indicative (expressing objective truth), optative (expressing desire) and dubitative (expressing doubt)’ (103). In choosing to change a verb form in translation a shift in modality could occur which could consequently affect the reader’s view on the truthfulness of the events. Tense shifting cannot only influence modality, but can also function as a narrative device. In her article on tense shifting in picture books translated into English, Gillian Lathey explains how authors merge the narrative and narrated time (a distinction first made by Müller, but quoted in Lathey; “Time”, 135) when they use the present tense to describe the events of the narrative. Many picture books, as Lathey notes, adopt the present tense to ‘recount events as they unfold visually, and as an “evocative” strategy for breathing life into past events’ (“Time”, 137) and can switch halfway throughout the story for dramatic effect (138). Changing the tense form in the translation may be done to assimilate the source text into the target language, when that language requires a different tense to achieve the same narrative effect (137). However, when it fails to create that effect, it can also weaken the intimacy between child listener and adult reader/author in the reading aloud experience (139). Including historical and cultural details in the text is another means of expressing historicity, for it helps creating a sense of time and place (Kokkola, 71-76). However, the author must be careful not to overdose in the inclusion of these details or make it condescending, because it will then affect the reading experience negatively (72). The language level – formal, informal, archaic, popular, etc. – influences the reading experience (can the child comprehend the text himself or does he need guidance and help from an adult?) and the way the narrative presents itself. Changes in the type of language level might be considered when the there is a shift in the intended audience, or when the publisher/translator regards the text as too informal to be classified as a non-fiction story on the Second World War or too formal to be seen as a picture book intended to be enjoyed by the child.  

Directly linked to analysing the similarities on the macro level and the differences on the micro level are the effects these dissimilarities have on some of the larger categories found on the macro level and consequently how they may affect the narrative’s message. Finally, a conclusion is drawn in the systemic context in which possible incongruities between the features on the macro and micro level will be examined and reflected upon with the norms of translating children’s literature, picture books and (children’s) literature about the Holocaust in mind. 

Chapter Four: Picture Books for the Young – Erika’s Verhaal  

4.1. Preliminary Data


Erika’s verhaal was written by Ruth Vander Zee and illustrated by Roberto Innocenti. It is translated by Bette Westera and published by Uitgeverij Hillen in 2005. The author’s, as well as the illustrator’s and translator’s name are clearly visible on the title page. Their names are all in the same type font and size, so they appear to have been given equal importance, although the order the names appear in (author, illustrator, translator) might reveal the statuses given to the different actors in the literary process. Ruth Vander Zee is the author of four books for children, all of which deal with serious subject matters (the Holocaust, racism, the Vietnam War) and at the same time try to offer hope to the child reader. Vander Zee has also worked as a teacher and has developed teaching material to accompany her books (www.ruthvanderzee.com). This information would suggest that the narrative might contain a clearly educational message and perhaps more factual information/metatexts than other books dealing with the Second World War. Erika’s Story has been well received and awarded various prizes in the United States of America, as well as in other countries. Roberto Innocenti is an Italian illustrator who has only recently, in 2008, been awarded the Hans Christian Andersen Medal for Illustration for his complete works. Innocenti is well-known and highly acclaimed for his detailed and realistic illustrations (www.robertoinnocenti.com). Uitgeverij Hillen, the target text’s publisher, was founded in 2000 by Clara Hillen (“Clara Hillen”, par. 4) and mainly publishes children’s (picture) books (“Uitgeverij Hillen”, par. 2). Bette Westera is an author of children’s books and has translated various picture books and children’s songs/verses from English into Dutch (www.bettewestera.nl). One of the reasons that the translator’s name appears prominently on the title page might be that the publisher figured the child reader might recognise the name from other books he/she has read. 

As shown in chapter three, this book contains a NUR code (274) which represents the picture book genre meant for age six or above. However, the library considers this book appropriate reading material for age five onwards. It explicitly states that the story can be read to children at the age of five, but also that the age limit for children wanting to read it for themselves should lie around nine years old. This would suggest that the language used in the book is relatively simple according to the publisher (it is, after all, understandable to a six-year-old), but perhaps judged as slightly more complex by the library. On the other hand, the library could also have opted for this age division due to the subject matter. Perhaps the library considered the narrative to be too intense for children under the age of nine to read it without adult supervision. When it comes to categorising the book on the shelf, the library placed it in the informative section for the youth under history, using the term “Jodenvervolging” (persecution of the Jews) as catchword. Even though the title of the book clearly summons a narrative (verhaal/story), the child reader might be tempted to believe the book to be purely an informative text due to the library’s indication of history and Jew-baiting. 

Erika’s verhaal contains one very important metatext; the author’s preface. Although this part of the book starts off as a distinctly separate section of the narrative by its title “voorwoord van de auteur”, it merges into the rest of the story when it is interrupted by an illustration and because it uses the same font, type size and colour. It is not inconceivable that the child reader at first might struggle to switch between the “I” in the author’s note and the “I” in the remaining story. 

When it comes to the source text, the information provided by the book itself seems almost identical to that of the target text. The names of both author and illustrator appear on the title page in matching type font and size. The genre of the narrative is not indicated and the preface presents itself similarly as in the target text. The original text was published in 2003 by Creative Editions, an imprint of The Creative Company, which was established in 1932 as a manufacturer of nonfiction educational maps, games and texts. In the 1960s the company grew to be one of the leading publishers of children’s books in several languages. The company now consists of three different departments; Creative Education (nonfiction children’s texts), Creative Editions (picture books) and Creative Paperbacks (fiction and nonfiction paperbacks) (www.thecreativecompany.us). The publisher’s educational history is still apparent when, as its website states, it ‘still publish[es] books recognized the world over for their beauty and enduring educational value’ and it publishes ‘materials that both teach and inspire’ (Peterson, par. 4). As could be seen in chapter three of this thesis, the intended audience of the source text is also up for debate. The book itself does not indicate a specific age group the book is meant for, and the reviewers on Amazon clearly held different opinions. However, chances are that both the original American publisher as the Dutch one had a similar audience in mind; children age six to twelve. 

Having roughly analysed the book at this stage, it can be stated that the general translation strategy appears to be a complete translation in which the target text stays close to its source in the arrangement of the text, font and type size, as well as in the use of illustration and shape and form of the book. 

4.2. Macro level – similarities

As said before, the macro level is primarily concerned with the overall construction of the book. Questions regarding the presentation of the text, the interaction between words and illustrations, the setting and subject matters of the narrative, the course of the plot, characterisation and perspective arise and are to be answered in this part of the research. In the case of Erika’s Verhaal, a story meant for young readers, although probably read with an adult supervisor, the relationship between text and picture seems clear-cut. The illustrations offer a visualisation of the narrative’s gist. The picture accompanying the author’s preface shows the author and another woman talking in front of a large building, the other illustrations display a group of people wearing the Star of David being driven into a train, the crowded carriage being shut closed by a soldier, the train driving away leaving an empty platform and a perambulator behind, a baby being thrown from the train and landing on a patch of grass, the train arriving at a concentration camp and, finally, a girl looking at a passing goods train. A thread through all these pictures is the train, the one element that defines Erika’s life story. Had it not been for that train, Erika’s life might have turned out completely different. Thus, the illustrations depict the main idea of the narrative; they silently tell the outline of the story’s plot. However, from the pictures alone, the reader will not fully understand the narrative. An older reader might recognise the word “verboten” in one of the pictures to be German, he/she might realise there to be a contrast between the past and present in the colours of the various illustrations and he/she might give meaning to the Star of David, the soldiers, the wired fence, the train and the entrance to the concentration camp, but words are needed to express how the people in the train, the baby on the grass and the girl at the end of the book relate to one another. The text intensifies what is displayed in the dark and realistic illustrations, because the words Erika speaks are grim and clearly contain grief. A closer look at the exact words the narrative uses will be taken in the next section, but it suffices here to mention that Erika, especially in the beginning of the story when she provides information she is not entirely certain about, asks many questions. Questions that remain unanswered and that hence create a dim atmosphere. Even in the supposedly happy final picture (in colour) which is placed in between two sentences in which Erika emphasises that she has survived, it is a cloudy and windy day and the sky is dark and lour. The illustrations are realistic and contain several elements which add to the historicity and create a sense of time and place: the German word, the Star of David, the old-fashioned perambulator and out-dated clothes. The target text has not changed anything about the illustrations used in the book. They are the same colour, size and are printed in matching places. The source text also asks many questions and thus it seems that the translator has stayed close to the source text, so that the relationship between picture and text has not been affected in the translation. 


Comparing the source and target text when it comes to the division of the text also shows little differences. There is a division between the author’s note and the rest of the story, although this separation is slightly blurred as mentioned above. Even though the narrative makes no use of different chapters, it does bring forth separate sections by means of the Star of David. Every few lines, a Star of David occurs, which breaks the flow of words. Perhaps this is done to insert pauses into the text and hence allow the reader to really take in the words he/she has just read and to relate the words with the accompanying illustrations. To the very young reader, these stars may trigger questions regarding the meaning of these symbols. 

    The story’s plot (a Jewish girl was saved from destruction when she was a baby by being thrown out of a train on its way to a concentration camp) has not been altered in the translation of the book. The setting is identical and because both texts use the author’s note, a clear sense of authenticity is established. The author explains, after all, where she was when she met the woman whose name features on the front cover, and by doing so, the narrative’s protagonist becomes a real person. The themes and issues the story deals with have, at first glance, not been touched either. One of the major themes of this book is, of course, risking a life in order to save it (represented by the baby being thrown from a moving train, but it also becomes apparent from the woman who risked her life to take care of Erika). Other themes are life and death (‘[o]p haar weg naar de dood wierp mijn moeder mij het leven in’ / ‘[o]n her way to death, my mother threw me to life’(target and source text, 16), the death of millions of Jews, but Erika survived), stars (the Jews are compared to the stars in heaven, Star of David), the notion of identity (Erika has little knowledge of her background but has restored part of her identity by having her own family) and the inhuman way in which the Jews were persecuted. These dark and serious issues are not shunned in the translation, but are represented similarly to the source text. Erika talks about the conditions of the ghetto her parents lived in, her sadness and her grief. The text clearly expresses her struggle with coming to terms with the history of her people and family. Strikingly, considering the picture book is targeted at a young audience, the text does not only mention that six million people were killed, it also goes into detail when it explains that some were shot or starved and others were burned in ovens or gassed in gas chambers. The target text follows the source text in this regard.    

The plot’s ending in the source, as well as the target text, seems to be both happy and sad. The final illustration, as described above, is colourful but remains threatening. At the end of the narrative, Erika still expresses sadness and even her remark about her children and grandchildren is not truly joyful. She also emphasises the many deaths again, but concludes rather hopefully that her star still shines. After this final sentence it would not come as a surprise to find another Star of David, the star that can be found all throughout the book, but this time it is a brightly yellow star. Perhaps this stands for the new beginning, the new identity: Erika has come to terms with her past and is no longer purely defined by her Jewishness. Hence, the narrative provides, in Kokkola’s terms ‘psychological closure’ (154).

The texts’ characters are very similar. In both the narratives, Erika comes across as an honest woman who has endured many difficulties and is still trying to come to terms with those events in her life she can hardly understand. The other characters are given much less priority, since they are not named.  Whereas in the case of Erika’s parents, this would make sense since she has never known their names, the woman who raised Erika and even Erika’s husband and children also remain nameless. The emphasis clearly lies on Erika and her life struggle.  

No differences can be found when it comes to the perspective and point of view used in this narrative. In the source, as well as the target text it is Erika who tells her story in a first-person perspective. From the author’s note the reader learns that this is the story the author has heard from Erika herself. The way it is written down is the way it would have been told to the reader had he/she met Erika that day in a small town in Germany. The narrative is told by an adult who looks back at her life, so even though the protagonist is a child when the story takes place, it is narrated by an adult and from an adult’s point of view. This creates a distance between the reader and protagonist, even though a first-person perspective is used. As mentioned before, for the young, inexperienced reader, the voices of the author and protagonist might merge. Both texts personalise the narrative by using this first-person perspective so that the reader understands that the person telling the story to them is real and the events she describes have happened. Hence, the first-person perspective adds to the historical accuracy. 

The narrative’s readability seems to correspond as well. As mentioned before, the readability of the text can be influenced by paragraph division and sentence length. Also of importance is the placement of picture and text with respect to each other, because this creates a rhythm. The narrative uses a mixture of double-page spreads without any texts, an illustration on the recto and text on the verso page (or vice versa) and text printed below a picture. Combining this mixture with the constant interruption of the Star of David as paragraph divider results in a rhythm in which reading time is divided between the words and the illustrations. In this respect, the target text appears similar to the source text. The short sentences facilitate the reading experience for the young reader and the large type font and extra space between the lines in both the source and target text make the narrative accessible to young readers.   
   


Where the preliminary data resulted in hardly any differences, this trend also becomes apparent from the macro level of the texts. All the macro level features appear to match their source text’s counterparts. 
4.3. Alterations on the micro level and their effects on the macro level
With regard to the language use of the source and target text, few differences arise. Where the source text uses the word ‘Holocaust’ (6), the target text refrains from this difficult term by using ‘vernietiging’ (destruction) (6). Perhaps this has been done for fear of the young reader not being able to understand the term properly. Even though the translator might have simplified the text in this particular instance, the remaining text still leaves many gaps for the reader to fill, but more likely for the reader to ask the parent/teacher about (why were these people treated the way they were? Where was the train going exactly? What happened to Erika’s parents? Why meant taking care of baby Erika risking your life? Etc.). Hence, this one change does not affect the narrative’s message/interpretation. However, because Vander Zee feels strongly about education, using the original term here could have been a means of introducing the child reader to the historical events and what they entailed, which is then altered in the translation. 
Another difference can be found on page six of both the target and source text: the repetitive ‘many’ is translated by various words ‘sommigen’, ‘anderen’ and ‘velen’. The repetition in the source text creates a rhythm, which is weakened in the translation. It also shifts the focus of the many people who were murdered in various ways to how most people were killed (in ovens and gas chambers). This is only a minor shift and hardly affects the narrative’s meaning, but it could influence the readability due to a change in the book’s rhythm, an element vital to a good picture book as described in chapter two of this thesis. Page seven reveals that where the source text’s Erika acknowledges her existence in a time she cannot remember and has little knowledge of, the target text’s Erika creates more distance between herself and her parents’ situation: ‘Later, perhaps we were ordered from the ghetto’ becomes ‘Later werden ze daar weer weggehaald’ (italics are my own). On the one hand, translating ‘we’ as ‘ze’ (they) inserts a certain distance between the protagonist and her parents (and hence between the reader and the Holocaust), but at the same time, because ‘they’ is used all throughout the rest of that paragraph, changing the text in this regard also creates concordance and thus smoothens the readability. A similar occurrence can be found on page eleven where ‘we’ is also translated as ‘ze’. 
At first glance, the endings of both source and target text correspond in their tone and message. However, the second last sentence appears to be a rather free translation and its choice of words might influence the reader’s comprehension of the narrative’s end: ‘Today, my tree once again has roots’ (18) becomes ‘Mijn ster is niet gedoofd’ (my star has not gone out) (18). Both sentences can be related to the previous paragraph and so both sentences would seem to fit in nicely within the rest of the story. When examined more closely, however, the sentences appear to convey a different message. The source text stresses the difference between the past and the present by starting the sentence with ‘[t]oday’ and emphasises how Erika’s life was torn apart and that it is back on track now. Her family tree has roots again and Erika herself represents these roots. The target text merely states that Erika has survived and thus that the enemy has not succeeded in destroying her. The source text hence holds a happier tone for Erika has not just managed to stay alive, but she has also created her own family tree and thus defeated the enemy. The difference is only minor, but the translation’s ending is slightly less hopeful. 

Grammatically speaking, several changes become apparent. In a few instances the translation breaks up sentences into shorter chunks of words, probably to enhance the rhythm and readability of the text and to avoid long, grammatically dubious sentences in Dutch. Shifts in modality also occur in the translation: ‘Later, perhaps we were ordered from the ghetto. My parents must have been eager to leave the barbed-wire fenced section of the city to which they had been assigned’ becomes ‘Later werden ze daar weer weggehaald. Waarschijnlijk waren ze blij dat ze weg mochten uit het met prikkeldraad afgezette deel van de stad dat ze toegewezen hadden gekregen’ (7). The first sentence expresses Nikolajeva’s dubitative modality by inserting ‘perhaps’, while the translation presents the sentence as a matter of fact. In the second sentence, the roles are reversed: the source text is indicative, or at the very least expresses desire (‘must have been eager’), while the translation coins doubt (‘waarschijnlijk waren ze’). Besides, ‘eager’ as an expression of someone’s feelings or ‘blij’ are not exactly similar emotions. To be eager refers to a state of mind someone is in before the event/thing he/she wishes for happens (you cannot wait for it to happen), but to be happy about something is an emotion which occurs during or after the event. The doubt and belated emotion found in the target text intensify the lack of a relationship between Erika and her parents and hence emphasise Erika’s struggle in understanding the past. Overall, the narrative uses the past tense to talk about events that happened in the past, and only in the beginning and the end of the narrative present tense is used (page six, eighteen and twenty-two). Shifting between the past and present tense is not necessarily done to evoke a dramatic effect, but merely emphasises the difference between what has happened and what remains today, a tension also found in the colour scheme of the illustrations.  The level of language used in the narrative shows no signs of adaptation. Both books use clear and informal language and dare to name the horrors of the Second World War: starvation, death camps, gas chambers, ovens, etc. The way the sentences are structured, the questions and the doubt apparent from the text result in an emotionally charged narrative. There is only one instance of omission. On page ten the remark ‘[s]tanding room only’ has been omitted in the translation. This might have been done due to lack of space on the page or because the translator thought the child reader would automatically assume there would not have been any seats in the cattle car. It seems unlikely that this passage has been deleted because of the subject matter it describes: having to stand for hours crammed together is, of course, a gruesome notion, but would appear lower on the scale of horrific than, for example, mentioning the gas chambers and death camps. Nevertheless, omitting this phrase could influence the narrative’s readability, because the paragraph is used almost as a rhythmic enumeration consisting of a long sentence, two short ones and finally another long sentence. The translation does omit this one short phrase, but replaces it by using a chunk from the first long sentence. Hence the rhythm is kept in the translation. 

The only difference that can be found between the source and target text concerning the division of the text on the sentence level is the indention. The source text frequently indents the sentences so as to create paragraphs. Because the target text lacks these indentions, its sentences appear to contain slightly more flow. However, this does not influence the narrative’s meaning or plot. The indentions break the flow of text, but because this flow is interrupted by illustrations and the Star of David anyway, removing the indentions in the translation hardly affects the readability.
4.4. Systemic context and conclusion

Erika’s verhaal and its source text both seem to fall under the category of Bosmajian’s typical Holocaust narrative, as described in chapter two. It helps the reader obtaining knowledge on the events of the Second World War by having him/her become a witness of a memory, it uses iconic images to protect the child reader and it obtains historical accuracy by providing a specific time and place (in the author’s preface) and using sombre colours. The very young child might miss out on the historical value and concentrate on the core of the narrative, but for an older child with some knowledge on the historical period, the story will become deeply moving, raise questions and stimulate conversation on good and evil. 
Clearly, the translator of Erika’s Story has stayed close to the source text. The data gathered on the macro and micro level of the text show that only minor differences occur. The translator seems to have taken the child reader into account when opting for simpler language and sentence structures, but this only occasionally resulted in divergence from the source text. The message the text conveys remains intact, and the educational force behind the story, represented by the repetition of information on the historical period and the amount of people who died and the inclusion of the terrific elements, is left untouched. Perhaps there was little room for omission or addition in the first place, because the illustrations and the way the text is printed only allows for a limited amount of space to fill with words. Besides, deletion of the horrific elements would result in a text which ignores the historical accuracy and would be deemed unfit to inform the child reader of this period. Apparently, the narrative’s informational and picture book side limit the translator’s freedom; a freedom often taken for granted in the translation of children’s literature. However, the differences that did occur in the choice of words on the one hand resulted in more distance between the reader and the war (shifting ‘we’ to ‘ze’) and also led to a grimmer narrative with a less hopeful ending and a protagonist whose situation regarding the deprivation of a bond between herself and her parents is intensified.   
Chapter Five: Picture Books for the Young – Het Feesten kan beginnen

5.1. Preliminary data

Het Feesten kan beginnen was written by Margaret Wild and illustrated by Julie Vivas. It has been translated by Ann-Elisabeth Jansen and was published by Casterman in 1991. The title page clearly displays the names of the author and translator in a large font, but there is no indication of the translator/the fact that the book is a translation on the title page. Only after turning the page, the translator’s name can be found in a small type font directly under the copyright information. Interestingly, the back cover of the target text does not only bring a synopsis of the narrative, it also emphasises the illustrator’s success when it mentions how a previous picture book illustrated by Vivas has captured many readers and that the illustrations of the book at hand will enthral readers of all ages. The publisher seems to want to attract readers by stressing the role of the illustrator rather than praising the text. This might be explained by the fact that this picture book was the first book by Margaret Wild that had been published in the Netherlands. Logically, readers would not have had a chance to become acquainted with Wild before, so using the author’s name as a means of alluring readers into reading this book would probably be less effective than using the illustrator’s name, whose work had been published before. Wild was born in South-Africa, but moved to Australia when she was in her twenties. She worked as a journalist and publisher of children’s books before becoming a fulltime author of children’s literature and is widely known for the controversial themes in her picture books (“Margaret Wild”, par 1-4). Vivas is a renowned illustrator who has won many awards for her watercolour style illustrations (“Julie Vivas”, par 1-2). Ann-Elisabeth Jansen has translated several children’s books (Literatuurplein). Casterman is a Belgian publisher of comic books and books for the youth. It expanded to France and has been part of the French publisher Flammarion since 1999 (“Casterman”, par 1). 


The target text contains NUGI code 220 which stands for fiction meant for children up to age nine, but the library considers it to be targeted to children age ten or older. This could have been decided because of the subject matter, for the narrative is set behind the concentration camp’s fence which might be a place too frightening for younger children. It would also suggest complex language use and informational gaps the child can recognize and fill with his/her own historical knowledge or by asking a parent/teacher. However, since the publisher gave the narrative NUGI code 220, the language might actually not be so complex, and the subject matter might be handled in a way which hides the elements that are too horrific. The library has placed the story in the section for children’s literature and has indicated the subject matter by showing the sign for war stories. The book’s title page does not provide a clear genre indication, but it does, for the child with some knowledge of the historical period, hint at the subject matter of the story because it displays a piece of rag on which the Star of David is sown. 


The metatexts that are used in the target text have been directly translated from the original narrative. The book contains two quotations from other books, one is placed before the beginning of the story and the other on the last page, just as the story has come to an end. The quotations are printed in italics. Even though these quotations thus are set apart from the rest of the story, they are, at the same time, merged into it for both quotations are accompanied by an illustration. The first quote captures the essence of the story for it talks about the stuffed toys that women in a concentration camp have made with in their minds the first children’s party that would be held after the liberation. The second quote deals with this liberation. It is a passage from an eyewitness who describes what happened when the Allies entered one of the camps to bring the news of freedom. Because the publication information of the books the quotations are taken from is given, a sense of truthfulness and historicity is evoked. It reminds the reader of the seriousness of the subject matter. 


The source text does not differ from the target text in displaying the names of the author and illustrator, the genre, the quotations and illustrations accompanying the narrative. The original story was published in 1991 by Omnibus Books. This is an imprint of Scholastic Australia, a publisher which is specialised in picture books and fiction aimed at primary school children (“Communicating with Children Around the World”, par. 1-2). As could be seen in chapter three of this thesis, the age group of the intended audience, according to Amazon is age three to six. This loosely matched the publisher of the target text who deemed the narrative appropriate for children up to age nine. 


The overall translation strategy seems to be a complete translation which closely follows the source text, since the information provided by the title page, the format of the narrative, the use of illustration and metatexts and the type font and size correspond. The texts appear to be targeted at children of similar age and hence the translator might only need to adapt culturally specific items which the target audience might struggle with. However, one striking difference can be found on the back cover of the book. The source text explains that the protagonist of the narrative is twelve years old and even mentions World War II by name, while the target text appears to make the protagonist much older (‘Katya koestert in het concentratiekamp de herinneringen aan haar kinderjaren’ – In the concentration camp, Katya cherishes the memories of her childhood years) and mentions the concentration camp and the Nazi-regime. Perhaps this is a result of the target audience. The translation’s back cover uses language which is more complex than the original’s back cover and hence would better suit an audience which is slightly older. Thus, the target text seems to stay close to the source text in many respects. 
5.2. Macro level – similarities 

The illustrations found in Het Feesten kan beginnen come across as simple and modest. They mainly show people or objects (toys, pieces of clothing) and hardly ever provide a background. The pictures clearly need text in order to become a narrative. The translation has not adapted any of the illustrations, and hence also placed the text in similar places as the source text. The words evidently address the reader and point towards the pictures: ‘this is where I live’/’en hier woon ik’ (4), ‘[t]his is my best friend’/’[d]it is mijn beste vriendin’ (7), and ‘[s]ee him there in the corner….[s]ee his hungry eyes’/’[k]ijk hem hier eens zitten…[k]ijk eens naar zijn hongerige ogen’ (7). The text without the pictures would not work either, because it would then lack the visual information the text hints at. Where in Erika’s verhaal the illustrations provided a summary of the plot, this is not the case with Het Feesten kan beginnen. The pictures simply seem loose daily situations which the people in the story face. They talk, eat, play and sleep. However, the young reader will notice that these people do not look like regular people and that the opening illustration depicts a group of buildings behind a wired fence. The clothes the people wear look old and worn-out, their bodies are thin, their faces lean and their heads shaved. The text mentions the lack of food and the hunger (16), guards, the camp and soldiers (19), but the pictures – apart from the opening one and the people’s appearances – do not show these elements. Even on page twenty-four, where the words shout out that the soldiers have arrived and that the reader must look at their guns and tanks, the illustration only depicts a group of people staring out from the page directly at the reader. Clearly, there is a tension between the text and the picture at this point; both leave gaps for the reader to fill. Other gaps also emerge from the narrative, as Walter and March point out: 

By inference, we learn that the children are not with their fathers and mothers; we do not learn where those fathers and mothers might be. We know that these women and children are somehow imprisoned and waiting for soldiers to set them free; we do not learn why they are imprisoned or by whom. There is no mention of Nazis or Germany or Jews or gas ovens or death (44).

Kokkola also mentions the many silences the narrative holds and that due to these silences the story provides ‘an extremely softened view of life in the camps’ (37). Even though the words and illustrations complement each other, they still leave multiple gaps and hence result in an unfinished narrative. The author and illustrator might have chosen to present the story in this way so that they could take the child reader behind the concentration camp’s fence while simultaneously prevent frightening him/her too much. The translator has not filled any of the gaps in the target text.


The text is not divided into chapters, but consists of one continuous narration, even though it is interrupted by the pictures. This is also the case in the target text. The story’s plot has also not been altered in the translation. The text deals with a young adolescent in a concentration camp who, together with other women in the camp, tries to manufacture toys out of clothing for the children of the camp to play with after the liberation. The concentration camp setting, although hinted at, might not be clear to the young child reader. The camp Belsen is mentioned in the quotation preceding the story, but it is not unlikely that the child reader skips this part of the book and even if he/she reads it, his/her knowledge of the Second World War might not be sufficient enough to understand the term Belsen. The text itself mentions that the people depicted in the illustrations are in a camp (which needs liberation and is guarded), but again, a young child might lack the knowledge to relate this camp to a concentration camp. The final, obvious, hint is the first picture, described above. This depicts a fenced area with huts, but does not provide a clear sense of place and time. The themes and issues apparent from this narrative are somewhat problematic. Even though the story tries to deal with life in a concentration camp, it lacks many of the horrific elements present in such a situation. Kokkola points out that the informational gaps the text leaves cannot be filled by the pictures, because they offer a different type of story: the illustrations are drawn in a comical style as a means of protection (38). The child reader will be confused by the grim text (hunger, lack of toys, absence of own parents) in combination with the seemingly humorous pictures in bright, but at the same time subdued, colours. The one aspect the narrative does discuss, the lack of food, seems softened in its horror because the protagonist states that it is toys, not food or their parents, that the children ‘want more than anything else in the world’ (13).

The plot’s ending is evidently an ending filled with hope. In fact, the entire narrative seems to breathe hope in both the source and target text. The camps inmates, especially the protagonist, always seem to have their spirits up, even though they must be weak from having had little food (the soldiers, after all, seem frightened at first to touch the fragile camp inmates (26)). The only exception being Jacoba, but the text mocks her negative outlook on life and her voice is quickly silenced by the voices of the other women in the camp, the women who think positively about the future. Twice throughout the narrative, hopeful remarks on the soldiers definitely arriving soon to liberate the camp are made (13, 18). At the end of the story, the camp is indeed liberated, the women present their handmade toys and their newly found freedom is celebrated by finally sharing a proper meal. However, questions regarding the whereabouts of the children’s parents and the reasons and identities of the guards remain unsolved. This ending might result in children taking away the wrong idea of concentration camp life not being that bad.  
The narrative uses a first-person perspective in which the protagonist tells the reader about her life in the camp. Because the present tense is used, the story does not contain an adult looking back at his/her past, but clearly takes places in the here and now. In the beginning of the book, the protagonist reminisces about her life before having been brought to the camp, which contrasts tremendously with her life behind the camp’s fences. These memories help the reader to realise that the characters have not always lived in this camp and that the situation they experience now is neither normal nor desirable. This perspective and point of view has not been altered in the target text. 

The story’s characters are clouded in obscureness, because the reader never really is given the full picture of who they are, where their parents are and why they are in a camp. They seem friendly and form a tight group, apart from Jacoba. Still, the characters clearly try to look after one another and rejoice in happiness together at the narrative’s end. The vague characterisation has not been adapted in the translation.
The readability of both texts is similar. Both texts use short sentences which are printed in a large type font so the reader will have little problems deciphering the words. When the chunks of texts become larger, both texts insert a blank line to divide the text up into separate sections. The words are always accompanied by illustrations, so the reader constantly has to switch between text and picture and hence a rhythm is created. This rhythm is enforced by the repetition apparent from the text. This repetition occurs within sentences, but can also be found in the text as a whole. The fact that the soldiers are coming, as well as the plans for a party and the phrase ‘the women and I’ (4, 13, 15, 16, 18, 28, 30) are repeated several times. These repetitions not only facilitate the readability because of their influence on the text’s rhythm, they also help the reader by offering chunks of text which are recognisable.  


