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"Toutes les langues sont tiennes", exclaims Paul Schwarz in Nancy Huston's Danse Noire (2013: 330). This affirmation propels us into the mind of character Milo, whose identity is fragmented and changing, in transit and thus translated through time and space, defined by a self-reflective creative process by the author. It also attests to the multiplicity of tongues represented, in narratological terms, in both the story and on the page. It is similarly a perfect example of Huston's transnational and translational poetics and seems rather fitting in the context of rebabelisation and self-translation. Canadian-born and bilingual French author Nancy Huston always provides a variety of voices and perspectives whose tongues intertwine in a myriad of the imaginary of languages in keeping with Glissant's concept of an alllanguage coexistence (1996: 91) 1 . Furthermore, Huston knowingly and willingly invites the reader to experience an ambitious stylistic project in which languages and perspectives are interwoven, calling into question the different ways in which we understand self-translation.

Danse Noire and the English publication of the 'same' novel Black Dance (2014) tell the story of three generations of Milo Noirlac's family, beginning in the early 20 th century in Ireland, travelling through the United States, Quebec and Brazil. The novel explores the instability of identity as well as linguistic and nationalistic (up)rootedness. The reader is confronted with the lives of Milo, his mother Awinita, and his grandfather Neil Kerrigan, whose stories are told at different rhythms. Indeed, the vast scope of themes explored in the novelstretching from bilingualism to nationalism, from prostitution to rapeare born out of the unique lives of each character, their voices played out in different tongues. These storiesor embedded narrativesare told through the

voice of Milo's life-partner, Paul Schwarz, who decides to write a film of the former's life while in his hospital bed suffering from AIDS.

Blurred binaries

When translation is the subject of debatebe it in literary studies or otherwise -, we are usually confronted with the originaltranslation/source-target binary configuration, in which we find the ultimate question: does the translation respect the original or will it betray it? To be sure, this question is not to be completely neglected and scholars have, for centuries, theorised on both the epistemological and practical implications of translation faithfulness. Yet, when one considers the case of self-translation, the otherwise fundamental question of faithfulness is blurredin fact, the so-called original is, to borrow Lefevere's terminology, 'refracted' (2004). Even if Lefevere is referring to the notion of adapting literature in another language to fit with the receiving polysystem 2 , the self-translating author will at times take certain 'liberties' when translating, or indeed rewriting their work. The great freedom of a self-translator to reinterpret his or her work as they see fit means that equivalence and faithfulness are perhaps of lesser concern 3 ; where creation is a constant back-and-forth, the original ceases to exist. As writer and renowned French-English self-translator Raymond Federman has observed:

The original creative act […] always proceeds in the dark… and in ignorance and error. Though the act of translating, and especially of self-translating, is also a creative act, it is performed in the light (in the light of the existing original text), it is performed in knowledge (in the knowledge of the existing text), and therefore it is performed without error -at least at the start. In other words, the translation of a text reassures, reasserts knowledge, the knowledge already present in the original text. But perhaps it also corrects the initial errors of that text. As a result, the translation is no longer…an 2 Such as when Catalan self-translator Carme Riera translates (and adapts) certain Catalan cultural references in her novel Contra l'amor en companyia I altres relats (1991) into Castillan language and cultural reference. 3 It is also important to mention that self-translator freedoms may indeed be true from a certain stylistic perspective, yet cannot assume to account for those writing between languages of different literary capital, as these writer-translators are confronted with a different set of linguistic and political challenges. Given the current format, this article will not attempt a lengthy discussion on this subject. approximation of the original, or a duplication, or a substitute, but a continuation of the work, of the workings of the text (Raymond Federman, Critifiction 1993: 81, my emphasis) The workings of the text thus become part of the translingual writing process in which language versions coincide. As we shall see, the English-language publication Black Dance (2014) remains more linguistically uniform than its French-language counterpart Danse Noire (2013), despite the back-and-forth creative process characteristic of Huston's writing. The author has admitted in several interviews that she begins writing in the language of her characters and then systematically self-translates, rewriting parts of the first language-draft in light of her self-translation. In a recent publication Je chemine avec Nancy [START_REF] Huston | Avec Nancy Huston[END_REF], she admits: Il y a donc toute une phase où je suis dans un aller-retour entre les deux versions, en train de corriger l'original en fonction des problèmes que j'ai trouvés en traduisant. La langue de la première version est celle que parlent mes personnages. Il n'y a qu'une exception à cette règle : Infrarouge, dont les personnages sont anglophones mais que j'ai écrit d'abord en français (2021: 91).

