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Each issue of Journal of Italian Translation features a noteworthy
Italian or [talian American artist. In this issue we present the work
of Giuliano Giuliani.

Giuliano Giuliani (Ascoli Piceno, 24-03-1954) & uno scultore
italiano di fama internazionale. Appassionato del materiale elettivo
della sua citta, il travertino, ha trasformato la cava paterna sul colle
San Marco (AP) nel suo luogo privilegiato e laboratorio di ricerca.

Hanno curato sue mostre e scritto sul suo lavoro, tra gli altri,
Mariano Apa, Giuseppe Appella, Lorenzo Canova, Carlo Chenis,
Fabrizio D’ Amico, Massimo Duranti, Carlo Melloni, Osvaldo Rossi,
Stefano Papetti, Mario Botta. Le sculture di Giuliani, oltre che in
numerose raccolte private, sono presenti nelle collezioni dei Mu-
sei Vaticani, del Museo della Scultura Contemporanea di Matera,
del Museo d’Arte Paolo Pinidi Milano, del Centro per la Scultura
Contemporanea di Cagli, del Museo Diocesano di Lecce, alla Gal-
leria Nazionale di Arte Moderna Osvaldo Licini di Ascoli Piceno,
della Banca Nazionale del Lavoro, e all'interno del Parco Scultura
Trasanni a Urbino, del Parco delle Sculture Casilino-Labicano a
Roma e della citta di Brufa. In tempi recenti, con “Graziano Ricami
Art Design” ha partecipato al salone del mobile di Milanoea “La
Creation II”, presso I’Ambasciata d’Italia a Parigi, nonché al Padi-
glione Eataly di Expo Milano 2015. Nel 2014 ¢ stato celebrato dalla
sua citta natale, Ascoli Piceno, con una mostra antologica presso il
Forte Malatesta dal titolo Giuliano Giuliani: 1l respiro della pietra, che
ha rivisitato la produzione quarantennale dell’artista, riproposta
in parte anche sul sito www.giulianogiuliani.it.

*k%

Giuliano Giuliani e poeta della pietra. Del nativo travertino,
che da sempre canta, e esalta. Che stira, piega, onora e prega. Che
osanna, generando onde e ali di un bianco solenne, leggero, quasi
diafano. Onde di pietra, risacca del tempo stratificato nelle vene
piu profonde della terra, che Giuliani invoca e fa emergere come
per un atto di resurrezione. E lo fa obliterando quasi ogni traccia
della violenza che pure opera sulla materia, per evidenziarne - nel
conferirle vita - soltanto la propria ferita, insita in quel suo tempo
immemore. Ed e quella ferita sottile quasi una carezza, che vuole
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ricordare la precarieta che e di tutti noi, che l'artista rivela tanto
nella dolente flessuosita della pietra levigata che negli spigoli acuti
e taglienti delle sue opere. Precarieta che funge, infine, da soglia
al sacro, dimensione che Giuliani dichiara essere, a noi uomini di
oggi e domani, necessario e assoluto. A tal proposito, dice della
sua arte: “E’ la mia sensibilita che esige e dona alla pietra le qualita
innegabili di trasparenza e fragilita. E" questa leggerezza, questa
fragilita, che danno il senso pit profondo a cio che io, e tanti di noi
avolte, sentiamo di vivere: ovvero, al senso della nostra precarieta.
E questa mia scultura ‘leggera’ risulta bella, credo, non solo per la
sua forma ma proprio perché richiama la precarieta e il suo valore
simbolico...

“L’arte, per essere bella, dev’essere autentica, fatta ones-
tamente, con passione naturale. E sempre cosi, con qualunque
forma di vera arte, di gesto vero. Ogni bellezza tende al sublime
per sconfinare nel sacro; in quella dimensione del sacro che per me
rimane nella ‘forma’ della mia ricerca e nella necessita del tempo.
E a proposito di forma: di fronte al blocco inamovibile della pietra,
mi sono spesso detto che 1'essenza della sua immagine ¢ la stessa
immagine del mistero. In fondo scolpire il masso, entrarvi dentro, e
cercare di carpire e capire le nostre ragioni, il nostro essere. Questa
ricerca, per me, ¢ un dare forma alla nostra stessa conoscenza.”

Anthony Molino

Lo

Esiste un problema fondamentale per l’arte contemporanea,
un problema che crea anche dei muri, degli steccati. Penso ad un
temporale: a guardarla ci si accorge che la sua bellezza e discutibile.
Ebbene, una specie di temporale ha colpito I'arte, un processo che
si e imposto all’arte come sistema, che identifica la qualita nella
novita, per fare della ricerca una forzata originalita. Per noi che
abbiamo una certa tradizione alle spalle, e facile voler resistere a
queste spinte ... Personalmente, in questo momento, io non con-
danno il contemporaneo, vi trovo anche alcune cose “belle”, (anche
se a molto contemporaneo il significato di bellezza non interessa),
ma ¢ nell'uso della parola, legata nel mio caso alla materia, alla
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pietra, all’espressione della mia particolare sensibilita congiunta a
forme riconducibili a valori di autenticita, sulla scia di quanto dice
Simone Weil: “ogni gesto vero é un gesto bello”.

Avvicinarsi al bello, & per me un’esigenza quasi assoluta.
Penso a valori solitamente estranei alle forme del contemporaneo,
alla bonta, all’onesta. Col tempo, poi, mi accorgo che da un simile
atteggiamento deriva una forma di conoscenza, di esperienza, che
aiuta ad affinare la propria tecnica e finisce per sondare pit piena-
mente la propria anima. Ho capito, per esempio, quando mi trovo a
lavorare la pietra, che vi & nella mia arte una simbologia che evoca
il viaggio, una vera e propria ricerca: perché tutti in fondo siamo
in viaggio, e cerchiamo; e siamo tutti in un certo qual senso degli
artisti. Dobbiamo solo dedicare piu tempo alle cose belle, affinché
diventiamo pit sensibili, e pit1 attenti, piti creativi... In questo senso
la mia scultura, la mia espressione artistica, e ricca di simboli e
impregnata di forme, ma e la mia sensibilita che al contempo esige
e dona alla pietra le qualita innegabili di trasparenza e fragilita. E’
questa leggerezza, questa fragilita che danno il senso pitt profondo
a cio che io, e tanti di noi a volte, sentiamo di vivere: ovvero, al
senso della nostra precarieta. In fondo tutti gli artisti si cimentano
con questo problema; cerchiamo tutti di sondare, di misurarci con,
il perché dell’esistere, dei desideri che ci avvolgono ... ed & questa
scultura “leggera” che risulta bella non solo per la sua forma ma
proprio perché richiama la precarieta e il suo valore simbolico.

Giuliano Giuliani



Giuliano Giuliani, foto di Mario Dondero



Giuliano Giuliani, Barca, travertino
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A Note on Girolamo Catena’s “Discorso sopra la
traduttione delle scienze e d'altre faculta”*

Stefano U. Baldassarri (ISI Florence)

* A first draft of this paper was read at Issues in Translation
Then and Now: Renaissance Theories and Translation Studies Today, a
colloquium organized by Brenda Hosington, Marianne Pade, and
Anna Wegner (Danish Academy in Rome, 18-19 January 2017).

My goal in this essay is twofold. On the one hand, to intro-
duce the translation theory of Girolamo Catena, a long neglected
sixteenth-century Italian humanist. On the other, to suggest - even
more briefly - a comparison between Catena’s reflections and some
famous later theories in this field.

Regarding my first goal, I find it necessary to provide some
preliminary biographical information on this author, since - as I
said - his life and work have attracted little attention, at least from
the XVIII century onwards.! And yet, Catena was not a marginal
figure in his own time. He served as secretary to several popes, held
important posts in the Roman curia, and published several texts,
including the treatise on which I wish to focus now, whose complete
Italian title reads: Discorso di Girolamo Catena fatto nell’Accademia de
gl'llustrissimi Affidati sopra la traduttione delle scienze et d’altre faculta
(that is, Girolamo Catena’s speech on translating sciences and other
disciplines delivered at the academy of the most illustrious Affidati).?

Born in Norcia (Umbria, central Italy) around 1520, Catena
probably died shortly before the end of that century, when he must
have been around seventy years old, as the short entry on him in the
Dizionario Biografico degli Italiani informs us. As often happens with
Italian sixteenth-century works of this nature - that is, conceived
to be recited before an erudite audience of fellow academicians -
the text is packed with citations from classical authors. I wish to
point out from the outset that, despite the promising title, little
originality is to be found in this lengthy treatise, amounting to no
fewer than 95 pages in the only extant edition, which the Venetian
printer Ziletti published in 1581.? This might explain Pierre Daniel
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Huet’s disappointment after reading Catena’s text, as he shows in
his much better known De interpretatione libri duo, quorum prior est
de optimo genere interpretandi, alter de claris interpretibus (Two books
on translation, of which the first is on the best way to translate, the sec-
ond on famous translators). Huet's treatise has duly attracted more
scholarly attention than Catena’s among modern scholars.* In it
Huet attacks the so-called belles infidéles, which were so common
at the time, especially in France. In one passage of this work Huet
criticizes Catena for his lack of originality, making the reader un-
derstand that what the Italian humanist did was little more than
collecting theories by previous translators.’

And yet, paradoxical as this may sound, it is precisely this
dull feature of Catena’s text that I find both important and useful, at
least from a historical perspective. Exactly because of his pedantic
predictability, Catena provides us with a wealth of commonplaces
on the art of translating. Or, more precisely, a wealth of common-
places on what this art was expected to be in mid-sixteenth century
Italy and what mistakes translators were generally asked to avoid.
As such, Catena can serve as a useful term of reference to evaluate
translation theories that other authors developed, both then and
in later times. Owing to the crucial importance of Renaissance
humanism in this field, such a comparison should not be limited
to Italians only. Catena may thus serve, so to speak, as a reliable
backdrop against which we can gauge the originality of other
sixteenth-century writings on this topic. It is also worthy of atten-
tion - again, from a historical point of view - that although Catena
cites a host of classical authors (both Greeks and Romans) he does
not mention any fifteenth-century humanists. And yet, he relies
heavily on the theory and practice of such important translators
as Bruni, Filelfo, Manetti, Valla, and George of Trebizond.® None
of them appears in the long list of “Cited Authors” that Catena
includes in his text. The same censorship applies to humanists
such as Sebastiano Fausto da Longiano, chronologically closer to
Catena and certainly known to him.”

Obviously, the question springs to mind: why did he do
so? The answer lies in his religious orthodoxy and the post he
held at the papal curia for most of his life. Even before reading
Catena’s Discorso from beginning to end, its very structure points
in this direction. The treatise opens with an unsurprising praise
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of the dedicatee, that is, Cardinal Luigi d’Este.® The dedicatee’s
ecclesiastical status should serve as a first indicator of the author’s
orthodoxy. The long list of cited authors following the dedication
confirms this impression. There is no trace of fifteenth-century
humanist translators (whose piety was questionable, especially
in the eyes of a Counter Reformation representative like Catena)
despite their ground-breaking contributions to translation theory
and practice. Apart from a host of pioneering translations from
Greek or Hebrew into Latin or from Latin into Italian, suffice it
here to recall such treatises as Bruni’s De interpretatione recta or the
tifth book of Manetti’s Apologeticus, where the Florentine humanist
defends his attempt at rendering the Bible “ex hebraica veritate.”’
What we do find in this list, instead, are names of writers such
as Cardinal Pietro Bembo and Archbishop Giovanni Della Casa,
whose expertise or production in this field of studies were not
equal to those of the humanists I have just mentioned, but whose
religious orthodoxy was certainly not an issue.