When it comes to the text-picture relationship, the division of the text, plot, perspective and readability, the target text remains close to its source. The narrative it presents tries to make the concentration camp accessible to young readers, but in doing so leaves many silences the child reader might not recognise. There is no clear sense of time and place and the story fails to convey much of the facts of the Second World War. The metatexs might add some historicity to the narrative, but they are likely to be overlooked by the young reader. The translation does not add any information, but seems to have followed the source text.          
5.3. Alterations on the micro level and their effects on the macro level

Closely comparing the source with the target text reveals that when it comes to language use, there are not many differences. Sometimes, the translator omits part of a sentence (‘We are planning a party, a very special party’ becomes ‘We bereiden een heel speciaal feestje voor’ (4) / ‘his legs. His legs!’ becomes ‘zijn dunne benen’ (7) / ‘When the soldiers come to set us free …’ becomes ‘Wanneer de soldaten komen …’ (13) / ‘his precious owl’ becomes ‘zijn uiltje’ (28) / ‘her funny patchwork elephant’ becomes ‘haar lappen olifantje’ (29)), slightly alters it (‘there in the corner’ becomes ‘hier’ (7) / ‘your doll that has eyes that blink’ becomes ‘de pop met de slaapogen’ (12) / ‘hugs’ becomes ‘om zich heen slaan’ (12)/ ‘And I run away to be on my own’ becomes ‘Maar mijn verhaaltje duurt nooit lang’ (13) / ‘food’ becomes ‘honger’ (16) / ‘shrugs’ becomes ‘gekke gezichten trekken’ (18) / ‘Everyone, everyone, the soldiers are here!’ becomes ‘Kom kijken, kom kijken, de soldaten zijn er!’ (24) / ‘soft noises’ becomes ‘gekke geluiden’ (26)) or adds information for emphasis (‘my very own bedroom and my very own bed, and in the corner, my very own toys’ becomes ‘mijn eigen slaapkamer en mijn eigen bed en in mijn eigen hoekje mijn speelgoed, helemaal van mij alleen’ (10)). These adaptations, although slightly altering the text, do not result in a text which conveys a completely different message or story and hence will hardly affect the reader’s interpretation of the narrative. However, omitting part of a sentence and hence deleting the repetition which is so important for the narrative’s rhythm, as explained above, affects the readability precisely by changing the rhythmic flow of the text.       
When it comes to modality, Kokkola points out that the narrative starts of using the present indicative modality conveying factual information, but quite quickly (page 8) shifts to an optative one stating a desire about eating chicken, which is also displayed in the illustration. This sudden change, according to Kokkola, leads to the idea that what is presented in the narrative, especially in the pictures, might be a fantasy rather than a reality, or may at least contain fantastic elements (71). The target text has not adapted this shift, but followed the source text in this regard. A young reader might confuse the illustrations portraying reality with those depicting a desire, but an older and more experienced reader might be able to find a distinction between the two in the use of colour, for the fantasy illustrations use much brighter colours. For most part the narrative uses the present tense, which is adopted by the target text. The use of this present tense, in combination with the first-person perspective, draws the reader into the narrative. The story makes use of the future tense when it talks about the events that will happen in the future, for example the arrival of the soldiers and consequently the liberation of the camp. Again, the target text adopts similar tenses to convey that the characters are absolutely certain the soldiers will arrive in the near future. A difference arises on page fifteen: ‘we shall make toys’ becomes ‘[d]aarmee maken we mooi speelgoed’. The translator could easily have used a similar future tense (zullen … maken), but has opted for the present tense. Due to the use of the present tense, the sentence holds an undertone which is much more matter of fact than had the future tense been used. The characters are in the process of making the toys, rather than simply collecting material to make these toys with in the future. A similar shift becomes apparent from page sixteen in which ‘[a]nd we shall’ becomes ‘[e]n dat doen we dan ook’. One striking difference concerning the verb form can be found in the narrative’s final sentence: ‘and so the celebrations begin’/ ‘en nu kan het feesten beginnen’ (31). The original sentence conveys the idea that the party has already started; presenting the toys and eating soup heralded the start of the celebrations. The translation, however, seems to indicate that everything is ready for the party to start, but it has not started yet. This is, of course, only a minor difference and does not alter the narrative’s message of hope for the future. 

The level of language used in the narrative is informal and understandable to a young audience. The only terms child readers (of both the source and target text) might struggle with are ‘rheumatism’ (16, 19) and ‘dummkopfs’ (15). The target text stays true to the simple and informal language for most of the story, but elevates the register occasionally by using ‘voorpand’ and ‘rugpand’ (16, 30) instead of the more ordinary “voorkant” and “achterkant”. 
The target text seems to have tried to bring a sense of historicity to the front cover by putting ‘[b]arak 18, bed 22’ just above the title. To the advanced reader, this, combined with the library’s symbol of war stories and the depiction of a Star of David on the title page, might indicate the narrative’s setting. Again, young readers might completely miss out on this information.

The striking absence of a clear reason for the children to be in the camp (their ethnicity) becomes even more apparent from the target text. The source, as well as the target text, displays a Star of David on the title page, which could trigger the child reader’s knowledge of the persecution of the Jews. However, no other remarks are made concerning the inhabitant’s religion. The character’s names, though, might provide another clue: Miriam, Sarah and David (4, 7). These are religious names that could easily be linked at the Star of David by the older reader who has already learned about the Holocaust and the Second World War. A salient characteristic of the target text, however, is that it uses completely different names: Katya, Magda and Hans (4, 7). These names bear no relation with the Jewish religion and place the story in the Netherlands, since these names, especially Magda and Hans, are very Dutch. In this way, the source text reveals more and different information about the characters than the target text. Hence, altering the names not only influences the story’s setting and historicity, it also changes the characters’ personalities by replacing their Jewish identity with a Dutch one.   

5.4. Systemic context and conclusion

Het Feesten kan beginnen uses completely different devices to inform its readers about a historical period than in the case of Erika’s verhaal. It offers little iconic images, is not as clear in providing a specific time and place in which the story is set and uses memory only indirectly. However, in creating a Holocaust narrative which takes the child and toys as its main focus, the book makes this story appealing and accessible to children, as both Walter and March (44) and Kokkola point out (37). The first-person perspective and the present tense stimulate identification with the characters, but because the narrative has softened the horrors and only alludes to some of the atrocious elements found behind the concentration camp’s fence, identification is not as problematic. Het Feesten kan beginnen is one of the very few books that takes the reader behind the concentration camp’s fence. However, it only shows the huts on the opening page and concentrates on the people for the rest of the narrative; the extreme living conditions are not mentioned nor shown – apart from having nothing to eat – and gas chambers or death are absent. 

The conducted analysis reveals that the differences that occur between the source and target text do not really change the content and message of the story, but they do affect the readability and characterisation. The translator has stayed close to the source text and only adapted elements to make the narrative coherent and understandable to a Dutch reader. The narrative might not frighten the reader, but it also fails to truly convey what happened during this gruesome period. It might not have been a bad idea for the translator to add some factual information so that the child reader would be presented with a narrative which contained less (unframed) silences. Considering the amount of freedom a translator of children’s literature usually enjoys, this would not have seemed to be impossible, but at the same time, it would have meant changing the narrative dramatically. This could, of course, then risk the receiver’s response when it comes to the age of the intended audience. 
Chapter Six: Picture Books for the Young – Opa en het geluk

6.1. Preliminary data


Opa en het geluk was written and illustrated by Jutta Bauer and published by Querido in 2001. The translation was consigned to Jacques Dohmen. Jutta Bauer is a renowned illustrator and author of picture books who has won several awards for her illustrations. In 2010 she received the Hans Christian Andersen Award. The illustrations drawn for Opa en het geluk can be characterised as sombre while at the same time often very funny (“Jutta Bauer”, par. 1-4). Jacques Dohmen is a famous person in the children’s literature branch, because he worked as an editor of children’s books at Querido for thirty years before resigning in 2009 (Karin, par. 1). Even though he is well-known, his name does not feature on the title page, but is found at the end of the book on the same page as the copyright information. However, previous picture books that displayed the translator’s name only among the copyright information did this directly under or amidst this information so that it was easily overlooked. In the case of Opa en het geluk, the translator’s name is set apart from the rest of the copyright information by means of blank lines, making the translator slightly more important than if it was merged with the rest of the information on the page. Being both the translator and publisher of this particular book, it is not unthinkable that Dohmen has experienced great freedom to adapt and shape the text the way he wanted to. This could result in extensive changes, but does obviously not necessarily have to be the case. Publishing company Querido was founded in 1915 by Emanuel Querido. In the first couple of years the company published Dutch, as well as translated literature and non-fiction texts showing political involvement. At that time, Emanuel himself wrote several novels under a pseudonym, which he published at a different publisher. After Hitler’s assumption of power, Emanuel founded a German imprint of Querido called Querido Verlag which was settled in Amsterdam. Querido Verlag published German books written by authors who were no longer permitted to write under the Hitler regime. Emanuel and his wife were taken to the concentration camp of Sobibor, where they were killed in 1943. After the liberation, publisher Querido remained in existence and focused on publishing Dutch literature and only started publishing translated literature and non-fiction again a couple of years ago. Occasionally, children’s books were published, but it was not until 1971 that the children’s department (Querido’s Kinderboeken) started to develop (“Over Querido”, par. 1-5).


The narrative’s genre is not indicated on the title page, nor is it detectable from the book’s cover. As opposed to the other texts used for this thesis, this one is not a clearly distinguished war/Holocaust story. The front cover shows a little boy with a transparent angel flying above him running past a statue of another angel. Judged from merely the front cover, the narrative could very well hold a religious message. The NUGI code related to the book deems it to be a picture book targeted at children older than four. As shown in chapter three of this thesis, Literatuurplein mentions the book to be appropriate for children age seven to eight, but also provides NUR code 273 which stands for picture books meant for children under the age of six. It can thus be said that the narrative’s audience most likely consists of children age four to seven. There is a limited amount of text used in the story and the pictures have a cartoonlike simplicity, which matches the intended audience of young children. This narrative is the only story out of the seven picture books used for this thesis which is targeted at such a young audience. One explanation for this phenomenon could be the subject matter; this particular narrative does, after all, only slightly touch upon the horrors of the Second World War, and its focus lies on the dangers of life in general. 


Opa en het geluk does not contain any metatexts. Again, this could be explained by the subject matter of the story. Many authors use metatexts to establish historicity and truthfulness, as was discussed in chapter one, but because this particular story deals with a fictional life of which it is not necessary that every detail is believed, metatexts might be considered superfluous. Of course, the child reader should not be encouraged to take the entire narrative as a fantasy story, because some of the dangers that are described were – and are to this day – very real, but factuality is not the main focus, nor message of the text. At the same time, however, the insertion of the angel, which plays a mayor part in the narrative, might by some children be understood as an element of fantasy and could cast doubt over the entire story. Metatexts or an adult mediator might then indeed be necessary to explain to the child reader which elements are factual and which fictional. Of course, in the case of the angel, this is a matter of faith and can be interpreted in many different ways. 


The source text is, at first glance, not very different from the target text. The title page offers the same information, the book is in similar format, both texts do not provide the copyright information until right at the end of the book and neither narrative uses metatexts. The intended audiences seem to correspond as well. The only striking difference to be found on the title page is the title itself. The original German title consisting of only two words Opas Engel and clearly emphasises the essence of the narrative: even though the book tells the life story of a child’s grandfather, it is his angel (of whose existence he is not aware) who is the actual protagonist. The Dutch title stresses grandfather’s notion of his luck and only through reading the narrative, the tension/irony between this so-called luck and the angel becomes apparent. Hence, the Dutch title is ironic and can only truly be interpreted after having read the book. The original title could easily have been translated as “Opa’s engel” or “De engel van opa”, but by choosing Opa en het geluk the entire narrative is given a different meaning for the young readers who are not yet able to recognise the irony, because the title may lead to the interpretation that grandfather’s life has been filled with luck rather than guided by a protective angel. The original story was first published in 2001 by the German publisher Carlsen Verlag GmbH. This publisher was established in 1953 as a subsidiary company of a Danish publisher. Today, Carlsen Verlag is part of the Swedish Bonnier media group and mainly publishes children’s literature, comic books, manga’s, and graphic novels. It is one of Germany’s biggest publishers of children’s literature (“Verlagsgeschichte”, par. 1 and 15).   


The preliminary data described above shows that, so far, only minor differences can be found between the source and target text. However, considering the shift in the title of the narrative, which may influence the story’s interpretation, readability and message, and the possible greater freedom the translator experiences due to his position as an influential actor in the publishing company, there could appear to be many more differences between the source and target text on the micro and macro level of the texts. Especially the irony, which becomes apparent from the text-picture relationship and which is emphasised by the translation’s title, might be treated differently in the target text. 

6.2. Macro level – similarities 

The relationship between the illustrations and the text is of great importance in this narrative, because without the pictures, the story would change completely in its meaning. The illustrations add information to the text without which the narrative would lose its liveliness and would be merely a boastful life story. The angel depicted in the drawings constantly saves the protagonist’s life and helps him achieve his goals, but he is unaware of this divine intervention. This tension between what the words express (big dogs were afraid of me) and what the pictures display (the angel gives the dog a stern look because of which he dares not bark) creates ironic and funny situations. The cartoon style of the illustrations adds to the humour in the book. A similar tension is present in the target text. This text treats the words and pictures similarly to how they are handled in the source text. 


The division of the text also has not changed in the translation. The text is printed above or below the drawing, with only a few words per page. There is no need for chapters, because the text is one continuous flow of words. The text on page three, four, 41 and 43 is printed in a different font to set it apart from the rest of the narrative, because on these pages it is not the grandfather, but the grandson who is speaking.   

The narrative’s plot centres around a grandfather who tells his grandson about the life he has lived. This has not been altered in the translation. The setting of the story is not entirely clear. It could be in any country, any village. Grandfather appears to lie in a hospital bed, so it could very well be that he is seriously ill. The idea of a sickbed, perhaps even deathbed, is reinforced by the bare room shown in the drawings and the ambulance in the background of the last double spread illustration. At the end of the narrative, grandfather closes his eyes and his grandson leaves the room. When he makes his way outside the angel, who has protected his grandfather for many years, follows him. This could be interpreted as the grandfather dying, for he does not need his protective angel anymore and it is passed on to his grandson. The only clear indication of the time in which the narrative takes place is found on page 22 up to and including 26. This is also the most relevant part of the narrative for the current research on picture books and the Second World War. These couple of pages show the time just before and during the Second World War by using iconic symbols such as the Star of David (found on the jacket of one of grandfather’s friends) and the recognisable brown soldiers costume with the black boots and the swastika.  In this particular passage, grandfather mentions that he knew no fear, but that his friend, Josef/Jozef – a clearly religious name – did experience fear. Josef is depicted wearing the Star of David and the accompanying text reads that he disappeared one day and that grandfather has never seen him again. This passage can stimulate conversation on why some people have or had fear and what happened to Josef. The young child is protected from knowing too much by the parenthetical way in which this remark about the persecution of the Jews is made, and the passage challenges older children to fill in the gap with their historical knowledge or turn to an adult for an explanation. The most striking image, and the one that should provide plenty of food for thought, is the fact that there is no angel accompanying the frightened Josef. The child reader may ask himself why one person does and the other does not have a guardian angel. And could that, perhaps, be the reason why Josef disappeared in the first place? Other issues that the narrative discusses are the dangers of everyday life (traffic, criminals, etc.), war, hunger and the difficulties and pleasures of growing up (finding a job, falling in love, starting a family, illnesses). These issues are not elaborately discussed, but simply described in a few words – sometimes even in one word. However, because the illustrations are funny, the child reader will pause to look at those in detail and can hence truly take in the words in combination with the pictures. This is not any different in the target text, which also uses a short amount of text to accompany the illustrations. It does not highlight certain issues or explain the reasons behind the events any more than the source text does.

The story’s ending contains various elements. In a sense it is a closed ending in which the grandfather’s narrative has come to an end. The reader has learned everything about his life which has now ended in a sleep/death. At the same time, the ending leaves room for an open interpretation. The final double spread page shows the grandson playing outside, enjoying his young life (‘Was für ein schöner Tag es war’ (43)). Grandfather’s angel is shown flying towards him. The reader now realises that the angel will protect the grandson from now on, and is left with his/her own imagination of what will happen next. The target text does not add any information on the exact stage of grandfather’s illness and also leaves space for the reader to fill in how the grandson’s life continues. 
Just as with Erika’s verhaal, in which the author and the narrator both used the first-person perspective, there are two “I’s” in Opa en het geluk: grandfather and grandson. The grandson’s voice is only heard at the beginning and at the end of the book, while the grandfather narrates most part of the story. For the very young reader, these two voices may be interchangeable, but a more experienced reader will probably be able to separate the two. The different type fonts and the inverted comma’s at the start and finish of grandfather’s story facilitate the recognition of the two different voices. Where the words are clearly told from a first-person perspective, the illustrations show an omniscient point of view which passes the protagonist by. Only the reader is able to see the angel. Even the grandson, to whom the story is addressed, is ignorant of the angel, because he cannot see the illustrations. He can only hear the words that are being spoken by his grandfather. Consequently, he might conclude from the story that his grandfather was a tough man who had endured much during his lifetime, but was lucky enough to experience happiness, while the reader will take away the message of hope and faith in a guardian angel who is present even though invisible. Opa en het geluk uses the perspective of an adult who looks back upon his life. Because he was still a child when Hitler gained power, the war is looked at from a child’s perspective, which can be a means of protecting the child reader from the horrors which might have been elaborated upon had an adult perspective been used. It also helps decreasing the distance between the reader and the protagonist and hence increases identification. In turn, the cartoon illustrations impede identification, because they might not be considered very realistic.

The two most important characters in both the source and target text are, of course, grandfather and the guardian angel. Grandson’s role is much smaller, but still significant in how the angel transcends onto him. Strikingly, of all the characters depicted in the illustrations, Josef/Jozef is the only one who is named, perhaps because his name provides a clue towards his situation. Overall, the grandfather appears rather boastful, but the angel’s presence weakens this by showing what truly happens. 
The narrative’s readability has not changed in the translation. Both the source and target text use unfinished sentences which continue on the following page and which influence the readability in that they force the reader to pause in the middle of sentences to examine the illustrations and turn the page. However, because these pauses occur in between complete phrases, they do not feel unnatural or strange. Since the words are printed above, below or in the middle of the illustrations, the reader constantly has to scan the entire page. This also adds to conveyance of the story, because the reader will not miss any part of the pages. Compared to the other books used for this thesis, this particular picture book is relatively small: only 20.7 x 17.7 cm. Because of its size, it is easy to hold and read.      


The book’s macro level shows no differences between the source and target text. The ironic relationship between illustration and text is not adapted, nor are the division of the text, the plot, perspective or readability. 
6.3. Alteration on the micro level and their effects on the macro level

The source text uses two words for grandfather: ‘Opa’ (title) and ‘Großvater‘ (3, 41). The latter is considered more formal, and hence can be placed in a higher register. In Dutch, similar words exist (“opa“ and “grootvader“ ), but only the former is used in the target text. Thus, in this respect, the source text appears more formal in its language use. Other examples where the translator has simplified the text, possibly with the intended audience and comic character of the book in mind, are ‘vond ik heel erg’ (translation of ‘ich […]war sehr traurig’ (23)) and ‘groot’ (translated from ‘erwachsen’ (24)). The source text’s register hence appears a little higher, but taking into account that there are only three occasions where simplification has been executed, these could be dismissed and regarded too few to constitute a real change in the target text. The translator has adapted the text in other ways too. In one case, the translator provides an explanation (Chesterman’s pragmatic translation strategy of being more explicit (168)); ‘Ich machte so viele verschiedene Arbeiten’ becomes ‘Ik deed alles om geld te verdienen’ (28). Of course, one usually has a job to earn money and consequently be able to pay the rent and other living expenses, but this is not explicitly apparent from the source text. In theory, grandfather could also oblige himself to take on so many different types of work to keep himself busy and entertained, to hide his lack of a social life, or to avoid conscription. These options are open to the reader of the source text, but are reduced to a single one (work solely to make money) in the target text. This is only a minor adaptation, but it does influence the image the reader forms of grandfather’s personality. Add the desire for money/greediness to the young boy who feared nothing or no one and considered himself to be tougher and cooler than everyone else, and a rather negative characterisation arises, which only changes after grandfather falls in love and hence starts to feel responsible for human beings other than himself. The source text’s grandfather could already enter this process of growing up just after having lived through a war and hunger, when he, for example, takes on jobs to help out others. Very young children especially do not yet understand the value of money and the need for paid work to provide for a family. Besides simplification and explication, the translator has also adopted the translation strategy of opposition in two instances: ‘kletterte auf die höchsten Bäume‘ becomes ‘ik klom in de hoogste bomen’ (16) and ‘Manchmal verlor ich … meistens war ich stärker’ becomes ‘Meestal won ik … maar soms ook niet (20-21). Choosing climbing rather than falling in the former example is probably done because it is more common to boast about climbing a large tree than to do so about falling out of one. The illustration accompanying this passage shows grandfather falling off a branch and the guardian angel speeding up to catch him. Changing the literal partly description of what happens in the illustration in this regard increases the ironic and humorous level of the text. The gap between text and picture is, after all, widened: it is not just that grandfather is caught/protected by the angel when he falls (tension as found in the source text), he is actually falling rather than climbing and then also protected by something he is not aware of. The latter example could be explained by examining the accompanying illustrations. The drawing on page twenty shows two boys harassing a third one (grandfather, always depicted in a blue shirt/coat and black trousers). The guardian angel pulls one of the boys back by grabbing the back of his coat and, in doing so, is punched in the nose. The next illustrations displays the angel – with a plaster on its nose - angrily resting on a cloud and watching two boys harassing a third one. This time grandfather is one of the boys attacking the third boy who is lying on the floor. Judging from the pictures, without paying attention to the angel, it seems that on page twenty grandfather is losing the battle and on page twenty-one he is the stronger person, just like the source text describes. The target text then seems to have interpreted these two pages incorrectly. However, taking the rest of the narrative into account, a narrative in which the protagonist cannot survive without his angel, it seems contradictory to have grandfather lose on the page where the angel interferes with the action and win in the illustration where grandfather has to fight on his own. Perhaps the translator felt the same way and therefore decided to swap the two statements on fighting. For the reader, this means that the constant factor of grandfather wearing black shorts and a blue coat is intercepted, which makes the target narrative less coherent. Grammatically speaking, not many differences arise. Both texts use the past tense and simple grammatical structures to tell the story. All the sentences are presented in a matter-of-fact manner, not necessarily because authenticity must be established, but because the narrative deals with an adult looking back on his own life. The things he shares with his grandson are elements of his life that he can remember clearly. To him, these are factual statements of life in the past.   

The most striking alteration that can be found is the book’s title. This change grants the narrative an extra ironic element, because it postpones the reader’s realisation of grandfather’s guarding angel, while the original title immediately focuses attention to this element of the story. Especially as far as the part dealing with the Second World War is concerned, the translator stays very close to the source text. 

6.4. Systemic context and conclusion

Because the most important characteristic of picture books, namely the relationship between text and illustration, plays a major role in Opa en het geluk, its genre limits the possibilities for the translator to adapt the story. Not only this relationship, but the limited amount of words, as well as the relatively small amount of space for the text, add to this limitation too. Due to the fact that the story is aimed at very young children, the text cannot become complex or too elaborate, because it may then lose the child’s attention. Again, the narrative uses an adult looking back to the past and iconic symbols to introduce the child to the Second World War. However, this is not the main focus of the story and has little to do with the book’s message, even though questions concerning fairness, luck and happiness could be linked to both. Because the narrative does not centre around the Holocaust, it does not need paratextual elements to establish authenticity and historicity. It can also refrain from protecting the child the way other books might do, although deciding to mention the Second World War without too many details of the event can in itself be considered a means of protection. Even though the Second World War is only obliquely touched upon, a child reader can still take away some historical awareness when he/she asks questions about the Nazi, depicted in black boots, brown clothing and wearing the swastika, who shouts at grandpa for no apparent reason. Reconciling what happened to Josef on the one hand and the idea of a protective angel for some on the other hand might even lead to a discussion on luck and blame relating to the Holocaust.        

The shifts in the text that have been found during the analysis hardly seem to affect the narrative as a whole, although some do influence the relationship picture-text by increasing the irony. The translator stays very close to the source text and clearly takes the illustrations and the target audience into account. The only adaptation that might influence the message of the book is the change found in the title, because it emphasises luck and, when linked to the rest of the story, faith. However, this change rather seems to stimulate the reader to consider the narrative’s message more strongly. Additionally, the change in grandfather’s personality could, of course, constitute a different attitude towards this character and hence play a role in the way the reader considers luck and fairness to be distributed over the various characters.  

Chapter Seven: Picture Books for the Young – Roosje Weiss

7.1. Preliminary data


Roosje Weiss is an interesting text in the way it is marketed. The front cover of the book, as well as its spine, mention Roberto Innocenti as creator of the narrative. Logically, the reader would assume this man to be the author. However, the title page reveals that the illustrations are made by Innocenti, but that the text belongs to Cristophe Gallaz, even though the entire narrative has been Innocenti’s idea. The title page actually names Innocenti three times as opposed to Gallaz, who is only mentioned once. This may be explained by the fact that Innocenti seems to have been the major actor in constructing the narrative, and could have been the result of Innocenti’s fame. The book was published in 1985, and by that time Innocenti had already illustrated several other narratives. Christophe Gallaz is a Swiss author and journalist who has written text for both adults and children. The pieces of work amongst his repertoire contain newspaper articles, novels and commentaries as well as picture books (“Christophe Gallaz”, par. 4). Roosje Weiss was only his second text for children, so it is likely that the publisher considered Innocenti to be better known and hence a wiser choice for use in marketing the book. The text’s translator, Ingrid Nijkerk-Pieters, is not mentioned on the title page and can be found amongst the copyright information. Strikingly, this information does not denote Nijkerk-Pieters as translator, but as adapter of the text. In this way, the narrative presents itself to the observant reader not as an original or translation, but as an adaptation. This suggests the possibility of a great many differences between the source and target text. There is not much information available on Nijkerk-Pieters, but she seems to have written several informational books for adults as well as translated others for both adults and children (Boekenverkoper). The Dutch version is published by Casterman, which is a Belgian publisher of comic books and books for the youth. It expanded to France and has been a part of the French publisher Flammarion since 1999 (“Casterman”, par. 1).  


The genre of the text is not clearly indicated on the title page or the book cover, although the front cover does show the reflection of wounded soldiers in a window of which Roosje is staring out. Thus, the cover reveals the subject matter of the story; namely a girl in the midst of war. The library has placed the book in the literature for the youth section and has indicated the subject matter by using the symbol for books about war/war stories. As could be seen in chapter three of this thesis, the book does not contain a NUGI code, but its back cover mentions the text to be targeted at children age six or older (although it recommends everyone to read it). Both the CBK and the website “literatuurplein” feel the text to be appropriate for children age nine to twelve. This is probably the case because of the storyline rather than the readability or language use. Roosje, the protagonist of the story, is shot dead by an Allied soldier near the end of the narrative, which could be considered too appalling for young children. 


As with Opa en het geluk, Roosje Weiss does not contain metatexts and thus seems to purely rely on its own strength to convey to the child reader the horrors of war and the lesson that can be learned from the events of the Second World War. 


The source text appears identical to the target text. The front cover is exactly the same, the names of author and illustrator are treated in the same way on the title page, no genre indication becomes apparent and the narrative does not contain any metatexts. The text on the back cover differs though, because the source text’s back cover lacks any words. Hence, it is even harder to distinguish which age group the book is meant for. Perhaps because the text relies on its own intensity and does not use any metatexts, the narrative is indeed meant for slightly older children who already have some knowledge of the historical period and will therefore not dismiss the text as purely a story without any factuality. The book was published by Editions Script and Editions 24 Heures in 1985, publishing companies of which little is known. However, the American translation of the book was published by Creative Editions (see Erika’s Story) and Innocenti’s official website states that by the 1980s Innocenti was ‘illustrating books exclusively for one publisher: Creative Editions’ (www.robertoinnocenti.com). Hence, it would seem likely that Editions Script and Editions 24 Heures are Swiss imprints of Creative Editions. 


Purely based on the preliminary data, the target text seems to follow the source text rather closely. However, because the target text claims to be an adaptation and because the age group of both narratives might not match exactly, it would not seem surprising to find many differences on the micro level of the texts, which in turn may affect the message the child reader takes away from the book.  

7.2. Macro level – similarities 

The illustrations in Roosje Weiss are realistic and in dark colours and complete the text by showing elements the text describes, but also elements the text does not mention. For example, the double spread picture on page four and five not only depicts tanks and other army vehicles passing through the streets of a normal town of which the text speaks, it also portrays a group of people waiting in line for a shop to open. The sign of the shop window reads ‘Brot’ (bread). To the more experienced reader this clearly is the first hint at the difficulties war/soldiers bring: famine. At the same time, the text brings new information to the illustrations. In this double-page spread, the text explains about other negative aspects the tanks bring to town: loud noise and bad odour. These aspects do not become apparent from the picture alone. Hence, the text-picture relationship is Nikolajeva’s ‘enhancing interaction’ (88) in which illustration and words add new information to each other. All of the illustrations found in this narrative are framed which creates a distance between reader and character. However, some of the pictures partly break this frame so that the reader is drawn into the narrative. This only happens in illustrations which portray relatively innocent situations (even though the war is always present in the background in the shape of tanks and soldiers): Rose/Roosje and her mother waving at passing soldier, Rose/Roosje walking through town holding a kite in the shape of an airplane, Rose/Roosje curiously trying to follow the truck and Rose smuggling food. Those pictures that depict the horrors of the Second World War such as concentration camps and death remain framed. This can be seen as a means of protection. The child reader is drawn into the narrative when it introduces the protagonist and the situation she finds herself in, but when Rose/Roosje herself is drawn into the horrors when she discovers the concentration camp and its inhabitants and when she stands amidst the fighting the reader is pushed out so as not to become too close to the protagonist and her story. This is no different in the target text.


Throughout the book in both the source and target text, the text is always placed above the illustration, clearly set apart from the picture by one or more blank line(s). Text can be found on nearly every page and indention is used to create separate sections. Compared to the amount of space the words occupy, the illustrations are large. The picture’s size combined with the placement of the text on the top of the page results in the child reader’s attention first lingering on the illustrations before moving on to the text. Thus, the drawings’ colour scheme set the tone even before the reader has started reading the text. 


When it comes to the plot, the target text does not seem to have altered anything. Both texts deal with a little girl whose life is affected by war and who has the courage (or perhaps lacks the sensibility) to wander around by herself in such a dangerous time. She finds the concentration camp, starts taking over food to its inmates and in the end has to pay for her heroic actions with her life. A sense of time and place is mainly established in the illustrations by means of iconic symbols (swastika, the Hitler salute, Star of David, striped prison uniforms and barbed wire) and old-fashioned style vehicles and clothing. The only real clue the text provides when it comes to the narrative’s setting is the remark that Rose/Roosje lives in a small town in Germany (3). The book’s mayor theme is, of course, war. Linked to war are issues such as hunger, pain, coldness, death, good and evil. Another interesting characteristic of the narrative is its mentioning of the seasons. The book is set in the wintertime and hence occasionally describes the cold, shivering and the sky’s greyness. The final words of the narrative express that spring has begun. In her article on the translation of Rose Blanche Susan Stan quotes Russell who mentions that ‘[t]he tale appears to cover the course of a single winter, but the winter seems symbolic of the Nazi rule in the wartime years and with the springtime comes the forces of liberation’ (Russell qtd. in Stan, 24). The themes and issues that are touched upon in the narrative all centre around the war and, considering the fact that it all ends with the death of the protagonist, they may be regarded too frightening for young children. However, as Kokkola points out, this narrative communicates with young children in an ethical way, because it contains framed silences which stimulate the child to ask question regarding these gaps. Not knowing the answers to questions of why the children are behind the barbed fence, why everyone gets thinner and there is little food while only the mayor fattens, what this place behind the fence is exactly, etc. combined with the tone of the photographically realistic pictures will leave the child reader feeling uneasy and hence push the child into asking the questions (46). On the other hand, Bosmajian argues that the narrative lacks the appropriate guidance for children to understand the historicity and truthfulness of the events described. According to her, the illustrations convey a dreamlike fantasy, a fairy tale, which can only be understood in its broader implications by ‘the historically aware reader, but not […] the child’ (223). The narrative’s allegorical nature with its references to the seasons and nature can also be considered to contribute to the fantastical feeling the book may hold. Besides, the idea that Rose/Roosje can keep up with a truck (Stan, 31), that she ‘could elude detection by the soldiers pictured in the background when she first finds the clearing, or that her visits to pass food through the wire fence would not be noticed by SS guards’ seems unrealistic and would point towards a fable or allegory, as Stan points out (26).  

The story’s ending is remarkable considering the fact that the narrative is targeted at a child audience. Kokkola finds the ending ‘atypical ambivalent’ (160), but does not mention in what respect it can be regarded as ambivalent. On page 23, it is made clear that Rose/Roosje disappeared that day. On page 25, the text distinctly remarks that a shot was fired, and the soldier depicted in the background of the accompanying illustration seems to have his gun pointed towards Rose/Roosje. A couple of pages later, the text declares that Rose’s mother waited a long time for her daughter to return. The child reader will probably be able to link these elements and conclude from them that Rose/Roosje has been shot dead, although, of course, it could be argued that the narrative remains vague about the precise whereabouts of Rose/Roosje, because it does not bluntly state that she has been killed, nor does the final double-page spread portray her dead body, even though it shows the place where her body should lie. Nevertheless, the text stays atypical in that it provides an ending which is not often seen in children’s literature, let alone children’s literature dealing with the Second World War: when considered ambivalent, the text offers an open ending even though it is marketed at an audience which usually is regarded to be in need of closure and when the ending is taken as providing closure, it is a closure in which the protagonist dies, a subject inappropriate for young children. At the same time, however, both readings of the narrative will lead to the child asking questions and may in turn bring a positive meaning to the story. Furthermore, the final sentence, in which is alluded to spring singing, combined with the final double-page spread in which the colours are brighter, the camp’s fence is broken and flowers rise from the ground, evokes a feeling of happiness. Thus, even though Rose becomes a victim while attempting to help those imprisoned, the story still breathes hope when it ends with the coming of spring and the camp’s fences being overgrown by greenery. This positive feeling reinforces the idea that life should be without war and what happened during this particular war may never happen again, and hence creates the appropriate Holocaust message.