In a study published in 2018, Duhan explores the notion of 'narcissistic narrative'theorised by [START_REF] Hutcheon | Narcissistic Narrative. The Metafictional Paradox[END_REF] in the context of Huston's translingual writing. She concludes that the double process of mimesis of product and of process in Huston's work is complexified by the representation of different languages in both the story and in the text. In other words, in Danse Noire, not only does Huston provide selftranslations of dialogues in the story in the form of footnote-subtitles, but characters in the story also speak different languages and, at times, self-translate. Huston also thematises multilingual writing and bilingualism through the use of intertextual references to character Jimmy (James) Joyce (DN,22;84), or when character Neil reads a multilingual passage of Shakespeare's Henry V (DN,. The use of language at the level of the story is refracted by the representation of multiple languages on the page, complexified further by the two language versions of the novels themselves.

Within this context of polylingualism and literary experimentation, this article therefore proposes to scrutinise the ways in which we can understand self-translation in the context of Huston's 2013 publication Danse Noire, with reference to its English-language counterpart Black Dance (2014). I will begin by thinking through the most apparent and traditional understandings of (self-)translation, which is to say how the author translates her own text within the pages of the French publication. 4 This section will also consider how characters use language, at times translating themselves at the level of the story. The model for analysis is based on Meir Sternberg's theorisation of translational mimesis (1981) in which authorial strategies include various representational levels of polylingualism. Given the back-and-forth creative writing process in this case, I will then consider the unbalanced stylistic status of the French and English texts. In other words, the different levels of polylingualism are not represented in the same way in both language versions, calling into question the status of Hustonian imaginaries and the representation of otherness in the English-language text.

Self-translation and translational mimesis

Definitions

Grutman first wrote in Mona Baker's Encyclopedia of Translation Studies (1998) that 'Auto-translation' was "frowned upon in literary studies" and that "translation scholars themselves had paid little attention to the phenomenon" (1998: 17-20). However, in recent times self-translation has begun to occupy a more important place in Translation Studies as a discipline more widely. Even if self-translation has been practiced for centuries (see Hokenson & Munson, 2007), studies into self-translating authors in the 20 th century have grown significantly in number since the late 1990s, as the self-translation bibliography complied by scholar Gentes shows us. 5Because modern and contemporary self-translation is often born out of displacement, whether forced or not, 'extraterritorial' writers [START_REF] Steiner | Extraterritorial: Papers On Literature And The Language Revolution[END_REF]) find themselves reworking their texts in a new language this process may be consecutive (as in usually the case) or indeed simultaneous. The latter might be defined as the back-and-forth creative process to which Huston alluded earlier on. This is a practice which has become systematic for Huston and which follows in the footstepsor ink trailof the emblematic figure of modernist exile and selftranslation, Samuel Beckett. Whilst this study does not allude to Beckett per se, his legacy in Huston's literary project is not be ignored given the similarity in their literary aesthetics. Huston's bilingual pastiche Limbes/Limbo dedicated to Beckett (1998) does not shy away from Beckettian style in its unapologetic exploration of bilingual writing. Danse Noire and Black Dance, if not more subtle in their exploitation of different languages on the page, nevertheless offer the reader a stylistic experiment whose aim seems to turn up the linguistic volume.