After the said list of cited authors the treatise begins. It does
so by specifying the occasion that originated it, namely a debate on
the best way of translating, which - Catena says - took place “not
long ago” at the house of Scipione Gonzaga. Catena chimed in, he
adds, expressing his own opinion, which can be summed up as fol-
lows: word-for-word translation should be preferred throughout,
so as to preserve the original figures of speech and word order.
The model he has in mind - as will become clear throughout the
text - is Saint Jerome. No less predictable is the objection raised
by the other participants in the debate, referring as they do - so
Catena reports - to Horace’s Ars poetica, verses 133-134. There the
Roman poet enjoined his readers to avoid literal translations. Both
‘authorities,” as we all know, are much more problematic than it
may seem at first."! Nevertheless, Catena avoids discussing such
subtle issues. Instead, he takes the opportunity to plunge into a
lengthy speech on the best way to translate all kinds of texts from
Greek into Latin or from these two languages into Italian.

As is typical of academic disputations (and following a
well-known Ciceronian teaching),'? Catena starts by providing an
accurate definition of the issue. He thus posits a stark difference
between imitating and translating. In his opinion, this art’s main
task lies in making available to a wide readership the works of the
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main authors, as he writes in the following passage:

Some, therefore, have set themselves to translate Pla-
to, Aristotle, and all the best so as to attain the highest form
of knowledge and spread it. Others [have set themselves
to translate] Homer or Virgil, the fathers of poetry, so that
the true substance of poetry writing could be available to
us, for there is no doubt that these two alone - imbued
with divine spirit - have known and expounded it. Now,
who will ever provide me with true knowledge of Plato
and Aristotle unless he forces himself to translate them
word for word?

The original reads: Laonde alcuni si son posti ad inter-
pretar Platone, Aristotele e tutti i migliori, a fine d’haverne
la perfettion delle scienze e manifestarla. Altri Homero,
altri Virgilio, padri della poesia, acciocché ci fosse nota la
vera materia del poetare, la quale quei soli senza dubbio
hanno con divino spirito e conosciuta e trattata. Hora, chi
mi dara la vera scienza di Platone o d” Aristotele se parola
per parola ad interpretarlo non si ristringe?*?

Having praised such literary glories, Catena proceeds without
ever departing from his “paragons,” starting with Cicero. Cicero
stands out as the most often cited pagan author in pages 5 through
37 of Catena’s text, that is, the section on how best to translate clas-
sical writers. What’s more, it is following in Cicero’s footsteps that
Catena criticizes the “perverse habit” of free translations, which he
tinds so common in his own time:

Not wihthout reason, then, our ancient teachers,
those worthy and praised writers, gave the translator
the epithet “faithful.” Although today (such is the power
of a perverse habit) so few of them are to be found. And
how can I claim to have learned, through translation, to
imitate Virgil or Homer in poetry writing if the translator
is less than faithful, both omitting and adding at will? In
this way, I'd imitate the translator, not the author. Also,
didn’t all learned men always agree on having the ancient
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translation of Aristotle - whether by Boethius or anybody
else - read in public schools instead of the modern one?
And for what other reason except its being more faithful?
The one by the moderns, although more polished and
adorned, is further away from the author’s true spirit
because of those very adornments.

The original reads: Perd non senza ragione i gravi et
lodati scrittori nostri maestri antichi han dato I'epitheto
Fedele all'Interprete. Advenga che hoggi (tanto puo una
prava usanza) se ne veggan radissimi. Et come potro dire
io d’havere imparato per la traduttione ad imitar Virgilio,
overo Homero nel dir poetico, se colui, che lo traduce,
lo traduce men che fedelmente et lascia et aggiunge a
suo modo? Cosi io imiterei il traduttore, non l’autore.
Appresso non e stato sempre il consenso di tutti i dotti
che nelle schuole publiche si legga la traslatione anticha
d’ Aristotele, sia di Boetio o d’altri, non mai la moderna?
Et onde cio, se non perché ella e piti fedele? La dove quella
de’ Moderni quanto piu e pulita et ornata, tanto per quelli
ornamenti perde del vero sentimento dell’autore.

As one can see, for Catena the notion of authority embraces
- in a rather scholastic way, I'd say, in the medieval sense of this
term - not only famous writers, orators, and philosophers but the
school, too, in its role as guarantor of tradition. This easily leads to
Catena’s taking side with the ancients versus the moderns, a querelle
that early Italian humanists had revived between the end of the
fourteenth and the beginning of the fifteenth centuries.

Nor is Catena’s rationale much different in his relying on
Cicero’s authority in other sections of his Discorso, where we find
traces of another famous dispute, dating this time from the late
fifteenth century, namely the one on this Roman author’s role as
the main (or sole) model of Latin prose.’® Not surprisingly, Catena’s
translation teachings are patterned after famous passages from
Cicero’s De finibus (1.7 and I11.15), De optimo genere oratorum (repeat-
edly), De officiis (1.6), Tusculanae (111.41), and Academica (11.17 and
I1.31). All these passages had become clichés in humanist writings
on translation theory and practice during the Italian Quattrocento.”
Also, Catena invokes Cicero’s authority whenever touching on the
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difference between imitatio and interpretatio, as he often does in his
Discorso. As we have seen, he addresses this topic from the very
beginning of his treatise.

Cicero is once again at the forefront in regard to another im-
portant feature that Catena underlies in his speech: that is, the use
of coining new words so as to offer a faithful translation. This ties
in with a crucial stylistic issue, as he makes clear in the following
paragraph:

Some may claim that a word-for-word translation
presents the inconvenience that many difficult passages
in a given author remain as difficult in the translation. I
say that this is appropriate and not deserving of criticism.
Cicero confirms this, adding as follows: “Speaking in such
a way as not to be understood can be excused on two
grounds. On the one hand, you may do so intentionally,
as in the case of Heraclitus, who was nicknamed ‘The Ob-
scure,” for he spoke so abstrusely on nature. On the other,
the abstruseness may be due to the subject matter itself,
not the words. So that one does not understand what is
being said, as in Plato’s Timaeus.”

If I had to translate Heraclitus and my translation re-
mained abstruse, why should I be blamed, since Heraclitus
himself wanted to write abstrusely? In fact, it wouldn’t
be Heraclitus’s text anymore if I wanted to make it clear,
which pertains to the commentator, not to the translator.
Although ‘interpreter’ means he who translates, there
should be no misunderstanding here, for our main pur-
pose is to speak of translations, not interpretations at all.
Nor is it the case to spend many words on commentators,
for they mostly explain things written in the same lan-
guage, whereas translators translate into a different one.

The original reads: Et perché mi si potrebbe dire che
'l tradurre parola per parola porta seco questo inconve-
niente, che molti luoghi difficili d"'uno autore rimangono
egualmente difficili nella traduttione, io dico cio esser ben
fatto, et non meritare alcuna riprensione. Il che Cicerone
conferma, soggiungendo: “Qui ita loquatur ut non intelli-
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gatur. Quod duobus modis sine reprehensione fit: si aut de
industria facias, ut Heraclitus cognomento qui ‘skoteinos’
perhibetur, quia de natura nimis obscure memoravit, aut
cum rerum obscuritas, non verborum, facit ut non intel-
ligatur oratio, qualis est in “Timaeo” Platonis.”

S’io fossi per tradurre Heraclito et la traduttion mia
rimanesse oscura, che colpa sarebbe la mia, atteso che
Heraclito ha voluto a posta scrivere oscuramente? Anzi
piu non sarebbe composizion d’Heraclito s’io la volessi
aprire, il che & ufficio di commentatore, non di tradut-
tore. Né I'equivocatione ha qui d’haver luogo, se bene
‘interprete’ significa colui che traduce, perché il principal
nostro proposito e ragionar di questo ultimo et non di
quello primo in modo alcuno. Né sopra il commentatore
si posson mover tante quistioni, atteso che per lo piu egli
dichiara nella medesima lingua, dove chi traduce, traduce
in diversa.'

At this point in his treatise Catena moves on to discuss how
one should translate religious texts. As anticipated, Cicero’s author-
ity is now replaced by Saint Jerome, as had become customary in
this kind of literature at the time. Catena illustrates Saint Jerome’s
thought by quoting a long passage from the latter’s introduction
to Eusebius’s Chronicon, which would then find its way into the
much more popular Epistle to Pammachium." It is mostly from these
two texts that Catena draws the examples he shares in support of
word-for-word translation.®” From among such maxims by Saint

Jerome, Catena regards the following as fundamental:

For I myself not only admit but freely proclaim that
in translating from Greek (except in the case of the Holy
Scriptures, where even the order of the words is a mystery)
I render sense for sense and not word for word.*!

Saint Jerome’s original reads: Ego enim non solum
fateor, sed libera voce profiteor me in interpretatione
Graecorum - absque Scripturis Sanctis, ubi et verborum
ordo mysterium est - non verbum e verbo, sed sensum
exprimere de sensu.
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Catena quotes this most famous passage and makes Saint Je-

rome’s literal rendering the cornerstone of his translation system.
Since he recommends the use of word-for-word translation, espe-
cially in the case of philosophical, scientific, and religious texts, it
is worth quoting the section in his treatise where Catena describes

this technique:

For further clarity I shall say here what it means to
translate word for word, which the Latins call ‘“verbum
de verbum” and ‘ad verbum’. This is the case not only
when every single word finds its equivalent meaning
and cogency, but when all the words are explained and
interpreted without either adding or omitting anything,
although their place may vary within the same phrase.
Provided the said phrases do not change, nor the figures
[of speech], the forms or the order of things, nor any other
adornment or embellishment, so to speak.

The original reads: Dird per maggior chiarezza cosa
sia tradurre a parola, che i Latini dicono ‘verbum de verbo’
et ‘ad verbum.” Non solo quando ogni parola ha il suo
scontro del medesimo valore et virtli, ma quando tutte le
parole sono esposte et interpretate senza aggiungere né
minuire cosa alcuna, benché la giacitura delle parole fosse
variata in un medesimo periodo, purché non si varino essi
periodi, né le figure, né le forme o ordine delle cose, né
alcuno ornamento o lume che dir vogliamo.*

This is tantamount to demanding the utmost respect for the

author’s original style, which is exactly what Catena expects of an
excellent translator. Such a stance is obviously incompatible with
Ciceronianism, which had become so fashionable in Western prose
from the fifteenth century onwards. In this respect, Catena agrees
with one of his unnamed humanist adversaries: Erasmus of Rot-
terdam. Catena’s rejection of Ciceronianism could not be any more

overt than in the following paragraph:

Now I wish to sneer at those who - having to translate
an author whose style is dry, simple, and concise - strive
to translate it in a rich and copious manner, as much as
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possible, so as to be deemed good Ciceronians. To give an
example, can’t anyone see that Aristotle loved and chose
a brief and succinct kind of style, whereas Cicero, on the
contrary, always a most prolix and redundant one? How
could then these two authors be put together without
criticizing those who translate them as possessing little
judgment? One must therefore not only be faithful [in
translating], which matters the most, but also try, as much
as possible, to imitate that author’s way of speaking. This
can be more easily attained if one keeps himself within the
boundaries of those very words that the other has used,
without either adding or omitting anything. And there
is no doubt that Cicero himself would have translated
Aristotle differently than what he did with Plato, for with
the latter he acted cautiously, so as not to prove unfaifthul
to some passages.