Apart from the protagonist, none of the characters are named. The protagonist’s mother and the mayor are mentioned in the text, but they remain nameless. The difference between the German soldiers and the Allied troops is indirectly mentioned when the text refers to the colours of their uniforms and the foreign language the other soldiers speak. The concentration camp’s inmates are referred to as children, which bridges the distance between the protagonist and the people behind the fence she cares for. These nameless characters have not been altered in the target text.   


The differences which may arise due to the different age group of the intended audience and the statement that the target text is an adaptation cannot be found on the macro level of the narrative. The relationship between the words and illustrations, as well as the division of the text on the page, the plot, the story’s ending and the characters have not been altered. However, the book’s perspective has undergone change, which will be elaborated upon below.            
7.3. Alterations on the micro level and their effects on the macro level

The first major difference to be found on the micro level of the narrative affects the perspective the story is told in (shifting “I” to “she”). The original narrative uses a first-person perspective, which shifts to a third-person perspective halfway through the story. According to Stan, this switch not only occurs because the narrative’s climax calls for a different perspective so that the child reader is protected, but it is also a rhetorical device:

Although the narrator, like Rose Blanche herself, sticks to description and action while avoiding explanation or opinion, the use of the third person both distances the reader from Rose Blanche and gives the reader more freedom to ascribe qualities to her, to imagine her thoughts and feelings during that long, hard winter. This third-person narrator is also omniscient and moves away from Rose Blanche’s perspective to describe scenes in which she is not present. (25) 
Hence, shifting the perspective midway allows the reader, whose identification with the protagonist is expedited by means of the first-person perspective, to move away from this one girl and see what the consequences of the war are for the other townspeople. It protects the reader by breaking the bond with the protagonist, while contradictorily, it also strengthens this bond when it provides room for the reader to fill in the thoughts and feelings Rose experiences. It thus seems a game in which the reader is constantly drawn in (border-breaking illustrations, first-person perspective and room for ascribing qualities to Rose) and drawn out (borders and third-person perspective) of the narrative, possibly so as to assure that the reader on the one hand fully experiences and takes in the story’s events, while on the other, he/she – as a child reader – is protected from completely identifying with the protagonist. The target text refuses to play this game by the same rules, since it solely uses a third-person perspective. Consequently, the reader is distanced from the beginning and identification becomes more difficult. This might be explained by the intended audience of the text. Because the text is targeted at very young children and deals with the atrocities of the Second World War, identification can be problematic and hence providing this distance from the first page onwards is a means of protection. The child reader can still read the narrative and learn from it, but he/she is protected from personalising the protagonist’s situation. Clearly, changing the perspective in the target text would not result in a different story or affect the narrative’s message, but it does influence the reading experience and thus possibly also how the reader reacts towards the book. 


A close examination of both source and target text reveals several differences when it comes to the language use. The register does not seem to have changed, but in the translation various sentences have been added or adapted. Some of these changes appear to have been done to make the text better understandable by providing more details. The reader can use these details to comprehend and link the narrative’s separate events. For example, the target text explains on page three that the trucks first arriving in the small town were empty (link this to the subsequent statement that many men left the town, and the child will understand that these men left in the trucks), on page six it is mentioned that more and more trucks arrived (a reference to the intensification of the war), on page eight – when the source text talks about other trucks – the translation clarifies that these other trucks were shut (they did not need to be filled by the town’s young men, but were probably already filled with something else – the subsequent page reveals this something else to be a young boy), on page eleven the target text adds that Rose could peek into the truck and see normal citizens, not soldiers (they can, of course, later on be linked to the people behind the wired fence), on page twelve it is explained why Rose walked on the pavement/close to the houses, namely because she did not want to be noticed and page seventeen clarifies why Rose had some bread in her bag (leftovers from lunch). Page twenty adds information particularly useful for readers with historical knowledge: the route Rose knows by heart is the route to the camp (a clear reference to concentration camps) and the star found on the coats was sown onto them (combined with the statement that these stars were yellow clearly a reference to the Star of David). Furthermore, page sixteen and twenty-four use the word ‘barakken’ (huts) instead of wooden houses, which also adds to the historical context by providing older readers with another reference to the concentration camps. Page twenty-five, finally, clarifies how it is possible that an innocent girl could be shot by adding that it was hazy and hence that the soldiers shot everything that showed any sign of movement. Stan describes that the book’s author, Gallaz, wanted to do justice to Innocenti’s subdued illustrations by using an ‘understated tone in his text’ and by constructing ‘a framework for the pictures rather than … a full-blown, detailed story set in Nazi Germany’ (25). In his decision to add information and details, the translator moves away from the author’s view. Other additions found in the target text influence the story’s timeline and sentimentality. On page twenty-two, the phrase ‘puis’ is adapted into ‘enige tijd later’. In doing so, the target text creates a sense of time. It has been previously mentioned that the narrative seems to run from winter to spring, but adding ‘enige tijd later’ enhances the idea of a story which covers a much longer period of time, than if the more natural translation “toen” (then) had been used. The sentimentality is influenced when the translation attributes feelings to Rose that are not (yet) expressed in the source text (‘Roosje hield ervan, langs de rivier te wandelen’ (7)) and when the target text embroiders or exaggerates the statements found in the original (‘[w]at waren er veel handen die werden uitgestoken’ (17), ‘[m]aar eigenlijk was iedereen in het stadje mager. Alleen de burgemeester niet, die was dik, vet zelfs’ (19) and ‘[d]e lente was één grote jubelzang’ (29)). Especially this last remark, which is the translation of the book’s final sentence, appears to contain a much more joyful feeling than the original. This could influence the story’s message in that it ends on a more positive note and makes Roosje’s death seem quickly forgotten. It seems that when it comes to the choice of words, the translator has tried to make the story comprehensible for younger readers and by exaggeration provide a story which touches the reader, but which impact is softened.     

Not only the narrator’s perspective and the choice of words differ in the target text, the grammar also shows to have undergone change. Sentences have been split up and tenses have been changed. Where the original text varies between past and present tense, the target text uses past tense only. Choosing for the past tense might be explained by the fact that the narrative is set in the past, as a means of protection by creating distance, but it can also be related to the chosen perspective. Using a first-person perspective also explains why the opening scene is presented in the present tense. However, Gillian Lathey notes that it is common for French authors to use the present tense in children’s literature (“Time”, 136), so the author might also have opted for this grammatical form had the entire story been narrated in a third-person perspective. Indeed, the present tense is also found when the shift in perspectives has occurred (for example on page 24). Lathey also explains that the present tense emphasises the eyewitness quality of the narrator, which is reinforced by the visual access the illustrations provide, and a shift to past tense stresses the narrator’s omniscient role (136). Because Rose Blanche makes use of both present and past tense, these qualities attributed to the narrator apply. The target text, however, only uses the past tense and hence reduces the idea of an eyewitness account. The narrative in itself has not changed, but the story’s authenticity has been affected and distance has been created.       

The narrative’s readability has been positively affected in the translation. The choice of words is comprehensible to a young child, just as in the source text, and a similar type font has been used to print the text. However, exchanging the text originally found on page four with the text on page six facilitates the reading experience, because it matches the text with the accompanying picture it would logically refer to. The high school windows mentioned in the original text on page four are actually depicted in the illustration on page six and hence swapping these passages makes sense. Besides, the target text often has split up a long original sentence into several shorter sentences, which is much easier for a young child to read. Having changed the inconsistent tenses to a constant past tense also brings more coherence to the narrative and hence improves the readability.  
7.4. Systemic context and conclusion


As mentioned before, this narrative relies on its own strength to convey a story about a girl in the midst of the Second World War, and it does not use the typical metatexts for establishing historicity and authenticity. It also does not use the rhetorical device of an adult looking back to events from the past, but it, like Let the Celebrations begin, has a young girl tell her story in a first-person perspective. Besides, it pushes boundaries not by crossing the borders of the concentration camp, but by culminating into the protagonist’s death. However, it does make use of the iconic symbols and follows many other historical picture books in the use of colour and realistic illustrations. 

As opposed to the other picture books discussed so far, the translator of Rose Blanche appears to have taken the liberty to adapt a far greater amount of the text. Considering the fact that the narrative presents itself as an adaptation, this comes as no surprise. The main changes the translator has forced upon the story result in a protection of the reader (a distancing between reader and protagonist), a narrative which leaves open fewer gaps than its original and a book which is relatively easy to read. Thus, it seems that the translator has altered the elements bearing in mind the young audience the book is meant for. The story’s message is only affected in that the target text’s ending is more hopeful and hence Roosje’s martyrdom has gained more positive meaning. At the same time, however, this martyrdom is somewhat weakened by the mitigated relationship between reader and protagonist. The historical knowledge the reader gains from reading the narrative is not influenced by the translating strategies the translator has adopted. Even though the changes apparent from this translation appear plentiful compared to the translations of the other books, other translations of the same narrative show similar alterations. The German translation Stan uses for her research also shifted the perspective to a third-person perspective only, it also added details, but additionally, it lost the allegorical nature by losing the statements about the seasons and it attributes a much bigger role to the mayor by naming him and having him appear more frequently in the text (26-29). A British version of the narrative used by Stan used the third-person perspective as well, but it also embroidered the text by adding many details and providing a realistic fiction (29-31). Compared to these translations, the Dutch one’s alterations appear modest.      
7.5. Recapitulation of comparing picture books for young children


So far, only one of the picture books seems to have been altered significantly. The shift in perspective is a change which majorly influences the relationship between the child reader and the child protagonist. Besides, Rose Blanche seems to be the only picture book to have added a great deal. Overall, the translators seem hesitant towards changing the text they are translating, which can be explained by the lack of room for changes (the illustrations take up space and force the narrative into a certain direction) and the subject matter the stories deal with. All of the books leave gaps for the reader to fill in, which the translators probably not adapt, because the knowledge of the horrors and atrocious elements that is needed to fill in those silences might be too frightening for a young audience. It seems that the translators leave these open so the parent/teacher can guide the young reader. The changes that do occur all seem to do so precisely because of this audience, for they facilitate the readability and/or have a simplifying effect on the text. The young readers of both the source and target texts of these particular narratives will probably take away a similar, hopeful, message from the books, although the exact proportion of hope might differ slightly.  
Chapter Eight: Picture Books Age 9-12 – Anne Frank

8.1. Preliminary data

Anne Frank was written by Josephine Poole and illustrated by Angela Barrett. It was published in 2005 by De Eekhoorn and Els Musterd-de Haas was responsible for the translation. The names of the author and illustrator feature on the title page in a large type font, but the translator’s name can only be found (in very small letters) in the section with copyright information. Poole is an English author who has written several children’s books which have been highly acclaimed (“Josephine Poole”, par 1). Barrett is an English illustrator who has illustrated various books for children and adults as well as book covers (“Angela Barrett”, par. 3) and has a very realistic style of drawing. Musterd-de Haas is a relatively unknown translator of children’s literature, but has translated several children’s books. De Eekhoorn is a publisher which started out as a small book bindery in 1920, but has grown to become a large business, publishing children’s books for all ages. At the end of the nineties, the publishing company focused on arrogating and translating foreign books, but decided at the turn of the century to invest in helping beginning and talented Dutch authors to find their way onto the literary market. De Eekhoorn has also published adult books as part of the ‘Eekhoorn specials’ series, but its main focus remains children’s books (“Historie over Uitgeverij De Eekhoorn”).


The genre of the book becomes apparent from the front, as well as the back cover. Both state that the narrative is the life story (levensverhaal) of Anne Frank. However, the source text is even more explicit in its genre indication when it says on the back cover ‘A picture-book biography’. The NUR code found in the book refers to history meant for children younger than twelve. The library added that the narrative should be read by children age nine or older, and indicated the genre by placing the book in the informative section and using the symbol for the Netherlands. Combining all these elements results in the realisation that this book is the life story of a historical Dutch person. Even if the Dutch reader has never heard of Anne Frank, which is rather unlikely, the front cover gives additional information about the protagonist when it displays three girls wearing coats with the Star of David sown onto them. To children having had history lessons in school, this story is clearly set in the Second World War. The translation and the library does not seem to agree entirely on the age of the intended audience. Matching the NUR code with the library’s nine years or older would result in the age group of nine to twelve. However, the back cover also reads ‘[d]it boek vertelt het levensverhaal van Anne Frank aan jongere kinderen’ (this book tell the life story of Anne Frank to younger children). Obviously, the publisher intended the narrative to also be targeted at children younger than nine, perhaps age six to twelve.  


Anne Frank contains two metatexts, one at the beginning of the narrative and one after the narrative has come to an end. The first one is an abstract of Anne’s diary which is written in rather complex language and might confuse the young reader who encounters the story for the first time. At the same time, however, it also adds historicity to the book especially because it provides a date. Hence, it immediately places the story in its historical context by taking the reader back to 1943. The second metatext is printed in very small letters and might be skipped by the child reader, for it obviously is not part of the story. However, a reader who might have gained interest in the topic and would want to learn more about Anne or the Second World War, this particular text is very helpful. It provides the reader with background information on what happened to Anne’s diary and even gives the address of the house Anne hid in, so the reader can visit the location to learn more. The rest of the text contains a timeline which recapitulates the events described in the narrative and takes it even further by providing dates that extend Anne’s story and explain what happened to Anne’s father and the annex Anne’s family hid in. This timeline and background information give the story a much more informational undertone which is reinforced by its placement in the section with informational books. 


The original text uses the same colour scheme, format, metatexts and information on the title page. The genre indication is similar although the source text seems slightly more explicit. According to Amazon, the age group various from children age eight to twelve, which corresponds to the translation. The source text was first published in 2005 by Hutchinson, an imprint of Random House Children’s Books. In 2007, Random House Children’s Books published a Red Fox edition (paperback imprint). Random House Children’s Books was established when Random House group Ltd. merged with Transworld Children’s books in 2001 and it is one of the major leading publishers of children’s books in the United Kingdom (“About Us”, par. 1). 


Again, the translator of this book appears to have closely followed the source text in the information it hands to the child. The genre, marketing and target audiences seem to correspond as well. Because the text is presented as an informative life story, it seems likely that the narrative is presented in a very matter-of-fact way. The texts try to engage the reader into history by providing a face to a life story coloured by war and seem to want to stimulate the reader into exploring other means of gaining access to information about this historical period. Hence, even though the story will try to cover every aspect, for it would not want to cause any doubt about the historicity and authenticity, the narrative might leave informational gaps for the reader so he/she is given the room to find more information elsewhere.       

8.2. Macro level – similarities 

Compared to the books previously discussed, Anne Frank contains much more text. Its illustrations are realistic and cover almost always two thirds of a double page spread, but the remaining space is completely occupied by words. Hence, the text conveys more information than what is purely visible in the pictures, but this information is mainly factual. A great amount of the text discusses historical details about Germany’s poverty after the First World War, how Hitler gained power, the consequences for the Jews and the coming about of the Second World War. The illustrations portray family life – playing together, going to school, having dinner together, going out, etc. Of course, this is not a “normal” family: the pictures show the shop window being broken, the girls wearing a Star of David not being allowed to enter the theatre, a move in the early morning and finally, being run in by the police. Even though the text does not shun statements about how the narrative’s characters feel, the book’s emotional overtone becomes primarily apparent from the illustrations. In almost all of the pictures, the members of the family have a sad expression on their faces and the dark colours used in them adds more grimness to the atmosphere. Thus, the text’s overdose of information presented in a matter-of-fact fashion is balanced by the emotionally charged illustrations. This is no different in the target text. In providing this subjective tone to the narrative, the illustrations appear to challenge Nodelman’s ideas of their objectivity (229).  

The division of the text also bears no sign of adaptation. The target text follows the source text closely when it comes to placement on the page and type font. The text is not divided into several chapters, but indention is used to create different paragraphs. Additionally, the first letter of each page is printed in a very large font, so that the idea of different sections is evoked. Because the illustrations take up so much space, the reader’s attention will first be drawn to those pictures before the text is considered. 

When it comes to its plot, the narrative seems not to have been altered in the target text. This would not seem surprising, considering the fact that Anne Frank was a real person, so that this narrative is based on a true story. Of course, details could be changed, deleted or added, but the overall plot must not be tempered with. Those readers who have already come across part of Anne’s diary are now given a framework in which her personal story can be placed. The book not only summarises Anne’s life (from being born in Germany, moving to the Netherlands in an attempt to fly from Hitler, hiding in the secret annexe, falling in love with one of the other refugees, being caught by the police, up to and including her death and her father’s lonely return to their hiding place), but it additionally provides the reader with background knowledge on political developments. The narrative’s setting becomes very clear from the text, since it distinctly mentions the move from Germany (Frankfurt) to Amsterdam and even occasionally gives dates. Hence, the historical aspect is immediately established. Further information regarding the exact dates and places is found in the metatext at the very end of the book. The themes which become apparent from the story are blame, bullying, power, fear and secrecy, but also love and family life. The book shows how the problems of the adult world affect children. This is not only visible in the major life-changing events (having to move twice, needing to hide), but can also be found on a much smaller scale in a child’s ever-day life, when, for example, children at school are starting to judge one another on their ethnicity and even break up friendships because of this. In describing the difficulties of hiding – not being allowed to make a sound, being on one another’s lips all the time, having to stay indoors constantly, lack of privacy, continuous fear – the narrative invites the reader behind those doors and hence personalises the story by making the reader wonder how he/she would be able to cope with such a situation. 


The plot’s ending is very similar in both books. Anne, her family and the other refugees have been given away and they are captured and deported to Germany. The family members are separated and all but Anne’s father Otto, die. After the war, Otto Frank returns to his office in Amsterdam, where he learns that none of his family members have survived the concentration camps. So far, the book’s ending is extremely sad. In a way, the ending provides Kokkola’s ‘structural closure’, because it has the plot come to an end (after years of hiding, they are found), but at the same time, the final sentence gives the narrative an open ending (Kokkola’s ‘aptitude’) which can interpreted in various ways (154-155). The statement that Anne’s story has just begun even though her life has ended, opens up the idea of a kind of afterlife for Anne’s narrative, which is, of course, realised by the journey her diary has taken even since she left the secret annexe. Hence, even though the ending is coloured by death, it holds a positive and hopeful tone. 


Both the source and the target text use a third-person perspective to narrate the story. Using a third-person perspective distances the reader and the characters, but at the same time it allows the narrator to comment on the thoughts and feelings of all the characters, rather than just focussing on the protagonist and how she experiences the events. For example, page eleven mentions Otto’s worries and presents Anne’s arrival from the family’s perspective, page twelve reveals Miep’s feelings regarding Anne (she ‘was exactly the clever little girl Miep wished to have herself’), page twenty-nine expresses Miep’s thoughts about the possible return of the Frank family and page thirty shows how Otto Frank feels when he discovers he is the only survivor. However, the narrative is not only presented from different viewpoints (although Anne’s perspective stays the central focus of the book), it also leaves room for the omniscient narrator to refer to the future. This happens on page eight, where the narrator states that the consequences of Hitler’s Nazi Party would be felt all over Europe before his power would be stopped, on page twelve, where it is said that Miep would one day ‘stand between life and death for the Franks’ and on page twenty-four where it is mentioned that Anne ‘at first’ did not like Peter. Inserting these first two comments seems to function as a device to prepare the reader for the narrative’s dreadful climax. In a way, these statements are warnings for the reader who can then decide whether or not to continue reading. The latter comment prepares the reader for the passage at the end of the same page in which it becomes clear that Anne starts to grow very fond of Peter. Even though some distance occurs because of the third-person perspective and these “warnings” that point the reader towards the possibility to refrain from the narrative, the book starts of by drawing the reader into the story when it mentions that Anne was a normal girl, someone the reader (addressed by using ‘you’/’je’) could have known (5). Hence, the narrative has the reader first personalising the story, before slowly providing more distance so that he/she is not too frightened or upset once the book has finished.  

 Generally speaking, the narrative’s characters show many similarities between the source and target text. The family consists of two parents (who are referred to as Mr. and Mrs. Frank in the story, and are only given first names in the book’s metatexts) and two girls – Anne and Margot. Other important characters are Peter (also in hiding in the secret annexe and the boy Anne falls in love with), Miep (Otto Frank’s assistant and accomplice in the family’s disappearance behind the doors of the secret annexe) and, of course, Hitler (who is mentioned several times in the text and depicted in the illustrations as a portrait on a poster). As mentioned above, on most of the illustrations, the characters are sad and convey a sense of loneliness and fear, which is reinforced by the themes and issues the text discusses. 


With regard to the text’s readability, hardly any differences occur. The text is far from scarce, but both the source and the target text use sentences of various length to create a rhythm. Besides, the text is printed in a large type font, which facilitates the reading experience.             
8.3. Alterations on the micro level and their effects on the macro level

When it comes to the choice of words, the target text sometimes alters the source text by addition and deletion. These changes influence the narrative’s characterisation, perspective and historicity. Adding that Margot is three years older, for example, helps the reader to better understand the family’s structure (5) especially considering that further on in the narrative, when the crisis has arrived and the family goes into hiding, it is mentioned that Margot is sixteen years of age (18). Having obtained the knowledge that the two sisters are three years apart makes it easier for the reader to imagine Anne’s situation (he/she does not need to calculate Anne’s age by subtracting 1929 from 1942). However, changing Anne’s ‘mop of dark hair’ to a simplified ‘Anne’s haar’ (5), mitigates the full picture of Anne as a baby drawn by this sentence. Her ears sticking out of a mop of dark hair appeals much more to one’s imagination than simply stating that her ears stuck out of her hair. Removing ‘snatching the bread from the mouths of working men’ from a sentence in which Hitler’s accusation of the Jews is expressed, changes the tone of this particular paragraph (8). The target text does mention that the Jews stole the best jobs, but the combination of stealing the jobs and consequently snatching the food in the source text gives the passage a raw tone and hence expresses the way many Germans felt about their poverty, even though it is an utterly unfair remark. If the translator has opted to delete this particular sentence because of a lack of space, then it would have been an idea to use the verb “jatten” instead of “stelen” to give the passage that raw feeling. In omitting this phrase, the translator has somewhat softened the tone of the passage, which also becomes apparent from the sentence immediately following this one: ‘[a]nd it wasn’t fair, because Germans were special – the finest race in the world!’ becomes ‘[e]n hij zei dat dat niet eerlijk was, want Duitsers waren bijzonder – het edelste volk ter wereld!’ (8). The grammatical shift of changing ‘it wasn’t fair’ to “he said that it wasn’t fair” results in an emphasis on the fact that it is Hitler who is talking, not the narrator or the book’s author. The source text does not contain such an emphasis and thus much more merges the narrator’s voice with Hitler’s ideas. Hence, this passage is not only adapted in its tone, but also adds to the historicity by providing this clearer distinction between Hitler’s and the narrator’s words. On the other hand, the factual information provided by the text is diminished in the target text when it deletes the statement that all Jews ‘older than six’ were forced to wear a Star of David (16). The target text simply states that all Jews were ordered to wear such a star, and hence decreases the historical accuracy. Linked to both historicity and characterisation is the change which occurs on page eighteen where ‘and had a toilet and a sink installed’ (in the secret annexe) has been omitted. Whether or not the annexe already had a toilet before the family moved in might not seem to matter too much for the conveyance of the narrative, even though it is one of the many factual details the book provides, but it does affect the reader’s understanding of the amount of people that was involved in the family’s move. Both the source and target text explain that Otto Frank and his helpers moved furniture and provisions to the annexe. However, moving large objects and food suggests that there might have only been one or two people who helped him carry the load, while the statement that plumbing was necessary adds extra hands to the operation. It also enhances the risks of raising suspicion and hence increases the tension and fear the narrative conveys. The characterisation is also affected by the shift found on page twenty-four, where it is explained that Anne and Peter were becoming close. The source text uses the verb “to grow fond of”, which refers to a state of mind in which one person cares greatly for another person, while the target text takes their relationship a step further and states that they were ‘verliefd’ (in love) (24). In itself, the message of Anne and Peter’s feelings comes across in both narratives, but the translation appears less coherent when on page twenty-six it is said that ‘by now, Anne was – almost – in love with Peter’ (‘Maar nu was Anne – zo goed als – verliefd op Peter’). The source text’s development of feelings – growing fond before falling in love – makes more sense than the target text’s falling in love before being in love.    

Translating ‘raincoat’ into ‘zomerjas’ is a curious shift, but does not affect the macro level features (21). This mentioning of a summer coat, combined with the dress and skirt, might evoke a feeling of warmth, but within the same sentence ‘stout shoes, a cap and a scarf’ are mentioned as well (21), so this sequence of articles of clothing refers to all seasons, as if to stress that Anne and her family will need to be in hiding for a longer period of time. Raincoat would then fall under the category of winter clothing, while a summer coat is worn during the warmer seasons. Hence, this shift only means that one of the categories is extended at the expense of the other, but does not affect the narrative’s message or plot.     

A more extensive alteration can be found at the end of page eight where the text explains how at school the atmosphere started to change. Where the source text generalises the situation for all Jewish children, the target text personalises it by specifically referring to Margot and how she suffers from the bullying. Adding an example of the dirty names she was called and inserting her emotional state once back home from school intensifies the negative consequences Hitler’s reign meant for Jewish children. Intensification also becomes apparent from the grammatical shift in this particular passage: ‘[s]oon they would have to sit in a separate corner of the classroom’ becomes ‘[z]e moest met de andere joodse kinderen in een aparte hoek van de klas zitten’ (8). The source text refers to an event which would happen in the near future, but has not happened yet, while the source text makes it clear that Margot already experienced having been set apart from the other children in the classroom. The target text’s Margot seem to suffer much more than the source text’s Margot, who is not even mentioned in this passage. The first few sentences of page twenty-nine also reveal a shift which covers a change in characterisation, perspective and historicity. Inserting ‘[h]oe het is gegaan, weten we nog steeds niet’ adapts the omniscient perspective to have it include the reader (‘we’) and hence, at this crucial stage of the narrative when the family is about to be arrested, bridges the distance between the reader and the story. It also refers to the here and now and thus adds a factual detail about how the family’s history is viewed today. Besides, omitting the phrase which states that the refugees might have been less careful than before and mentioning that something went wrong instead, results in the translation refusing to lay blame on the refugees for having been spotted and hence refusing to disgrace their personalities.  

Another grammatical shift occurs on page six where ‘Germany was blamed for starting the First World War’ has been translated as ‘[a]ndere landen vonden dat Duitsland de Eerste Wereldoorlog was begonnen’. The sentence’s subject has moved from Germany to ‘andere landen’ (other countries). In itself, both sentences convey the message that Germany suffered the consequence of the First World War because it was considered to have started it, but the source text’s sentence leaves it open who blamed Germany. Besides, the target text shifts the emphasis to the other countries, as if to stress that what they figured had happened was not necessarily the truth (also apparent from using the verb “vinden”), while the source text refrains from judging by merely stating what the situation was like.     

The language level has not been altered in the translation. Both narratives use relatively simple language and sentence structures, so that the reader can fully focus on the story’s content without having to concentrate on its use of language. 

8.4. Systemic context and conclusion


As with most of the books discussed so far, this narrative uses realistic illustrations, iconic symbols and a child perspective to convey a story about the Second World War. Just like in Erika’s verhaal and Het Feesten kan beginnen, a Jewish girl is taken as the narrative’s protagonist. However, where Het Feesten kan beginnen immediately starts from behind the concentration camp’s fence and Erika’s verhaal opens with a family torn apart, Anne Frank first shows a happy situation which slowly grows worse. Hence, the combination of comments referring to the future, dark pictures and text conveying both positive and negative events results in a tension which is built up from the beginning of the book. The reader is constantly drawn in and out of the narrative, feels the tension building up and will be touched by the emotionally charged ending. 


The translator has stayed faithful to the source text and has only adapted minor things. The perspective and characterisation are slightly altered at certain points in the narrative, but this hardly affects the story’s message. However, shifts which influence the historicity are relevant, for authenticity and historicity are important factors of Holocaust literature. The child reader must be presented with factual information and must not be tempted to dismiss the narrative as merely a story. Of course, the metatexts are a major influence on the authenticity, but the translator seems to have found other ways to insert or omit historicity, mainly by changing detailed information. One adaptation seems of particular interest here, namely the shift found in the passage which occurs just before the family is taken in by the Germans. The source text offers the possibility that the refugees were not quiet enough and hence took it upon themselves that they were discovered, but the translation dismisses this notion and purely focuses on how someone betrayed them. This change significantly alters the reader’s idea of how the family could have been discovered. Nevertheless, the narrative’s message of hope for the future, with which the book ends, remains solid in the target text. 

Chapter Nine: Picture Books Age 9-12 – De Kleine Scheepjes

9.1. Preliminary data

De Kleine Scheepjes was written by Louise Borden and illustrated by Michael Foreman. It is translated by Maarten Le Roy and Irène Koenders and published by Bakermat Uitgevers in 2000. The names of the author, translators and illustrator appear on the title page, but the translators’ names are printed in a smaller font. Louise Borden is an American author who has written several children’s books. On her website she explains that she only writes about subjects that matter to her, whether they come from personal experience or just an interest in a certain topic. She also reveals that to her the picture books she writes ‘are almost songs because the sounds of words and the poetry of my style are so important’ (“My Biography”, par. 4). Michael Foreman is a British author and illustrator who has written/illustrated over 300 books for both adults and children (Smith, par. 2). Maarten Le Roy is a relatively unknown translator of children’s literature, but Irène Koenders is a widely known Belgian expert in children’s literature and translator of Portuguese literature (Jacket In Times of War, par. 3). Bakermat Uitgeverij is a publisher of children’s books that mainly publishes picture books for toddlers and pre-school children (website Bakermat). 


The genre of the narrative is not clearly indicated on the title page. However, the book does provide a NUGI code – 213 – which stands for non-fiction children’s books. The idea that the story presented here has been based on facts is emphasised in the foreword and at the end of the narrative in the author’s note. Hence, the importance of the child reader realising this story to be real becomes apparent. The library has placed this book in the children’s literature section and has provided an indication of the subject matter by using the symbol for war. However, the front cover of the book does not, apart from the fighter aircraft, hint at the historical period the book refers to. Where the source text has printed the subtitle on the front cover, the target text has not, so the child reader has to thumb to the title page to find the subtitle: ‘De heldhaftige redding by Duinkerken in de Tweede Wereldoorlog’ (The heroic rescue at Dunkirk in World War II). The NUGI code does not give an indication of the age of the intended audience, other than that it is a children’s text. The library has deemed the narrative suitable for children age nine to read themselves and appropriate to read aloud to children age seven. This would suggest a relatively complex style of language, and might be explained by the poetical style of writing and the intense use of enjambments. 


De Kleine Scheepjes contains three additional texts to the mere narrative; a foreword by Christopher Dreyer (a lieutenant on board one of the ships participating in the rescue at Dunkirk), an author’s note and an extract from Winston Churchill’s speech to Parliament. Besides, throughout the book, footnotes are used (four in total) to explain terms related to the shipping industry. These metatexts provide factual information on the Second World War and help the reader understand the events described in the narrative better. They also add to the factuality of the story. Furthermore, the verso of the title page includes, besides information on the publication, a map covering south-east England and north-west France, a fisherman’s prayer and a stanza of a poem written in 1940 in which is spoken of Dunkirk and the little ships. The source text also uses these metatexts, with the exception of the footnotes. Only two footnotes are to be found in the source text, one of which is identical to one in the target text (on page 27). The other footnote has been omitted in the target text, probably because it refers to a Dutch boat of which the publisher/translators thought no explanation was necessary for Dutch children.     


The source text seems similar to the target text in the way it treats the names of author and illustrator, genre indication and use of metatexts. However, a clear difference is the omission of the subtitle on the target text’s front cover. Another minor difference can be found in the use of footnotes, even though both texts use footnotes to explain difficult terms, albeit to a higher or lesser extent. The original text was first published in 1997 by Margaret K. McElderry Books, a division of Simon & Schuster. Margaret K. McElderry is a publisher of ‘literary author-driven fiction and non-fiction for the teen, middle-grade, picture book and poetry market […] specialize[d] in high quality literary fantasy, contemporary and historical fiction, as well as character-driven picture books and poetry for all ages’ (“About Margaret K. McElderry Books”, par. 1). As can be seen in chapter three of this thesis, the age group of the intended audience of the original text appears to range between eight and twelve years old. Louise Borden’s website mentions the book to be meant for children age nine or older (“My Books”, par 18). 