Translational mimesis typologies

Given the transnational and polyphonic nature of Huston's literary output over the last four decades, it is not surprising that, in 2007, she was one of the many signatories of the littérature-monde manifesto [START_REF] Le Bris | Pour Une Littérature-Monde[END_REF] advocating for a polycentric and truly postcolonial literature in French, opposing the binary French (centre) versus Francophone (periphery) configuration. The need for literature which explores alternative perspectives in the search for a more complex understanding of the world favours a multiplicity of voices, central to Hustonian poetics. Furthermore, as Huston's essay L'Espèce fabulatrice (2008) suggests, "it is because human reality is saturated with involuntary, impoverished stories that the invention of voluntary, rich stories is so important" (2008: 186)6 . The author's decision to create fictional universes in which there are outsiders looking in, as well as the physical displacement of characters who experience feelings of foreignness, attests to her preoccupation with questions of self, others and that which might link them, or even set them apart from one another. Danse Noire is arguably an archetype for the author's poetics, or what Kippur has called her "aesthetics of translatedness" in Huston's work more generally (2015: 27). Not only do characters find themselves propelled across continents in a truly transnational gesture, but they are often forced to live within a multiplicity of languages and, necessarily, find themselves needing to self-translate.

The polylingualism of Danse Noire can be found in both the story and in the text. What this means is that the dual understanding of language use is reflected not only by Huston's systematic selftranslation/writing process across publications, but in the narrative framework of the stories themselves. In order to think through the complex multitude of polylingual representations, it seems appropriate to consider [START_REF] Sternberg | Polylingualism As Reality And Translation As Mimesis[END_REF] notion of 'translational mimesis', whose model identifies different levels of polylingualism, where translation becomes the medium and object of representation (Klinger, 2015: 1). In his considerations of language representation in literature, Sternberg identifies the following problem: "Literary art … finds itself confronted by a formidable mimetic challenge: how to represent the reality of polylingual discourse through a communicative medium which is normally unilingual" (Sternberg, 1981: 222).

In response to this, Sternberg describes three strategies used by authors: referential restriction sees authors confine the scope of a literary work to monolingual characters whose speech is fully comprehensible within the story and by the readerhis example is taken from Jane Austen's novels in which the gentrified English shows little dialectal variation [START_REF]Code-switching and multilingualism in literature[END_REF]; the homogenising convention includes potential multilingual discourse yet which is represented monolingually, such as in Shakespeare's Antony and Cleopatra (Sternberg, 1981: 224); and vehicular matching sees explicit representations of polylingualism in its various guises on the page; i.e. where the languages of the represented reality are matched with the languages of the textin Danse Noire, these indeed include a variety of multilingual and multidialectal passages of dialogue. In the context of Huston's novel(s), I would call this an overt represented reality. This is because the vehicular languages on the page are overt representations of the represented reality in the story. As, according to Sternberg, this last authorial strategy is rather rare, he then suggests four types of translational mimesis, which link the two extremes of the homogenising convention and vehicular matching. A brief description of the overall spectrum will facilitate future explanations and examples taken from the work studied here. The arrows in Figure 1 indicate the gradual effacing of explicit polylingualism represented in a text.

Selective production may refer to the presence of foreign lexis in the text, which functions as a 'mimetic synecdoche', such as when Neil and his wife use code switching in order to understand each other fully (e.g. ça va faire un big scandale… faut look the truth in the face, mon amour [DN:199]) 7 ; verbal transposition refers to forms of grammatical irregularity to indicate foreign speech, such as during a conversation between Neil and Régis when the latter says (referring to a poem by Keats) :

Eet sound quite nice […] zis poem de…comment…how you say his name ees ? (DN: 338) In this passage, Régis's speech is shown through pronunciation spelling (meant to imitate French pronunciation of English), as well as common grammatical inaccuracies, such as the lack of the third-person s, the auxiliary do and the unnecessary auxiliary is ('ees') in 'how you say his name ees'. This writing of orality is thematised when the intradiegetic narrator Paul comments on Milo's writing style as one which mixes the literary style of his grandfather Neil and the oral style of his mother andit seemshis uncle, Régis.