The original reads: Appresso io mi voglio ridere di
coloro che se hanno per le mani a tradurre un’authore, il
cui stilo sia secco, presso et conciso, eglino si sforzan da
tutte le parti di tradurlo amplamente et copiosamente,
quanto piu si puo, per esser tenuti buoni Ciceroniani.
Non si vede, per atto d’esempio, ch’Aristotele amo et
elesse un certo modo di dire breve e ristretto, et Cicerone
tutto 'l contrario, larghissimo et abondevolissimo da per
tutto? Come dunque e convenevole che s’accoppino in-
sieme questi due Authori senza biasimo di poco giudicio
di coloro che traducono? Hassi dunque a por mente non
solo d’esser fedele, che questo & il principale, ma haver
riguardo, in quello ch’e possibile, d"imitare la guisa del
dire di quel tale authore, il che si fara piu commodamente
quando si stara entro i termini di quelle sorti di parole per
lo pit senza aggiunger del suo o scemar di quel d’altri.
Et pertanto Cicerone stesso diversamente senza dubbio
havrebbe tradotto Aristotele da Platone, poscia che nel
medesimo Platone ando ritardato, per non perdere la
fedelta in alcuni luoghi.”

This leads Catena to criticize the free and wordy translations
by many of his contemporaries (including Annibal Caro’s famous
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Italian version of Vergil’s Aeneid, although he does not name him).
He is speaking of those longwinded rendititons that would soon be
called belles infideles. This is precisely what elicited Huet’s interest
in Catena’s Discorso, with which I started my essay. In this case,
too Cicero, is held as the supreme authority, as Catena believes this
pervert practice to stem from misunderstanding a famous passage
in the Roman orator’s De optimo genere oratorum. Precisely, Catena
holds that many did not quite grasp what Cicero meant when he
wrote as follows in his The Best Type of Orators (V.14): “And I did
not translate [Aeschines and Demosthenes] as an interpreter, but as
an orator, preserving their very ideas through the related forms, as
well as figures, in words compatible to our custom.” (The original
reads: “Nec converti ut interpres, sed ut orator, sententiis iisdem et
earum formis tamquam figuris, verbis ad nostram consuetudinem
aptis”). Here is how Catena comments on this disputed statement:

I know this passage has proved most problematic
for capable men and interpreters, and - in my opinion -
no one has grasped its true meaning. The main reason,
I think, is that they read the text in a corrupt state, thus
believing a great secret to hide behind those words:
“Formis tamquam figuris.” In brief, some have taken it to
mean that one can translate at his own will and pleasure,
calling it a sense translation, so that, quite often, not un-
derstanding what the author means to say, they attribute
strange and most far-fetched ideas to him. Some, instead,
believing to shed light on certain passages, add their own
inventions in abundance, thus corrupting both style and
good contents. Such work of theirs is not a translation, an
imitation, a commentary, a paraphrasis, a summary or
anything similar but a truly monstrous body instead. Of
this sort are most modern translations. I thus believe that
Cicero’s text cited above should be corrected as follows:
“Nec converti ut interpres, sed ut orator sententiis iisdem,
et earum formis: tam figuris, quam verbis ad nostram
consuetudinem aptis.” (“And I did not translate as an
interpreter, but as an orator, preserving their very ideas
and related forms, through figures and words compatible
to our custom”). The rhetorically polished translator must
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therefore preserve all the qualities and the force of words,
striving to find ones as similar and close to the originals
as possible, so as not to depart from the same meaning.

The original reads: So che questo luogo di Cicerone
ha dato molto da fare a valenti huomini et agli interpreti,
et niuno secondo me I'ha inteso nel suo vero senso. La
cagione principale é stata perché hanno letto, per quanto
m’aviso, il testo scorretto et hanno creduto che sia gran
misterio ascoso sotto quelle parole: “Formis tamquam
figuris.” Et insomma I’hanno inteso alcuni che questo sia
un precetto da tradurre a suo modo et a capriccio, dan-
dogli nome di traduttione di senso, et bene spesso, non
intendendo quello che si voglia dir 'authore, gli danno
sentimenti strani et lontanissimi. Alcuni, credendosi
d’illustrare i luoghi, aggiungono delle loro inventioni
assai, tal che corrompono l'arte et quanto vi e di buono,
et quella loro opra cosi fatta non e traduttione, né imi-
tatione, né commento, né paraphrasi, né compendio, né
altre cose simili, ma un corpo mostruoso veramente. Et
tali sono le traduttioni dei moderni in maggior parte. Si
dee dunque acconciar quel testo di Cicerone, per mio
giudizio, in questa guisa: “Nec converti ut interpres, sed
ut orator sententiis iisdem, et earum formis: tam figuris,
quam verbis ad nostram consuetudinem aptis.” Convien
percio al tradottore oratore servar tutta la qualita et la
forza delle parole, et affaticar che quelle che si ripongono
vadan prossimane et vicine, né si discostino dal medesimo
significato.*

Leaving aside Catena’s conjectural emendation to Cicero’s
text, what matters most for our topic is the necessary consequence
that he draws from such premises, namely, limiting the translator’s
freedom to a minimum. In sum, he or she can only leave out such
padding formulas as Greek men and de or adding articles when
rendering a Latin text into a vernacular language.”

Having provided the teachings summarized thus far, Cat-
ena can finally focus on how to translate Holy Scriptures. In this
case, too, his Catholic orthodoxy comes to the fore. Suffice it here
to report what he writes about knowledge of Hebrew. Although
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necessary for a correct understanding of the Bible and for Christian
apologetics, mastery of this language should not induce anybody
to translate Jewish texts. The Talmud is a case in point, as Catena
makes clear in the following passage:

Since these Talmud books, which in the course of time
have been revised and expanded on - little by little - by a
host of diverse rabbis, contain not only curses against Our
Lord Jesus Christ but much against Moses’s laws, too, as
well as civil and natural laws, they have been prohibited
by several pontiffs and burnt at the stake by Gregory XI,
Innocent 1V, Julius III, Paul IV and, finally, by the most
sacred Council of Trent.

The original reads: Questi libri Talmudici, li quali in
processo di tempo sono stati et rinovati et accresciuti di
mano in mano da diversi Rabbini, contenendo non solo
biastemme contra Christo N. S. ma molte cose contra le
leggi di Moise et contra le leggi civili et naturali, sono stati
prohibiti da diversi Pontefici, e dati al fuoco, da Gregorio
IX, Innocentio IV, Giulio III et Paulo IV, et finalmente dal
sacro santo Concilio di Trento.?

As for translating the Bible, one must adopt the same word-
for-word strategy - Catena enjoins - that Saint Jerome deployed. In
conclusion, Catena reiterates the same precept on which he has been
insisting throughout the Discorso: the more important the contents,
the closer to the original a translation must be.” Word-for-word is
the only admissable kind of translation when dealing with religious,
philosophical, and scientific texts. A translator can then take slightly
greater liberties when rendering works by poets, orators, and his-
torians. In all cases, however, one must strive to find a satisfactory
equivalent in the target language; leaving words in their original
forms or coining neologisms based on foreign words is regarded
as a last resort. This too is a teaching that Catena could draw (and
most likely did draw) from such well-known humanist treatises as
Leonardo Bruni’s De interpretatione recta, where - for instance - the
classical Latin formula “res publica” to translate Greek politeia is
preferred to “politia,” which was instead adopted by the medieval,
scholastic translator.?® And yet, for the reasons that I explained at
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the beginning of this essay, Catena does not want to acknowledge
the contribution that Renaissance humanists made to the subject
at hand. In so doing, he practices what would be hard not to call
a form of censorship, aiming at a subsequent damnatio memoriae of
what he considers morally devious thinkers. The survey on the his-
tory of translation theory offered by Catena’s Discorso is thus highly
distorted, despite its frequent digressions and examples, omitting
as it does at least 150 years of significant research.

Catena’s treatise, therefore, can help us see - once again - how
preference given to literal translation can support a conservative
and, in many ways, scholastic mindframe. Nor should this stance
be confused with a penchant for what would later be called “for-
eignizing translations.” Catena is centuries away - in all the senses
of this expression - from such advocates of foregnizing translations
as - for instance - the most prominent German Romantics (and their
quest, among other things, for the genius of language), Antoine
Berman® or Lawrence Venuti.*® What sets him apart from them is
- above all - fear of contamination. A contamination that may be,
at once, linguistic, moral, and religious. What he lacks is precisely
the cultural openness, the intellectual curiosity, and the diachronic
sense of language that a foregnizing translation demands.

Catena’s linguistics - as we can surmise from his Discorso -
suggests the same rigid, crystallized, and, ultimately, anachronistic
approach. The much debated gquestione della lingua (language ques-
tion), which attracted so much attention in the Italian peninsula
throughout the Renaissance, does not leave any trace in the Discorso.
Most likely, Catena’s including Bembo in the list of authorities pre-
ceding the treatise hints at his preference for the option promoted
by the Venetian cardinal. If we cannot be certain it is because - con-
trary to our hopes or expectations - Catena does not address this
fundamental topic in his discussion. He prefers, instead, to focus
on classical languages and repeat no less classical norms on how
to translate them into Italian. It is his conviction that both Greek
and Latin possess all the words to express any concept or feeling.
No need to update them transpires from the Discorso. Though less
abundant, Italian - in his eyes - is provided with almost all the
necessary equivalents. On the rare occasions when that is not the
case, it is legitimate to borrow the original term or coin a neologism,
as we have seen when Catena touches on the extremely restricted
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liberties that translators are allowed to take.

Catena, therefore, does not see any use in experimenting with
language. As a true champion of orthodoxy, he holds that noth-
ing new needs to be introduced; it’s just a matter of recapitulating
time-honored precepts and thus put things back in order. All rules
necessary to a faithful translation have already been spelled out
by unquestionable role models such as Cicero and Saint Jerome.
Translators simply have to follow their examples and not be led
astray by intellectual pride (or narcissism, as most would probably
say today). The latter - Catena claims - is exactly what authors of
so-called belles infideles do.

Quite ironically, Catena trusts his own authorities to the point
of not checking whether they practice what they preach. Cicero
and Saint Jerome were both much less consistent in their actual
translations than their theories would lead us to think. Catena does
not seem to be aware of this, at least judging from his Discorso.*!
Yet, he may simply prefer not to expose such inconsistencies, thus
adopting a strategy in keeping with the censorhisp techniques he
applies throughout this text.