The data above suggests that the translators of this particular narrative have provided a complete translation in which the source text is closely followed when it comes to illustrations, font and type size, text style (poetic), marketing and metatexts. The target text only seems to adjust the text (add or omit) when the information provided in the original is either insufficient or redundant, according to the publisher/translators.  

9.2. Macro level – similarities

The book uses watercolour illustrations which are realistic but at the same time also slightly blurred. The blurriness enhances the tone of the narrative and subdues the picture’s realistic force. Hence, the drawings both invite the reader into the narrative by setting the mood and, compared to the texts previously discussed, distance the reader from the story by providing less realistic pictures. Overall, the illustrations do not exactly match the text, but seem to portray only a small amount of the accompanying text. For example, the illustration accompanying the text on page twenty shows a couple of soldiers being lifted from a lifeboat onto another boat which is steered by a man. The text reads this man at the helm – the protagonist’s father – to stare at thousands of men and while keeping the boat steady ‘against the wakes from other ships’ and other objects found in the water (20). These other ships and object are not depicted, nor does the picture really convey that the man is gazing and full of thoughts. The drawings seem only to show the most important elements found in the text (in this case, the protagonist’s father being in charge and the fact that fleeing soldiers can only rescue themselves without thinking about material items). Hence, the illustrations bring not only a certain tone or mood to the text, they also emphasise those elements which are most important for the child to understand in an attempt to comprehend the narrative’s message. This is similar in the target text. 


The text’s division is an important feature in this particular narrative, because in both the source and target text it is presented in an unusual manner; namely by using a poetic style of presentation. The sentences run several lines by means of enjambments and even though there does not seem to be a certain rhythmic pattern in the sentences, several phrases are repeated or set apart so a rhythm indeed becomes apparent. The metatexts are clearly separated from the rest of the book by headings and there are no chapters to divide the text up. However, several blank lines are used to create discrete paragraphs. On most pages, the text occurs isolated from the illustrations and is printed on a brownish background, but four pages merge the text with the pictures by placing the words within the drawings so that the illustrations become a background to the text. The effect of this merging is that the words are considered in one breath with the pictures, rather than that they are examined separately. The watercolour illustrations combined with the poetic style of language at first seems to induce a dreamlike atmosphere, but this is reduced by the author’s note providing a historical framework and the passage taken from Winston Churchill’s speech at the last page of the book.   

The narrative’s plot has not been altered in the translation. The book tells the story of a young English girl, who remains nameless, who disguises herself as a boy to be able to help out with the naval rescue at Dunkirk. She joins her father on his fishing boat and sails to Dunkirk to rescue soldiers of different nationalities from the French beach. Her brother is one of the soldiers at Dunkirk and she wishes to bring him home safely. The setting immediately becomes apparent from the map found on page two which shows the most important places the story is set in: Deal, Dover, Goodwin Sands and Dunkirk. Additionally, the narrative opens by stating the year and place the reader is supposed to return to: ‘In 1940, I lived with my father in the town of Deal, on the Kent coast of England’/ ‘In 1940, leefde ik met mijn vader in Deal, een stadje aan de kust van Kent in Engeland’ (5). Clearly stating the date the story is set in helps the reader who has already gained some knowledge of the Second World War to immediately relate the book to that historical period. The themes and issues found in the story are courage, working together to get the job done, death and war. The protagonist personifies courage when she decides to join the crew. In the course of the narrative she mentions that she feels frightened experiencing the war from up close, but because their job was so important she dismisses her own feelings and continues the operation (23). 

The plot’s ending bears a clear message in the source, as well as the target text: united we stand strong. All throughout the narrative, the protagonist reminds the reader of the fact that the boat she sails is small and that thousands of vessels participated in the rescue operation. Hence, even the tiniest form of help is needed in an emergency situation and when combined with the stronger forces, human kind can perform miracles. The last couple of lines emphasise this message: 


[…] our country could do it,


if everyone pulled together.


That’s why he sent all those big navy ships.


And the little ships,


like our Lucy,


too. /


[…] dat het ons land wel zou lukken,


als iedereen zou samenwerken.


Daarom stuurde hij al die grote marineschepen.


En de kleine scheepjes,


zoals onze Lucy,


ook. (31)

The content of this message is very positive and thus the story’s ending breathes happiness and hope for the future. The narrative’s final page reveals that the protagonist’s brother has returned safely and that more than 338.000 men have been rescued from the beaches of Dunkirk. The horrific elements which are alluded to before (pain, hunger, death (of Mr. Cribben)) are in this ending replaced by a patriotic message full of hope. 


The characters found in the source and target texts are very similar. Most importantly there is the protagonist, a young but brave girl, her father Martin Gates, the captain of a fishing smack and his son John, a soldier trapped in France. These family members play the major roles: Martin steers the boat on his way to rescue soldiers, the protagonist joins an all-male crew and John and his situation is constantly on their minds. Lucy, the boat, can be considered one of the main characters as well. She is given a name and plays an important role in the rescue operation. Besides, the protagonist constantly refers to Lucy and how that little boat could do great things. She even calls Lucy’s engine a ‘steady friend’ (13). Other characters that are named in the narrative are crewmembers (Mr. Lewis, Mr. Cribben and Mr. Marsh), a dog given in their care by a French soldier (Smoky Joe) and Mr. Churchill. Inserting the Prime Minister into the narrative, just before part of his actual speech to Parliament is recited, adds historicity to the story. Even if the child reader has never heard of Mr. Churchill before, the speech printed on the following page will help him/her realise some of the events described in the book were very real. Of course, the illustrations also depict many characters who remain unnamed: the thousands of soldiers who were rescued. Even though these soldiers are not given a name, because the protagonist’s brother is one of them, their situation is personalised and the fact that all these men are brothers, fathers and sons is emphasised. 

The perspective the story is told in does not differ for the source and the target text. Both texts use a first-person perspective, told from the point of view of a young girl. As mentioned before in this thesis, a first-person perspective means that the distance between the reader and the protagonist remains small. Consequently, it is more likely for the child reader to identify with the protagonist than if a third-person perspective had been used. As with Erika’s verhaal, this narrative also contains a foreword which uses a first-person perspective. However, this time the two “I’s” do not merge that easily, because the foreword is clearly set apart from the rest of the book and because it is signed with a name. The illustrations found throughout the narrative often depict the protagonist, and hence increase the distance between the protagonist and the reader, as coined by Nodelman and described in chapter two of this thesis. However, some of the pictures portray the many boats at sea, a panorama of the boats reaching the shore or the soldiers on the beach with the sea in the background. These drawings do not necessarily depict the protagonist (it is impossible to distinguish the various boats from so far a distance), but either show the story from the protagonist’s perspective (the way she sees the sea) or from the point of view of the soldiers. Hence, some of the illustrations decrease, but others increase the chances of identification. Besides, the landscape format of the book means that the pictures occasionally cover a wide area and hence draw the reader into the narrative. 


The story’s readability is impeded by the poetic format. It is more difficult to read the text when the sentences are constantly broken up and continue on the following line. Besides, the many technical terms for the several different ships and naval activities also hamper the readability. This applies to both the source and target text.     

The macro level features appear not to have been changed in the translation of the narrative. So far, the text-picture relationship, the division of the text, the plot, the characters, the perspective and the readability all seem to match.   
9.3. Alterations on the micro level and their effects on the macro level

When it comes to the micro level, the target text reveals few shifts. These shifts especially seem to be connected to making the narrative comprehendible to the child audience. Interestingly, the translators appear to have adopted the strategy of foreignization. Because that particular translation strategy means that words or phrases foreign for the target audience remain unaltered, it would not seem to aid the child reader in understanding the text. However, the translators insert footnotes to help the reader comprehend the narrative, a strategy mentioned by Oittinen as one which can be used when translating picture books (175). For example, on page three footnotes are added to explain to the reader how many meters one mile consists of, the footnote on page five explains the use of a ‘fishing smack’/’visserssmak’ and similarly, page twenty-four includes a footnote that provides a definition of a ‘Cameron Highlander’. Where the translators have foreignized on page three, they domesticate on page eight when they translate ‘inch’ into ‘centimeter’. Not only the translators opted for footnotes to offer explanations or additional information, the source text also makes use of footnotes to elucidate the text. One of these original footnotes has been copied onto the translation, but the other one apparently was deemed unnecessary by the translators. The latter clarifies to the English child what a ‘Dutch Skoot’ is exactly (27). The translators have decided to translate this phrase as ‘Nederlandse platbodem’ and leave out the footnote (27). However, the Dutch child reader might not possess the relevant knowledge to understand what a “blatbodem” is. Hence, where the target text could have aided the reader by providing a footnote or simply translating the phrase into “Nederlandse schuit”, it now challenges the reader, who has been relying on footnotes on the previous pages, to follow the girl’s train of thought. On page eighteen, a rhythm becomes apparent in the phrase ‘and carrying / and paddling / and ferrying’. This rhythm is also found in the translation of that same phrase by repeatedly using ‘en we’, but the translators also add extra rhythmic effect by translating ‘and back again’ into ‘op en neer, op en neer’(18).    


A very striking grammatical shift in modality occurs on page three where the phrase ‘[w]hile details of her story are invented’ has been translated as ‘[h]oewel details van haar verhaal mogelijk verzonnen zijn’. The original text explicitly states that the details of the narrative are made up, while the translation offers the reader the choice to believe everything happened exactly as it is described when it says that the details could have been invented. The change seems only minor, but because it is found before the actual story has started, it influences the way the reader approaches the narrative.    

Apart from the changes discussed above, the translators appear to stay very close to the source text. Occasionally, this results in a translation which seems almost too literal: ‘I lived with my father in the town of Deal’ becomes ‘leefde ik met mijn vader in Deal’ (5). Even though every child will understand what is being meant, it is more natural in Dutch to use the verb “wonen” rather than “leven” to refer to one’s habitat.  

9.4. Systemic context and conclusion


De Kleine Scheepjes  is a very moving story which includes factual information about the types of ships that participated and the amount of men that were rescued. The slightly blurred illustrations add to the narrative’s mood. This story does not deal with the persecution of the Jews, but in conveying that many different nationalities were involved it does provide the reader with a sense of how enormously the war affected Europe. Again, the story uses a child’s first-person perspective to draw the reader into the narrative and have him/her become a witness to the events. Even though pain and death are mentioned in the text and bombed and sinking ships are portrayed in the illustrations, the narrative’s focus lies on the operation’s positive outcome. It is, for example, not mentioned how many men did not make it safely to England. The happy ending reinforces the message that humans (and boats) can achieve a great deal when they cooperate. 

The target text shows only a few alterations. Most of those affect the readability in that they interrupt the flow of the text by means of footnotes, or enhance this flow by providing rhythmic accents. The only shift that truly affects the narrative’s historicity and hence its message already occurs on page three where the translators have decided to include a doubtful remark in the sentence that explains to the reader how much of the story has been based on real events and how much has been imagined. In this regard, the target text plays with the notion of invention and real life by coining the idea that the story might have been invented where the source text clearly states its imaginative side. Even though the reader will probably not confuse the author with the protagonist, in shifting this particular sentence around, the target text might influence the way the reader approaches the story, for he/she could now consider the book to contain an eyewitness account.   
Chapter Ten: Picture Books Age 9-12 – Judith en Lisa

10.1. Preliminary data

Judith en Lisa was written and illustrated by Elisbeth Reuter, a German illustrator who, after finishing her studies, started working as an illustrator of schoolbooks. Today, she is a lecturer at the Carl-von-Ossietzky University in Oldenburg and works as a freelance journalist. She has been illustrating picture books since 1985 and started writing her own texts to her illustrations in 1988. Judith en Lisa was the first picture book she has written herself (“Vita”, par. 2). In the Netherlands, the book was published in 1988 by publisher C. de Vries-Brouwers. The English translation has won the Children’s Choice Award in 1993 and its Israeli counterpart won the Book Award in 1995. On her website, Reuter explains that to her, as a Jew, Judaism and the question of how she can express the inexpressible and unimaginable persecution of the Jews in her art and through her illustrations are very important (“Statement”, par. 3). Clearly, because of her Jewish background, Reuter feels closely connected to the events of the Second World War and is seeking for ways to convey what happened to a young audience. The translation’s title page reveals the author/illustrator’s name as well as the statement that the book includes an afterword by Antoinette Becker. It does not mention the translator, Ineke Ris. Ris started working as a translator at the end of the 1970s and has, up to this day, translated over 600 narratives originally German, English, French or Italian. In an interview on the Leesplein-website, she reveals that she does not consider herself to be a translator who translated very literally, and that she sees every translation she makes as a personal interpretation of the story. Her role, according to herself, is an intermediary who conveys the ideas of the illustrator and author by composing her own text, her own interpretation (“Aan het woord”, par. 2-3). In this interview, she also tells about the differences between translating a German, English or French book. According to her, German picture books quickly tend to become rather long-winded or tedious using large chunks of text. Also, these books often contain a clear message (par. 5). Considering the subject matter of this particular picture book, a clear message would not seem surprising.  Publisher C. de Vries-Brouwers was founded in 1946 and focuses mainly on literature for children (age three or older) and teenagers, but it also publishes works of fiction for adults and informative books (“De uitgeverij”, par. 1). 


No genre indication can be found on the title page of the book, although the front cover of the narrative hints at the subject matter: it shows a photograph of two girl with in the background a flag displaying the swastika. The picture is in black and white and is held by two hands. Someone – the person to whom the two hands belong – is looking at the photograph. Because only these hands are shown and the picture is directed towards the reader, the front cover pulls the reader into the narrative by making it seem as if it is the reader who is holding and examining the photograph. The use of colour (black and white) and the swastika clearly place the story into its historical era. The library has not added any symbols to indicate the subject matter of the narrative. The NUGI code found in the book (213) stands for non-fiction children’s books, but lacks hints of the age group the story is meant for. The library considers the narrative to be meant for children age eleven or older and the CBK as well as Literatuurplein also place it in a similar category as can be seen in chapter three of this thesis. However, the publisher’s website places the narrative in the section of books for children under the age of six. Perhaps the library felt that the subject matter and the relatively large amount of text make the book inappropriate for children younger than eleven, while the publisher felt that the young protagonists (clearly girls who are in primary school), the style of language (use of words, sentence length, etc.) and possibly the clear relationship between text and picture which leaves little room for gaps result in a text targeted at younger children. The intended audience of the translation also becomes apparent from its back cover, since the back cover addresses the parent rather than the child reader: ‘Dit bijzondere prentenboek over kinderen die opgroeien in het Duitsland van 1938 kan een steun zijn voor ouders die hun kinderen willen vertellen over een deel van de geschiedenis dat zich nooit meer mag herhalen’ (This special picture book about children growing up in Germany in 1938 can help parents who want to tell their children about a part of history which should never be repeated). Because the book speaks directly to the parents on its back cover, it would seem that the narrative is meant for young children who do not yet choose their own books from the library or bookshop and who will be read aloud to. The original’s back cover does not address the parent, but merely explains what the narrative is about. 


This narrative contains one metatext: an afterword written by Antoinette Becker. Becker was a well-known German author of children’s literature. In her afterword she explains about how the Jews became a persecuted people, taking the Bible as starting point. She also describes how Hitler gained power and why people supported him. Besides, she personalises the story when she tells the reader that when she was a child, some of her classmates were Jewis, one of whom was her very best friend. These children were taken to concentration camps where they died. By personalising the narrative in this way, the child will realise that Judith and Lisa were real girls, although they might have had different names. Through this personalisation, the story is intensified. Concluding her afterword, Becker offers a very distinctively educational message: befriend those who are picked upon, because everyone is equal. This metatext is used to establish historicity, by placing the events of the narrative in its historical timeframe, factuality by personalising the story, and an educational message. However, because it refers to the Bible, its historicity might be weakened for those children who are raised in atheist families and start asking questions concerning this afterword. Comparing the target text’s afterword with the one of the source text, several differences arise. The original afterword is more elaborate, speaks more directly to the child, but remains less explicit in what happened to Judith or Becker’s best friend. The translated afterword clearly states that Becker’s best friend is deported to a concentration camp which she does not survive, while the original afterward merely tells the reader that the child was taken away and that she died because of Hitler and his helpers. Similarly, the translated afterward mentions that that is exactly what happened to Judith, while the original says that perhaps Judith died together with Becker’s best friend. 


Apart from the metatext and the back cover of the book, Judith en Lisa seems to closely follow its source text in its format and presentation. The question to which age group the book is targeted remains, however. Perhaps it could be read to anyone between age four and twelve, and might even be used in history lessons in school. The metatext provides enough information – perhaps too explicitly so – to ensure the reader to take away the appropriate message from reading the story. The source text was published in 1988 by publisher Heinrich Ellermann, founded in 1934. In the beginning, it did not yet publish children’s literature, but slowly started to do so from the 1950s onwards until it became a publisher of solely children’s literature. Since 2002 the publisher has been focussed on the publication of picture books and books to be read aloud for children up to age six (“Verlag Heinrich Ellerman, par. 1). 


Taking into account the preliminary data, it can be said that the presentation of the narrative shows little differences between source and target text. However, the text itself might be extensively adapted, considering the author’s statement that she does not translate literally and the changes already found in the metatext and back cover of the book.      
10.2. Macro level – similarities 

As with some of the picture books previously discussed, the illustrations in Judith und Lisa are realistic and display parts of the accompanying text. Contrary to other pictures books, however, these drawings are also brightly coloured and hence do not convey a sense of seriousness and dark times. Almost all of the illustrations depict both Judith and Lisa, who are clearly the protagonists of the story. In the beginning of the narrative, the drawings show the two girls being happy together, at school as well as outside of school. While the text slowly starts explaining how life changed for the German girls, how Jews were started to be treated differently and how this affected the two girls in their daily lives, their faces change. When Judith is being mocked in the playground she looks down to the floor in humiliation. The following illustrations show the two girls signalling to each other from their own houses, but there is no smile on Lisa’s face. Next, the two friends are playing together, but Lisa’s expression is cruel and Judith looks frightened. From that point onwards, there is no more sign of Judith and the text explains that Jewish shops and houses were vandalised and that Judith has disappeared. Lisa looks extremely sad and even her mother looks the other way as if she wants nothing to do with the whole situation. Up to this point, the illustrations depict the changing mood (although the colours are not altered) and the text offers inside information about what the girls feel, think and experience. The final picture, however, is very difficult to understand without the accompanying text. The text mentions that Jews were ordered to wear a Star of David so that everyone could recognise them and they could no longer pretend to be “normal”. The last couple of sentences explain how Lisa examined every girl with such a star she came across hoping to find Judith, but that she never succeeded. The illustration depicts a Star of David on a poster and shows Lisa walking along a street. There are four other characters in the picture, but none of them seem to wear a star. Lisa’s expression remains sad, but it does not become clear from the illustration alone that she is searching for someone. In fact, the drawing could very well have been placed earlier on in the narrative, for the girl walking slightly behind Lisa looks very similar to Judith. Hence, this illustration does not enlighten the text or add emotion to the words, but seems out of place and irrelevant. It might even confuse readers who first recognise Judith in the illustration before reading she was never seen again. Apart from this last illustration, the pictures help create the atmosphere because they show the character’s emotional responses. Combined with the text, they also add to the historicity by providing factual information about the historical events, depicting slogans in German and using iconic symbols such as the swastika, the Hitler salute, a portrait of Hitler, brown uniforms and black boots. There are no double-spread illustrations, but most of the pictures do take up one whole page. Because these full-page drawings are often printed on the recto side, after turning the page, the reader’s attention is first drawn to the illustration before he/she will move on to the text and back to the picture again. Hence, a rhythm in which the reader moves from drawing to words to illustration is created. The target text has not altered the illustrations or the relationship between the pictures and text.   



In both the source and target text the division of the text is very clear-cut. There are no chapters and the text is clearly set apart from the illustrations by either placing the words on the verso and the picture on the recto page, or by using several blank lines between the drawing and the text when both are displayed on the same page. Besides, the framing of each illustration also enhances the separation of picture and text. 

The narrative’s plot has not been altered in the target text. The book tells the story of two girls – best friends – one of them Jew (Judith), the other gentile (Lisa). The narrative is set in Germany, but this does not become apparent until page six and seven when the text reveals Hitler’s view on Jews and Germans and where the illustration shows German slogans. When Hitler’s ideas become widespread, the girls learn about the superiority of Germans over Jews at school and Judith and her family are slowly being treated differently from others. At some point Lisa is not allowed to play with Judith anymore, and even finds herself mocking Judith about her Jewishness. The story ends with the disappearance of Judith and her family and Lisa’s regret over her fight with Judith and her incomprehension of the events. This narrative shows how German children at that time were influenced by Hitler’s philosophies through education and how this changed the way the society treated Jews. The themes and issues which become apparent from the story are friendship, repudiation, harassment and regret. Of course, the friendship between the two girls and the regret over having fought are the most important issues. The opening page stresses the depth of their friendship by explaining that they could laugh and cry together and that they loved each other dearly (2). When Judith is being bullied by other children, Lisa sticks to her side and shows her classmates that she will not treat Judith differently (12) and even when Lisa’s parents forbid her to play with Judith and betray Judith’s parents by refusing to buy from their store, the girls still find ways of communicating and pursuing their friendship (14-16). These clear remarks on how much the girls care for each other reinforce the regret felt by Lisa once she has succumbed to the adults’ view of the world and starts seeing Judith in a different light.   
The text’s ending is not a typical happy ending found in many children’s books. Just as in Rose Blanche and Anne Frank, this narrative involves the death of a protagonist. However, this death is not explicitly mentioned in the text, but only alluded to. As far as the narrative itself is concerned, Judith could very well just have moved to another town without having been done any harm. Of course, those children possessing some knowledge of the events of the Second World War and the Holocaust will immediately link Judith’s disappearance to the concentration camps and gas chambers, but younger children might be confused by this sudden departure and would need the afterword or an adult mediator to explain the events. The ending also figures as a middle piece for a much larger story, for it ends on the note that Jews were forced into wearing the Star of David and that Lisa never found Judith again. Because so many little rules and changes occur within what seems a relatively small amount of time and nothing is mentioned of the ending of Hitler’s reign, the story’s finale begs the question as to what happened next with those star wearing Jews. Hence, in a way the ending offers both closure (it becomes clear that Judith was never found) and Kokkola’s ‘aptitude’ (155) (what happened to her remains open). The translation does not provide an answer to these questions, but treats the ending similarly to the source text. Of course, in the source as well as the target text, the afterword could be considered to provide an answer, but officially this is not part of the narrative and might not even be read by the child, as Kokkola has pointed out (60).  

The narrative is written in a third-person perspective, which protects the reader from becoming too involved. However, as mentioned above, the book’s front cover immediately pulls the reader in by making it appear that the reader is holding the photograph, as if the reader is one of the book’s characters. The story is told by an omniscient narrator who can read both Lisa’s as well as Judith’s mind. However, the first couple of pages focus on Judith and how she experiences life, while from page fourteen onwards Lisa’s thoughts and feelings are expressed. Hence, the reader first becomes acquainted with the situation through Judith’s eyes (a Jewish perspective) before a shift occurs and Lisa’s viewpoint is elaborated upon (a gentile perspective). Because of this shift, the reader is protected from identifying solely with Lisa – who disappears forever – and is also given the opportunity to see and understand both sides. Besides, it intensifies the book’s message in that it has the reader first become close to Judith before adopting Lisa’s point of view and hence experience similar feelings of regret for rejecting Judith. However, it can also be said that the shift in perspective weakens the message, for it does not allow the reader to fully identify with Lisa because he/she has already taken on Judith’s point of view. Hence, the reader might reject Lisa and her ways of dismissing Judith. The target text has not adapted these perspectives.   

The two main characters are, of course, Judith and Lisa. They are girls of similar age, but they do not look alike. Lisa is the typical blond and blue-eyed German girl, while Judith has brown hair, dark eyes and is Jewish. At first, they cannot understand why they are different, but this slowly changes due to Hitler’s propaganda distributed through the educational system. Other characters found in the text are the teacher, who propagates Hitler’s opinions, Lisa’s parents, who submit to the Nazi rule and refrain from Jewish acquaintances out of self-protection, Judith’s parents, who own a chemist’s shop and struggle to believe they could be considered “evil” Jews, a man who gives Judith a swastika flag and the children at school. The text also mentions a man with a moustache who becomes popular and because of whom everyone greets one another with ‘Heil Hitler’. Hence, the text indirectly refers to this man as being Hitler, but it is not explicitly stated. All but Judith’s parents and Lisa’s father are depicted in the illustrations. So far, the target text has not altered these characterisations, but has them play similar roles.


The readability of the book also has not changed in the translation. The words are printed in a large type font and the sentences vary in length so that the text flows. Only the book’s afterword is more difficult to read, because it is a large chunk of text printed in a much smaller type font.         
10.3. Alterations on the micro level and their effects on the macro level

As can be read in paragraph 10.1, the translator of this narrative has said that many German picture books can become tedious because of the large chunks of text and the clear didactic message (“Aan het woord”, par. 5). Hence, possibly in an attempt to shorten the text, the translator has omitted or paraphrased several words, phrases or sentences. Some of these changes only influence the amount of text, for example using ‘de mensen’ as a translation of ‘die Kinder und Erwachsenen’ (4), substituting ‘het stampen van laarzen ‘ for ‘das Laufen und Trampeln von Stiefeln’ (19), changing ‘das Klirren und Zerbrechen von Glas’ to ‘het gerinkel van brekend glas’ (19), replacing ‘die Lehrerin’ by ‘ze’ when two sentences before the teacher is already referred to (6), altering standing ‘am Straβenrand’ into standing ‘stil’ (8), modifying 'nett und fröhlich’ into ‘aardig’ (14), changing ‘[e]ines Nachmittags’ into ‘[s]oms’ (16), paraphrasing ‘[u]nd eines Tages muβten alle Juden ein Zeichen tragen, wenn sie auf die Straβe gingen. An dem groβen, gelben Stern auf der Kleidung sollte man sehen, daβ hier ein Jude war’ to ‘En vanaf die dag moesten alle joden een grote, gele ster op hun jas dragen, zodat iedereen kon zien dat ze joden waren’ (24) and omitting ‘[…] und schaute in den dunklen Ladeneingang’ (22) and ‘Vieles lag zertreten, zerfetzt und zersplittert auf dem Bürgersteig’ (20). However, it could be argued that this last example does affect the picture the reader forms of how terrible the Jewish shop was ransacked and in turn how frightening the Kristallnacht was for the Jewish population. There is one occasion where the target text has added information (‘in die Ecke’ has been translated as ‘in een hoek van de kamer’ (16)), but this has no effect on the rest of the narrative. Another modification seems to have been done to match the accompanying picture, as has been seen before in this research. The words accompanying the illustration where Lisa is displayed sleeping in her bed with her bear next to her tell the reader of the source text that Lisa holds the bear in her arms, even though the picture clearly shows the bear laying besides Lisa, whose arms are under the cover. The target text explains that the small teddy bear was lying on the pillow next to Lisa (19)– an accurate description of the accompanying illustration. This change does not affect the story’s meaning or plot, but it does make the whole narrative more coherent in providing a matching description.

Other alterations influence the macro level features more evidently. These especially seem to affect the narrative’s characterisation. On page four, the translation makes it appear that Judith’s father has said to Judith what type of man the guy with the moustache is, while it becomes clear from the source text that Judith was the one who started questioning her father about this man. Hence, changing ‘Vater hatte auf Judiths Fragen geantwortet’ to ‘Judiths vader had gezegd’ (4) alters Judith’s personality by omitting her curiosity and need for understanding the world around her. Besides, page six exaggerates Judith’s mood by having her feel totally confused instead of ‘verwirrt’ (6). The translator could have easily opted for the phrase “verward zijn” to describe Judith’s state of mind. Furthermore, on page eight, the target text grants the swastika flag an extra quality (being ‘mooi’) and hence makes it appear that Judith wants to wave this particular flag because of its prettiness rather than that she just wants to belong to the crowd and wave any flag whether or not it displayed a swastika (8). The target text’s Judith seems to feel attracted to the Nazi symbol, while the source text’s Judith just enjoys waving a flag. At the same time, the target text tries to clearly separate the narrator’s voice from Hitler’s ideas when the phrase ‘[d]e juf vertelde ook’ is inserted in the paragraph where Hitler’s opinion of Jewish art is elaborated upon (10). Not only Judith’s personality has been affected in the target text, Lisa’s mother is also a slightly different character. Her tone of voice has been softened in the scene where she tells her daughter not to play with Judith anymore: ‘[e]s muβ ja nicht unbedingt dieses Kind sein!’ becomes ‘[j]e kunt toch ook wel met een ander meisje spelen?’ (14). The source text has Lisa’s mother almost shout and snarl at her daughter, while she more kindly asks Lisa to find another friend in the target text. Lisa’s nature also seems to have been slightly adapted in the target text. In the scene where Lisa and Judith are about to play their favourite game, the source text mentions that Lisa feels different from Judith (‘Lisa fühlte sich auf einmal anders als Judith‘), while the target text states that Lisa started to see her friend in a different light (‘Lisa bekeek Judith met andere ogen’) (16). It may be only a minor shift, but the source text focuses on the change within Lisa herself – suddenly she felt different – and the target text appears to stress the change in Lisa’s actions – suddenly she sees the world (and Judith) differently. Not Lisa’s personality has changed, but the way she comprehends the events around her. This shift combined with the change in the tone Lisa uses to talk to Judith in the following sentence ‘bestimmte’ (decided) becomes ‘zei’ (said) alters Lisa’s nature (16). Her feelings oblige her to become determined in her tone of voice in the source text, while in the target text her character is cautiously approached by referring to her actions and having her start the conversation in a kind voice before the two friends fight.           

Other changes simply seem to embroider the narrative by stressing the various elements: the children not only felt ‘stark’, they felt ‘goed en sterk’ (10), the houses were not just ‘zu eng’, they were ‘veel te klein’ (10) and after having been confronted with the horrors of the Kristallnacht, Lisa’s mother not just ‘lief’ (walked) with her daughter back to the house, she ‘trok’ (pulled) her along (22). Interestingly, where the mother’s personality has been softened on page fourteen in the target text (see above), in this last example the roles are reversed and she has been awarded a more stern character.    


Grammatically speaking, hardly any differences between the source and target text occur. Past tense is used throughout the narrative, which helps the reader to place the story in the past, but also distances him/her from the events in doing so. When it comes to the language level, both narratives seem to correspond. The language used is easy to understand and both books refrain from difficult terms (the Kristallnacht is described, but not given its difficult name). The story explains Hitler’s opinions in a simple language and his political position is referred to as an “evil emperor” (4).        

When it comes to the afterword, the target text has been hugely modified. The translation appears to have shortened/summarised the text so that it could be printed in a larger type font. Perhaps this shortening is also the result of the translator’s goal to reduce the tediousness sometimes found in German picture books. The most striking difference between the source and target text found in the afterword is the way it addresses the reader. The source text directly speaks to reader (‘[d]u möchtest sicher wissen […]’, ‘[d]u kennst vielleicht’ and ‘Du fragst warum?’ (26)), while the translation merely states the factual information and only addresses the reader at the end of the afterword when the didactic message is emphasised. This message is unaltered in the target text. Other important changes affect the book’s historicity. The source text opens its afterword by placing the narrative into its historical context and stressing its factuality (‘Das Schicksal dieser beiden Mädchen gehört zu einer groβen wahren Geschichte‘ (26)), which is omitted in the target text. However, the source text also refuses to explicitly state what happened to Judith and only offers the idea that she might have been killed, while the target text includes a reference to the concentration camps where many died and states that that is exactly what happened to Judith. In this regard, the target text is more straightforward and less protective of the child reader. Because it is very likely that Judith, had she been real, and her family were deported and killed, the target text’s historicity is hence restored. 