Next, Sternberg refers to conceptual reflection, which does not necessarily involve retaining the verbal forms of the foreign code but "the underlying socio-cultural norms, semantic mapping of reality, and distinctive referential range, segmentations and hierarchies" (1981: 227). This is not so much of a concern for our discussion, whose focus is on language representation as opposed to a strategy which is "at the crossroads between language, cultural norms and reality" (Italiano, 2016: 188). 8 The final type is referred to as explicit attribution, shown when the narrator indicates that the character is speaking a particular 7 It is important to note that because Huston's stylistic experiment is ambitious, some of Sternberg's types of translational mimesis are pushed to their extremes. 8 An example may be the use of a foreign unit of measure, uncommon to the language spoken, yet which slips into speech. language, such as when Paul Schwarz indicates that the Cree character Awinita will be speaking with her mother in their ancestral language ("Nous lirons leurs paroles en Cri", DN: 170). It is important to note that, as Klinger has claimed: "the goal of translational mimesis is not to imitate the other language, but rather to disrupt the illusion of direct access and to highlight the translatorial intervention through the mixing of different codes" (Klinger, 2015: 15).

For the purposes of this discussion, Sternberg's model allows us to show how Danse Noire not only largely avoids purely mimetic strategies, but also pushes readers to their intellectual limits. In thematising bilingualism and representing the reality of polylingualism in Danse Noire, Huston tackles the problem enumerated by Sternberg yet leans towards the vehicular-matching end of the spectrum, both demonstrating her engagement with the littérature-monde manifesto, as well as exemplifying her language imaginary as one defined by explicit multilingual polyphony. Readers are faced with explicit multilingual passages, which are themselves thematised by passages of reading in the story. Characters in the novel often read (multilingual) texts out loud within the cinematographic framework of the novel, emphasising the sonorities of language(s), often reading languages they do not even speak (even those pushed to the very galactic peripheries of intralingual vernaculars), inviting readers to hear themselves, reflecting a doublemimetic process of translingual writing and reading.

Polylingualism in Danse Noire (2013)

Representations of polylingualism in Danse Noire are firstly found at the level of the story in which characters communicate in different languages depending on the sociolinguistic configuration of their surroundings and/or their own identities. Indeed, the central protagonist Milo hears the multiplicity of the novel's languages in his own head at the beginning of the novel: "une douce cascade de voix d'hommes et de femmes de son passé, voix françaises et anglaises, allemandes et néerlandaises, cries et gaéliques" (DN: 17). This announces the language imaginaries of Huston's novel and summarises the different languages present in the story and on the page. Furthermore, not only does Huston present a variety of different languages at both the textual and diegetic levels, but she further displaces uses of standard language by shifting the representation of language varieties toward the periphery, with her use of vernaculars such as working-class Montreal English and Joual, a Quebec dialect of French, popularised in writing in the 1960s by playwright Michel Tremblay. In other words, when referring to translational mimesis, we can understand language representation in Danse Noire as best fitting with the most unapologetic and explicit representation of language variation on Sternberg's theoretical spectrum. Because of its relatively significant use across the novel, it might be of use to quote Sternberg in full:

[…] far from avoiding linguistic diversity or conflict, [vehicular matching] accepts them as a matter of course, as a fact of life and a factor of communication, and sometimes even deliberately seeks them out -suiting the variations in the representational to the variations in the represented object (Sternberg, 1981: 223) Huston also chooses to largely present dialogue in the diegesis using the free-est of direct speech (FDS), in which there are no reporting clauses, giving the impression of a film being played out on the page. This fact is made explicit when Paul Schwarz indicates that the story of Milo will probably be their last cowritten film (DN: 13). This is true of dialogue in either English or French; however, when English is presented in the text, it is accompanied with a translation in footnotes. Huston's self-translation happens not only across language versions (such as in the case of her other publications), but within the novel's own framework. This stylistic choice reflects Huston's tendency to present polylingualism as a fact of realityone in which we are always surrounded by a variety of sonorities and 'world views' (Huston, 1999: 51).