Such a strictly normative and timeless standpoint as Catena’s
(contrary, as we have seen, to promoting hitherto unexplored lin-
guistic pursuits) refuses to take into account recent geographical
discoveries by European explorers. These, as we all know, had a
sea-change impact on linguistics, inspiring many new dictionaries
and grammars, both in Latin and in several vernacular languages.*
What's more, such epoch-making events would gradually lead a
host of notable Europeans to opt for an empiricist and skeptical
approach to language issues. A century or so after Catena, John
Locke aptly summed up this new attitude in the following often-
quoted statement:

A moderate skill in different Languages, will easily
satisfie one of the truth of this, it being so obvious to ob-
serve great store of Words in one Language, which have
not any that answer them in another. Which plainly shews,
that those of one Country, by their customs and manner of
Life, have found occasion to make several complex Ideas,
and give names to them, which others never collected into
specifick Ideas.*
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In conclusion, the kind of translator Catena calls for is ex-
pected to possess that ‘invisible nature” so forcefully criticized by
Lawrence Venuti in his famous monograph some twenty years ago.
Catena’s Discorso - like other treatises on the same subject - reveals
how translation can become a valuable means of thought control.
By controlling translation theory and practice one can monitor
the making as well as the spread of culture. This is tantamount to
harnessing alternative modes of thought and, to use a fashionable
formula these days, “manufacture consent.” As we have seen,
didactic aims stand out out as one of Catena’s priorities from the
very outset. His stance, as I said above, is dictated by what we may
call “fear of contamination.” Language plays a major role in this
process, since thought and language go hand in hand. To express
it more elegantly, if I may add one last quote to my essay, “Lan-
guage” - Wilhelm von Humbodt once wrote - “is the image, so to
speak, of the spirit of a given people; their language is their spirit
and their spirit is their language.”** If this is true, the vernacular
language of Catena’s treatise on translation theory and practice
testifies to the spirit of Counter-Reformation Italy.

NOTES

1 On Catena’s life, see the entry by G. Patrizi in Dizionario Biografico degli Italiani,
Rome, Istituto dell’Enciclopedia Italiana, vol. XXII, 1979, pp. 323-325.

2 On this work, see my following essays: “Il Discorso sopra la traduttione delle
scienze e d’altre faculta dell’'umanista Girolamo Catena,” Per Leggere, 6.11, 2006, pp.
133-147; “Girolamo Catena precursore di Pierre-Daniel Huet: I1 Discorso sopra la
traduttione delle scienze e d’altre faculta,” Testo a Fronte, 36, 2007, pp. 5-30, and “Hu-
manisme et traduction durant la Contre-Réforme: Girolamo Catena,” in Le masque
de I'écriture. Philosophie et traduction de la Renaissance aux Lumiéres, ed. by Charles
Le Blanc and Luisa Simonutti, Geneva, Droz, 2015, pp. 33-49. On the Accademia
degli Affidati, see the bibliography I list in these three essays.

3 See Edizioni italiane del XVI secolo, vol. 111, Rome, Istituto Centrale per il Catalogo
Unico, 1993, pp. 172-173.

4 See my essay “Il DiscorsQ” cited above (n. 2) and my volume Umanesimo e traduzi-
one da Petrarca a Manejtiassino, Dipartimento di Linguistica e Letterature Comparate
dell’Universita di Cassino, 2003, pp. 137-150 and 245-270. In addition to the bibliography
reported therein, see the second edition of J.A. DeLater, Translation Theory in the Age of
Louis XIV. The 1683 De optimo genere interpretandi of Pierre-Daniel Huet (1630-1721)
New York, Routledge, 2014 (first edition: Manchester, St. Jerome Publishing, 2002).

5 See P.D. Huet, De interpretatione libri duo, quorum prior est de optimo genere
interpretandi, alter de claris interpretibu¥enice, Milocco, 1758, p. 28 and my essays
quoted above (n. 2).

6 See Baldassarri, Umanesimo e traduzione, cit., and the bibliography reported
therein. See also the many humanist sources and the secondary bibliography I



Stefano Baldassarri 29

cite in my essay “Breve guida bibliografica su teoria e prassi della traduzione nel
primo umanesimo italiano (1400-1450 ca.),” Testo a Fronte, 38, 2008, pp. 47-80.
From among the many surveys of the history of translation theory and practice,
arecent and up-to-date contribution is F. Laurenti, Tradurre. Storie, teorie, pratiche
dall’antichita al XIX secolo, Rome, Armando Editore, 2015. The classical reference
book - although somewhat dated - remains G. Steiner, After Babel: Aspects of
Language and Translation (first edition, Oxford: Oxford University Press, 1975).

7 On him, see the following essays by B. Guthmueller: “Fausto da Longiano e il
problema del tradurre,” Quaderni Venetil 2, 1990, pp. 9-152 and “Letteratura nazionale
e traduzione dei classici nel Cinquecento,” Lettere ltaliane, 45, 1993, pp. 501-518.

8 The dedication is dated “Rome, 17 January 1579.” Catena praises his dedicatee also
at the end of the Discorsowith a poem of no fewer than 134 verses.

9 On Bruni and Manetti, see Baldassarri, Umanesimo e traduzione, cit., and Id.,
“Breve guida,” cit. On Manetti, see also Id., “Teoria e prassi della traduzione
nell’Apologeticus di Giannozzo Manetti,” Journal of Italian Translation, 3.2, 2008,
pp. 7-30 and “Riflessioni preliminari sulla traduzione manettiana del Nuovo Te-
stamento,” Journal of Italian Translation, 8.1, 2013, pp. 11-29. Finally, see G. Manetti,
A Translator’s Defense, ed. by M. McShane and trans. by M. Young, Cambridge
(MA), Harvard University Press, 2016 and Annet den Haan, Giannozzo Manetti’s
New Testament. Translation Theory and Practice in Fifteenth-Century Italy, Leiden-Bo-
ston, Brill, 2016.

10 Catena, Discorsq cit., p. 1.

11 See the bibliography I list in Umanesimo e traduzioneit., p. 218, n. 54.

12 See, for instance, Cic., De off. 1.2.7.

13 Catena, Discorsq cit., p. 3. All Englih translations in this essay are my own.

14 Catena, Discorsq cit., p. 4. On Italian translations of classical scientific texts
in the Renaissance, see the bibliography I report in “Il DiscorsqQ” cit., p. 144 n. 15 and
“Girolamo Catena precursore,” cit., p. 24 n. 17.

15 On the debate over ancients and moderns among early Quattrocento humanists, see
the introduction to my critical edition of L. Bruni, Dialogi ad Petrum Paulum Histrum
Florence, Olschki, 1994, and the bibliography reported therein. See also G. lanziti, Leon-
ardo Bruni and the Uses of the Past. Writing History in Renaissance Italy , Cambridge
(MA), Harvard University Press, 2012, pp. 27-43.

16 On Renaissance Ciceronianism, see the biliography I list in “Il Discorsq” cit., p.
146, n. 42 and “Girolamo Catena precursore,” cit., p. 27 n. 43.

17 As such, they are often cited in the humanist texts that I collected and translated
in Umanesimo e traduzioneit.

18 Catena, Discorsq cit., pp. 33-34. For the Latin quote, see Cic., De fin. I1.15.

19 See Saint Jerome’s preface to Eusebius’s Chroniconin Patrologia Lating vol.
XXVII, coll. 33-40. For a careful Italian translation of the Epistula ad Pammachiutwith
facing Latin original) and accurate explanatory notes, see San Gerolamo, Lettere a cura
di C. Moreschini e R. Palla, Milan, Rizzoli, 2000, pp. 376-421.

20 For Catena’s assessment of Saint Jerome’s translation theory, see Discorsq cit.,
pp- 37-54.

21 San Gerolamo, Letterg cit., pp. 384-386 (Ep. LVII Ad Pammachium de optimo
genere interpretangli

22 Catena, Discorsq cit., p. 54.

23 Catena, Discorsgq cit., pp. 55-56.



30 Journal of Italian Translation

24 Catena, Discorsq cit., pp. 62-63.

25 See Catena, Discorsq cit., p. 65.

26 Catena, Discorsq cit., p. 67.

27 See especially Catena’s recapitulation of his precepts in Discorsq cit., p. 85.

28 See my Umanesimo e traduzioneit., p. 216 and n. 50 on pp. 216-217.

29 See A. Berman, L'épreuve de I'étrangefParis, Gallimard, 1984. I have read this
important book on German Romanticism and linguistics in the beautiful Italian translation
and edition by Gino Giometti: A. Berman, La prova dell’'estrane@Macerata, Quodlibet,
1997. For a semi-popular, non academic yet stimulating book on the notion of the genius
of the language, see The Genius of Language. Fifteen Writers Reflect on Their Mother
Tongueed. by W. Lessner, New York, Anchor Books, 2005.

30 L. Venuti, The Translator's Invisibility. A History of Translation, London-New
York, Routledge, 2008 (first edition: 1995).

31 Things are more complicated than Catena seems to believe also in regard to medieval
vernacular translations. On this fascinating and complex topic, see A. Cornish, “Traces
of the Translators in Late Medieval Italian Vernacularizations,” in Translating the Middle
Ages ed. by K. L. Fresco and Ch. D. Wright, Farnham, Ashgate, 2012, pp. 97-108 and
the bibliography reported therein.

32 For a brief yet useful overview, see V. Law, The History of Linguistics in Europe.
From Plato to 1600, Cambridge, Cambridge University Press, 2003, pp. 210-257.

33 J. Locke, An Essay Concerning Human Understandied) by P.H. Nidditch,
Oxford, Clarendon Press, 1975, 111.5.8, p. 432.

34 W. von Humboldt, Ueber das vergleichende Sprachstudium in Beziehung auf
die verschiedenen Epochen der Sprachentwickiu®zp), cited in Law, The History of
Linguistics cit., p. 267].



Rory McKenzie

A Dark Horse in Translation Studies: Subtitling Kiwi
Culture

Rory McKenzie is a Master of Arts Candidate in Literary
Translation Studies at Victoria University of Wellington, New Zea-
land. His research to date has centered on the theory and practice
of subtitling as cross-cultural communication and intersemiotic
translation.

Introduction

The field of subtitling is a fairly recent phenomenon and is
the “fastest growing strand within translation studies.” (Pérez-
Gonzalez: 1) It has allowed the circulation of film industries beyond
national borders and provides the rest of the world with a glimpse
into different societies and cultures. Despite this, it is often a disre-
garded form of translation. Traditionally dismissed as nothing more
than a technical tool to enhance comprehension, quickly produced
and cheaply made, subtitles are taken for granted and more often
than not are of poor quality. Yet subtitling, as mentioned, is begin-
ning to gain popularity in Translation Studies —academics and
translators alike have been drawn to the challenge of negotiating
meaning across languages and cultures in an extremely limited
space. Translations for audio-visual material must be done on a
case-by-case basis, every film or television programme is different
and must be treated as such, some may require more of a focus on
cultural elements such as humour, others, such as documentaries,
may require a focus on content above everything else.

New Zealand, alongside many Scandinavian countries, tends
to have a tradition with this form of audio-visual translation, as
opposed to dubbing, which has become popularised by the power-
houses of European film: Italy, Germany and France. New Zealand
film is often translated by freelance translators, either at home or
abroad, for an overseas audiences. There is seemingly no existing
protocol as to the production of subtitles in New Zealand, as a re-
cent venture to the New Zealand Film Commission showed. Given
New Zealand’s deep cultural heritage, particularly around Maori
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and Pacific culture, having a film translated by someone unfamil-
iar to New Zealand Culture, such as an overseas based freelance
translator, can have consequences. So often cultural references can
become lost in translation, particularly in cinema translation where
the restrictions of time and space already place a heavy burden on
the translator, let alone the pre-existing difficulties of translating
cultural content.