10.4. Systemic context and conclusion


Judith und Lisa is a book which can be seen as an introduction to the events of the Second World War, because its ending seems unsatisfactory. Nevertheless, it introduces the reader to Hitler’s ideas from two different perspectives and can hence stimulate conversation about friendship and guilt. The brightly coloured illustrations lighten the tone of the book. Again, iconic symbols are used and mentioned in the text (swastika, brown uniforms, black boots and the Hitler-salute) to explain to the reader the changing atmosphere. Horrific elements – discrimination, separation, persecution of the Jews, the Kristallnacht – become apparent, but are presented in such a way that they will not frighten the child reader too much. However, because of its ending, the reader will probably have the narrative linger on in his/her mind and the historical context provided by the afterword can then help him/her understand the bigger picture. The story’s message is very didactic and emphasised in the afterword as if to make sure it is properly understood. 

The translator appears to have taken the liberty to adapt the text in several places, but most of these alterations have no impact on the narrative as a whole. The only macro level features which seem to have been affected are characterisation and historicity. However, the latter is only modified in the afterword and has not been changed so significantly that the narrative is completely without a historical context. The various characters seem to have been given slightly different personalities which influences the way the reader feels towards them, but does not affect the narrative’s (didactic) message. The other changes result in a shortened text, which may make it easier for the reader to read and stay concentrated. However, the shortening only seems to have made a difference of one or two lines, leaving the afterword aside, and hence its effect is minor. The afterword is the only part of the book which seems to have been altered to a great extent, but, again, the reader might not even take a look at this particular part of the text.         
10.5. Recapitulation of comparing picture books for children age 9-12


The narratives meant for a slightly older audience occasionally show alterations, but these have only minor effects on the macro level features. Interestingly, those parts of the books that have been adapted more intensely are metatexts, with as a result that the book’s historicity has been altered. Apparently, the translators feel the need to stress the factuality of the stories. In De Kleine Scheepjes, this is done by changing the imaginative side to a possible imaginative side, and in Judith en Lisa this is achieved by removing the possibility of what happened to the character and inserting the truthful statement of what happened to her. Besides, in Judith en Lisa, the omission of the remark in which the narrative’s invented part is emphasised by placing the story opposite of the ‘wahren Geschichte’ (26) also contributes to decreasing the imaginative side of the narrative. Other modifications mainly affect the characterisation and hence possibly the reader’s response to the characters and their stories. The translators do not seem to deem it necessary to facilitate the reading experience, which may be explained by the age group of the intended audience. These readers are considered to have more reading experience and hence will be able to deal with longer sentences and/or a poetic style of language. Nevertheless, difficult terms are explained (De Kleine Scheepjes) or, as in the source text, left out (Judith en Lisa). The books discussed in these last couple of chapters provide extensive historical information either in the narrative itself or in the metatexts and hence leave little room for gaps. Where the stories for younger children relied heavily upon an adult mediator, these particular picture books use their metatexts to provide the necessary information.      
Conclusion

All of the books discussed in this thesis use the events of the Second World War to convey a message of hope and inform the reader about this historical period. The translators all stay true to this message and seem reluctant to modify the narratives. Most of the alterations that do occur are only minor and merely influence the details found in the stories, especially regarding the characters’ personalities. The changes which affected the characterisation often resulted in an exaggeration of the character’s qualities or a personalising of events. Perhaps these alterations were inflicted to live up to Kidd’s notion of the child having to be personally touched (maybe even traumatised) by the story in order for him/her to obtain an understanding of the events (133). Interestingly, only one narrative seems to have been altered in an attempt to protect the child reader from the shock of the book’s outcome (Roosje Weiss). In that case, the perspective has been shifted from a first-person perspective to a third-person perspective, so as to enforce a distance between the reader and the protagonist. In the other stories in which the protagonist dies (Anne Frank and Judith en Lisa) this shift is not necessary, because the story is already told in a third-person perspective. However, those and the other books could have been adapted with the child reader in mind by changing the issues apparent from the stories. In an attempt to find the appropriate language, authenticity and historicity, the translators could have decided to add or omit information so as to provide a full picture of the historical period or on the contrary, only that part of the picture they deem appropriate for the child reader. Not many such alterations were found during the research.   

Van Leuven-Zwart’s three functions of language described in chapter three (ideational, textual and interpersonal) appear not to have been influenced by the changes that occurred within the translations (83). The fictional or semi-fictional world the reader is presented with has not changed significantly since the shifts only affected the details of the stories (ideational), nor has the way in which the events are ordered and presented (textual). Most importantly, the narrator’s view of this fictional or semi-fictional world has not been adapted (interpersonal). Even those translations where the perspective has been modified, and hence of which it may be said that the narrator’s views has changed, the image created by this narrator has not been adjusted and thus the narrator’s viewpoints and opinions have not been touched.    


When it comes to the differences between narratives meant for younger children and those intended for an older child audience, it appears to be that the books for older children contain more text and thus more information. The themes and issues and hence atrocious elements that the stories deal with are not so very different. As far as the translation strategies are concerned, the translators dealing with narratives intended for younger children seem to have their audience much more in mind while translating, because three out of the four books altered the readability with the result that the narrative was easier to read. Only one (out of three) books meant for older children also modified the readability, but in that case only seemed to hamper the reading experience by adding footnotes which pull the reader out of the text’s flow. On the other hand, the distinction between fact and fiction was only touched upon by the translators in those narratives meant for an older audience. 

All in all, the freedom translators of children’s literature normally enjoy does not seem to be so obvious in the translation of picture books dealing with the Second World War. The silences are not filled, the endings are unaltered, the realistic nature of the narratives is not played around with and there is no sign of Oittinen’s ‘visual manipulation’ (175). The source texts are followed as closely as possible and thus the stories that the child readers of the source and those of the target text come across do not differ substantially. Hence, even though Shavit’s ideas of a peripheral position in Even-Zohar’s polysystem and consequently the low status of children’s literature resulting in a great amount of translation freedom (Shavit, 112) should apply to the narratives discussed in this thesis (picture books lack, after all, a literary status and thus can be found at the very outer position of the polysystem), in practice it does not. Perhaps this can partly be explained by the picture book format, for the illustrations restrict the translator in his choices, as Oittinen has pointed out (176). On the other hand, the subject matter might enhance the freedom because it is a subject which must be delicately handled and cautiously presented to a young audience. Besides, Shavit’s rule of having to obey to what society deems appropriate and educational good for the child (113) could result in substantial alterations when such a sensitive topic is touched upon. Because only picture books were taken into consideration in this thesis, and since that specific format in itself might hamper the amount of freedom, it would be helpful if a similar research was to be conducted with children’s novels dealing with the Holocaust. Only then can it be determined whether the limited alterations and hence restricted amount of freedom can be ascribed to the picture book format or the subject matter.      
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Appendix:
Because no page numbers can be found in source or target texts, I have inserted them, starting to count from the title page. In those cases where the official title page (including author, illustrator and publisher) is preceded by another page stating only the title of the narrative, the former, official title page is taken as starting point for numbering the pages. 

Erika’s Story – Erika’s verhaal
	Page
	Source text (Erika’s Story)
	Target text (Erika’s verhaal)

	3
	Author’s Note

In 1955, the fiftieth anniversary of the end of World War II, I met the woman in this story. My husband and I were sitting on a kerb in Rothenburg, Germany, watching a clean-up crew gather shards of broken roof tile from the city hall. A small tornado had ripped through this lovely medieval village the night before and scattered rubble everywhere. An elderly merchant standing nearby was telling us that the storm left as much devastation as the last Allied attack of the war.

        When the merchant went back to tending his shop, the lady sitting next to us introduced herself as Erika. She asked if we had been travelling. When I told her we had been 
	Voorwoord van de auteur

In 1995, vijftig jaar na het einde van de Tweede Wereldoorlog, ontmoette ik de vrouw uit dit verhaal. Mijn man en ik zaten op een stoep in Rothenburg in Duitsland toe te kijken hoe een schoonmaakploeg brokstukken verzamelde van het dak van het stadhuis. Een wervelwind had de vorige avond huisgehouden in het bezienswaardige, middeleeuwse stadje. Overal lag puin. Een winkelier op leeftijd vertelde ons dat deze storm even verwoestend was geweest als de laatste geallieerde aanval in de oorlog.

De winkelier ging terug naar zijn winkel en een vrouw die naast ons zat, sprak ons aan. Ze stelde zich voor als Erika en vroeg ons waar we vandaan kwamen. Ik vertelde haar dat we net

	5
	studying in Jerusalem for two weeks, she said, with longing in her voice, that she had always wanted to visit Jerusalem but had never been able to afford the trip. 

         I noticed she was wearing a Star of David on a gold chain around her neck, so I mentioned that after our stay in Israel, we had driven through Austria and visited the concentration camp in Mauthausen. Erika told me that she had once got as far as the entrance to Dachau but could not bear to enter.

         She then told me her story…
	twee weken hadden gestudeerd in Jeruzalem. Jeruzalem, daar had ze zo graag eens naartoe gewild, zei ze met een stem waar een groot verlangen in doorklonk. Maar ze had zich de reis nooit kunnen veroorloven.

Ik zag dat ze een davidster droeg, aan een gouden kettinkje om haar hals en ik vertelde haar dat we na ons verblijf in Israël naar Oostenrijk waren gereisd en het concentratiekamp Mauthausen hadden bezocht. Erika zei dat ze ooit voor de ingang van Dachau had gestaan, maar dat ze niet de moed had gehad om naar binnen te gaan. Toen vertelde ze mij haar verhaal…

	6
	From 1933 to 1945, six million of my people were killed. Many were shot. Many were starved. Many were burned in ovens or gassed in chambers. I was not.

       I was born sometime in 1944.

       I do not know my birthdate.

       I do not know my birth name.

      I do not know in what city or country I was born.

      I do not know if I had brothers or sisters.

     What I do know is that when I was just a few months old, I was saved from the Holocaust. 
	Tussen 1933 en 1945 werden zes miljoen van mijn mensen vermoord. Sommigen werden doodgeschoten, anderen uitgehongerd. Velen werden verbrand in ovens of vergast in gaskamers. Ik niet. 

Ik ben ergens in 1944 geboren. 

Ik weet mijn geboortedatum niet.

Ik weet mijn geboortenaam niet.

Ik weet niet in welk land ik ben geboren en in welke stad.

Ik weet niet of ik broers of zussen had. 

Wat ik wel weet is dat ik, toen ik nog maar een paar maanden oud was, werd gered van de vernietiging.

	7
	I often imagine what my family’s life was like the last few weeks we spent together. I imagine my mother and father robbed of everything they owned, forced from their home, and relocated to a ghetto.

        Later, perhaps we were ordered from the ghetto. My parents must have been eager to leave the barbed-wire fenced section of the city to which they had been assigned – to escape the typhus, overcrowding, filth, and starvation. But did they have any notion of where they would go next? Were they told that they were being resettled in a better place? A place where there would be food and work? Had they heard whispered rumours of death camps?
	Vaak stel ik me voor hoe het leven van mijn familie geweest moet zijn, die paar laatste weken die we samen doorbrachten. Ik stel me voor hoe mijn moeder en vader, beroofd van al hun bezittingen, gedwongen werden hun eigen huis te verruilen voor een getto. 

Later werden ze daar weer weggehaald. Waarschijnlijk waren ze blij dat ze weg mochten uit het met prikkeldraad afgezette deel van de stad dat ze toegewezen hadden gekregen – blij om te ontsnappen aan de tyfus, de overbevolking, de smerigheid en de honger. Maar hadden ze enig idee van hun volgende bestemming? Kregen ze misschien te horen dat ze werden overgebracht naar een plaats waar ze het beter zouden hebben? Een plaats waar eten was en werk? Hadden ze geruchten gehoord over dodenkampen?

	10
	I wonder how they felt when they were herded to the railway station with hundreds of other Jews. Crammed into a cattle car. Standing room only. Did they panic when they heard the doors barred shut?

The train must have travelled from one village to another through pastoral landscapes
	Ik vraag me af hoe ze zich voelden toen ze met honderden anderen naar het station werden gedreven. 

Joden. Samengepakt in een veewagen. Raakten ze in paniek toen ze hoorden toe de grendels voor de deuren werden geschoven?

De trein moet van dorp naar dorp zijn gereden, door landerijen waaraan het geweld

	11
	strangely untouched by terror. How many days were we on that train? How many hours did my parents stand crushed together?

I imagine my mother holding me close to protect me from the stench, the cries, the fear inside that packed car. By now she undoubtedly knew she was not heading to a place of safety. 
	voorbij leek te zijn gegaan. Hoeveel dagen zaten ze in die trein? Hoeveel uren stonden mijn ouders op elkaar geperst in die wagon?

Ik stel me voor hoe mijn moeder mij dicht tegen zich aanhield om me te beschermen tegen de stank, het gehuil, de angst in die overvolle wagon. Ze moest inmiddels wel in de gaten hebben dat ze niet op weg was naar een plaats waar ze veilig zou zijn. 

	12
	I wonder where she stood. Was she in the middle of the car? Was my father next to her? Did he tell her to be brave? Did they talk about what to do? 

When did they make their decision?

       Did my mother say, ‘Excuse me. Excuse me. Excuse me’? Did she work her way through all the people to the wooden wall of the car?

      While she wrapped me tightly in a warm blanket, did she whisper my name? Did she cover my face with kisses and tell me that she loved me? Dis she cry? Did she pray?
	Ik vraag me af waar ze stond. Stond ze in het midden van de wagon? Stond mijn vader naast haar? Zei hij tegen haar dat ze flink moest zijn? Praatten ze met elkaar over wat ze moesten doen?

Wanneer namen ze hun besluit?

Zei mijn moeder: ‘Het spijt me. Het spijt me. Het spijt me?’ Baande ze zich een weg tussen iedereen door naar de houten wand van de wagon?

Fluisterde ze mijn naam, terwijl ze me stevig in een warme deken wikkelde? Bedekte ze mijn gezicht met kussen en zei ze tegen me dat ze van me hield? Huilde ze? Bad ze?

	14
	As the train slowed through a village, my mother must have looked up through the opening near the top of the cattle car. With my father, she must have tried spreading the barbed wire that covered the hole. My mother must have lifted me over her head and towards the dim daylight. What happened next is the only thing I know for sure.

My mother threw me from the train.
	Toen de trein bij een dorp vaart minderde moet mijn moeder door de opening boven in de veewagen hebben gekeken. Ze moet met mijn vader samen het prikkeldraad voor de opening hebben losgetrokken. Mijn moeder moet me boven haar hoofd hebben getild in de richting van het schemerige daglicht. Wat er daarna gebeurde, is het enige dat ik zeker weet.

Mijn moeder gooide me uit de trein. 

	16
	She threw me from the train onto a little patch of grass just past a railway crossing. People standing there, waiting for the train to pass, saw me hurled from that cattle car. On her way to death, my mother threw me to life.

Someone standing nearby picked me up and took me to a woman who cared for me. She risked her life for me. She estimated my age and gave me a birthdate. She said my name would be Erika. She gave me a home. She fed me, clothed me, and sent me to school. She was good to me. 
	Ze gooide me uit de trein in de richting van een klein grasveld net voorbij een spoorwegovergang. Mensen die daar stonden te wachten tot de trein voorbij zou zijn, zagen het gebeuren. Ze zagen hoe ik uit de trein werd gegooid. Op haar weg naar de dood wierp mijn moeder mij het leven in.

Iemand die daar stond, pakte me op en bracht me naar een vrouw die zich over me ontfermde. Ze riskeerde haar leven voor mij. Ze schatte mijn leeftijd en gaf me een geboortedatum. Ze zei dat ik Erika zou heten. Ze gaf me een thuis. Ze gaf me eten en kleren en stuurde me naar school. Ze was goed voor me. 

	18
	When I was twenty-one, I married a wonderful man. He lifted the sadness that often filled me, and he understood my desire to belong to a family. We had three children together, and now they have children of their own. In their faces, I see mine.

It was once said that my people would be as many as the stars in the heavens. Six million of those stars fell between 1933 and 1945. Every star was one of my people whose life was savaged and whose family tree was torn apart. 

Today, my tree once again has roots.
	Toen ik eenentwintig was, trouwde ik met een geweldige man. Hij maakte het verdriet lichter dat vaak zo zwaar op mij drukte. Hij begreep mijn verlangen naar een gezin om bij te horen. We kregen samen drie kinderen, die inmiddels zelf kinderen hebben. In hun gezichten zie ik mijzelf.

Ooit werd gezegd dat mijn volk even talrijk zou worden als de sterren aan de hemel. Zes miljoen van die sterren verdwenen tussen 1933 en 1945. Elke ster staat voor een van mijn mensen. Hun levens werden verwoest, hun families uiteengedreven.

Mijn ster is niet gedoofd. 

	22
	My star still shines. 
	Mijn ster schijnt nog steeds. 


Let the Celebrations Begin – Het feesten kan beginnen

	Page
	Source Text (Let the Celebrations Begin)
	Target Text (Het feesten kan beginnen)

	3
	A small collection of stuffed toys has been preserved that were made by Polish women in Belsen for the first children’s party held after the liberation.

From Antique Toys and their Background by Gwen White (B.T. Batsford Ltd, London, 1971).
	Een kleine verzameling knuffelbeesten gemaakt door Poolse vrouwen in Belsen voor het eerste kinderpartijtje dat na de oorlog gehouden zou worden, is bewaard gebleven

Uit Antique Toys and their Backgrond [sic], geschreven door Gwen White (B.T. Batsford Ltd, London, 1971).

	4
	We are planning a party, a very special party, the women and I. My name is Miriam, and this is where I live. Hut 18, bed 22. 
	We bereiden een heel special feestje voor, de vrouwen en ik. Ik heet Katya en hier woon ik. Barak 18, bed 22. 

	7
	This is my best friend, Sarah, and this is David. He is only four. See him there in the corner with his mama’s old black shawl. See his hungry eyes and his legs. His legs! The chickens running in our yard were fatter. 
	Dit is mijn beste vriendin, Magda, en dit is Hans. Hij is pas 4 jaar. Kijk hem hier eens zitten met Mama’s oude zwarte sjaal. Kijk eens naar zijn hongerige ogen en zijn dunne benen. De kippen die in onze tuin rondscharrelden waren vetter. 

	8
	Chickens! It is years since I chewed on a chicken leg. Back then, I didn’t like the skin or fat. Now I would gobble it all up – skin, fat and bones. I would lick the plate and pull the wishbone and make sure David had second helpings, third helpings, fourth helpings of everything!
	Kippen! Het is jaren geleden dat ik aan een kippebotje kloof. Toen hield ik niet van het velletje of de vette stukjes. Nou zou ik het allemaal zo opeten – velletjes, vette stukjes en botten. Ik zou het bord uitlikken en er voor zorgen dat Hans een tweede keer, een derde keer en een vierde keer van alles opschept.

	10
	Sarah and David think they have always lived here. They think this is their home. But I still remember. I remember Mama and Papa and my very own bedroom and my very own bed and, in the corner, my very own toys. 
	Magda en Hans denken dat ze hier altijd gewoond hebben. Zij denken dat dit hun huis is. Maar ik kan het me nog altijd herinneren; ik herinner me mijn mama en mijn papa en mijn eigen slaapkamer en mijn eigen bed en in mijn eigen hoekje mijn speelgoed, helemaal van mij alleen.

	12
	Sarah and David say to me, ‘Tell us again, Miriam, tell us about your teddy bear with the squeck in the middle. Tell us about your doll that has eyes that blink. Tell us about your soft pink elephant that sits on the windowsill, and the owl that swings from the ceiling.’

So I tell them. Sarah stares at me, and David hugs his mama’s old black shawl,
	Magda en Hans vragen me: ‘Vertel ons nog eens, Katya, vertel ons over jouw beer met de pieper in zijn buik. Vertel ons over de pop met de slaapogen. Vertel ons over het zachte, roze olifantje dat staat op de vensterbank, en over de uil die aan het plafond heen en weer bengelt.’ 

En dan vertel ik. Magda staart me aan en Hans slaat Mama’s oude zwarte sjaal om zich heen.

	13
	and I run away to be on my own, because I know Sarah and David want a toy more than anything else in the world. And in this place there are no toys.

That is why we are planning a party, a very special party, the women and I. When the soldiers come to set us free – and they are coming soon, everyone says so! – they will open the gates. And for dinner we will cook chickens – chickens for everyone! – and each child in the hut will get a toy. A toy of their own. 
	Maar mijn verhaaltje duurt nooit lang want ik weet dat Magda en Hans meer dan wat dan ook een speelgoedbeest willen hebben. En hier is geen speelgoed.

Daarom willen we een feestje houden, een heel bijzonder feestje, de vrouwen en ik. Wanneer de soldaten komen en ze zullen heel gauw komen, dat zegt iedereen tenminste. Dan maken ze de hekken open. En voor het avondeten zullen we kip koken – kip voor iedereen – en elk kind in de barak zal een knuffelbeest krijgen. Helemaal voor hem alleen.

	15
	We are making the toys now, the women and I. We are collecting bits and pieces. Scraps of material, rags, tiny strands of thread, wool, anything. And we shall make toys – incredible toys! – the women and I.

Old Jacoba says we are mad. ‘Why do you worry about toys?’ she scolds. ‘We are starving, dummkopfs. It is food we need, not your foolish toys.’
	We zijn nu bezig met het speelgoed, de vrouwen en ik. We zoeken van alles bij elkaar: lapjes, vodden, rafels, alles wat we maar te pakken kunnen krijgen. Daarmee maken we mooi speelgoed – de vrouwen en ik. Oude Jacoba zegt dat we gek zijn. ‘Waarom maken jullie je druk over speelgoed?’ spot ze. ‘We zijn uitgehongerd, dummkopfs. We hebben eten nodig, niet jullie stomme speelgoed.’

	16
	But we laugh at her, the women and I. And we go on begging buttons and torn pockets, because there is nothing we can do about the food. There is no food. But we can make toys. And we shall. In the end, old Jacoba gives us the back of her sweater and goes off grumbling that it will be our fault if she gets rheumatism in her back this winter. 
	Maar wij lachen haar uit, de vrouwen en ik. En we gaan door met het bedelen om knopen en vodden, omdat we aan de honger niets kunnen doen. Er is geen eten. Maar speelgoed kunnen we wel maken. En dat doen we dan ook. Uiteindelijk geeft de oude Jacoba ons het rugpand van haar trui en gaat al mopperend weg. Als ze deze winter reumatiek aan haar rug krijgt, is het onze schuld. 

	18
	But we shrug and smile because we know we won’t still be in the camp this winter. The soldiers are coming soon – everyone says so! – and we must be ready, the women and I, for our party, our very special party.
	Maar wij lachen en trekken gekke gezichten want we weten dat we deze winter niet in het kamp zullen zijn. De soldaten zullen gauw komen – dat zegt iedereen! – en dan moeten we klaar zijn, de vrouwen en ik voor ons bijzondere feestje. 

	19
	We are cutting and sewing, all of us, every night while the guards sleep. Even old Jacoba is helping. She has given us the right sleeve of her sweater, and she says it will be our fault – oh yes! – if she gets rheumatism in her right arm this winter. 
	We zijn aan het knippen en het naaien, allemaal, elke avond wanneer de bewakers slapen. Zelfs de oude Jacoba helpt. Zij heeft ons de rechter mouw van haar trui gegeven. Ze zegt dat het onze schuld zal zijn – oh ja – als ze deze winter reumatiek aan haar rechter arm krijgt. 

	21
	But we still don’t have enough material! So now we are cutting up our own clothes. My skirt is getting shorter and shorter. David is puzzled. He thinks my legs are growing longer and longer, remarkably fast.  
	Maar we hebben nog steeds niet genoeg. Daarom knippen we steeds meer van onze kleren af. Mijn rokje wordt steeds korter. Hans is verbaasd; hij denkt dat mijn benen steeds langer worden. Dat zou wel erg snel gaan. 

	22
	Sarah scowls. She knows we have a secret, the women and I, and she says she hates me, she will never speak to me again. But I can’t tell her, not yet, not until I have finished making her an elephant that will one day sit on the windowsill of her new home…
	Magda kijkt boos. Zij weet dat we een geheim hebben, de vrouwen en ik, en ze zegt dat ze me haat, dat ze nooit meer een woord tegen me zal zeggen. Maar ik kan het haar niet verklappen, nog niet. Eerst moet ik de olifant af hebben die eens op de vensterbank van haar nieuwe huis zal staan. 

	24
	They are here! Everyone, everyone, the soldiers are here! See their guns and their tanks and the big gates swinging open!
	Daar zijn ze! Kom kijken, kom kijken, de soldaten zijn er! Kijk naar hun geweren en hun tanks. De grote hekken zwaaien open!

	26
	David peeps at the soldiers through his mama’s old black shawl, and the soldiers stare back at us, oh, so strangely, making soft noises in their throats. They seem afraid to touch us – it’s as if they think we might break. Then old Jacoba shuffles forward and demands a cooked chicken – all to herself! – and the soldiers laugh and one of them swings David up onto his shoulders. 
	Hans gluurt naar de soldaten door Mama’s oude sjaal en de soldaten staren terug naar ons, oh, op zo’n rare manier. Gekke geluiden komen uit hun keel. Ze lijken te bang om ons aan te raken – net alsof ze bang zijn dat we dan breken. De oude Jacoba schuifelt naar voren en vraagt om een gekookte kip – helemaal voor haar alleen – en de soldaten lachen en een van hen neemt Hans op zijn schouders. 

	28
	That night at our party, our very special party, the women and I bring out the toys.

David wraps up his precious owl in his mama’s old black shawl.
	Die avond op ons feestje, ons heel bijzondere feestje, halen de vrouwen en ik het speelgoed tevoorschijn.

Hans wikkelt zijn uiltje voorzichtig in Mama’s oude sjaal.

	29
	Sarah hugs her funny patchwork elephant and vows to keep it always on her windowsill. 
	Magda knuffelt haar lappen olifantje en roept dat het altijd op haar vensterbank zal staan. 

	30
	And old Jacoba tells everyone, very loudly, that she donated her whole sweater – yes! – the back of it, the front, and both sleeves, so that these dear children could have toys.

The women and I wink at one another and pass old Jacoba another helping of chicken soup – 
	En de oude Jacoba vertelt aan iedereen, heel luid, dat ze haar hele trui opgeofferd heeft, ja!, het rugpand, het voorpand, en beide mouwen voor het speelgoed van deze aardige kinderen.

De vrouwen en ik knipogen naar elkaar en scheppen Jacoba opnieuw een bord kippesoep op

	31
	and so the celebrations begin!
	en nu kan het feesten beginnen…

	32
	Suddenly … we heard the sound of rolling tanks. We were convinced that het Germans were about to blow up the camp. But then … we heard a loud voice say in German: ‘Hello, hello, you are free! We are British soldiers, and we came to liberate you!’

We ran out of the barracks and saw … a British army car with a loudspeaker on top going through the camp and repeating the same message over and over again. Within minutes, hundreds of women stopped the car, screaming, laughing, and crying, and the British soldier was crying with us.

Recollection of Dr. Hadassah Rosensaft, from The Liberation of the Nazi Concentration Camps 1945: Eyewitness Accounts of the Liberators, edited by Brewster Chamberlin en Marcia Feldman (United States Holocaust memorial Council, Washington, DC, 1987). 
	Opeens hoorden we tanks aankomen. We waren overtuigd dat de Duitsers op het punt stonden het kamp op te blazen. Maar toen hoorden we een luide stem in het Duits zeggen ‘Hallo, hallo, jullie zijn vrij. Wij zijn Engelse soldaten en wij zijn gekomen om jullie te bevrijden.’ 

We renden de barakken uit en zagen een Engelse legerwagen met een luidspreker op het dak die door het kamp heen reed en de boodschap steeds weer herhaalde. In enkele minuten stopten honderden vrouwen de wagen, schreeuwend, lachend en huilend. En de Engelse soldaten huilden met ons mee. 

Herinnering van dr. Hadassah Rosensaft, The Liberation of the Nazi Concentration Camps 1945: Eywitness [sic] Accounts of the Liberators, uitgegeven door Brewster Chamberlin en Marcia Feldman (United States Holocaust Memorial Coucil [sic], Washington, DC, 1987).


Opas Engel – Opa en het geluk

	Page
	Source Text (Opas Engel)
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	3
	Großvater erzählte gern.
	Opa praatte graag over vroeger

	4
	Er erzählte immer, wenn ich ihn besuchte…
	Hij begon altijd te vertellen als ik op bezoek kwam

	5
	…Junge, mir konnte keiner was…
	.. Jongen, ik kon de hele wereld aan

	7
	„Jeden Morgen lief ich über den großen Platz zur Schule. 
	‘Iedere morgen rende ik over het grote plein naar school.

	8
	In der Mitte stand eine große Engelsstatue. Ich beachtete sie gar nicht. Ich hatte eilig und mein Ränzel war schwer. 
	Midden op het plein stond een groot beeld van een engel. Ik keek er nooit naar. Ik had haast, en mijn schooltas was zwaar.

	10
	Einmal hätte mich fast ein Bus erwischt…
	Op een keer lag ik bijna onder een bus…

	11
	…obwohl es damals wenig Verkehr gab.
	hoewel er in die tijd nog maar weinig verkeer was.

	12
	Mein Schulweg war lang. Es gab Löcher…
	De weg naar school was lang. Vol met gaten…

	13
	…einsame Gegenden…
	lege straten…

	15
	…und gefährliche Gänse.
	en gevaarlijke ganzen.

	16
	Aber ich fürchtete mich nicht. Ich war immer der Mutigste von allen ... kletterte auf die höchsten Bäume…
	Maar ik was nooit bang. Ik was altijd het dapperst van allemaal…

ik klom in de hoogste bomen…

	17
	…sprang in die tiefsten Seen.
	en sprong in het diepste water.

	18
	Große Hunde zitterten vor mir.
	Grote honden waren bang voor mij.

	20
	Ich hatte auch Feinde. Mit denen prügelte ich mich. Manchmal verlor ich…
	Vijanden had ik ook. Ik heb veel gevochten. Meestal won ik…

	21
	…meistens war ich stärker.
	maar soms ook niet.

	22
	Feige war ich nie. Damals wusste ich nicht, wie gefährlich das sein konnte.
	Laf was ik nooit. Ik wist toen nog niet hoe gevaarlijk dat kon zijn.

	23
	Mein Freund Josef wusste es. Er hatte viel mehr Angst. Irgendwann verschwand er plötzlich. Ich sah ihn nie wieder und war sehr traurig. 
	Mijn vriend Jozef wist dat wel. Hij was veel banger. Op een dag was hij verdwenen. 

Ik heb hem nooit teruggezien en dat vond ik heel erg.

	24
	Ich wurde langsam erwachsen…
	Ik werd langzaamaan groot…

	25
	…das Leben wurde deshalb nicht einfacher.
	en dat maakte het leven niet eenvoudiger.

	26
	Es gab Krieg…
	De oorlog kwam…

	27
	…Hunger…
	honger…

	28
	Ich machte so viele verschiedene Arbeiten…
	Ik deed alles om geld te verdienen…

	30
	…egal, ob ich sie konnte.
	of ik er goed in was of niet.

	31
	Den mit der Mütze…!!
	Die met de pet…!!

	32
	Ich verliebte mich…

…wurde Vater,
	Ik werd verliefd…

werd vader,

	33
	Baute ein Haus…
	bouwde een huis…

	34
	…kaufte ein Auto,
	kocht een auto,

	35
	wurde Großvater…
	werd grootvader…

	36
	Eigentlich war es schön…
	Eigenlijk een heel goed leven…

	38
	…manchmal auch sonderbar.
	ook al was het soms vreemd.

	39
	Ich hatte viel Glück.“
	Ik heb veel geluk gehad.’ 

	41
	Großvater wurde müde und schloss die Augen. Ich ging leise raus.
	Opa werd moe en deed zijn ogen dicht. Ik ging zachtjes naar buiten.

	43
	Draußen war es noch hell und warm! Was für ein schöner Tag es war. 
	Buiten was het nog licht, en lekker weer. Het was een mooie dag.


Rose Blanche – Roosje Weiss
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	3
	    Je m’appelle Rose Blanche.

   J’habite une petite ville d’Allemagne. Elle a des rues étroites, des fontaines, des maisons hautes et des pigeons sur leurs toits. Mais un jour les premiers camions sont arrivés, et beaucoup d’hommes sont partis. Ils étaient habillés en soldats.

   L’hiver allait commencer. 
	    Ze heette Roosje Weiss.

    Ze woonde in een klein Duits stadje, vol nauwe straatjes, kleine fonteintjes en hoge huizen. Op de daken liepen duiven. Maar op zekere dag kwamen de eerste vrachtauto’s het stadje binnenrijden. Ze waren leeg. Er gingen toen veel mannen uit het stadje weg, gekleed in soldaten uniform. Toen brak de winter aan. 