The fact of providing self-translations of dialogues in the form of subtitles echoes not only the filmic setting in the diegesis, where Paul Schwarz and Milo Noirlac decide to write a film of the latter's life, but also serve as a reminder of the Babelian world in which we live, without glossing over the vulgar fact of polylingualism, arguably driven by techniques described by Sternberg as the homogenising convention (1981: 222). Huston explains this stylistic choice in her contribution to the littérature-monde manifesto: J'écris dans la langue que veulent bien parler mes personnages, j'écris les histoires qu'ils veulent bien me raconter, je les traduis de mon mieux en mots, scènes, dialogues et intrigues ; en les lisant, chacun de mes lecteurs les traduit à nouveau dans sa langue ou plutôt ses langues à lui […] (2007: 154-155) What is most intriguing about this statement concerns the final few words in which Huston makes reference to the apparent multiplicity of languages shared among her readers, whose interpretations of the novel's intricate patchwork of storylines, across languages, are mirrored in the characters' need to express themselves in different tongues. Self-translation within the diegesis acts as a mise-en-abyme of the linguistic reality of the world Huston is trying to represent. When Neil Kerrigan (alias Noirlac) moves from Ireland to French-speaking Quebec, his English speech henceforth takes on a different meaning when outside of an English-speaking context. His English is presented explicitly in the text, marking the difference with the French of his surroundings. When in the 1960s Milo finds himself living in rural Quebec with his Irish grandfather Neil and their French-speaking family, they are forbidden to speak English. If they do, they are forced to self-translate, not necessarily for the benefit of the household, but in order to keep the peace. Neil and his daughter Marie-Jeanne discuss Milo in French, with Neil providing translations and self-translations for the benefit of his grandson. This indeed echoes the Bakhtinian notion of speaking for oneself in the language of the other and of others in one's own language (1973), as well as Huston's own idea that the novel "celebrates the idea of others living in oneself, and oneself living in others" (my translation). In the French text, polylingualism is explicated by the textual representation of both locutions in French and in English (DN: 107):

-T'as fait cinq familles, toé ? -You were in five families ? they ask you.

Neil translates for Milo in the narrative and Huston provides a self-translation of the English in footnotes: "Tu as fait cinq familles ? ils te demandent" (DN: 107), whose wording differs from the French expressed by the family in Joual. This is yet a further example of Huston's dynamic back-and-forth process, yet this time the translingual narcissism takes place within the pages of one publication. It might even be suggested that the juxtaposition of working-class Joual, standard French and standard English places the characters on a spectrum of sociocultural and economic representation. Huston chooses the show a multiplicity of perspectives across language borders, yet also chooses to represent language as a marker of sociocultural configuration.

As mentioned earlier, Danse Noire includes many passages (or scenes) of vehicular matching in which English dialogue is represented explicitly on the pagethese passages mostly include Milo's parents: Awinita and Declan. Once again, these particular embedded narratives are meant to showcase Milo's writing of orality, favouring workingclass vernaculars. What is striking in terms of self-translation is the lexical transformation across languages, both in the intratextual selftranslations in footnotes and the English language publication (2014). In one such passage, Awinita is confronted with a client who expresses his dissatisfaction with her sexual services. Because he has paid, he believes he should be able to penetrate the pregnant girl as he pleases. His use of racial slurs is altered across the intratextual self-translations and the English language text. The translation of this dialogue is in footnotes and is once again represented in Joual: 'squaw', which is both an ethnic and sexual slur, as well as 'Injun' (North American indigenous person) are translated into Joual in a different registersquaw = sauvage; Injun = Peau-rouge. In the next segment of speech, the man says 'Redskin', translated into French as sauvage; 'two-faced Injuns' becomes Peaux-Rouges duplices comme Satan (DN: 61-62). However, in the 2014 publication, the speech in English remains the same apart from where it reads: "Don't you know what condoms are for?... Don't they teach you that up on the res?... They sure should. Only useful education for Injuns" (BD: 39).