This article will focus specifically on the award-winning New
Zealand film The Dark Horse, which was released domestically in
2014, and has since had international success all over the world,
having won awards in the Pacific, Europe and North America. To
start with, the film itself will be introduced, followed by a brief
introduction into the discipline of subtitling, highlighting the con-
straints that are placed upon a subtitler. This will be followed by a
description of different techniques that are available to a subtitler to
overcome the constraints placed upon the field. These techniques,
as well as techniques that are used to deal with cultural negotia-
tion, will be applied in the context of The Dark Horse translation
from New Zealand English into Italian, which was undertaken by
myself, a native Pakeha New Zealander, and a fellow translator
and native Italian speaker, Francesca Benocci. The purpose of this
will be to show how, despite the restrictions of subtitling, and the
difficulties of cross-cultural translation, New Zealand language
and cultural specificity can be retained in a completely different
linguistic system such as Italian.

Introduction to the film

The film, based on a real life events, follows the story of
Genesis Potini (aka The Dark Horse), who was once an acclaimed
Maori speed-chess champion, and a sufferer of bi-polar disorder.
Genesis, after being in and out of several mental institutions eventu-
ally gets released to live with his brother, Ariki, who is a member
of the Gisborne-based gang the Vagrants, and his nephew, Mana,
who is soon to be admitted into the gang. In an attempt to distance
himself from the gang-culture, Genesis volunteers to help out with
a chess team for children, The Eastern Knights, led by his friend
Noble Keelan. Genisis absurdly promises the rag tag youth of
The Eastern Knights that he will take them to the National Chess
Championships in Auckland in 6 weeks’ time, without knowing
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whether they are capable of playing or not. The children almost
play the comic-relief role in the film, as we see the innocence of
youth superimposed upon a world of violence and crime. At the
same time, the audience is exposed to Mana'’s story. He is being
forced into the gang world unwittingly; Ariki is dying and wants
to ensure Mana will be protected should he pass away. However
Mana takes to Genesis, and begins to learn how to play chess, mak-
ing friends and learning that there are other paths in life that he
is able to take. But eventually the two worlds collide and Genesis’
mental health begins to deteriorate. Ariki and Genesis’ relationship
reaches breaking point, and while Genesis is successful in coaching
the children to the National Championships, he fails Mana as he is
eventually taken back by Ariki and becomes a “patched” member of
the Vagrants. The film ends with a touching moment between Ariki
and Genesis, as Ariki realises the positive effect that his brother
had on Mana, in the process he gives Mana his blessing to leave
the Vagrants and start a new life with his uncle.

The film has had a lot of success domestically and internation-
ally. It won the Best Film award at the New Zealand Film and TV
awards in 2014, Best Film at the Seattle International Film Awards
in 2015, Best Narrative Feature at the San Francisco International
Film Festival in 2015, as well as several runner-up awards and
commendation awards from all around the world. Cliff Curtis, who
plays Genesis Potini, also won the Best Actor award at the New
Zealand Film and TV awards and the Seattle Film Festival, as well
as at the Dublin Film Critics Circle awards in 2015.

The challenges of subtitling

Literature is unanimous about the biggest difficulty that
confronts a subtitler. The spatio-temporal pressures undoubtedly
constrain and effect a subtitler’s final decision. The subtitler is lim-
ited to a maximum number of characters, and the subtitles need to
be on screen long enough for a reader to take them in. Diaz Cintas
and Remael (2007: 32) propose that between 32-41 characters, across
no more than 2 lines is the maximum a subtitler should use. Critics
will often cite this to dismiss subtitling as a recreation rather than
a translation, as often the dialogue will need to be subtly changed.
Some practitioners follow the 6 second rule which is the time it
takes for around two lines of dialogue, of about 40 characters per
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line to be read. Conversely, subtitles must remain on-screen for a
minimum of 1.5 seconds to avoid a flashing effect. This practise is
encouraged by Ivarsson and Carrol (1998: 65): “As a general rule,
the minimum time for even a very short subtitle on a television
screen is at least one and a half seconds and the maximum time
for a full two liner should not exceed five to six seconds.” At the
same time the subtitles need to synchronize with the audio-visual
elements on screen. Added to this, they also need to be a fair rep-
resentation of the original dialogue.

Another difficulty specific to subtitling is that the translation
is effected by, and must be catered to, the reading rates of an audi-
ence. De Linde and Kay (1999: 6) propose that the reading speed of
an average viewer is between 150 and 180 words, so the titles must
be tailored to meet this restriction. These limitations of the reading
rates of an audience, on top of the already existing spatio-temporal
constraints, place a huge burden on the subtitler who is trying to
remain as faithful to the original as possible.

As also suggested by De Linde and Kay (Ibid: 32), the effects
of camera angles and cutting, particularly when a speaker is talk-
ing off screen can also be difficult for a subtitler to contend with.
Normally a viewer is able to determine who is speaking by a char-
acter’s tone of voice, accent or other distinguishing features when
the camera is not on them. However, with subtitles that is not the
case. This can often leave a viewer feeling confused and frustrated.
It can be difficult for a viewer who is unfamiliar with the source
language to pick out regional varieties and accents, particularly if
the subtitles do not adequately reflect the variation in language.

On a related note, having multiple voices on-screen is also
very difficult for a subtitler to contend with. The subtitles, being
written text, are presented sequentially and therefore only express
dialogue exchanges that occur one after another. When the dialogue
is spoken at a fast pace, the subtitler must not only keep up with
the dialogue, but also be able to portray who is speaking quickly
and effectively. The ‘spotting” or ‘timing’ of the subtitles becomes
crucial in this instance as the viewer is otherwise unaware of who
is speaking and relevant dialogue may be lost.

Itis also a difficult challenge for a subtitler to try and retain the
oral ‘flavour’ of the dialogue when spoken and written language
vary so greatly in linguistic terms. O’Sullivan (2011: 102) states that
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“Subtitling is ‘diagonal translation”: not merely between languages,
but also as a translation of the oral into the written. Subtitling
selects, condenses and organises discourse into discrete syntacti-
cally, spatially and temporally delimited units. Hence, the syntax,
lexicon and register can vary greatly not only across languages,
but also across modes of communication. Diaz Cintas and Remael
(2007: 61) also verify this argument: “The transition from oral to
written mode obviously means that some of the typical features of
spoken language will have to disappear, no matter what sub-genre
a dialogue belongs to.”

Creating space: a subtitler’s arsenal

Specific techniques have been developed to help accommodate
for the spatio-temporal constraints explored earlier. All of them
fall under a text reduction heading, although there are many ways
to go about such a form of translation. The three main techniques
that are used are condensation, reformulation, and omission. How-
ever there are several sub-categories of methodology within these
two practises that a subtitler can follow. These sub-categories will
be explored in this section (Ibid: 150-170). It is important to note
that there is no one “trick” or technique that a subtitler can use, the
subtitler must look at the dialogue on a case by case basis to deter-
mine what could be an appropriate strategy. To say that there are
set techniques that must be used is an over-generalization. In the
examples provided, the number of characters in both the original
and the translation are presented in order to show exactly how
much space a subtitler can save by using the varying techniques.
These are examples of how dialogue can be shortened, they have
been made up for this purpose (i.e. are not existing subtitles) and
are a mixture of English to Italian and Italian to English, show-
ing that these techniques can be used successfully irrespective of
what the source language is. Often these techniques will be used
subconsciously by a subtitler anyway, and will be referred back to
should need be. I am a firm believer that if the dialogue does not
require simplification or reduction, the subtitles should be as close
as possible to the actual dialogue.
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Condensation and reformulation

The basis behind condensing and reformulating is not what
a subtitler should do, but more what the content allows them to
do. The subtitler will be limited by the source text, so must use the
target language’s full range of linguistic possibility to good effect;
this is why being very close to native speaker level is essential
for a subtitler. All reformulations must be idiomatic in the target
text, they should sound natural. A reformulation can happen at a
word level or at a sentence level where a variety of strategies can
be used to good effect.

Condensation and reformulation at a word-level

There are several ways to go about reworking subtitles at a
word level. The first way is to simplify verbal periphrases. Because
of the longer nature of idiomatic expressions and colloquial lan-
guage, a subtitler can replace such occurrences with more simplified
solutions, provided the target language can oblige. An example of
this could be the following dialogue, where the apologetic hedging
has been removed in order to solely pass on the content.

English example: Italian translation:
I'm sorry, but I really should get going. (41)  Scusa, ma devo andare. (22)

A subtitler can also generalize. Generalizations are particularly
useful to replace enumerations, or lists of items. However, they
can have the unwanted effect of changing the style of the speech,
but are nevertheless a useful tool to save space. The example be-
low shortens ‘my mum and dad’ to the more colloquial ‘i miei” in
Italian. This is an example of a change that the language imposes,
rather than one the subtitler actually decides on. An Italian would
never subtitle ‘mum and dad’ literally, the only possible addition
could be to say ‘i miei genitori’ however in order to save space,
this can be omitted.

English example: Italian translation:
1 gave my mum and dad a present. (32)  Ho fattoo un regalo ai miei. (27)

The subtitler also has the option of finding a synonym or an
equivalent. The easiest way of going about this is to find a shorter
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synonym for the source text word. This can, however, subtly change
the content of the text; synonyms are rarely perfect equivalents of
each other and they can have varying registers. In the example
below, replacing ‘difficile” (difficult) with “hard” provides a close
enough alternative from a semantic perspective, but the connota-
tion that is implied by the original, that is the level of difficulty of
the homework, is partially lost.

Italian example: English translation:
Questi compitsono troppo difficili! (37) This homework is too hard! (26)

Another way to shorten a subtitle is to change compound
tenses to simple tenses. In some instances, the compound tense can
easily be replaced, cutting out the auxiliary verb all together. This
can only happen when it is not necessary to explicitly say that one
action occurred before another. In the example below, by changing
both the preposition and the tense from pluperfect to simple past,
the number of characters greatly decreases. This technique does
mean a loss in connotation.

Italian example: English translation:
Avevo gia prenotato i biglietti quandd booked the tickets before he called. (38)
ha chiamato. (51)

Changing word classes can be useful to shorten the length of
a subtitle as well. By turning a verb into a noun, an adjective into
a verb, a verb into an adverb or an adjective into a noun, to name
a few examples, can allow the subtitler to create shorter alterna-
tives. The example below changes the verb ‘cenare’ (to eat dinner)
to the noun “dinner”:

Italian example: English translation:
Dopo aver cenato, ho fatto i compiti. (37) After dinner, I did my homework. (32)

Using contractions is a simple way to decrease the number
of characters that appear on-screen. Contractions are possible in
many languages; they are particularly common in English where
the subject and the verb are often contracted (I'd, you've, he’s etc.).
In Italian this type of contraction does not occur, however chang-
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ing the word class can allow for another sort of contraction, the
attachment of the pronoun to the end of the verb in an imperative
clause. While it does change the register and there is a change from
the present indicative to the imperative voice, it saves a lot of space
while providing the same message.