	4
	    Maintenant, les camions se suivent sous les fenêtres de l’école. Ils sont chargés de militaires que nous ne connaissons pas, mais qui nous regardent et nous font signe.
	    De mensen beweerden dat er eigenlijk niet veel veranderd was. Maar Roosjes moeder waarschuwde haar dagelijks, voorzichtig te zijn. Ze moest niet vlak voor de vrachtauto’s oversteken. De soldaten hadden zo’n haast, dat ze bijna niet konden remmen.

	5
	    Ils conduisent aussi des tanks qui jettent des étincelles sur les pavés. Ils font beaucoup de bruit et sentent le mazout. Ils nous cassent les oreilles et l’on se pince le nez quand ils passent. 
	   Er kwamen ook tanks door het stadje. De vonken sloegen ervan uit het plaveisel. Ze maakten oorverdovend lawaai en stonken naar stookolie.

   Als ze langskwamen knepen de mensen hun neus dicht voor de stank. Het leek alsof hun trommelvliezen zouden scheuren.

	6
	    On dirait quelquefois que notre vie n’a pas vraiment changé. Mais ma mère me répète chaque matin d’être prudente en traversant la route devant les camions. Elle me dit que les soldats n’ont pas le temps de ralentir. 
	   Er kwamen steeds meer vrachtauto’s langs. 

   Ze reden onder de hoge ramen van de school door. De soldaten die erop meereden waren vreemden voor de bewoners van het stadje. Maar ze keken naar de grote mensen en de kinderen en staken hun handen op om te groeten.

	7
	    Je me promène souvent vers la rivière. Je la regarde. Il y flotte des branches et parfois de vieux jouets cassés. J’aime sa couleur.

     On dirait le ciel.
	   Roosje hield ervan, langs de rivier te wandelen.

   Ze keek naar alles wat in het water meedreef.

   Vaak waren het takken, maar ook wel eens kapot oud speelgoed. De kleur van het water vond ze zo mooi. Die leek op de kleur van de hemel. 

	8
	    Les camions sont toujours plus nombreux.

On se tient au seuil des portes pour les voir passer. On ignore pourtant où ils se dirigent. On croit qu’ils vont au-delà du fleuve, et qu’ils en reviennent vides. 
	   Er kwamen ook andere vrachtauto’s langs.

   Die waren gesloten. Op de drempel van de huizen stonden de mensen ze na te kijken. Waar ze heen reden, wist niemand. Dat moest ergens verderop bij de rivier zijn. En als die vrachtauto’s terugkwamen waren ze leeg. 

	9
	   Un jour pourtant, quand l’un d’entre eux s’est arrêté pour que les soldats puissent réparer son moteur, c’est un petit garçon qui a sauté de la plate-forme arrière. 

Il a couru droit devant lui.

    Mais le bourgmestre était là, au milieu de la route. 
	   Maar op een dag hield een van die vrachtauto’s stil. Er moest iets aan de motor worden hersteld.

   De soldaten begonnen er aan. Toen vloog opeens het achterportier van de auto open. Er sprong een jongetje uit, dat keihard door de straat wegrende. 

   Maar de burgemeester stond hem in de weg, midden op straat… 

	10
	   Il l’a saisi par le col et l’a ramené vers le camion. Puis il a longuement souri aux soldats, en les regardant sans dire un mot, et les soldats l’on remercié.

   Le ciel était gris.
	   De burgemeester greep het jongetje in de kraag.

   Hij bracht het kind terug naar de vrachtauto.

   Hij grinnikte een tijdlang tegen de soldaten en keek ze zwijgend aan. De soldaten bedankten hem.

   Wat was de hemel die dag grauw. 

	11
	    Alors tout le monde est remonté dans le camion, ses portières ont claqué puis le véhicule est parti.

    Cela s’est passé très vite.
	   Het jongetje moest terug in de vrachtauto.

    Voordat het achterportier dicht ging, zag Roosje dat die vol met mensen was geladen. Het waren gewone burgers, geen soldaten. De portieren gingen op slot en de vrachtauto reed weg. 

   Het gebeurde in een oogwenk. 

	12
	   J’ai voulu savoir où s’en allait le petit garçon. J’ai suivi le camion des yeux. Il a disparu au coin de la rue. Elle était pleine de monde, des enfants jouaient, il y avait des vélos et des tracteurs, et du bruit comme chaque jour à la sortie de l’école. Mais j’ai longé le trottoir sans faire attention à personne – et personne ne m’a remarquée.
	   Roosje moest en zou te weten komen waar het jongetje was heengegaan. Ze keek de vrachtauto na. Die verdween om de hoek van de straat. Het was toen erg druk: er speelden kinderen, er reden fietsen en tractors, en er was zoals altijd bij het uitgaan van de school veel lawaai. Roosje liep de straat uit, vlak langs de huizen, om niet op te vallen. Zelf keek ze niemand aan. En niemand lette op haar.

	14
	    J’ai marché longtemps. J’ai traversé la ville jusqu’aux prés. La lumière était grise. Le paysage avait gelé. Par moments je courais. 
	   Roosje liep een heel eind. Toen ze de stad uit kwam, begonnen de velden en bossen. Het was een grauwe, mistige dag. De grond was bevroren. 

   Af en toe zette ze het op een rennen.

	15
	J’ai trouvé la forêt.

Je trouve une clairière.
	Zo kwam ze in het bos.

En opeens was daar die open plek.

	16
	  Il y a des fils de fer électriques tendus devant moi. 

  Et derrière eux, des enfants qui se tiennent immobiles, et des maisonnettes de bois. Je ne reconnais aucun enfant. Les plus petits disent qu’ils ont faim. 
	   Recht voor zich uit zag ze een versperring van prikkeldraad en stroomkabels. 

   Daar achter stond een bewegingloze groep kinderen, voor houten barakken.

    Roosje kende geen van deze kinderen.

    De kleinsten klaagden dat ze honger hadden. 

	17
	   Comme j’ai gardé un morceau de pain, je le donne à travers la grille aux qui se tendent. Le soleil descend derrière les collines, il y a du vent, j’ai froid. 
	   Roosje had nog wat brood van tussen de middag over in haar tas.

   Ze reikte het tussen de draden door over.

   Wat waren er veel handen die werden uitgestoken. De zon begon achter de heuvels onder te gaan.

    Het woei en het was guur.

	18
	   Puis les semaines ont passé dans le pâle hiver. 

  L’appétit de Rose Blanche étonnait sa mère : elle emportait à l’école plus qu’elle ne mangeait à la maison – tout le pain et le beurre qu’elle pouvait, et davantage encore de confiture et de pommes du jardin. 
	   De bleke, winterse weken gleden voorbij. Roosjes moeder verbaasde zich over de eetlust van haar dochtertje. Alles wat ze thuis niet opat, nam ze mee naar school; brood, boter en liefst ook nog wat jam en appeltjes uit de tuin.

	19
	   Rose Blanche maigrissait pourtant. Dans la ville, seul le bourgmestre restait gras.

   Tout le monde se surveillait.

   Rose Blanche cachait ses tartines dans son cartable, et sortait furtivement de l’école. 
	   Toch werd Roosje hoe langer hoe magerder.

   Maar eigenlijk was iedereen in het stadje mager. Alleen de burgemeester niet, die was dik, vet zelfs.

   Iedereen lette op de anderen.

   Roosje Weiss verstopte de boterhammen in haar schooltas. Als ze de school uitging, rende ze zo hard ze kon weg. 

	20
	    Elle connaissait maintenant la route par cœur. Les enfants des maisonnettes étaient toujours plus nombreux, et maigrissaient eux aussi derrière leur barrière. Plusieurs avaient une étoile sur la veste. 

Elle était jaune. 
	   De weg naar het kamp kon ze nu wel dromen.

   Er kwamen steeds meer kinderen naar het hek toe.

   Zij werden ook magerder, daar achter de versperring. De meesten droegen een op hun kleren vastgenaaide ster. Het was een gele. 

	21
	   Lorsque la neige se mit à fondre, les camions de soldats roulèrent de nuit, et cette fois dans l’autre sens : ils s’éloignaient du fleuve, sans lumières, et ne s’arrêtaient jamais.

    Tout le monde semblait fatigué. 
	   Toen de sneeuw begon te smelten, reden de vrachtauto’s met soldaten ’s nachts door de stad, maar nu de andere kant op. Ze kwamen van de rivier inplaats van erheen te gaan. Ze hadden de koplampen niet aan en reden stug door, zonder zelfs maar even stil te staan. Iedereen zag er doodmoe uit. 

	22
	   Puis un matin, tous les habitants de la ville s’en allèrent. Ils emportèrent des casseroles, des paquets, des chaises. Des soldats se trouvaient avec eux. 
	   Op een dag, enige tijd later, trokken de mensen uit Roosjes stad weg.

   Ze namen van alles mee: pannen, grote pakken, stoelen zelfs. Ze gingen dezelfde kant uit als de soldaten.

	23
	Plusieurs avaient des habits déchirés, d’autres boitaient, plusieurs souffraient, d’autres réclamaient à boire.

    Rose Blanche disparut ce jour-là.

   Elle avait marché jusqu’à la forêt. 
	   Veel van de soldaten droegen aan flarden gescheurde kleren, of hinkten.

   Er waren gewonden bij die pijn hadden.

   Anderen vroegen om water.

   Op die dag verdween Roosje Weiss.

   Ze was weer naar het bos gelopen.

	24
	Du brouillard cachait la route. Rose Blanche avait sautillé dans la boue pour ne pas salir ses chaussures.

   Au milieu du bois, la clairière a changé. Elle est vide. Rose Blanche est debout. Elle frissonne. 
	   De weg was bijna niet te zien door de dichte mist. 

   Roosje Weiss sprong over de modderige plekken heen om haar schoenen niet vuil te maken. En toen kwam ze bij de open plek. Daar was veel veranderd. Van de barakken was niets meer over. Roosje stond voor het kapotte hek. Ze rilde. 

	25
	  Des silhouettes vont et viennent entre les arbres. On les distingue mal. Les soldats voient l’ennemi partout.

   Un coup de feu claque. 
	   Tussen de bomen bewogen half onzichtbare gedaanten. Door de nevel zag niemand wie hij voor zich had. Het waren soldaten, die in alles wat bewoog, de vijand vermoedden. Ze schoten op alles wat ze zagen bewegen.

    En toen viel ook dat ene schot.

	26
	   A cet instant, en ville, d’autres militaires sont arrivés. Leurs camions et leurs tanks font autant de bruit et sentent la même odeur de mazout. Mais leur uniforme est d’une teinte différente, et leur voix prononce des paroles inconnues. 
	    Op dat ogenblik kwamen er andere soldaten in het stadje. Hun vrachtauto’s en tanks maakten net zoveel lawaai als die van vroeger en roken ook naar stookolie.

    Maar ze hadden een andere kleur, net als de uniformen, en de mannen spraken een vreemde taal. 

	28
	   La mère de Rose Blanche attendit longtemps sa petite fille.

   Puis les fleurs percèrent la terre et les ruisseaux coulèrent sur la mousse, et les oiseaux remplirent les arbres. 
	   Lang heeft Roosjes moeder gewacht of haar dochtertje zou terugkeren.

   Toen braken opeens de bloemen uit de grond en de beekjes stroomden tussen de bemoste oevers.

   In de bomen wemelde het van vogels. 

	29
	Le printemps chantait. 
	De lente was één grote jubelgezang. 


Anne Frank – Anne Frank
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	3
	I see the eight of us in the annexe as if we were a patch of blue sky surrounded by menacing black clouds. The perfectly round spot on which we’re standing is still safe, but the clouds are moving in on us, and the ring between us and approaching danger is being pulled tighter and tighter. We’re surrounded by darkness and danger, and in our desperate search for a way out we keep bumping into each other. We look at the fighting down below and the peace and beauty up above. In the meantime, we’ve been cut off by the dark mass of clouds, so that we can go neither up nor down. It looms before us like an impenetrable wall, trying to crush us, but not yet able to. I can only cry out and implore, ‘Oh, ring, ring, open wide and let us out!’

The Diary of Anne Frank: Monday evening, 8th November 1943
	Ik zie ons achten samen met het Achterhuis alsof wij een stukje blauwe hemel waren, omringd dor zware, zwarte regenwolken. Het ronde afgebakende plekje waar wij op staan is nog veilig, maar de wolken rukken steeds dichter op ons toe en de ring die ons van het naderende gevaar scheidt, wordt steeds nauwer toegehaald. Nu zijn wij al zover door gevaar en donkerte omgeven dat we van vertwijfeling, waar uitredding te vinden, tegen elkaar aanbotsen. We kijken allen naar beneden waar de mensen tegen elkaar vechten, we kijken allen naar boven waar het rustig en mooi is en onderwijl zijn wij afgesneden door die duistere massa, die ons niet naar boven laat gaan, maar die voor ons staat als een ondoordringbare muur, die ons verpletteren wil, maar nog niet kan. Ik kan niets anders doen dan roepen en smeken: ‘O ring, ring, word wijder en open je voor ons!’

Het dagboek van Anne Frank: maandagavond, 8 november 1943

	5
	The story of Anne Frank begins with an ordinary little girl, someone you might sit next to in class. She had large, expressive eyes and dark, curly hair. She was lively and popular – always surrounded by her friends. 

    Mostly Anne felt on top of the world. But sometimes she was afraid. There was good reason for this: Adolf Hitler ruled Germany then, and he had vowed to get rid of the Jews.

   Anne Frank was a German Jew.

Anne was born in Frankfurt on 12th June 1929. From the start, she had plenty to say for herself. She screamed a lot! When little Margot, her sister, peeped into the cradle, she couldn’t help laughing. Baby Anne had a mop of dark hair, and her ears stuck out like a pixie’s.
	Het verhaal over Anne Frank begint met een gewoon meisje, iemand waar je in de klas naast zou kunnen zitten … Ze had grote, sprekende ogen en donker, krullend haar. Ze was altijd vrolijk en populair – altijd omringd door vriendinnen.

     Meestal was Anne gelukkig. Maar soms was ze bang. Daar was een goede reden voor: Adolf Hitler regeerde in die tijd in Duitsland, en hij had gezworen dat hij de joden uit de weg zou ruimen.

   Anne Frank was een Duitse jodin.

   Anne werd geboren in Frankfurt op 12 juni 1929. Ze had meteen al veel praatjes. Ze huilde heel wat! Toen kleine Margot, haar zus van drie jaar, in de wieg keek, schoot ze in de lach. Onder baby Anne’s haar stonden haar oren wijd uit, net een kabouter.

	6
	Anne’s family was lucky. They had money; her father had a job. But for many people in Germany then, life was a bitter struggle.

    Germany was blamed for starting the First World War, and had to pay huge amounts to make up for all the destruction. It was a harsh punishment. Ten years after the war ended, Germany was desperately poor.

    Too many people were out of work. Many hadn’t enough to eat. And everyone knew how rich and powerful Germany used to be – one of the greatest nations in the world. So the Germans felt more and more angry and disgraced. They wanted someone to blame – and that was when things began to change, in ways that were frightening for Jews.
	Bij Anne thuis hadden ze geluk. Ze hadden geld; haar vader had een baan. Maar voor veel mensen was het leven in Duitsland in die tijd een bittere strijd.

   Andere landen vonden dat Duitsland de Eerste Wereldoorlog was begonnen, en daarom moest Duitsland alle schade betalen. Het was een zware straf. Tien jaar na het einde van de oorlog was Duitsland vreselijk arm.

   Te veel mensen hadden geen werk. Velen hadden niet genoeg te eten. En iedereen wist hoe rijk en machtig Duitsland altijd was geweest – een van de grootste naties van de wereld. Dus werden de Duitsers steeds bozer en hadden ze het gevoel dat ze van hun eer waren beroofd. Ze wilden daar iemand de schuld van geven – en daardoor begonnen de dingen te veranderen, op een manier die beangstigend was voor joden.

	8
	There was a man called Hitler – a stiff little man with a moustache – he talked a lot and made big promises. Huge crowds gathered round him. They had no jobs, no hope. No wonder they cheered when he promised to make Germany rich and strong again!

    Hitler hated Jews, and he didn’t care how many lies he told about them. Who was to blame for all Germany’s troubles? Hitler had the answer. He accused the Jews of grabbing the best jobs, snatching the bread from the mouths of working men. And it wasn’t fair, because Germans were special – the finest race in the world!

    So more and more people came to listen, and to vote for Hitler’s Nazi Party. It was no threat to begin with – no more than a spark. But the spark was to turn into a flame, and the flame into a blaze that would consume the whole of Europe before it was put out.

     There were plenty of ways of making Jews feel unwanted and afraid, even when they were very young.

    At school, children began to notice who was Jewish. Some of them mocked, and even bullied their classmates. It was very bitter for the Jewish children, to be pushed around and called dirty names by boys and girls who had been their friends.

    Soon they would have to sit in a separate corner of the classroom. 
	Er was een man die Hitler heette – een stram mannetje met een snor – hij praatte veel en beloofde veel. Massa’s mensen kwamen naar hem luisteren. Ze hadden geen baan, geen hoop. Geen wonder dat ze juichten toen hij beloofde Duitsland weer rijk en sterk te maken!

    Hitler haatte de joden, en het kon hem niets schelen dat hij leugens over hen vertelde. Wie kregen de schuld van alle problemen in Duitsland? Hitler wist het wel. Hij beschuldigde de joden ervan dat ze de beste banen hadden gestolen. En hij zei dat dat niet eerlijk was, want Duitsers waren bijzonder – het edelste volk ter wereld!

   Er kwamen steeds meer mensen luisteren, en ze stemden op Hitlers Nazi Partij. In het begin was het nog niet zo bedreigend – niet meer dan een vonkje. Maar het vonkje zou een vlam worden, en de vlam een vuur dat heel Europa zou verteren voordat het werd gedoofd.

   Er waren veel manieren om joden te laten voelen dat ze ongewenst waren en om hen bang te maken. Zelfs op school begonnen de kinderen erop te letten wie joods was. Die arme Margot kwam vaak huilend uit school. Ze moest met de andere joodse kinderen in een aparte hoek van de klas zitten. Ze durfde niet meer naar het schoolplein, want kinderen waar ze eerst vriendjes mee was pestten en duwden haar, en ze noemden haar ‘vuile jood’.

	11
	It was worse in the grown-up world. People stopped talking to their Jewish neighbours. Jewish shops were vandalized. Jews were harassed in the street, even beaten up by the young thugs Hitler called his Storm Troopers. If they tried to defend themselves, they were rounded up and sent away.

    At first, the Jews were bewildered by all this hatred. Soon they were scared. Many left Germany, and Mr Frank was worried about his family. He found work in the Netherlands and a flat for them all in Amsterdam which wasn’t expensive.

     Anne stayed with her granny during the move. She joined the family on Margot’s eighth birthday. What a surprise! There sat little Anne, perched like an elf on top of Margot’s presents!
	In de wereld van de volwassenen was het nog erger. Mensen wilden niet meer met hun joodse buren praten. Joodse winkels werden vernield. Joden werden lastiggevallen op straat, zelfs in elkaar geslagen door het jonge tuig dat Hitler zijn Stormtroepen noemde. Als ze zich probeerden te verweren werden ze bij elkaar gedreven en weggevoerd.

     Eerst waren de joden verbijsterd door al die haat. Daarna werden ze bang. Velen van hen gingen weg uit Duitsland en ook meneer Frank maakte zich zorgen om zijn gezin. Hij vond werk in Nederland, in Amsterdam, en hij kon er voor niet teveel geld een etagewoning voor hen huren.

    Tijdens de verhuizing bleef Anne bij haar oma. Op Margots achtste verjaardag kwamen ze naar Nederland. Wat een verrassing! Daar was kleine Anne als cadeau op tafel gezet!

	12
	The flats where the Franks lived had a garden. All the children in the block played there on fine days, practising handstands, hiding in the bushes, roller-skating and skipping along the pavement. When they wanted to call out their friends, they didn’t knock on doors or ring doorbells. They whistled a special tune – only Anne couldn’t whistle, so she had to sing instead.

     One wintry morning she was taken to her father’s office, where she met his assistant, who was called Miep. Miep helped Anne to take off her little white fur coat, and gave her a glass of milk. She showed her how to work the typewriter. Anne was exactly the sort of clever little girl Miep wished to have herself!

    Miep couldn’t know that one day she would stand between life and death for the Franks, but she loved Anne at once. 
	Voor het huizenblok van de familie Frank was een parkje. Als het mooi weer was, speelden alle kinderen uit de buurt daar. Ze oefenden handstand, speelden verstoppertje tussen de struiken of gingen op de stoep rolschaatsen of touwtjespringen. Als ze wilden dat hun vriendjes buiten kwamen spelen, klopten of belden ze niet aan de deur. Ze floten een speciaal wijsje – alleen Anne kon niet fluiten, dus moest ze het zingen.

    Op een ochtend in de winter ging ze met haar vader mee naar kantoor, waar ze kennismaakte met zijn assistente Miep. Miep hielp Anne haar witte bontjasje uit te doen, en gaf haar een glas melk. Ze liet haar zien hoe ze moest typen op een typemachine. Anne was een slim meisje, zo een zou Miep zelf wel willen hebben!

   Miep kon niet weten dat ze op een dag voor de familie Frank het verschil tussen leven en dood zou betekenen, maar ze hield meteen van Anne.

	15
	Anne and Margot went to different school. That was lucky, because Anne was naughty in class – not a bit like her hard-working sister! She liked nothing better than telling jokes and pulling faces, so that everyone, even the teachers, burst out laughing.

    The girls’ friends loved going home with them, for Mrs Frank cooked the most delicious treats. But if Mr Frank joined the party, he was the star! He always had a funny story to tell, or a game that he’d just invented. All the children adored him.

    But no one could forget Hitler’s hate campaign. By this time many German Jews had fled to Amsterdam, and Mr and Mrs Frank listened anxiously to the grim stories they told – of relentless bullying, and camps where people were imprisoned for no reason and forced to work for the Germans. 
	Anne en Margot gingen naar verschillende scholen. Dat was maar goed ook, want Anne was ondeugend in de klas – ze leek helemaal niet op haar ijverige zus! Liefst maakte ze grapjes en ze trok gekke gezichten, zodat iedereen in de lach schoot, zelfs de juf. De vriendinnen van de meisjes gingen graag met hen mee naar huis, want mevrouw Frank bakte de heerlijkste dingen. Maar als meneer Frank thuis was, was hij het middelpunt! Hij wist altijd wel een leuk verhaal te vertellen of hij had een nieuw spel dat hij zelf had bedacht. Alle kinderen waren gek op hem.

      Maar niemand kon Hitlers haatcampagne vergeten. Er waren al veel Duitse joden naar Amsterdam gevlucht, en meneer en mevrouw Frank luisterden bezorgd naar de akelige verhalen die ze vertelden – over onophoudelijk getreiter, en over kampen waar mensen zonder reden gevangen zaten en voor de Duitsers moesten werken.

	16
	Now Hitler’s mighty army was on the move. Britain and France declared war, but the German troops swept on. Soon, the Dutch were watching, powerless, as German soldiers marched through Amsterdam.

    Once more the Jews were ruthlessly bullied, and the Dutch people soon learned that it was dangerous to stand up for them.

    Every Jew older than six was ordered to wear a big yellow star with Jood printed on it. Even small children could now be stopped from going into public places like parks and cinemas and swimming pools.

    Anne loved going to the cinema. Now she wasn’t allowed in any more. She had to make do with her collection of celebrity pin-ups – her postcards and snapshots. Nobody would bother to take them away!

    It was too late to escape to another country. And things could only get worse. 
	Nu kwam Hitlers machtige leger in beweging. Groot-Brittannië en Frankrijk verklaarden hem de oorlog, maar de Duitse troepen trokken gewoon verder.

   Al snel keken de Nederlanders machteloos toe hoe Duitse soldaten door Amsterdam marcheerden. Weer werden de joden wreed gepest, en de Nederlanders kwamen er al snel achter dat het gevaarlijk was om voor hen op te komen. Elke jood moest een grote, gele ster dragen met het woord jood erop gedrukt. Zelfs kleine kinderen mochten nu niet meer op bepaalde plaatsen komen, zoals parken, bioscopen of zwembaden.

    Anne ging altijd graag naar de bioscoop. Maar nu mocht ze er niet meer in. Ze moest genoegen nemen met haar verzameling plaatjes van beroemdheden – haar ansichtkaarten en foto’s. Díe zou niemand haar toch afpakken!

   Het was te laat om naar een ander land te ontsnappen. En het kon alleen maar erger worden. 
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	Mr Frank worked in a tall old building on the canal. Some of the upstairs rooms at the back were empty. Little by little, cautiously, secretly, he moved furniture and provisions into this annexe, and had a toilet and sink installed. If the Germans had discovered him and his brave Dutch helpers, the punishment would have been savage.

    But all went well. Now he was ready for a crisis. It was not long in coming.

   Margot was sixteen. One summer day in 1942 a letter came, ordering her to leave home and report for labour service. That meant working for the Germans. Probably her family would never see her again. 

   They had to disappear, fast. Anne and Margot were told to pack any treasures they couldn’t bear to leave behind. With a thumping heart, Anne stuffed her most precious bits and pieces into her satchel – school books, letters, a comb and curlers, but first of all the diary she’d been given on her last birthday. She squashed everything in with clumsy, trembling hands. 
	Meneer Frank werkte in een groot, oud gebouw aan een gracht. Sommige kamers boven aan de achterkant stonden leeg. Beetje bij beetje, voorzichtig, in het geheim, bracht hij meubels en voorraden naar die kamers. Als hij en de dappere Nederlanders die hem hielpen door de Duitsers waren ontdekt, zouden ze zwaar zijn gestraft.

     Maar het ging goed. Nu was hij klaar voor een crisis.

   Die kwam al snel.

   Margot was zestien. Op een dag in de zomer van 1942 kwam er een brief met de oproep haar huis te verlaten om te komen werken. Dat betekende werken voor de Duitsers. Waarschijnlijk zou haar familie haar nooit meer terugzien.

    Ze moesten verdwijnen, en snel. Anne en Margot moesten alles inpakken wat ze graag mee wilden nemen. Met bonzend hart stopte Anne haar dierbaarste spullen in een schoudertas – schoolboeken, brieven, een kam en krulspelden, en natuurlijk het dagboek dat ze voor haar verjaardag had gekregen. Ze propte alles erin, onhandig en met trillende handen.
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	Early next morning she struggled into several vests and pants, two pairs of stockings, a dress, skirt, jacket, raincoat, stout shoes, a cap and scarf. It was the only way to carry her clothes – any Jew with a suitcase looked suspicious.

    They left the flat with the beds tumbled and dirty dishes in the sink, and a scrap of paper with a false address scribbled on it, to mislead the neighbours. Anne had to say goodbye to Moortje, her dear little cat. She cried most bitterly – for who could tell if they’d ever meet again?
	De volgende morgen vroeg wurmde ze zich in een paar hemdjes en broekjes, twee paar kousen, een jurk, rok, jasje, zomerjas, dichte schoenen, een muts en een sjaal. Het was de enige manier om haar kleren mee te nemen – een jodin met een koffer zag er verdacht uit.

     Ze lieten hun woning achter met onopgemaakte bedden, vuile afwas in de gootsteen en een rondslingerend briefje met een verkeerd adres erop, om de buren om de tuin te leiden.

    Anne moest afscheid nemen van Moortje, haar lieve poesje. Ze huilde zo – want misschien zouden ze elkaar nooit meer terugzien.
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	Miep was waiting for them in Mr Frank’s office. Quickly, silently, they followed her down a long passage, up a wooden staircase, through a grey door. It led into the secret annexe.

    Anne looked around in astonishment. Her father had organized all this – thought of everything – and never said a word! But, oh, the muddle! Cases and boxes and piles and heaps – Mrs Frank and Margot simply collapsed on their beds at the sight, worn out with all the panic and excitement. So Anne and her father set to, to get things straight.

    From that morning, day after day, week after week, they must keep themselves hidden away. All the time the building was in use, they must say quiet as mice in the annexe – they couldn’t so much as run a tap or flush the toilet. They were in constant danger of being spotted and reported to the police. How they longed for Miep’s visits after the workers had gone! She was always cheerful, with news of what was going on, bringing papers and books to pass the time, and bits of shopping.

    Having to be silent all day – that was almost unbearable for someone like Anne!

     The church clock nearby was her comfort. It chimed every quarter of an hour, reminding her that there was still a world outside where children went to school and played together, and weren’t afraid of being seen or heard. 
	Miep wachtte hen op in het kantoor van meneer Frank. Snel en stil volgden ze haar door een lange gang, een houten trap op, een grijze deur door. Ze kwamen in een geheime aanbouw, het Achterhuis. Anne keek verbaasd rond. Haar vader had dit allemaal geregeld – had overal aan gedacht – en er nooit iets over gezegd!

    Maar, oh, wat een rommel! Overal dozen en kratten en stapels en bergen – toen ze dat zagen, lieten mevrouw Frank en Margot zich op hun bed vallen, doodmoe van alle paniek en opwinding. En dus begonnen Anne en haar vader maar op te ruimen.

     Vanaf die ochtend moesten ze zich verborgen houden, dag na dag, week na week. In de uren dat er mensen in het gebouw aan het werk waren, moesten ze zich in het Achterhuis doodstil houden – ze konden niet eens een kraan laten lopen of de wc doortrekken. Er was steeds gevaar dat ze ontdekt werden en aangegeven bij de politie. Hoe verlangden ze naar de bezoekjes van Miep nadat de werknemers naar huis waren! Ze was altijd opgewekt, had nieuws over wat er in de wereld gebeurde en bracht kranten en boeken mee om de tijd door te komen, en ook boodschappen.

     De hele dag stil zijn – dat was haast ondraaglijk voor iemand als Anne! De kerkklok vlakbij was een troost. Hij sloeg elk kwartier en herinnerde haar eraan dat er daarbuiten nog een wereld was waar kinderen naar school gingen en met elkaar speelden, en niet doodsbang waren om gezien of gehoord te worden.
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	Another couple moved in with their son, Peter. Now there were seven people hiding in the cramped annexe – eight when they took in one more. No wonder they got on each other’s nerves!

     Anne was the youngest, and she suffered the most. She was clever and imaginative, nervous and sensitive, and her growing up would never have been easy. Now she felt she was blamed whenever anything went wrong, while nobody criticized Margot. She loved her father more than anyone, but even he sometimes found fault with her, and that she couldn’t bear. Often she cried in bed at night.

    She desperately needed someone to talk to, someone who would understand. Not Margot, and not Peter, who was lazy and spoiled – she didn’t like hem at all at first. She turned to her diary, her diary of letters to ‘Dearest Kitty’, a girl she had known long ago. Now she wrote down even her most private thoughts, because Kitty would never read them, so she couldn’t tell tales. The little book was the closest of secrets.

    She described her life in the annexe, the squabbles and dramas. She wrote about her love of nature, which for her was just the piece of sky and the top of the chestnut tree outside the attic window. She wrote about terror – panic terror.

    And her feelings for Peter changed as she grew older. She began to understand him. As they became fond of each other, she wrote about love, and hope.

     When the little book was full, Miep brought her more paper. 
	Er kwam nog een echtpaar, met hun zoon Peter. Nu verborgen zich zeven mensen in het kleine Achterhuis -–acht zelfs, toen er later nog iemand bijkwam. Geen wonder dat ze elkaar op de zenuwen werkten!

    Anne was de jongste en zij had er de meeste last van. Ze was slim, had veel fantasie, was nerveus en gevoelig, en opgroeien zou voor haar toch al niet makkelijk zijn geweest. Ze had het gevoel dat ze overal de schuld van kreeg, terwijl Margot nooit kritiek kreeg. Ze hield het meest van haar vader, maar zelfs hij had soms iets op haar aan te merken en daar kon ze helemaal niet tegen. Vaak lag ze ’s avonds in bed te huilen.

     Ze zocht wanhopig naar iemand om mee te praten, iemand die haar zou begrijpen. Niet Margot, en niet Peter, die lui en verwend was – ze mocht hem eerst helemaal niet. Ze richtte zich tot haar dagboek, daarin schreef ze brieven aan ‘Lieve Kitty’, een meisje dat ze langgeleden had gekend. Nu kon ze zelfs haar intiemste gedachten opschrijven, want Kitty zou ze nooit lezen en kon er dus ook niet over kletsen. Het boekje was haar grote geheim. 