Whereas "Injuns" is used in the English publication, "redskins" appears in the English dialogue in the French publication, translated into Joual as sauvage. This is yet another example of self-translator freedoms mentioned earlier, yet can also be read as a commentary on Huston's language imaginary as one defined by movement. Indeed, as Marais (2019: 66) has commented, traditional translation studies have conceptualised translation as defined by a spatial movementbridge metaphors (Nida, 1969;Strack, 2006) or even the notion of 'carrying' or 'bearing' across in etymological definitions of 'translation' favour a spatial dynamic, moving from A to B. Yet, there is indeed an argument for the temporal nature of translation when we consider how texts move not only through space but also through time, often translated a posteriori. Although, from a philosophical perspective, this postulate may seem rather simplistic, it does somewhat challenge the supposed staticity of published texts. I would indeed agree with Marais (2019: 53) that: translation refers to the negentropic process of performing semiotic work-a process playing out in both time and space. In this process, one can distinguish, by means of abstraction, incipient sign systems that, according to various conventions, act as initiating semiotic systems from which subsequent sign systems are constructed. Neither the initiating nor the subsequent systems are final, stable, or determined.

In other words, the dynamic process of meaning making can be understood in translational terms as never ending. This is because we cannot necessarily cross the same river twice [START_REF] Whitehead | Process and Reality[END_REF](Whitehead, [1978]]: 29), have the same thought, nor utter the same sentence because time has elapsedboth process (translation) and substance (translation artifact) are interrelated.9 Thus, Huston's self-translations showcase changes in form and meaning in a dynamic back-and-forth process which take place in both space and time. The a posteriori translation status is complexified by the simultaneous self-translation/writing process characteristic of writers such as Huston, Federman and Beckett.

Taking this postulate forward in relation to the novel(s) studied here, there are noticeable commentaries on this dynamic spatiotemporal process within the story. For example, the reader is confronted with a passage in which Milo recites a soliloquy from Shakespeare's Hamlet, in English (DN 238): Dose friends dou hast, and deir adoption tried / Grapple dem to dy soul wit hoops o'steel […] The pronunciation spelling of Shakespeare's text (the [th] sound becomes a /d/ sound) when Milo recites (he has memorised this extract) sees a phonetic transformation of text travelling through time and space. This intertextual reference has the role of providing commentary on the action that takes place in the story but also serves to highlight the transformative and changing status of texts through time and space (Milo is reciting this in rural Quebec in the late 1960s). The translation of this passage in the French publication once again takes place in footnotes but this time is represented in standard French. Again, Sternberg's verbal transposition allows Huston to explore difference through language, transformed by the French translation in footnotesthe English publication only includes Milo's recital, without the double transformative process of providing a translation in footnotes in standard French. Another example of the transformative process can be found in Milo 1970-1975 (DN: 259-282, where he reads a poem by Yeats (The Wild Swans at Coole c.1916). In this passage, where the [th] sounds are represented as /d/, as per previous passages, the reader is confronted with a change in phonetic representation. A few pages later, Milo is speaking English during an interview with the dean of the University of Toronto. This time the [th] sounds are represented as /z/, which are more typical of native French speakers in English.