Italian example: English translation:
We should talk about it. (24) Parliamone. (11)

Depending on the language, the subtitler could employ a
strategy which involves the use of pronouns. In Italian, for example,
pronouns are much shorter than the nouns themselves, therefore
where the context allows, it would be a very useful strategy to put
into practise. If we look at a variant of the above example we can
see that the ‘ne’ replaces ‘about it" and the ‘with me’ is implied
in the verb, due to Italian being a synthetic (rather than analytic)
language. This leads to a proportionally large reduction in the
number of characters.

English example: Italian translation:
Would you like to talk to me about it? (38)  Me ne vuoi parlare? (19)

Condensation and reformulation at a sentence-level

Similarly, the subtitler can use certain techniques to reduce
the time taken to read the subtitles, and the space taken up by
subtitles at a sentence or clause level. There are several ways to go
about this, however in slight contrast with reformulation at a word
level, changing the structure or words within a sentence can cause
certain connotations to be added or lost to the source dialogue. The
subtitler must tread carefully, yet there are some circumstances
where this type of sentential negotiation is unavoidable.

The first technique that a subtitler can put into practise is to
change negations to affirmations, or indirect questions to direct
question or statements. Changing the way in which the sentence
is structured can have the effect of reducing the length of the dia-
logue. Removing any negative markers from the sentence, such as
‘not’, creates more space. This is particularly useful for translation
from a language such as Italian where double negatives are not
uncommon. In the first example below the text has been drastically
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simplified, but retains the message of the original. In the second
we see a change from a direct question, to a statement.

Italian example: English translation:
La casa non era molto grande. (29)  The house was small. (20)

Italian example: English translation:
Te I'no detto che c’'e una festa domé&here’s a party on Sunday night. (32)
nica sera? (46)

Another way of creating space at a sentential level is to sim-
plify indicators of modality. The use of modal verbs as auxiliaries
is quite common to indicate an aspect of uncertainty, possibility
or probability, particularly for more formal address or enquiry. By
removing these the subtitler is able to make space, however as can
be seen in the first example below, it can change the meaning of
the sentence, making the dialogue sound more up front and abrupt
and, as aresult, the dialogue loses the formality and politeness that
exists in the source text.

English example: Italian translation:
If you would like, I could drop you Se vuoi, ti do un passaggio. (28)
home. (41)

A subtitler can also change direct speech into indirect speech in
order to maximise space. It is particularly useful as it can eliminate
the “presentative’ verb of the source text without drastically chang-
ing the meaning of the text. It also minimises the punctuation of
the subtitles as there are no speech marks, reducing the number of
characters on screen while also having the positive effect of making
the subtitles more readable to the audience.

Italian example: English translation:
Mi ha chiesto: “Come ti senti?” (31)  He asked how I felt. (20)

Reducing the number of characters on-screen can also be
obtained through changing the subject of the sentence or chang-
ing the passive voice to active given the loss of the extra auxiliary
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verb that is present in the passive. Particularly in a language such
as Italian, where the passive voice is commonly used comparative
to English. In the example below, changing the subject from ‘the
house” to “Paolo” has led to a reduction in characters within the
subtitles due to the elimination of the extra verb (the conjugation
of ‘essere’) that is present in the passive voice in Italian.

Italian example: English translation:
La casa é stata costruita da Paolo. (35) Paolo built the house. (22)

The reduction of compound/complex sentences into simple
sentences can also result in space being saved on-screen, there is
also the benefit that the readability of the subtitles increases. By
cutting up long chunks of text into smaller pieces, it has the effect
of making the subtitles more readable as the audience does not
have to rely on memory to understand the entire subtitle. While the
example below does not reduce the number of characters greatly,
the reduced subtitles become more manageable for the audience.

Italian example: English translation:
Non ti ho detto nulla perché pensavididn t tell you anything. I thought you
che fossi arrabbiato con me. (65) were angry at me. (59)

The final technique that falls under the category of reformula-
tion at a sentence level is to merge phrases from the source text.
This also has the added effect of simplifying the dialogue for the
target audience.

Italian example: English translation:

Dove I’hai trovato questo ragazzo. E- Where did you find this genius! (31)
un genio! (46)

Omission

Another way to create space on-screen is to simply omit par-
ticular words or phrases from the dialogue. This decision is always
dictated by the relevance of the content to the subsequent plot
of the audio-visual material. Words that tend to disappear from
dialogue, particularly from English, are question markers (which
can simply be included in the grammar of the target language),
modifiers; usually adjectives or adverbs (depending on the impor-
tance of the modification), phatic words such as “anyway’ and ‘you
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know’ that mark spoken language, interpersonal elements such as
greetings or interjections, formulaic expressions of politeness, and
hesitations and false starts.

Entire sentences or clauses may be left out, although this
is not a suggested practise, though if the sentence presents little
information, for example isolated sentences among a crowd of
people, it may not require a subtitle. As can be seen in the section
on condensing and reformulating, phrases can also often be ab-
sorbed into other subtitles rather than being deleted completely,
omitting yet not compromising the content. It cannot be emphasised
enough that the only content that should be omitted should bear
little relevance to the overarching plot of the film, or as a very last
option where content is impossible to translate.

Subtitling culturally bound material: The Dark Horse example

The next question to ask is how can a subtitler deal with these
field specific constraints, as well as the cross-cultural difficulties
that are shared by all strands of translation? Translating across lan-
guages means that there will always be cultural content, regardless
of the genre of the content. Fortunately there are several techniques
that a translator has at their disposal to deal with spatio-temporal
culture-bound issues in subtitling. Nedergaard-Larsen (1994: 207-
241) provides a comprehensive list of techniques, explaining how
each different technique strives to solve the translation issue. These
techniques were initially proposed by Vinay and Dalbernet (1977)
These techniques are presented here, followed by an example of
how each was used in The Dark Horse translation. Where applicable,
the techniques proposed earlier to deal with time and space restric-
tions have also been used and explained.

Transference is a direct transfer of the source language word
into the target language, so no translation is undertaken. This can
also be referred to as a ‘loan’. This technique allows the translator to
retain the cultural authenticity of the subtitles through a foreignis-
ing approach, this technique relies on the context of the dialogue to
make up for any lack of comprehension on the audience’s part. If
context does not allow for comprehension then it may be worth not
incorporating it, particularly in subtitling where there is no room
for footnotes or in-text citations that are available to the translator
in other forms of translation. Transference also encourages the
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avid film-goer to discover more about the source text and culture,
given that it is not necessarily accessible to them in the first place.

The Dark Horse is rich with New Zealand culture and language.
The film incorporated many Maori terms throughout. Maori is the
language of the indigenous people to New Zealand, and is also
one of three official languages of New Zealand alongside English
and New Zealand Sign Language. The fact that Maori is being
used is a cultural statement in itself. Therefore the best technique
to retain the deep culture was transference. This mean that any
Maori terms were kept in the source language, provided that the
context allowed for this technique. The example below shows sub-
titles where this technique was used. The Maori word for “food’,
‘kai’, was retained because the following subtitle, which refers to
having some milk available to the children, gives an appropriate
implication as to what the word could mean. To retain space, the
term ‘fellas” has also been left out, this can be done in an Italian
context as the conjugated verb ‘avete” implies that he is speaking
to all of the children.

English Dialogue: Italian Subtitles:
Okay, so uh, if you fellas havent had Allora, se non avete gjfatto unkai
a kai, there's some milk up there for you. c'éil latte di la

R

w

Allora, se non avete gia fatto un kai

Literal translation, or a calque, can be used when the same
concept exists in both the source language and the target language.
If the purpose is to remain as close to the original as possible then
this technique is the most desirable for a subtitler. It is also the most
common technique that is used in most forms of translation, and
subtitling is no exception, particularly when the dialogue has no
regional or cultural connotations that need to be retained. Literal
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translation should only be used if the same concepts do exist across
languages, otherwise nuances maybe lost from the source text, or
new connotations may be placed on the text that did not exist in
the original.

In The Dark Horse the idiom “moment of truth” is used. The
same idiom, literally translated, exists in Italian and has the same
meaning and connotations so can therefore be translated directly
with is no loss of comprehension or confusion from the audience.
Again, the technique of omission has had to be used to avoid the
dialogue spreading across two lines of subtitles. The word “now’
has been omitted as that would have taken the number of charac-
ters in the single line past the “‘magical” 42 as set out by Diaz Cintas
and Remael. While having two lines of subtitles is a possibility, if
the dialogue can fit into one line then it should, this decreases the
amount of eye-movement that is necessary on the audience’s part.

English Dialogue: Italian Subtitles:
Moment of truth now, eh boy? I momento della veri, ek, ragazzo?

Il momento della verita, eh, ragazzo?

Explicitation is used when the same concept does not exist in
the target language, instead of translating a term, it is explained
or described usually by using a hypernym or a superordinate. It
is a technique with which a subtitler must be extremely careful
as in explaining or describing a concept, the number of words is
likely to increase. This means that the spatio-temporal constraints
come into play which may mean this type of subtitle will need to
be changed even further, another step away from the source text.
This can be avoided if the subtitle that follows is short, or there is
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a pause in dialogue, however the subtitler rarely has this luxury.

The example of explicitation from The Dark Horse is the way
a particular idiom has been translated. In New Zealand English
‘getting patched’ is a slang term for becoming part of a gang; this
comes from the “patch” or badge being worn by the gang members
on their jackets. This concept does not exist in Italian so there is no
adequate equivalent. Instead it was translated (or better, described)
as “The boy is one of ours’. Because the culture-bound element is
related to the plot, explicitation is necessary, but the “local colour’
of the gang connotations was lost. The phrase is also being trans-
lated from the passive voice to the active voice so the number of
characters is reduced.

English Dialogue: Italian Subtitles:

Oi! Boy's been fuckin’ Oi! Cazzo, il ragazzo ¢ uno
patched now. dei nostri adesso.

You 're too fuckin’late, eh, cuz? Sei arrivato tardi, fratello.

4

A

Oil Cazzo'ilifagazzo & uno
dei nostri adesso.

Situational adaptation, or transposition, occurs when a simi-
lar concept, rather than the original concept, exists in the target
language, again the length of the translation may change in order
to cope with the retention of the concept.

In New Zealand, the acronym CYF’s stands for Child, Youth
and Family services, this acronym is used during The Dark Horse.
Translating it literally would not achieve comprehension for the
target audience - ‘I servizi sociali per i bambini, gli adolescenti e
le famiglie’ has no meaning to an Italian audience, even less so if
it were made into an acronym like in the source text. The Italian
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equivalent for this service is called “Assistente sociale’. This is
also a type of superordinate as it is a more broad term for family
services. CYF's comes with a culture specific connotation as they
are usually involved when domestic violence or child abuse has
occurred, there is a similar connotation with “Assistente sociale” so
by using situational adaptation the audience are able to access the
same meaning as the source language audience. The audience must
suspend their disbelief if this technique is to work, they must be
willing to accept, for example, that somebody from small town New
Zealand is going to call an agency in Italy about taking away New
Zealand children. Therefore the subtitler must tread very carefully
while using this technique. The pronoun has also been attached to
the end of the imperative, s seen in the examples earlier.

English Dialogue: Italian Subtitles:

Rusty. Come on you fellas, calm down! Rusty. Dai ragazzi, calmatevi!
Okay everybody sit down, please. Ok, tutti a sedere, per favore.
I'll take you to CYF's, bro. Chiamol'assistente sociale.