   Ze beschreef het leven in het Achterhuis, het gekibbel en de drama’s. Ze schreef over haar liefde voor de natuur, wat voor haar alleen maar een stukje lucht en de top van de kastanjeboom voor het zolderraam was. Ze schreef over angst – paniekerige angst.

    En haar gevoelens voor Peter veranderden toen ze ouder werd. Ze begon hem te begrijpen. Ze werden verliefd en ze schreef over liefde, en hoop.

    Toen het boekje vol was, bracht Miep nieuw papier voor haar mee.
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	Each evening everyone crept down to Mr Franks’ old office to listen to the radio. Sometimes Anne went to the window and peeped between the curtains. It was odd, looking out at the people on the street – as if she were invisible, in a fairy-story magic cloak. They all seemed so hurried, so anxious – and their clothes were so shabby. Still, Anne was dressed like a scarecrow herself, and there was nothing she could do about that!

     Germany was losing the war. After dark, waves of bombers passed overhead on their way to destroy German cities. The night sky throbbed with their sullen roar. If the annexe were bombed, everyone inside it would die.

   But by now Anne was – almost – in love with Peter. She was happy sitting beside him in the attic, with the comfort of this arm around her. They talked about what they meant to do after the war – or sometimes just sat without speaking, while another day passed and the light slowly faded from the sky. It was a love as sweet, and as fragile, as the flowers on the chestnut tree outside the window. 
	Elke avond gingen ze met z’n allen naar beneden, naar het oude kantoor van meneer Frank, om naar de radio te luisteren. Soms ging Anne bij het raam staan om door een kiertje in de gordijnen te gluren.  Het was raar om naar de mensen op straat te kijken – alsof ze onzichtbaar was, door een tovercape uit een sprookje. Ze zagen er allemaal zo gehaast uit, zo bezorgd – en hun kleren waren zo versleten. Maar ja, Anne zag er zelf ook uit als een vogelverschrikker, en daar kon ze niets aan veranderen!

    Duitsland was de oorlog aan het verliezen. Als het donker werd, kwamen er honderden bommenwerpers over, op weg om Duitse steden te vernietigen. Overal langs de nachtelijke hemel klonk hun naargeestige gedreun. Als het Achterhuis zou worden gebombardeerd, zou iedereen daarbinnen omkomen.

    Maar nu was Anne – zo goed als – verliefd op Peter. Ze vond het heerlijk op zolder naast hem te zitten, met zijn arm troostend om haar heen. Ze praatten over wat ze wilden gaan doen als de oorlog voorbij was – of ze zaten gewoon stilletjes bij elkaar, terwijl er weer een dag voorbijging en de lucht langzaam donker werd. Het was een liefde net zo zoet en teer als de bloesems van de kastanjeboom voor het raam. 
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	Perhaps, now the war was nearly over, the people in the annexe weren’t quite as careful as they had been. Because somebody noticed something, and gave them away.

    Somebody claimed the blood money the Germans paid for every Jew who was caught. 

    Now came the nightmare.

   Now, the smash, crash of a break-in. Boots on the stairs – rough men in uniforms with pistols. They were trapped – there was nowhere to run, nowhere at all to hide –

   And soon, the sudden space, the light and air – shocking to people who had been shut in for more than two years.

    On 4th August 1944, the eight refugees were taken away. The annexe was raided and ransacked.

    When Miep went upstairs on that terrible evening, she found everything in chaos. Anne’s diary was scattered across the floor. Miep collected it and hid it in a drawer, hoping against hope that the family would come back. 
	Hoe het is gegaan, weten we nog steeds niet. Maar nu het leek dat de oorlog bijna voorbij was, ging het mis. Iemand had iets gemerkt en hen verraden.

    Iemand kreeg het bloedgeld dat de Duitsers betaalden voor elke jood die werd opgepakt. 

   Nu begon de nachtmerrie.

   Nu, de klap, het lawaai van een inval.

    Laarzen op de trap – ruwe mannen in uniformen met pistolen. Ze zaten in de val – ze konden nergens heen vluchten, zich helemaal nergens verstoppen –

   En toen, ruimte opeens, licht en lucht – dat was een schok voor de mensen die meer dan twee jaar binnen hadden moeten blijven.

   Op 4 augustus 1944 werden de acht vluchtelingen weggevoerd. Het Achterhuis werd overvallen en leeggehaald.

   Toen Miep die vreselijke avond boven kwam, vond ze een chaos. Anne’s dagboek lag over de vloer verspreid. Miep raapte alle vellen bij elkaar en verstopte ze in een la. Tegen beter weten in hoopte ze dat het gezin terug zou komen.
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	But Mr Frank was the only one to return after the war. He had been separated from his wife and daughters. He knew that his wife was dead. He prayed for good news of Anne and Margot.

     Alas, they had died of typhus in a German concentration camp. When the bad news came, he went into his office and sat down at his desk. He felt utterly alone. He had nothing left. 

    But Miep remembered the diary. She found it, and took it to him. She said, ‘This is for you – from your daughter Anne.’

    Anne Frank was no more than a girl, and her short life had come to an end.

   But her story was just beginning. 
	Maar meneer Frank was de enige die na de oorlog terug kwam. Ze hadden hem gescheiden van zijn vrouw en dochters. Hij wist dat zijn vrouw dood was. Hij bad om goed nieuws van Anne en Margot.

    Helaas, ze waren in een Duits concentratiekamp aan tyfus gestorven. Toen hij dat slechte bericht kreeg, ging hij in zijn kantoor aan zijn bureau zitten. Hij voelde zich volkomen alleen. Hij had niets meer.

    Maar Miep dacht aan het dagboek. Ze zocht het op en gaf het aan hem. Ze zei: ‘Dit is voor jou – van je dochter Anne.’

    Anne Frank was nog maar een meisje, en nu was er een einde gekomen aan haar korte leven.

   Maar haar verhaal begon pas. 
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	What happened to Anne’s diary after the war?

Otto Frank was encouraged by friends to publish Anne’s diary and 1.500 copies of the first edition, called The Secret Annexe, were published in the Netherlands in June 1947 by the Dutch publisher Contact. In 1950 the first translation of the diary was published in Germany and in 1952 English translations were published in the UK and America. IN 1955 a stage version of The Diary of Anne Frank was performed for the first time and in 1959 the first film based on the diary was made. The house where Anne hid for over two years opened as a museum in 1960 and it holds Anne’s original diary. Nearly a million people visit the Anne Frank House every year. It can be found in the centre of Amsterdam at Prinsengracht 267.

Today The Diary of Anne Frank is one of the most widely read books in the world. More than thirty million copies have been sold worldwide and it has been translated into more than sixty-five language.  

Chronology 

(11 November 1018 – 19 August 1980)
	Wat gebeurde er na de oorlog met Anne’s dagboek?

Vrienden van Otto Frank moedigden hem aan om Anne’s dagboek te publiceren. Van de eerste druk, getiteld Het Achterhuis, gaf de Nederlandse uitgeverij Contact in juni 1947 1500 exemplaren uit in Nederland. In 1950 werd de eerste vertaling van het dagboek uitgegeven in het Duits en in 1952 werden er Engelse vertalingen uitgegeven in het Verenigd Koninkrijk en Amerika. IN 1955 werd er voor het eerst een toneelversie van Het dagboek van Anne Frank uitgevoerd en in 1959 werd het dagboek voor het eerst verfilmd. 

Het Achterhuis is een van de meest gelezen boeken ter wereld. Over de hele wereld zijn er meer dan vijfentwintig miljoen exemplaren van verkocht en het is in meer dan zestig talen vertaald.

Het huis waar Anne zich meer dan twee jaar verborgen heeft gehouden, werd in 1960 geopend als museum en daar bevindt zich het origineel van Anne’s dagboek. Ieder jaar bezoeken bijna een miljoen mensen het Anne Frank Huis. Het staat in het centrum van Amsterdam, Prinsengracht 267.

Chronologie

(11 november 1918 – 19 augustus 1980)


The Little Ships – De kleine scheepjes
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	“Through the long time the story will be told;

Long centuries of praise on English lips,

Of courage godlike and hearts of gold

Off Dunkerque beach in the little ships”

John Masefield, Poet Laureate, 1940
“O God, be good to me.

Thy sea is so wide

And my ship is so small”

Fisherman’s Prayer
	“Lange tijd zal men het verhaal vertellen;

Lange eeuwen van lof op Engelse lippen,

Van goddelijke moed en van harten van goud

Vanaf Duinkerkens stranden in de kleine scheepjes” 

John Masefield, Hofdichter, 1940

“Oh God, wees goed voor mij.

De zee is zo wijd

En mijn schip is zo klein”

Vissersgebed
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	Foreword

In the summer of 1940 I had the honour to command His Majesty’s Motor Torpedo Boat (MTB) 102. I was a lieutenant in the Royal Navy, aged twenty-one. In late May and early June of that year, the disaster and miracle of Dunkirk occurred. MTB 102 was part of it, making some seven trips from Dover in southeast England to Dunkirk, forty-five miles away in France. During the evacuation, MTB 102 was used largely as a despatch vessel. On the last night she carried the Admiral Afloat and controlled bringing off the French rearguard. She was the third-last warship to leave Dunkirk on June 4th.

    Every five years, the Association of Dunkirk Little Ships (the surviving remnants of the intrepid band of assorted boats and yachts that contributed so much to the miracle of Dunkirk) makes a pilgrimage back to Dunkirk. MTB 102 has taken part in this in 1980, 1985, 1990, and 1995, and I have been invited to go in her, with the special honour of bringing “my ship” into harbor.

    In 1995 I was surprised and delighted to find that we had Louise Borden with us, making the trip to get the authentic feeling of what it was like, for the benefit of the moving story she has written about the Dunkirk Escape. While details of her story are invented, it could have happened, and things like it actually did happen. It is a story very much in the spirit of that memorable summer of 1940.

Christopher Dreyer
	Voorwoord

    In de zomer van 1940 had ik de eer het bevel te voeren over Zijne Majesteits Motor Torpedo Boat (MTB) 102. Ik was luitenant bij de Koninklijke Marine en éénentwintig jaar oud. Einde mei en begin juni van dat jaar, voltrokken zich de ramp en het mirakel van Duinkerken. De MTB 102 was erbij betrokken en maakte een zevental overtochten van Dover in Zuidoost-Engeland, naar Duinkerken, vijfenveertig mijl* verderop in Frankrijk. Tijdens de evacuatie werd de MTB 102 voornamelijk gebruikt als coördinatieschip. Tijdens de laatste nacht vervoerde de MTB 102 de admiraal van de vloot en regelde het in veiligheid brengen van de Franse achterhoede. De MTB 102 was het op drie na laatste oorlogsschip dat Duinkerken op 4 juni verliet.

    Om de vijf jaar maakt de Association Of Dunkirk Little Ships (de overlevenden van de onverschrokken groep van verscheidene boten en jachten die het mirakel van Duinkerken hebben mogelijk gemaakt) een bedevaart naar Duinkerken. De MTB 102 heeft hieraan deelgenomen in 1980, ’85, ’90 en ’95, en ik werd uitgenodigd haar te bemannen met de speciale eer om “mijn schip” de haven binnen te varen.

    In 1995 was ik verrast en opgetogen dat Louise Borden ons vergezelde en de overtocht maakte om dat authentieke gevoel te ervaren, als hulpmiddel bij het schrijven van het ontroerende verhaal over de Vlucht uit Duinkerken. Hoewel details van haar verhaal mogelijk verzonnen zijn, had het ook waar gebeurd kunnen zijn, want dergelijke gebeurtenissen hebben zich echt voorgedaan. Het is een verhaal dat werd geschreven in de geest van die memorabele zomer van 1940.

Christopher Dreyer

*Mijl: 1 mijl is 1609,34 m

Zeemijl: 1 mijl is 1853,18 m
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	In 1940,

I lived with my father in the town of Deal, on the Kent coast of England,

safe from the thunder

of the Germans’ guns in France.

Some days in May I could hear it,

rolling in big booms across the English Channel.

Some days I could  feel it,

rattling the glass in the windows on our street.

My father, Martin Gates, owned the Lucy,

a sturdy fishing smack.

Her wooden tubs were thick and heavy

and smelled of herring

and mackerel

and cod.

I liked to watch my father’s quick hands,

stacking tubs and sorting fish.

I liked to listen to Dad’s friends

trading stories on the beach.

They were all Deal fishermen too.
	In 1940

leefde ik met mijn vader in Deal, een stadje aan de kust van Kent in Engeland, veilig voor het gebulder

van de kanonnen van de Duitsers in Frankrijk.

Sommige dagen in mei kon ik het horen,

als het met groot gedreun over het Engelse Kanaal rolde.

Sommige dagen kon ik het voelen,

als het het glas van de ramen in onze straat deed trillen.

Mijn vader, Martin Gates, was eigenaar van de Lucy, 

een robuuste visserssmak*.

Haar houten tonnen waren dik en zwaar

en roken naar haring

en makreel

en kabeljauw.

Ik keek graag naar mijn vaders snelle handen,

als ze tonnen stapelden en vis sorteerden.

Ik luisterde graag naar vaders vrienden

als ze verhalen uitwisselden op het strand.

Zij waren ook allemaal vissers uit Deal.

*Smak: schip voor de kustvaart, van de vorm van een tjalk, met een grote en een kleine mast en zwaarden
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	But now their talk was about

the trouble at Dunkirk,

just across the Channel,

only fifty miles away.

British soldiers were trapped there, they said.

Thousands and thousands.

And so were the French.

The Germans and their tanks would capture them.

Families would lose all those men who were

uncles and brothers

and fathers and sons.

Every boat on the English coast

was needed to go and help.

The owners

were to report for orders,

and for maps, and charts.

My brother, John, was a British soldier,

fighting in France.

Maybe he was in this trouble too.

Maybe he was trapped on the beaches of Dunkirk

and he was waiting for a navy ship,

or a fishing boat like the Lucy
to bring him home.
	Maar nu spraken ze over

de problemen in Duinkerken,

juist over het Kanaal,

op slechts 50 mijl afstand.

Britse soldaten zaten daar in de val, zeiden ze.

Duizenden en duizenden.

En zo was het ook met de Fransen.

De Duitsers en hun tanks zouden hen gevangennemen.

Families zouden al die mannen verliezen, het waren

ooms en broers

en vaders en zonen.

Elke boot aan de Engelse kust

was nodig om te gaan helpen.

De eigenaars

moesten zich melden voor instructies,

en voor plannen, en zeekaarten.

Mijn broer, John, was een Brits soldaat

die in Frankrijk vocht.

Misschien zat hij ook in de problemen.

Misschien zat hij in de val op de stranden van Duinkerken en wachtte hij op een marineschip,

of op een vissersboot zoals de Lucy,

om hem naar huis te brengen.
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	Fishermen on the beach

said I was my father’s daughter.

I could set an anchor

and coil a rope

and nudge speed into the Lucy’s old engine

better than some of the village men

who were signing up to go to Dunkirk.

Like Mr. Lewis, who worked at the post office, Mr. Cribben, the locksmith, 

and Mr. Marsh, who had taught geometry to John.

So I pulled on a woolen cap of my father’s

that smelled of herring,

and a patched pair of John’s outgrown trousers.

Only my father knew it

was me.
	Vissers op het strand

zeiden dat ik de dochter van mijn vader was.

Ik kon beter een anker uitzetten

en de trossen oprollen

en de oude motor van de Lucy aan de praat krijgen

dan sommige dorpsbewoners

die zich inschreven om naar Duinkerken te gaan.

Zoals Mr. Lewis, die in het postkantoor werkte,

of Mr. Cribben, de slotenmaker,

en Mr. Marsh, die meetkunde had gegeven aan John.

Dus zette ik een wollen muts van mijn vader op die naar haring rook,

en trok een verstelde broek aan

waar John was uitgegroeid.

Alleen mijn vader wist

dat ik het was.
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	“Hurry!...Not much time!...

Too many men…Not enough ships!”

Those were the words we heard echoing in town

and up and down the beach.

I hurried to help Dad

stack cans of water.

I lugged more cans, full of fuel, and yards of rope.

And I hurried again

to haul the wet nets off the Lucy
“We’ll need every inch of room for soldiers,”

my father called to me over his shoulder.

“Maybe even John,” 

I called back.

That afternoon we sailed for Dunkirk.

Dad didn’t have much time for talk.

He kept his words in his hands,

stowing a rope ladder

and checking the engine gears.

And he kept his words in his eyes,

reading the Channel charts and maps,

scanning the sky, thick with clouds.

My father wasn’t famous,

but he knew about the sea and the tides and currents

and how to steer clear of the Goodwin Sands.

He was the one who had taught me to read a compass.

And he could name all the stars at night

like the explorers I had studied in school.
	“Snel!...Niet veel tijd!...

Teveel man…Niet genoeg schepen!”

Dat waren de woorden die we hoorden weerklinken in de stad en heen-en-weer kaatsten over het strand.

Ik haastte me om vader te helpen

met het stapelen van kannen water.

Ik sjouwde nog meer blikken, vol brandstof, en ellenlange touwen.

En ik haastte me opnieuw

om de natte netten van de Lucy weg te halen.

“We zullen elke centimeter ruimte nodig hebben voor de soldaten,”

riep mijn vader me over zijn schouder.

“Misschien ook voor John,”

riep ik terug.

Die namiddag voeren we naar Duinkerken. 

Vader had niet veel tijd voor een praatje.

Hij hield zijn woorden in zijn handen,

terwijl hij een touwladder stouwde

en de versnelling van de motor nakeek.

En hij hield zijn woorden in zijn ogen,

terwijl hij de zeekaarten en plannen van het Kanaal las,

en de hemel afspeurde die met wolken bedekt was.

Mijn vader was niet beroemd,

maar hij kende de zee en de getijden en de stromingen 

en hij wist hoe je de Zandbanken van Goodwin moest ontwijken. Hij was het die me geleerd had een kompas te lezen.

En ’s nachts kon hij alle sterren een naam geven

net zoals de ontdekkingsreizigers waarover ik had geleerd op school. 
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	So on the last day of May the Lucy left Deal

and sailed north to Ramsgate

to join a motley group of ships.

All kinds were in her convoy.

Farther out in the Channel,

past the Goodwins,

our group joined with others.

It was like an amazing armada.

Armada.

It was a word from my schoolbook.

And there I was,

In the middle of the biggest armada of all.
	Op de laatste dag van mei verliet de Lucy dus Deal

en voer noordwaarts naar Ramsgate

om zich aan te sluiten bij een bonte verzameling van schepen.

Allerlei soorten zaten in het konvooi.

Verder weg op het Kanaal,

voorbij de Goodwins,

voegde onze groep zich bij de andere.

Het leek een ongelofelijke armada.

Armada.

Dat was een woord uit mijn schoolboek.

En daar was ik,

temidden van de grootste armada ooit. 
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	That day

the line of convoys going to help rescue the British Army

was almost five miles long,

stretched end to end

on a smooth gray sea.

To save time and fuel,

tugboats and bigger ships

pulled little ships in their wakes.

A lot of towropes frayed and snapped.

A lot of rusty motors sputtered and stopped.
	Die dag

was de rij konvooien die uitvoer om het Britse leger te redden bijna vijf mijl lang,

over de hele lengte gemeten

op een kalme grijze zee.

Om tijd en brandstof te sparen,

trokken sleepboten en grotere schepen 

de kleinere in hun kielzog mee.

Veel sleeptouwen rafelden en knapten.

Veel roestige motors sputterden en vielen stil.
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	I listened to the low throb

of the Lucy’s engine.

Hour after hour.

Mile after mile.

Steady engine.

Steady friend.

The dozens of ships around us

were headed to Dunkirk too.

The little ships looked even smaller

under that sullen Channel sky.

Everyone in the boats around the Lucy
knew there was terrible trouble up ahead.

Big navy ships passed with their white wakes,

going the other way.

Headed back from Dunkirk,

to England and to home.

They made a silent parade.

Not grand.

Just uniform brown

And battleship gray.

Their decks and railings were crowded with men.

I tried to look up and find John

in that sea of tin helmets and tired faces.

But they were the faces of strangers

and not my tall skinny brother.
	Ik luisterde naar het doffe gestamp

van Lucy’s motor.

Uur na uur.

Mijl na mijl.

Betrouwbare motor.

Trouwe vriend.

De tientallen schepen om ons heen

zetten ook koers naar Duinkerken.

De kleinste scheepjes leken nog kleiner

onder die sombere hemel van het Kanaal.

Iedereen in de boten rond de Lucy
wist dat er heel wat ellende op komst was.

Grote marineschepen voeren met hun witte kielwater voorbij, in tegengestelde richting.

De weg terug van Duinkerken,

naar Engeland en naar huis.

Ze vormden een stille parade.

Niet indrukwekkend.

Slechts het bruin van uniformen

en het grijs van slagschepen.

De scheepsdekken en relingen stonden volgeperst met mannen.

Ik probeerde omhoog te kijken en John te vinden

in die zee van stalen helmen en vermoeide gezichten.

Maar het waren gezichten van onbekenden

en niet dat van mijn grote magere broer.  
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	Dad handed me a mug

of strong, sweet tea,

and a woolly thick jacket

to keep off the Channel chill.

When our convoy reached the French coast,

we heard the German guns.

Other guns were answering back.

And then the Lucy was there, 

off Dunkirk’s beaches, 

in the night

and in the early morning,

and it was real.

All the oil smoke that got in my eyes,

and all the terrible noise that got in my ears.

And all the men.

The sandy beaches at Dunkirk were black

with lines that curved like snakes.

And the lines were British soldiers.

And the French were there too.

There were even men standing shoulder to shoulder

along the length of the Mole,

the narrow wooden pier in Dunkirk’s harbor. 

Thousands of soldiers, waiting for ships.
	Vader gaf me een kop

sterke, zoete thee

en een dik vollen vest

tegen de kou van het Kanaal.

Toen ons konvooi de Franse kust bereikte,

hoorden we de Duitse kanonnen.

Andere kanonnen beantwoordden het vuur.

Toen was de Lucy daar,

voor het strand van Duinkerken,

in de nacht

en in de vroege morgen,

en het was echt.

Al die vettige rook die in mijn ogen trok,

Al dat verschrikkelijke lawaai dat in mijn oren kwam.

En al de mannen.

De zandstranden van Duinkerken zagen zwart

van de rijen die kronkelden als slangen.

En die rijen waren Britse soldaten.

En de Fransen waren er ook.

Er stonden zelfs mannen schouder aan schouder over de lengte van de Mole,

De smalle houten pier van Duinkerkens haven.

Duizenden soldaten, wachtend op een schip.
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	We stayed close to a minesweeper,

then sailed into the shallows

to ferry our first load.

I called back the depth of the water

as Dad steered the Lucy toward the beach.

Not a beach like Deal’s.

This beach was wide and flat,

its sand covered by men who were hungry and thirsty,

by horses running loose from their French riders,

by dozens of barking dogs,

by trucks of equipment,

by the wild mess of an army on the run. 
	We bleven in de buurt van een mijnenveger, 

voeren dan het ondiepe in

om onze eerste lading over te zetten.

Ik riep de diepte van het water af

terwijl Vader de Lucy naar het strand toe loodste.

Geen strand zoals dat van Deal.

Dit strand was vlak en uitgestrekt,

en het zand bezaaid met mannen die honger hadden en dorst,

met paarden losgerukt van hun Franse ruiters,

met tientallen blaffende honden,

met vrachtwagens en materieel,

met de chaotische warboel van een leger op de vlucht.
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	And there were hundreds of other ships

that were little like ours – English and French, Belgian and Dutch.

We were all there rowing

and carrying

and paddling

and ferrying – 

from the sand beaches to the big ships

anchored out in deeper water

and back again.
	Er waren honderden andere schepen

even klein als dat van ons – 

Engelse en Franse, Belgische en Hollandse.

We roeiden daar allemaal

en we droegen

en we paddelden

en we zetten over – 

van de zandstranden naar de grote schepen

die in dieper water voor anker lagen

op en neer, op en neer.
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	My father gazed at the thousands of men

and I knew that he was thinking about John.

He stood at the helm,

holding the Lucy steady in the water,

against the wakes from other ships,

against broken planks washing toward the beach,

against lost boots and army coats,

and everything that soldiers leave behind

when they can take only themselves.
	Mijn vader tuurde naar de duizenden mannen

en ik wist dat hij aan John zat te denken.

Hij stond aan het roer,

terwijl hij zorgde dat de Lucy zich in het water

in evenwicht hield,

tegen het kielwater van andere schepen,

tegen de gebroken planken die naar het strand spoelden,

tegen verloren laarzen en legerjassen,

en alles wat soldaten achterlaten

wanneer ze alleen zichzelf kunnen meenemen.
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	I had to stand taller

and help my father.

I had to help soldiers

whose names I never knew.

And not say that I was afraid to see war.

I had to pretend that my arms didn’t ache

from hauling soldiers, dripping wet,

onto the rocking deck of our boat.

My hands were rubbed raw inside the work gloves

that fit my father, not me.

Most of Dunkirk was burning – 

town and harbor, houses and docks.

I had to rub the sting from my eyes,

not from tears, but from the black smoke.

And I couldn’t look for more than a second

at a soldier who cried for me to give him water,

who had no bandages,

just blood all down his front.
	Ik moest heel flink zijn

en mijn vader helpen.

Ik moest soldaten helpen

wier namen ik nooit heb gekend.

En niet zeggen dat ik bang was om oorlog te zien.

Ik moest doen alsof mijn armen geen pijn deden

van het aan boord hijsen van de soldaten, druipnat,

op het deinende dek van onze boot.

Mijn handen waren rauw opengeschuurd in de werkhandschoenen

die mijn vader pasten, niet mij.

Het grootste deel van Duinkerken stond in brand – 

stad en haven, huizen en dokken.

Ik moest de prikkeling uit mijn ogen wrijven,

niet van tranen, maar van de zwarte rook.

En ik kon niet langer dan een seconde kijken 

naar een soldaat die me om water smeekte.

Hij had geen verband om,

zijn hele voorhoofd zat onder het bloed. 
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	We ferried a Cameron Highlander

who couldn’t find his regiment.

And a red-faced cook

who spoke only French.

And so many British soldiers

that I lost count of how many

in all the Lucy’s loads,

out to the big ships.

I saw two men, side by side,

in a half-swamped rowboat,

pulling on oars for hours,

ferrying a beaten army,

a few men at a time.

I saw a plank raft with a rusty old bicycle,

strapped down with bits of rope.

And a soldier who’d lost his helmet,

but who brought a parakeet in a cage.

I saw men who were brave,

and some who were not.

I heard shouts in English and in French,

And in Belgian and in Dutch.

“Get the men off the beaches.

Get the men off the Mole.

Get them onto ships,

get them back home.”

That was the job we had been sent to do.

That was the job, and we each had a part.
	We vervoerden een Cameron Highlander*

die zijn regiment niet meer vond.

En een kok met een rood gezicht

die alleen Frans sprak.

En zoveel Britse soldaten

dat ik de tel kwijt was hoeveel

in al de ladingen van de Lucy,

naar de grote schepen.

Ik zag twee mannen, zij aan zij,

in een half gezonken roeiboot,

urenlang met roeispanen in de weer,

om een verslagen leger over te zetten,

een paar mannen per keer.

Ik zag een houten vlot met een roestige oude fiets,

vastgebonden met stukjes touw.

En een soldaat die zijn helm kwijt was,

maar die een parkiet in een kooi meebracht.

Ik zag mannen die dapper waren,

en sommigen die het niet waren.

Ik hoorde roepen in het Engels en Frans,

en in het Vlaams en in het Nederlands.

“Haal de mannen van de stranden.

Haal de mannen van de Mole.

Zet ze op de boten,

breng ze terug naar huis.”

Dat was het werk waarvoor we waren uitgestuurd.

Dat was ons werk, en we hadden allen ons deel.

*Cameron Highlander, benaming van een Schotse soldaat van een bepaald regiment. Tijdens officiële plechtigheden en militaire ceremonies dragen ze en kilt. 
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	I kept checking the Lucy’s fuel.

When only two cans were still full,

we followed a Smoky Joe*

and a Dutch Skoot**

and turned to head home.

My father and I prayed that John, if he were here,

had found a place on a sturdy ship.

Suddenly the sky was filled with the noise of an enemy plane.

It was a dive-bombing German Stuka.

Some stray bullets hit the Lucy
and she sprang a dozen leaks.

Our last load of soldiers

had to bail with their helmets

on the miles going home.

But the Lucy’s engine kept running steady

with that throb I knew so well.

*A Smoky Joe was a nickname in the British Navy for a minesweeper.

** A skoot is flat-bottomed Dutch boat, originally known as a schuit.
	Ik keek geregeld de brandstof van de Lucy na.

Toen er nog maar twee blikken vol waren,

volgden we een Smoky Joe*

en een Nederlandse platbodem

en keerden huiswaarts.

Mijn vader en ik baden dat John, als hij hier was,

een plaats had gevonden op een stevig schip.

Plots vulde de hemel zich met het lawaai van een vijandig vliegtuig.

Het was een duikbommenwerper, een Duitse Stuka.

Een paar verdwaalde kogels raakten de Lucy
en ze sprong op meerdere plaatsen lek.

Onze laatste lading soldaten

moest de laatste mijlen naar huis

met hun helmen het water hozen.

Maar Lucy’s motor bleef gestaag draaien

met dat stampende geluid dat ik zo goed kende.

*Smoky Joe, dit was de bijnaam voor een mijnenveger bij de Britse zeemacht.
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	And then we were there, 

with dozens of other ships,

streaming into the safety of the harbor at Dover.

Bringing our army home…

I helped my father look for John

among all the ships

unloading men.

I asked busy officers

who were yelling orders,

but no one could tell me news.

The ships crowding the harbor

Were full of tall skinny soldiers.

But none were John Gates from Deal.

Mr. Lewis and Mr. Marsh spotted the Lucy,

and came to tell us how they’d been towed

by a Scottish trawler,

all the way back to the white cliffs of Dover.

And then they looked away, and said Mr. Cribben 

wouldn’t ever be coming home.

And so we went back to Deal,

and sailed the Lucy onto the narrow beach.

We kept the black, matted dog

that a French sergeant had asked us to take.

I named him Smoky Joe.

Smoky, with his damp rope collar,

was a part of Dunkirk

that we brought home to Deal.
	En toen waren we in daar, in Dover,

met tientallen andere schepen,

en liepen de beschutting van de haven binnen.

En brachten ons leger thuis…

Tussen de schepen

die de mannen uitlaadden

hielp ik mijn vader met het zoeken naar John.

Ik deed navraag bij drukke officieren

die orders riepen,

naar niemand kon me iets vertellen.

De schepen die de haven binnenstroomden

zaten vol met lange magere soldaten.

Maar geen van hen was John Gates uit Deal.

Mr. Lewis en Mr. Marsh herkenden de Lucy,

en ze kwamen ons vertellen hoe ze de hele weg terug

tot de witte kliffen van Dover, door een trailer [sic]
op sleeptouw waren genomen.

En ze wendden de blik af, en zeiden dat Mr. Cribben 

nooit meer zou thuiskomen.

En zo keerden we terug naar Deal,

en voeren de Lucy in de richting van het smalle strand.

We hielden de zwarte hond met zijn doffe vacht,

waarvan een Franse sergeant ons had gevraagd hem

mee te nemen.

Ik noemde hem Smoky Joe.

Smoky, met zijn vochtige halsband van touw,

was een stuk van Duinkerken

dat wij mee naar huis brachten, naar Deal.
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	On June 3,

we got word that John

had come back safely on a Belgian tug.

And the very next day,

I sat by the radio

with my father and Smoky Joe.

I sat straight up

when the Prime Minister thundered his grand speech.

I was glad that Mr. Churchill didn’t keep

his words in his hands and in his eyes

in the way of Deal fishermen.

At first he had thought

only a few men could be saved

from the beaches of Dunkirk.

He was wrong.

The newspaper later said

over 338,000 men came home.

But I think Mr. Churchill knew al allong

that our country could do it,

if everyone pulled together.

That’s why he sent all those big navy ships.

And the little ships,

like our Lucy,

too. 
	Op 3 juni,

kregen we bericht dat John

veilig was teruggekomen op een Belgische sleepboot.

En precies een dag later,

zat ik bij de radio

met mijn vader en Smoky Joe.