Effacing otherness in Black Dance

Huston is very open in sharing her writing process in interviews and does not shy away from giving reasons for her self-translation project. Indeed, if we have established that her self-translations are indeed systematic and more than often part of a simultaneous writing process, it is often difficult to locate the 'original'. To be sure, Huston has admitted several times in different interviews and publications that she always (with the exception of Infrarouge/Infrared 2010) begins writing in the language spoken by her characters; yet because texts are born out of a back-and-forth process, locating the original is not only difficult (unless we rely solely on the publication dates) but is perhaps not even necessary. Because the publication date does not accurately reflect the conception and (self-translation) of a text, it is difficult to pin down the chronological sequence. This therefore is further evidence that the traditional if not standardised translation studies distinction between original and translation is 'confounded' [START_REF] Koustas | Chapter 6. Nancy Huston: Translation as Selfie[END_REF]. Indeed, as Grutman (2007 : 199) has suggested: "cette sorte de pollinisation croisée crée entre les deux versions un lien dynamique dont ne rendent effectivement pas compte les termes 'original' et 'traduction'." This claim joins that of Federman (1993, quoted earlier) in which the translation is part of the workings of the text and thus blurs the binary notion, much in the same way as Genette's notion of an oeuvre à versions (1994) makes the claim for a multiplicity of versions of a 'singular' work of artor a palimpsestual work. This seems to be a given in any translation yet is complexified when we consider that the translation is indeed another version of the same work, created by the same author. In any case, these claims favourperhaps fruitfully given the discussion so farthe absence of an absolute original. This existential blurring also seems fitting within the context of (re)babelisation and the multiplicity of perspectives represented in Huston's oeuvre à versions; yet, if Danse Noire does not shy away from this representation in its exploitation of Sternberg's vehicular matching, the English publication Black Dance, published a year later in the United States, questions such overt polylingualism.

Black Dance (2014)

Nancy Huston was unable to find a publisher in Canada for the English-language textdespite her Canadian origins and the novel's settingand so the 2014 text Black Dance was published by Black Cat in New York. It is true to say that, as Genevieve [START_REF] Waite | Nancy Huston's Polyglot Texts: Linguistic Limits and Transgressions[END_REF] has claimed, Black Dance is much more linguistically uniform than Danse Noire and this arguably greatly facilitates the reader's understanding of the text.

The fact that the 2014 text was published in an English-speaking country means that the passages of vehicular matching found in the 2013 text exist simply in continuation of the rest of the text. The juxtaposition of language imaginaries in English is far less stark, showcasing a unified text, perhaps one which is more in line with Sternberg's homogenising convention, in which multilingualism is represented monolingually. If, as Waite (2015: 111) has demonstrated, there are only three self-translated excerpts in the 2014 publication, compared with over one hundred in the 2013 text, there are indeed moments of sociolinguistic interference, or 'verbal transposition' [START_REF] Sternberg | Polylingualism As Reality And Translation As Mimesis[END_REF], such as in the passage cited earlier when Régis speaks English with a French accent. There are also a number of bilingual dialogues in Danse Noire whose explicit representation is effaced in Black Dance, such as when Neil's children express themselves in both French and Englishhis sons were brought up in English; his daughters in French.

Similarly, when Milo is living with a German foster family, the German language is represented in the text, with subtitle-translations in standard French; in the 2014 text, German is glossed in line with the homogenising convention. Waite (2015: 12) suggests that Black Dance is therefore a more "linguistically coherent" novel, given that readers are spared the difficulty of following both a complex narrative structure and having to perform linguistic gymnastics. While Waite's claim might be true, it requires some further reflection regarding Huston's language imaginary and the notion of rebabelisation. If Huston's writing of Black Dance finds itself much closer to the other end of Sternberg's modeli.e. the homogenising conventionit leads me to consider two central hypotheses in light of the discussion so far: firstly, because the only (despite one or two explicit references) medium of linguistic representation in Black Dance is the English language, it might be suggested that the US American publishers deemed explicit multilingualism on the page as an economic hindrance in terms of sales. It is true that a publication whose medium of communication includes English, French, German, etc., may deter readers and thus lead to a small number of sales. Unfortunately, it is incredibly difficult to obtain such data from publishing companies and bookstores. However, we might speculate on Huston's notoriety in her native North America compared with her adoptive France.