»

y Pialit] W
-OKTtutti"a sedere, penfavore.
-Chiamo I'assistente sociale.

Cultural adaptation is used when a concept does not exist
in the target language and is changed for a concept that is recog-
nisable, meaning that the cultural references are regrettably lost.

Personally, I would prefer not to use this technique, how-
ever sometimes it is necessary. In the context of The Dark Horse
it needed to be used to retain some of the linguistic humour that
appeared in the film. There is a mispronunciation on Murray’s
part; instead of saying “pawns” he says “prawns’. If this were to be
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translated directly into Italian then the mispronunciation would
be completely lost - “gamberi” which is the word for “prawns” and
‘pedoni’ the word for “pawns’ are clearly not linguistically similar;
the joke would be irrelevant. It therefore had to be changed to a
similar concept in terms of its linguistic element. Because of this,
the translation was adapted to “piedoni” or ‘big feet” in English, this
allows the linguistic humour to still be present despite it being far
from a literal translation.

English Dialogue: Italian Subtitles:
Someone stole my prawns! Qualcuno ha rubatdomiei piedont

-Qualcuno ha rubato i miei piedoni!
-Sara stato Usher.

Omission is of the most useful technique available to a sub-
titler to deal with the spatio-temporal constraints imposed by the
medium of audio-visual translation. In translating cultural content
it is used slightly differently in the sense that it can be used to
eliminate cultural specificity. It is a technique with which subtitlers
need to be very careful as it has the potential to have a detrimental
effect, depending on what gets cut out. Only words or dialogue
that is surplus to requirements, which has no relevance to any
plots or subplots of the film, or is repeated dialogue should ever
be left out, otherwise the continuity of the film could be effected.
Omission can also be a necessary process when a translation does
not otherwise make sense.

From the following example in The Dark Horse the word “man’
has been left out for a number of reasons: firstly, it is repeated in
the English so it has only be translated once (into ‘fratello” rather
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than ‘uomo’ as the former is starting to gain some popularity in
Italy as a term for referencing a friend, such is the case in American
culture) and secondly because ‘uomo’ itself has no meaning to an
Italian, it is not a colloquialism used to address someone as it is in
New Zealand English. It is not central to plot, and it is a repetition,
therefore can be left out.

English Dialogue: Italian Subtitles:
Shush, man, how am I? Ssssh! Come sto?
Got bloody neighbours, man. Ho dei vicini porca miseria, fratello.

Conclusions

As has been discussed earlier in this paper, subtitling is begin-
ning to make ground in the field of translation studies. No longer
is it being pushed aside in favour of more “academic” disciplines,
and as more attention is focused on it, more films and audio-visual
content will benefit from it. Not only is it good for the reputation
of the discipline, as well as the increase in quality as a result of the
increase of attention put on subtitling, but it is a huge benefit for
film industries all around the world. Content that would otherwise
be unavailable to an audience, like The Dark Horse was to an Italian
audience prior to this project, can be viewed and appreciated by
many. Possibly the most joy I received from working on the Ital-
ian subtitles of the film was, on its completion, showing the film
to speakers of Italian who either could not speak English or had
very limited English. Being able to share my culture with other
people who had no real prior knowledge of it was a thoroughly
enjoyable experience.

In this article the use of both techniques associated with saving
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space in subtitling, and translating cultural content in subtitling
have been explored and applied to a New Zealand context in The
Dark Horse. These techniques, as well as dealing with the spatio-
temporal constraints of subtitling, are key in retaining cultural
specificity. Often in subtitling these two problems of culture, as
well as space and time, can occur simultaneously, making it an
unenviable task to translate. These techniques are not perfect
and are by no means comprehensive, however they are useful to
a subtitler in many cases and their uses are certainly justifiable.
As mentioned from the outset, a translation must be done on a
case-by-case basis. The Dark Horse required the retention of cul-
tural information, therefore these techniques were very useful to
attain this. The same techniques could be used for any translation
of culture, these techniques would be useful no matter the target
language or source language.

In the example scenes I hope to have shown how culturally
specific content can be negotiated and retained despite the burden-
ing effects that the practise of subtitling imposes evening when the
film has two source languages, English and Maori in the context of
The Dark Horse. A subtitler has access to several of these techniques,
as shown, therefore retaining cultural references should not be an
issue in translation, even if these references must be adapted to
reach the target audience.

So where does subtitling go to from here? There has been
such a big development since its inauguration to cinema in the
mid-1920s, and technology continues to develop. Software like
Google translate is becoming more and more accurate, Youtube has
recently introduced a live-captioning component to all their videos
that uses voice recognition software. Will translators of audio-visual
material be relevant in the next 20 years? I believe that they will. A
computer will always struggle to render the nuances of culture, or
be able to transcribe effectively all the dialogue, particularly when
it is heavily accented. While technology in the field of translation
is developing, nothing will ever beat native speakers with a vested
interest in retaining their own heritage and culture.
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Poems by Gézim Hajdari

Translated by Patrick Barron

Patrick Barron is Associate Professor of English at The Uni-
versity of Massachusetts, Boston, and has published a number of
books of translations from Italian to English, including the award-
winning The Selected Poetry and Prose of Andrea Zanzotto, Haiku for
a Season, Haiku per una stagione, by Andrea Zanzotto, and Italian
Environmental Literature: An Anthology. He has also published nu-
merous scholarly articles, reviews, and poems, and most recently,
the edited collection of essays, Terrain Vague: Interstices at the Edge
of the Pale.

Gézim Hajdari was born in 1957 in Lushnje, Albania. In 1992,
forced for political reasons to leave his country, he moved to Italy
and lived alone in an abandoned building in the town of Frosinone.
In 1997, when he received Italy’s prestigious Montale Prize for
unpublished poetry, the municipal council offered him a new
apartment. Hajdari, now one of the leading non-Italian poets in
Italy, writes both in Albanian and Italian. Hajdari has published
numerous volumes of poetry, much of which is marked by his
experience of exile and isolation.



52

Journal of Italian Translation

Da Maldiluna (Besa Editrice 2005)

Ti avevo detto che il libro piu bello

I'avrei scritto con la punta del coltello,

sulla mia pelle con stigmate,

ricordi, era marzo, fiorivano i siliquastri

con spavento gioia ai margini dei burroni.

Forse il libro pii1 bello,

sorto dalle mie ceneri e che assomiglia alla tua vita,

I'ho scritto nella stanza sgombra mentre guardavo dalla
[finestra

il testimone del tempo e il ritorno delle stagioni

sfiorate dalla memoria delle piogge.

L’ho scritto in poverta estrema,

nei miei giorni di pena e maldiluna,

distante dalla tua voce e dai tuoi passi,

portando sulle spalle da una sponda all’altra

libri di un Paese che adora i tiranni.

Zana del Nord vestita di Sud

mi cerchi nel cielo,

mi trovi in terra.

Oltre la nebbia cieca, I'inno delle colline,

sotto le ceneri degli anni fugiti, gli amori remoti.

I tuoi sguardi scavano nella mia solitudine,

nei miei occhi cadono uno dopo I'altro i tuoi orizzonti
[fragili.

Ti chiamo da un’altra lingua,

sconosciuta all’infanzia,

la mia infanzia di foglie e d’erba tagliente,

cresciute tra i sassi di nessuno.

Ti affido il mio destino, chimera e gorgone,

i miei uccelli lirici, le mie sabbie,

a te, Zana del Nord, affido il mio Sud accoltellato.
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I'had told you that the most beautiful book

I'would have written with the tip of a knife

on my skin with stigmata,

you remember, it was March, the Judas trees were blooming

with dread and joy at the edges of the gullies.

Perhaps the most beautiful book,

risen from my ashes and resembling your life,

I wrote in the empty room while watching through the
[window

the witness of time and the return of the seasons

brushed with the memory of the rains.

I wrote it in extreme poverty,

in my days of pain and lunacy,

far from your voice and your steps,

carrying on your back from one shore to another

books of a Country that adores tyrants.

Zana* of the North dressed with the South

you search for me in the sky,

you find me on earth.

Beyond the blinding fog, the paean of the hills,
beneath the ashes of lost years, distant loves.
Your glances burrow into my solitude,

into my eyes fall one by one your fragile horizons.
I call to you in another language,

unknown to me in childhood,

my childhood of leaves and sharp grass,

growing amid stones belonging to no one.

I entrust to you my destiny, chimera and gorgon,
my lyric birds, my sands,

to you, Zana of the south, I entrust my stricken South.

* Zana: a species of alpine flowers found in the northern Albanian
Alps.
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Voi, Balcani, salvatemi dall’oblio del Tempo,

lontano da voi mi hanno incatenato mani e piedi

e un’aquila nera a due teste mi fa da guardiano.

Mi sono innamorato del mondo e il mondo mi ha ucciso,
[con le pietre,

ho adorato il fuoco come un bambino

e il fuoco impietosamente mi ha bruciato.

Come appartenere ai confini e al sangue versato?

Sono un “nemico” di un Paese fatale,

ricordo di una casa in cima alla collina buia,

disincantato dei miei versi sconsacrati in patria.

Ogni giorno non smetto di gridare la mia innocenza

di fronte ai passanti

e temo di innamorarmi delle catene dell’esilio.

Lotto con il buio e il freddo

che avanzano verso il mio corpo

in una dimora accoltellata all’alba,

alla periferia del mondo,

lontano dai volti conosciuti che chiamano.

I campi nebbiosi nascondono il volto di Jago,

i fulmini sono il mio cibo, gli abissi il mio letto.
Dalla stanza ancora sgombra vedo all’orizzonte che brucia
gente in fila, in cerca di un paese ospitale

e i cacciatori del nuovo secolo

a caccia di clandestini nascosti dietro gli alberi.
Non posso vedere i sassi, né la mia Darsia,

né il cuculo cantare sulla ginestra fiorita,

né i campi di papaveri insanguinati

e di grano maturo.

Sento il dolore delle ferite e le vene pulsare,

in ogni cellula I’ Albania grida.
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You, Balkans, save me from the oblivion of Time,

far from you they have chained my hands and feet,

and a two-headed black eagle guards over me.

I fell in love with the world and the world killed me, with
[stones,

I adored fire like a child

and fire recklessly burned me.

How to belong to borders and spilled blood?

I am an “enemy” of a deadly Country,

memory of a house at the top of a dark hill,

disinchanted by my verses profaned in my homeland.

Every day I never relent to shout my innocence

in front of passersby

and fear that I may fall in love with the chains of exile.

[ wrestle with the darkness and the cold

that creep over my body

in a house stricken by dawn,

at the edge of the world,

far from known faces that call to me.

The foggy fields hide Jago's face,

Lighting is my food, chasms my bed.

From the room, still empty, I see the burning horizon
people in a line, searching for a welcoming land
and hunters of the new century

hunting immigrants hidden behind the trees.

I can see neither the stones nor my Darsia,*

nor the cuckoo singing on the flowering gorse,
nor the bloody fields of poppies

and ripe grain.

I feel the pain of wounds and pulsing veins,
from every cell Albania cries out.