Ik zat rechtop

toen de Eerste Minister zijn gewichtige speech uitbulderde.

Ik was blij dat Mr. Churchill

zijn woorden niet in zijn handen en in zijn ogen hield

zoals de vissers van Deal dat doen.

In het begin had hij gedacht

dat slechts een paar man gered kon worden

van de stranden van Duinkerken.

Hij had het bij het verkeerde eind.

De krant beweerde later

dat meer dan 338 000 mannen waren teruggekeerd.

Maar ik denk dat Mr. Churchill de hele tijd al wist

dat het ons land wel zou lukken,

als iedereen zou samenwerken.

Daarom stuurde hij al die grote marineschepen.

En de kleine scheepjes,

Zoals onze Lucy, 

ook.
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	Author’s Note

In May of 1940, many countries in Europe were at war with Germany. British and French soldiers, half a million of them, were trapped on three sides of northern France by German troops and tanks. The only way out for the Allied army, the only escape, was the sea.

An incredible armada of 861 ships, the largest at the time in naval history, assembled off the beaches of Dunkirk to ferry British and French soldiers across the English Channel to Dover and other small ports in southeastern England. Vice Admiral Bertram Ramsay, who organized the rescue efforts, directed “Operation Dynamo” from his headquarters in the chalk cliffs of Dover, just across the Channel from Dunkirk. He called the rescue armada his “Cockleshell Fleet” because of the hundreds of small river and coastal fishing craft that answered the government’s call to assist the larger ships of the British Royal Navy. 

Of the 338,226 men rescued, most came back to England on the bigger ships. But the little ships had their part to play during the crucial nine days, May 26-June 4, ferrying hungry and exhausted soldiers from Dunkirk’s beaches across the dangerous shallow water to the bigger ships. Many dogs that were pets of English and French soldiers, and a few strays, were rescued as well. Almost two hundred dogs were abroad ships landing in Dover. There are as many stories about Dunkirk as there were ships and people involved. This story is part truth, part fiction. It could have happened. Maybe, indeed, it did. 

From Winston Churchill’s June 4 speech to Parliament:

“We must be very careful not to assign to this deliverance the attributes of a victory. Wars are not won by evacuations…

Even though large tracts of Europe and many old and famous States have fallen or may fall into the grip of the Gestapo and all the odious apparatus of Nazi rule, we shall not flag or fail. We shall go on to the end, we shall fight in France, we shall fight in the seas and oceans, we shall fight with growing confidence and growing strength in the air, we shall defend our island, whatever the cost may be, we shall fight on the beaches, we shall fight on the landing-grounds, we shall fight in the fields and the streets, we shall fight in the hills; we shall never surrender, and even if, which I do not for a moment believe, this island or a large part of it were subjugated and starving, then our Empire beyond the seas, armed and guarded by the British Fleet, would carry on the struggle, until in God’s good time, the New World, with all its power and might, steps forth to the rescue and liberation of the Old.”
	Noot van de auteur

In mei 1940 waren veel Europese landen in oorlog met Duitsland. Een half miljoen Britse en Franse soldaten zaten langs drie kanten in Noord-Frankrijk ingesloten door Duitse troepen en tanks. De enige uitweg voor het legen van de Geallieerden, de enige vluchtweg, was de zee.

Een ongelofelijke armada van 861 schepen, in die tijd de grootste uit de maritieme geschiedenis,  kwam samen bij de stranden van Duinkerken om Britse en Franse soldaten het Kanaal over te brengen naar Dover en andere kleine havens in Zuidoost-Engeland. Vice-admiraal Bertram Ramsay die de reddingspogingen organiseerde, leidde “Operatie Dynamo” vanuit zijn hoofdkwartier op de krijtrotsen van Dover, recht tegenover Duinkerken aan de andere kant van het Kanaal. Hij noemde de reddingsarmada zijn “Vloot van vissersbootjes” vanwege de honderden kleine rivier- en kustvissersbootjes die reageerden op de oproep van de regering om de grotere schepen van de Britse Koninklijke Zeemacht bij te staan.

Het merendeel van de 338.226 geredde mannen keerde naar Engeland terug met de grotere schepen. Maar de kleine schepen speelden een belangrijke rol tijdens de cruciale negen dagen, van 26 mei tot 4 juni, door hongerige en uitgeputte soldaten vanaf de stranden van Duinkerken doorheen het gevaarlijke ondiepe water over te brengen naar de grotere schepen. Veel honden, huisdieren van Engelse en Franse soldaten, en een paar zwerfdieren werden ook gered. Er zaten bijna tweehonderd honden aan boord van de schepen die in Dover afmeerden. Er zijn zoveel verhalen over Duinkerken als er schepen en mensen waren. Dit verhaal is deels waargebeurd, deels verzonnen. Het zou gebeurd kunnen zijn. En misschien, inderdaad, is het ook wel echt gebeurd.

Uit de 4 juni-speech van Winston Churchill aan het Parlement:

“We moeten heel voorzichtig zijn deze redding niet de kenmerken van een overwinning toe te schrijven. Oorlogen worden niet gewonnen door evacuaties…

Hoewel grote gebieden van Europa en veel oude en vermaarde Staten in de greep van de Gestapo en het hatelijke apparaat van het nazibewind zijn gekomen of kunnen komen, zullen we niet versagen of falen. We zullen doorgaan tot het einde, we zullen vechten in Frankrijk, we zullen vechten op de zeeën en oceanen, we zullen vechten met groeiend vertrouwen en groeiende sterkte in de lucht, we zullen ons eiland verdedigen, wat dat ook moge kosten, we zullen vechten op de stranden, we zullen vechten op de landingsgronden, we zullen vechten in de velden en in de straten, we zullen vechten in de heuvels; we zullen ons nooit overgeven, en zelfs indien, wat ik geen moment geloof, dit eiland of een groot deel ervan onderworpen en stervende zou zijn, dan nog zal ons Rijk over zee, bewapend en beschermd door de Britse Vloot, de strijd voortzetten, totdat als het God belieft, de Nieuwe Wereld zich, met al zijn macht en kracht, aandient tot hulp en bevrijding van de Oude.”
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	2
	Judith und Lisa waren die besten Freundinnen, die man sich denken konnte. Sie wohnten einander gegenüber, sie spielten zusammen, lachten, waren manchmal traurig, und ab und zu stritten sie auch. Aber sie versöhnten sich immer wieder schnell, weil sie sich sehr liebhatten. Lisa und Judith kamen zusammen in die Schule, und sie saβen nebeneinander.   
	Er bestonden geen betere vriendinnen dan Judith en Lisa. Ze woonden tegenover elkaar, ze speelden met elkaar, hadden plezier samen, waren ook wel eens verdrietig, en af en toe hadden ze ruzie met elkaar. Maar ze maakten het altijd weer heel gauw goed, want ze hielden heel veel van elkaar. Lisa en Judith gingen samen naar school en in de klas zaten ze naast elkaar.

	4
	Eines Tages wurde im Schulzimmer an der Wand ein groβes Bild aufgehängt. Da war der Mann mit dem Bärtchen drauf, den man jetzt so oft sah. Der Vater hatte auf Judiths Fragen geantwortet, daβ dieser Mann so etwas wie ein böser Kaiser sei. Und die Kinder und Erwachsenen sachten zur Begrüβung nicht mehr „Guten Morgen“, sondern „Heil Hitler“.
	Op een dag werd er in het klaslokaal een groot portret aan de muur gehangen. Het was een afbeelding die je tegenwoordig steeds meer zag: die van een man met een snorretje. Judiths vader had gezegd dat die man een soort slechte keizer was. En als de mensen elkaar tegenkwamen begroetten ze elkaar niet meer met ‘goedemorgen’, maar met ‘Heil Hitler’. 

	6
	In der Schule lernt man Lesen und Schreiben, Rechnen und Musik und vieles andere mehr. Judith und Lisa lernten jetzt auch, daβ es gute Menschen gab, die fast immer blond, blauäugig, stark und deutsch waren. Böse Menschen, erklärte die Lehrerin, hatten meistens dunkle Haare, krumme Nasen und einen falschen Blick. Das seien die Juden. Und die Lehrerin sagte: „Der Jude ist die gröβte Gefahr für das deutsche Volk. Deswegen müssen wir allen gegen ihn kämpfen, wo er uns auch begegnet!“ Judith war still geworden. Papa hatte neulich zu Mama gesagt: „ Wir sind zwar Juden, aber uns tun ‚die‘ bestimmt nichts.“ Mit ‚die‘ hatte er die Männer in den schwarzen Stiefeln und braunen Hemden gemeint und den Mann mit dem Bärtchen. Judith faβte ihre dunklen Zöpfe an und schaute verwirrt auf die Lehrerin.       
	Op school leer je lezen en schrijven, rekenen en muziek en nog veel meer. Judith en Lisa leerden nu ook, dat er goede mensen waren, die bijna allemaal blond waren en blauwe ogen hadden, en ze waren sterk en Duits. Slechte mensen, zei de juf, hadden meestal donker haar, een kromme neus en een loerende blik. Daar bedoelde ze de joden mee.

En ze zei: ‘De jood is het grootste gevaar voor het Duitse volk. Daarom moeten we hem bestrijden, met alle middelen die we hebben!’

Judith zat er stilletjes bij. Laatst had pappa tegen mamma gezegd: ‘We zijn dan wel joden, maar ons zullen ‘ze’ heus niets doen.’ Met ‘ze’ bedoelde hij de mannen met zwarte laarzen en bruine hemden en de man met het snorretje.

Helemaal in de war raakte Judith even haar donkere vlechten aan en keek naar de juf.

	8
	Oft marschierten die Männer mit den schwarzen Stiefeln durch die Straβen. Jedermann sollte sehen, daβ der Mann mit dem Bärtchen der gröβte Führer der Menschheit sei, und alle standen am Straβenrand, schrien „Heil Hitler!“ und winkten. Judith hätte auch gern wie Lisa ein Fähnchen gehabt, aber die Eltern hatten ihr verboten, damit zu winken. Ein freundlicher älterer Herr beugte sich jedoch zu Judith herab und gab ihr ein Hakenkreuzfähnchen. 
	De mannen met de zwarte laarzen marcheerden dikwijls door de straten.

Iedereen moest zien dat de man met het snorretje de grote leider van de mensheid was. Als ze voorbijkwamen stonden alle mensen stil, riepen ‘Heil Hitler’ en zwaaiden. Judith wilde wel dat ze net zo’n mooi vlaggetje als Lisa had, maar haar ouders hadden haar verboden daarmee te zwaaien. Een vriendelijke oude man boog zich naar Judith toe en gaf haar toch een vlaggetje met een hakenkruis.

	10
	Die Kinder lernten, daβ es schlechte Bücher gäbe. Meistens hätten Juden sie geschrieben. Damit die Seele der Kinder nicht vergiftet würde, hätte man diese Bücher alle verbrannt. Schlechte Bilder, die auch oft Juden gemalt hätten, gäbe es ebenfalls nicht mehr, denn diese Maler dürften nicht mehr malen. Alle Kinder, auch Judith und Lisa, sollten zu Hause einmal nachsehen, was für Bilder an den Wänden hingen und der Lehrerind davon erzählen.

Da fühlte sich fast jeder in der Klasse auf einmal stark. Es war praktisch, jemanden zu haben, der an allem schuld war. Vielleicht waren die Juden auch schuld daran, daβ fast nichts in der Schultüte gewesen war oder daβ der Papa keine Arbeit fand oder daβ die Wohnung zu eng war. Sicher ginge es ihnen allen besser, wenn es keine Juden gäbe.  

Judith aber war nicht mehr gern in der Schulde.   
	De kinderen leerden, dat er slechte boeken bestonden en dat de meeste van die boeken door joden geschreven waren. Deze boeken waren allemaal verbrand, zodat ze de kinderzieltjes niet meer konden vergiftigen. De juf vertelde ook, dat er al bijna geen slechte tekeningen en schilderijen meer bestonden, omdat de joodse kunstenaars niet meer mochten schilderen. Alle kinderen, ook Judith en Lisa, moesten thuis maar eens goed kijken wat er aan de muren hing en het dan aan de juf komen vertellen.

Opeens voelden haast alle kinderen in de klas zich goed en sterk. Het was heel makkelijk, iemand te hebben die je van alles de schuld kon geven.

Misschien was het ook wel de schuld van de joden dat ze bijna geen cadeautjes voor hun verjaardag hadden gekregen, of dat pappa geen baan kon vinden, of dat hun huis veel te klein was. Het zou vast veel beter gaan, als er geen joden meer waren. Maar Judith vond het niet leuk meer om naar school te gaan. 

	12
	Die Freundschaft von Judith und Lisa wurde immer wieder auf die Probe gestellt.

„Setz dich nach hinten, Judith“, sagte die Lehrerin, und Judith muβte ganz allein in der letzten Bank sitzen. Die anderen Kinder sahen sie neugierig an, und auβer Lisa sprach niemand mehr mit ihr. 

In der Pause sprangen die Kinder alle um Judith herum und schrien: „Judenmädchen! Judenmädchen!“ Lisa aber rannte zu Judith und legte schützend den Arm um sie. Da wurden die Kinder still.   
	De vriendschap tussen Judith en Lisa werd steeds meer op de proef gesteld.

‘Ga jij maar achteraan zitten, Judith,’ zei de juf, en Judith moest helemaal alleen in de achterste bank zitten. De andere kinderen keken haar nieuwsgierig aan, en behalve Lisa zei niemand meer iets tegen Judith.

In de pauze sprongen alle kinderen om Judith heen en riepen: ‘Jodenmeisje! Jodenmeisje!’ Maar Lisa rende naar Judith toe en sloeg beschermend haar arm om haar heen. Toen werden de andere kinderen stil. 

	14
	Judith durfte nicht mehr mit Lisa in die Badeanstalt gehen, und sie sollte auch nicht mehr mitturnen. An vielen Gaststätten hing das Schild: „Juden unerwünscht!“ Und eines Tages konnte man an der Apotheke von Judiths Eltern ein Schild lesen: „Deutsche! Wehrt euch! Kauft nicht beim Juden!” Lisa war verwirrt darüber, denn sie hatte Judith lieb, und auch Judiths Eltern sprachen immer so nett und fröhlich zu ihr. Sie konnte keinen Unterschied zwischen sich und einem jüdischen Mädchen wie Judith entdecken. 

„Spiel nicht mehr so oft mit Judith“, sagte Lisas Mutter ängstlich, „es muβ ja nicht unbedingt dieses Kind sein!“

Von jetzt ab ging Lisas Mutter auch nicht mehr in die Apotheke zu Judiths Eltern, sondern fuhr viele straβen weiter zu einem anderen Geschäft. Lisa und Judith muβten sich Geheimzeichen ausdenken, wenn sie sich besuchen wollten. 

Sie winkten einander von den Fenstern und dem Balkon her zu. Dreimal winken hieβ: „Ich komme zum Spielen!“ Und dreimal die Faust zeigen hieβ: „Komm jetzt lieber nicht – meine Eltern sind da!“      
	Judith mocht niet meer met Lisa naar het zwembad gaan, en ze mocht ook niet meer meedoen met gymnastiek. Bij veel restaurants en café’s zag je een bordje: ‘Joden Niet Gewenst’. En op een dag hing er een bordje aan de deur van de apotheek van Judiths ouders: ‘Duitsers! Verzet u! Koop niet bij joden!’

Lisa kon het niet begrijpen, want ze hield veel van Judith en ook Judiths ouders waren altijd zo aardig tegen haar. Ze zag geen verschil tussen haarzelf en een joods meisje zoals Judith. ‘Speel maar niet meer zo vaak met Judith,’ zei Lisa’s moeder angstig.

‘Je kunt toch ook wel met een ander meisje spelen?’ Vanaf die dag ging Lisa’s moeder niet meer naar de apotheek van Judiths ouders, maar naar een zaak die vele straten verder lag.

Lisa en Judith moesten geheime tekens verzinnen als ze bij elkaar wilden komen. De een ging op het balkon staan, de ander achter het raam, en dan seinden ze naar elkaar. Driemaal zwaaien betekende ‘Ik kom bij je spelen’, en driemaal een vuist maken ‘Kom nu maar liever niet, want mijn ouders zijn thuis’.

	16
	„Sprich nicht mehr mit Judith“, beschwor die Mutter Lisa, „sonst bekommen wir Schwierigkeiten.“ 

Lisa verstand nicht, weshalb sich die Mama fürchtete. 

„Frag nicht soviel, das verstehst du noch nicht“, sagten die Eltern, „man muβ eben vorsichtig sein heutzutage!“

Eines Nachmittags gab Lisa das Zeichen für Judith, daβ sie zusammen spielen konnten. Am liebsten spielten sie im Augenblick die Geschichten von den drei Bären im Walde nach. Jede hatte einen Bären, Judith den Puhz, Lisa den Jochen, und das Wollbäckchen, das gehörte ihnen gemeinsam. Mit dem kleinsten Bären wollten eigentlich immer beide spielen. Heute war ein seltsamer Tag. Lisa fühlte sich auf einmal anders als Judith. „Ich spiele von jetzt ab immer mit dem Wollbäckchen“, bestimmte sie. Als Judith sich weigerte, sagte Lisa plötzlich von oben herab: „Du bist ja sowieso nur ein Judenmädchen!“

Es wurde ganz still. Judith lieβ das Wollbäckchen fallen und stand auf. Sie nahm ihren Bären Puhz in die Hand und lief, so schnell sie konnte, die Treppe hinunter. Lisa blieb zurück. Trotzig und verlegen zugleich schimpfte sie auf Judith und warf dann wütend die Bären in die Ecke.   
	‘Je moet maar niet meer met Judith praten,’ zei Lisa’s moeder. ‘Anders krijgen we moeilijkheden,’

Lisa begreep niet, waar mamma bang voor was. ‘Vraag niet zoveel, je begrijpt het toch niet,’ zeiden haar ouders. ‘Je kunt de laatste tijd niet voorzichtig genoeg zijn.’

Soms gaf Lisa Judith het sein dat ze samen konden spelen. Hun lievelingsspelletje was ‘Goudlokje en de drie beren’; dat speelden ze na met hun eigen teddyberen. Judith had de vader beer, Lisa de moeder beer en het kleinste beertje was van hen samen. Dat vonden ze allebei het liefste beertje.

Maar vandaag ging alles anders. Lisa bekeek Judith met andere ogen.

‘Van nu af aan speel ik alleen met Klein Beertje,’ zei ze. En toen Judith zei dat ze dat niet goed vond, zei Lisa opeens uit de hoogte:’ Je bent toch maar een jodenmeisje!’

Het werd heel stil. Judith liet het kleine beertje vallen en stond op. Ze pakte haar eigen teddybeer op en liep zo snel ze kon de trap af.

Lisa bleef alleen achter. Beledigd en verward tegelijk riep ze Judith wast scheldwoorden na. Toen gooide ze woedend de beren in een hoek van de kamer.

	18
	Judith kam am nächsten Tag nicht in die Schule. Auch an den folgenden Tagen fehlte sie. Niemand sprach mehr über sie. 

Lisa tat der Streit um das Wollbäckchen schnell leid, aber auch am Fenster war Judith nicht mehr zu sehen, und die Eltern verboten ihr, zu Judiths Haus zu gehen. 
	De volgende dag was Judith niet op school. En ook de dagen daarop bleef haar plaats leeg. Niemand praatte meer over haar. Lisa had er algauw spijt van gekregen dat ze ruzie had gemaakt om het kleine beertje, maar ze zag Judith ook niet meer voor het raam en haar ouders hadden haar verboden naar Judiths  huis te gaan.

	19
	Es war in einer Nacht. Lisa schlief tief und fest mit Wollbäckchen im Arm. Sie hörte nicht die Motorengeräusche der Autos, das Laufen und Trampeln von Stiefeln, das Rufen und Schreien, das Klirren und Zerbrechen von Glas.  
	Het gebeurde in de nacht. Lisa lag vast te slapen, het kleine beertje naast haar op het kussen. Ze hoorde niets van het geronk van automotoren, het stampen van laarzen, het roepen en huilen, het gerinkel van brekend glas.

	20
	Am Morgen, als Lisa am Fenster stand und, wie immer, zu Juditsh Haus hinüberblickte, sah sie entsetzt, daβ die Apotheke völlig verwüstet war. Die Fensterscheiben waren eingeschlagen, und in den Ladenräumen sah sie umgeworfene Schränke, Flaschen, Schachteln, Papiere, Tabletten und Kräuter. Vieles lag zertreten, zerfetzt und zersplittert auf dem Bürgersteig. Die Tür stand weit offen.  
	De volgende ochtend, toen Lisa voor het raam ging staan om net als elke morgen naar Judiths huis te kijken, schrok ze ontzettend. De apotheek was volledig vernield. De etalageruiten waren ingeslagen, en binnen lagen versplinterde kasten en planken, kapot gegooide flessen, verscheurd papier, pillen, poeders en kruiden overal verspreid. De deur stond wijd open.

	22
	Voller Angst und mit klopfendem Herzen rannte Lisa auf die Straβe, das Wollbäckchen noch im Arm. Sie stand verstört inmitten der Glasscherben und schrie nach Judith, aber Judith kam nicht. 

„Lisa, warte!“ rief die Mutter, die ihr nachgerannt war, „komm wieder her, die sind alle weg!“

„Weg?“ fragte Lisa erschrocken und schaute in den dunklen Ladeneingang. „Wo sind sie hin?“ Ich will doch Judith unsere Wollbäckchen geben. Wir wollen uns wieder vertragen!“

„Die kommen nicht wieder“, flüsterte Lisas Mutter und zog ungeduldig an Lisas Arm. Aber Lisa rühre sich nicht.

Langsam sagte sie: „Da liegt ja Puhz“ und zeigte auf Judiths Teddy, der beschmutzt und zertreten zwischen den Glasscherben lag. Etwas war geschehen, das Lisa nicht verstand. Sie lieβ das Wollbäckchen fallen, neben den Bären von Judith und schaute die Mama an. 

„Denk nicht mehr daran und vergiβ das alles“, sagte Lisas Mutter. Wieder ergriff sie Lisa fest am Arm, und dann lief sie mit ihr zurück ins Haus. 
	Met een wild kloppend hart van angst rende Lisa de straat op, het kleine beertje tegen zich aan geklemd. Helemaal overstuur stond ze midden in de glasscherven en riep wanhopig om Judith. Maar Judith kwam niet.

‘Lisa, wacht!’ riep haar moeder, die haar achterna gerend was. ‘Kom terug, ze zijn allemaal weg!’

‘Weg?’ vroeg Lisa geschrokken. ‘Waar naar toe dan? Ik wil Judith Klein Beertje geven. Ik wil het weer goedmaken met haar!’

‘Die komen niet meer terug,’ fluisterde Lisa’s moeder. Ze trok ongeduldig aan Lisa’s arm. Maar Lisa verroerde zich niet. Langzaam zei ze: ‘Daar ligt vader Beer,’ en ze wees op Judiths teddybeer, die vuil en vertrapt tussen de glasscherven lag. Lisa kon niet begrijpen wat hier gebeurd was. Ze liet het kleine beertje vallen, naast Judiths beer en keek haar moeder aan. ‘Je moet er niet meer aan denken. Je moet dit alles vergeten!’ zei Lisa’s moeder. Ze pakte Lisa weer bij haar arm en trok haar mee naar huis. 

	24
	Bald darauf lernte Lisa in der Schule, daβ es sehr viel besser wäre, wenn man die Juden an einem Zeichen erkennen könnte, denn manche täten so, als seien sie wie alle andere Menschen. Und eines Tages muβten alle Juden ein Zeichen tragen, wenn sie auf die Straβe gingen. An dem groβen, gelben Stern auf der Kleidung sollte man sehen, daβ hier ein Jude war.

Lisa schaute jedes Mädchen aufmerksam an, das einen solchen gelben Stern trug. Aber so sehr sie auch suchte, sie fand Judith niemals wieder.    
	Een paar dagen later leerden de kinderen op school, dat het veel beter zou zijn als de joden iets hadden waardoor ze herkenbaar waren. Dan konden ze ook niet meer doen alsof ze gewone mensen waren. En vanaf die dag moesten alle joden een grote, gele ster op hun jas dragen, zodat iedereen kon zien dat ze joden waren.

Elke keer als ze een meisje met zo’n gele ster op straat zag, keek Lisa heel oplettend naar haar. Maar hoe ze ook zocht, Judith heeft ze nooit teruggevonden.

	26
	Nachwort

Du möchtest sicher wissen, ob es “Judith und Lisa” gegeben hat? Das Schicksal dieser beiden Mädchen gehört zu einer groβen wahren Geschichte. 

Du kennst vielleicht die Geschichte von Adam und Eva, den ersten Menschen, die in Gottes Paradies wohnten. Sie wurden ungehorsam, und Gott vertrieb sie und verschloβ den schönen Garten. Nun lebten die Menschen auf der Erde, bekamen Kinder und wurden zu groβen Völkern, aus denen Gott sich eines aussuchte: die Juden. Gott wollte es durch die Jahrtausende führen. Er versprach ihnen einen Retter, der ihnen das verlorene Paradies wieder öffnen würde. Das kannst du im ersten Teil der Bibel lesen. 

Im zweiten Teil erfährst du, daβ Gott seinen Sohn Jesus Christus schickte, um die Menschen zu erlösen. Die Juden erwarteten einen mächtigen König, es kam aber ein armer Jude aus ihrem eigenen Volk. Er tröstete die Menschen, war gut zu ihnen und versprach ihnen, daβ sich nach ihrem Tode wieder im Paradies seines Vaters leben dürften. Er würde es ihnen öffnen. 

Um diese Zeit herrschte das Volk der Römer über die Juden. Sie töteten Jesus, weil sie seine Macht fürchteten. Vielen Juden war das recht, für sie war Jesus ein Lügner. Die anderen aber trauerten um Jesu Tod.  Als er an Ostern auferstand, freuten sie sich und glaubten, daβ er Gottes Sohn sei. Diese Menschen nannten sich Christen.

Jahrzehnte nach Jesu Tod wurde das Land der Juden zerstört. Sie verloren ihre Heimat und wurden in alle Welt zerstreut. Deshalb findest du heute Juden in allen Ländern: z.B. im Orient, in Polen, in Ruβland, England und Amerika und eben auch in Deutschland. Manche Länder nahmen die Juden gut auf, andere unterdrückten und verfolgten sie. Du fragst warum? Immer wieder hieβ es: Die Juden hassen die Christen, sie haben Jesus umgebracht. Die Juden aber trugen ihr schweres Schicksal, blieben Gott treu, waren fleiβig, intelligent und hielten zusammen. Das nahm man ihnen übel. 

1914, also in deinem Jahrhundert, brach der Erste Weltkrieg aus, den die Deutschen verloren. Das Volk hungerte und war arm. Die Sieger waren hart. Nach dem Krieg erschien ein Mann, Adolf Hitler, der versprach den Deutschen Besserung, Ordnung, Arbeit, Wohlstand und mehr Land. Er hetzte die Deutschen auf: Die Juden seien an dieser Unordnung schuld. Man müsse sie auf die Dauer wie Ungeziefer vernichten, damit die Deutschen besser leben könnten. Hitler fand, daβ Juden keine Deutschen sein dürften. Das ist der „böse Kaiser“, dessen Bild  in der Klasse der beiden Mädchen hängt. 

Judith, in diesem Buch, ist ein Deutsches jüdisches Kind aus dieser Zeit. Die meisten Deutschen glaubten Hitler, die Juden wären an allem Schuld. Sie fingen an, sie zu verspotten, zu miβhandeln und schlieβlich Millionen Juden, Frauen, Männer und Kinder, auf die grausamste Art zu töten. Um mehr Land zu bekommen, trieb Hitler die Deutschen in den Zweiten Weltkrieg, der Leid und Tod über die ganze Welt brachte. 

Als ich ein Kind war, gab es in meiner Klasse sieben Jüdinnen. Eine davon war meine beste Freundin, Marlise, meine Judith. Ich habe sie nie wiedergesehen. Sie ist mit drei anderen durch Hitler und seine Helfer umgekommen. Lisa hat Judith auch nie wiedergesehen. Vielleicht ist sie mit meiner Marlise getötet worden.

In unserem Buch gibt es einen Pausenhof. Schau ihn dir an. In der Mitte steht Judith verängstigt und zutiefst beschämt. Die Kinder schreien voller Schadenfreude „Judenmädchen“ und zeigen auf sie. Die Lehrer tun nichts, um Judith zu helfen. In der Geschichte steht, daβ Lisa den Arm um Judiths Schulter legt, und „da wurden die Kinder still“. Lisa tut das Richtige. Das Richtige tun, kann Schlimmes verhüten. Man darf keine Angst haben, gerecht zu sein. Es gibt keine besseren oder schlechteren Menschen, ob sie Juden, Moslems oder Christen sind, schwarze, gelbe oder weiβe Menschen. Es gibt nur Menschen unter Menschen, die alle gleiche Rechte haben. Die Welt gehört allen. Komm, leg deinen Arm um Judiths Schulter.

               Antoinette Becker            
	In het eerste deel van de bijbel [sic], het Oude Testament, wordt de geschiedenis van de joden verteld, het door God uitverkoren volk. God had de joden beloofd dat Hij hen iemand zou sturen die hen terug zou voeren naar het Paradijs, dat Adam en Eva door hun ongehoorzaamheid hadden moeten verlaten.

In het tweede deel van de Bijbel, het Nieuwe Testament, staat dat Gods zoon, Jezus Christus, de mensen zou verlossen. Hij was een arme man uit het joodse volk, die de mensen vrede bracht en troost, en die hen beloofde dat ze na hun dood in het Paradijs zouden komen. Hij kreeg vele volgelingen, die christenen genoemd werden. Maar er waren ook joden, die niet in Jezus Christus geloofden en die hem afwezen. 

In die tijd heersten de Romeinen over alle joden. Omdat zij bang waren voor zijn macht, lieten ze Jezus kruisigen.

De christenen treurden om zijn dood. Toen Jezus herrees uit de dood, waren de christenen heel verheugd en tot op de dag van vandaag bleven zij in hem geloven. In de eeuwen daarna werden de joden over de hele wereld verspreid. In sommige landen werden de joden zonder problemen opgenomen, in andere landen werden ze onderdrukt en vervolgd. Maar ze droegen hun lot geduldig, bleven God trouw, ze waren ijverig en intelligent en vormden overal hechte gemeenschappen. Ook dat werd hun zeer kwalijk genomen.

In 1914 brak de Eerste Wereldoorlog uit. Duitsland verloor, en het Duitse volk was arm en moest honger lijden. Toen kwam er een man, die Adolf Hitler heette en die het Duitse volk een betere toekomst beloofde: de mensen zouden weer werk krijgen, zodat ze geen honger meer hoefden te hebben. Maar Hitler zei ook, dat dat alleen gold voor de echte Duitsers en dat alle vreemdelingen, zoals joden en zigeuners, vernietigd moesten worden. Vooral de joden, die door hun harde werken en hun intelligentie vaak goede posities hadden, waren een bedreiging. Langzaam maar zeker raakten de Duitsers ervan overtuigd dat Hitler gelijk had, en dat de joden de schuld waren van alle ellende. Steeds meer werden de joden bespot en vervolgd, en op den duur mishandeld en op gruwelijke wijze omgebracht. Inmiddels was de Tweede Wereldoorlog uitgebroken, want Hitler wilde zijn Rijk vergroten.

Toen ik een kind was, zaten er in mijn klas zeven joodse meisjes. Een van hen was mijn beste vriendin. Ik heb haar nooit teruggezien. Ze is met drie andere joodse meisjes uit de klas op bevel van Hitler en zijn helpers naar een concentratiekamp gedeporteerd en omgekomen. En dat is ook gebeurd met de Judith uit dit verhaal.

Als je niet wilt dat zulke dingen weer gebeuren, is er maar één ding dat je kunt doen. Je hebt in dit boek gezien en gelezen dat alle kinderen die Judith uitscholden voor ‘jodenmeisje’ stil werden toen Lisa haar arm om Judith heensloeg. Lisa liet hen zien, dat alle mensen hetzelfde zijn, dat er geen goede en slechte mensen bestaan, of ze nu joden, christenen of moslims zijn, of zwart, rood, geel of wit. De wereld is van ons allemaal, en we hebben allemaal dezelfde rechten.

Kom, sla je arm om Judith heen.

            Antoinette Becker