Since 1990s, Huston has enjoyed a number of prestigious literary prizes awarded by consecrating powers in the literary field [START_REF] Bourdieu | The Field of Cultural Production. Essays and Art and Literature[END_REF][START_REF] Sapiro | The Metamorphosis Of Modes Of Consecration In The Literary Field: Academies, Literary Prizes, Festivals[END_REF] meaning that she has accumulated a significant amount of symbolic capital in order to be sold more widely on French bookshelves. The fact that Huston has often found it difficult to obtain deals with North American publishers perhaps attests to her relative lack of presence in the English-speaking world, even if she has been writing about her native Canada since 1990s (see Davey, 2004). The fact that Actes Sud published such a complex linguistic and narrative experiment may in fact be thanks to Huston's dedicated readership in the French-speaking world (particularly Metropolitan France). If it remains difficult to obtain statistical data to support a potential lack of sales, it remains true that Huston's transatlantic readership does not equal that of France.

The second hypothesissomewhat in lieu of a conclusionrefers to Huston's simultaneous back-and-forth writing process. If the inside of the 2014 text cover reads: "originally published in French in 2013", does that mean that this text is a translation of the novel published by Actes Sud in 2013? Huston performed public readings of her workings of Danse Noire/Black Dance; most notably in 2012 she read extracts in English during Le Grand Entretien with Christine Goémé, saying she had "never read out from a book which was not yet published" (my translation).

Huston reads the Shakespeare passage alluded to earlier in which Princess Catherine is trying to learn English in Henry V. Huston's reading mixesrefractingthe 2014 text and translations of the French 2013 text. Firstly, whereas we read "he snorts" (BD: 138) and "il rit comme un cheval" (DN: 191), Huston reads out loud "he snorts with laughter" (Huston, 2012), resulting in a reworking of both sentences. Secondly, Huston begins to read the subsequent passage in the novel(s) in which Neil and his future wife, Marie-Jeanne, are discussing their nuptials. Huston this time reads in Joual, with English interjections from Neil. Unlike the previous passage in English (with Shakespeare's French), this passage seems to be taken from the 2013 French publication (even if the reading takes place beforehand). It is therefore clear here that Huston's workings of the text do not only explicate a back-and-forth, but also seem to demonstrate the palimpsestual nature of her writing, across languages and in time.

Even if Black Dance displays a more covert representation of multilingualism, arguably leading to a certain level of effacement, the poignancy of Huston's language imaginary as one defined by true (re)babelisation is not to be overlooked. The creative writing process practiced by self-translators such as Nancy Huston invite readers to experience the very practice itself, commenting on the transformation of words in an almost endless process. To come full circle, so to speak, I conclude with Huston's self-translation of the first words of this article (BD: 246, quoted in full, my emphasis): -------------BAKHTIN, Mikhail. Problems of Dostoevsky 's Poetics. Trans. Caryl Emerson. Ann Arbor: Ardis, 1973. 

Figure 1

 1 Figure1Model based on[START_REF] Sternberg | Polylingualism As Reality And Translation As Mimesis[END_REF] 

  It doesn't matter much, Milo marvel. It's up to you. All the words are yours anyhow. All the voices have been yours since the beginning. Whispering tales in your ear as you waited in the closets of your childhood. Making up dialogue as you watched TV movies in the living room at night. WORKS CITED HUSTON, Nancy. Danse Noire. Arles: Actes Sud, 2013. HUSTON, Nancy. Black Dance. New York: Black Cat, 2014.

This co-existence is of course not one defined by harmonious cohabitation and is often the result of tension. The different voices played out in Huston's fiction thematise this tension.

Huston in fact published Black Dance a year later in 2014, having already composed the majority of the text in English given that most characters are English speakers. This is confirmed by an interview and reading conducted in 2012: Christine Goémé, « Grand entretien : Nancy Huston », Université de Strasbourg, 3 April 2012: https://www.canal-u.tv/video/uds/grand_entretien_nancy_huston.19149.

https://self-translation.blogspot.com/; see also Gentes (2019).

Translation borrowed from Diana Holmes (2010).

If this postulate links translation as a process of semiosis based on the Second Law of Thermodynamics[START_REF] Marais | A (Bio)Semiotic Theory Of Translation. The Emergence Of Social-Cultural Reality[END_REF], its place here is simply to link space and time in translational processes.