*Darsia: the hilly province where the poet was born
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MATHILDA

By MARY WOLLSTONECRAFT SHELLEY

Thus I passed two years. Day after day so many hundreds
wore on; they brought no outward changes with them, but some
few slowly operated on my mind as I glided on towards death. I
began to study more; to sympathize more in the thoughts of others
as expressed in books; to read history, and to lose my individuallity
among the crowd that had existed before me. Thus perhaps as the
sensation of immediate suffering wore off, I became more human.
Solitude also lost to me some of its charms: I began again to wish
for sympathy; not that I was ever tempted to seek the crowd, but
I wished for one friend to love me. You will say perhaps that I
gradually became fitted to return to society. I do not think so. For
the sympathy that I desired must be so pure, so divested of influ-
ence from outward circumstances that in the world I could not
fail of being balked by the gross materials that perpetually mingle
even with its best feelings. Believe me, I was then less fitted for
any communion with my fellow creatures than before. When I left
them they had tormented me but it was in the same way as pain
and sickness may torment; somthing extraneous to the mind that
galled it, and that I wished to cast aside. But now I should have
desired sympathy; I should wish to knit my soul to some one of
theirs, and should have prepared for myself plentiful draughts
of disappointment and suffering; for I was tender as the sensitive
plant, all nerve. I did not desire sympathy and aid in ambition or
wisdom, but sweet and mutual affection; smiles to cheer me and
gentle words of comfort. I wished for one heart in which I could
pour unrestrained my plaints, and by the heavenly nature of the
soil blessed fruit might spring from such bad seed. Yet how could
I find this? The love that is the soul of friendship is a soft spirit
seldom found except when two amiable creatures are knit from
early youth, or when bound by mutual suffering and pursuits; it
comes to some of the elect unsought and unaware; it descends as
gentle dew on chosen spots which however barren they were before
become under its benign influence fertile in all sweet plants; but
when desired it flies; it scoffs at the prayers of its votaries; it will
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MATILDA

Di MARY WOLLSTONECRAFT SHELLEY

Cosi passai due anni. I giorni, uno dopo l'altro, trascorrevano
a centinaia; non portavano con sé alcun cambiamento esterno, ma
alcuni operavano pian piano sulla mia mente mentr’io scivolavo
verso la morte. Iniziai a studiare ancor di pit; a condividere ancor
di pit1 i pensieri altrui espressi nei libri; a leggere la storia e a per-
dere la mia individualita in mezzo alla folla esistita prima di me.
Cosi, forse con lo svanire di quel senso di sofferenza immediato,
divenni pitt umana. Anche la solitudine perse per me alcune delle
sue attrattive: iniziai di nuovo a bramare compassione; non che
fossi mai stata tentata di cercare la folla, ma bramavo un amico
che mi amasse. Forse direte che m’ero gradualmente adattata al
rientro in societa. Non sono d’accordo. Giacché la compassione che
desideravo doveva essere cosi pura, cosi libera dall’'influsso di cir-
costanze esterne che nel mondo non potevo certo mancare d’essere
frustrata dai materiali grezzi che si mischiano perpetuamente anche
coi suoi sentimenti migliori. Credetemi, allora ero meno portata di
prima ad ogni comunione con le creature mie compagne. Quando
le avevo lasciate, esse m’avevano tormentato, ma come possono
tormentare il dolore e la malattia; come qualcosa d’estraneo alla
mente, che l'irritava, e che bramavo di gettar via.

Ma ora avrei dovuto desiderare compassione; avrei dovuto
bramare d’unire la mia anima a qualcuna d’esse, e avrei dovuto
prepararmi copiose pozioni di delusione e sofferenza; giacché ero
delicata come una mimosa sensitiva, tutta nervi. Non desideravo
compassione e sostegno nella mia ambizione o saggezza, bensi un
dolce affetto reciproco; sorrisi capaci di rallegrarmi e gentili parole
di conforto. Bramavo un cuore nel quale poter riversare i miei pi-
anti sfrenati, sicché, grazie alla natura celeste del suolo, un frutto
benedetto potesse nascere da un seme cosi cattivo. Ma come potevo
trovarlo? L’amore, che e I'anima dell’amicizia, € un dolce spirito raro
da trovare, se non quando due amabili creature sono unite fin dalla
primissima infanzia, o quando sono legate da sofferenza e ricerche
reciproche; viene da alcuni eletti, non richiesto, inconscio; scende
come rugiada gentile su chiazze scelte che, pur essendo sterili, sotto
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bestow, but not be sought.

I knew all this and did not go to seek sympathy; but there on my
solitary heath, under my lowly roof where all around was desart,
it came to me as a sun beam in winter to adorn while it helps to
dissolve the drifted snow.— Alas the sun shone on blighted fruit;
I did not revive under its radiance for I was too utterly undone to
feel its kindly power. My father had been and his memory was
the life of my life. I might feel gratitude to another but I never
more could love or hope as I had done; it was all suffering; even
my pleasures were endured, not enjoyed. I was as a solitary spot
among mountains shut in on all sides by steep black precipices;
where no ray of heat could penetrate; and from which there was no
outlet to sunnier fields. And thus it was that although the spirit of
friendship soothed me for a while it could not restore me. It came as
some gentle visitation; it went and I hardly felt the loss. The spirit
of existence was dead within me; be not surprised therefore that
when it came I welcomed not more gladly, or when it departed I
lamented not more bitterly the best gift of heaven—a friend.

The name of my friend was Woodyville. I will briefly relate his
history that you may judge how cold my heart must have been
not to be warmed by his eloquent words and tender sympathy;
and how he also being most unhappy we were well fitted to be
a mutual consolation to each other, if I had not been hardened to
stone by the Medusa head of Misery. The misfortunes of Woodville
were not of the hearts core like mine; his was a natural grief, not
to destroy but to purify the heart and from which he might, when
its shadow had passed from over him, shine forth brighter and
happier than before.

Woodyville was the son of a poor clergyman and had received
a classical education. He was one of those very few whom fortune
favours from their birth; on whom she bestows all gifts of intel-
lect and person with a profusion that knew no bounds, and whom
under her peculiar protection, no imperfection however slight,
or disappointment however transitory has leave to touch. She
seemed to have formed his mind of that excellence which no dross
can tarnish, and his understanding was such that no error could
pervert. His genius was transcendant, and when it rose as a bright
star in the east all eyes were turned towards it in admiration. He
was a Poet. That name has so often been degraded that it will not
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il suo benigno influsso divengono fertili in tutte le loro dolci piante;
ma quando ¢ desiderato vola via; deride le preghiere di chi gli fa
voto; dona se stesso, ma non vuole esser cercato.

Sapevo tutto cid e non andavo a cercare compassione; ma li,
sulla mia landa solitaria, sotto il mio umile tetto dove tutt’attorno
era deserto, venne da me come un raggio di sole viene ad adornare
lI'inverno, e intanto scioglie la neve ammucchiata. - Ahime! Il sole
brillava su un frutto marcio; non ero risuscitata sotto la sua radi-
osita, giacché ero troppo disfatta per sentire il suo potere benevolo.
Mio padre era vissuto, e la sua memoria era la vita della mia vita.
Potevo provare gratitudine per altri ma non avrei pitt potuto amare
o sperare come avevo fatto prima; era tutta una sofferenza; perfino i
piaceri li sopportavo, non li godevo. Ero come una chiazza solitaria
trale montagne, chiusa da tuttiilati da ripidi precipizi neri; dove
nessun raggio di calore poteva penetrare; e da cui non c’era sbocco
ai campi soleggiati. E fu cosi che, benché lo spirito dell’amicizia mi
confortasse per un po’, non poté risanarmi. Venne come una gen-
tile apparizione; se nando e io ne sentii a malapena la perdita. Lo
spirito dell’esistenza era morto in me; dunque non sorprendetevi
che quando venne io non accolsi pit gioiosamente, o quando parti
non piansi pitt amaramente il miglior dono del cielo - un amico.

Il nome del mio amico era Woodville. Racconterd brevemente
la sua storia, cosicché voi possiate giudicare quanto freddo avesse
dovuto essere il mio cuore per non lasciarsi scaldare dalle sue pa-
role eloquenti e dalla sua tenera compassione; e quanto, essendo
anch’egli molto infelice, fossimo ben adatti a costituire una recip-
roca consolazione I'un per l'altro, se io non fossi stata pietrificata
dalla testa di Medusa della Miseria. Le sventure di Woodville non
venivano dal profondo del cuore come le mie; il suo era un dolore
naturale, destinato non a distruggere bensi a purificare il cuore e
dal quale egli avrebbe potuto, quando la sua ombra fosse passata
su di lui, rifulgere pitt luminoso e pit felice di prima.

Woodyville era figlio di un povero sacerdote e aveva ricevuto
un’educazione classica. Era uno di quei pochissimi che la sorte
favorisce fin dalla loro nascita; ai quali essa conferisce tutti i doni
dell’intelletto e della persona con una profusione che non conosce
limiti, e che, sotto la sua speciale protezione, nessun’imperfezione
anche lieve o delusione anche transitoria ha il permesso di toccare.
Essa sembrava aver formato la sua mente di quell’eccellenza che
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convey the idea of all that he was. He was like a poet of old whom
the muses had crowned in his cradle, and on whose lips bees had
fed. As he walked among other men he seemed encompassed with
a heavenly halo that divided him from and lifted him above them.
It was his surpassing beauty, the dazzling fire of his eyes, and his
words whose rich accents wrapt the listener in mute and extactic
wonder, that made him transcend all others so that before him
they appeared only formed to minister to his superior excellence.

He was glorious from his youth. Every one loved him; no
shadow of envy or hate cast even from the meanest mind ever
fell upon him. He was, as one the peculiar delight of the Gods,
railed and fenced in by his own divinity, so that nought but love
and admiration could approach him. His heart was simple like
a child, unstained by arrogance or vanity. He mingled in society
unknowing of his superiority over his companions, not because he
undervalued himself but because he did not perceive the inferiority
of others. He seemed incapable of conceiving of the full extent of
the power that selfishness & vice possesses in the world: when I
knew him, although he had suffered disappointment in his dearest
hopes, he had not experienced any that arose from the meaness
and self love of men: his station was too high to allow of his suf-
fering through their hardheartedness; and too low for him to have
experienced ingratitude and encroaching selfishness: it is one of the
blessings of a moderate fortune, that by preventing the possessor
from confering pecuniary favours it prevents him also from diving
into the arcana of human weakness or malice — To bestow on your
fellow men is a Godlike attribute —So indeed it is and as such not
one fit for mortality; —the giver like Adam and Prometheus, must
pay the penalty of rising above his nature by being the martyr to
his own excellence. Woodville was free from all these evils; and if
slight examples did come across him he did not notice them but
passed on in his course as an angel with winged feet might glide
along the earth unimpeded by all those little obstacles over which
we of earthly origin stumble. He was a believer in the divinity of
genius and always opposed a stern disbelief to the objections of
those petty cavillers and minor critics who wish to reduce all men
to their own miserable level —”I will make a scientific simile” he
would say, “[i]Jn the manner, if you will, of Dr. Darwin—I consider
the alledged errors of a man of genius as the aberrations of the
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nessuna scoria puod macchiare, e la sua conoscenza era tale che
nessun errore poteva pervertirla. Il suo genio era trascendente, e
quando sorgeva come una stella luminosa ad Est, tutti gli occhi
erano rivolti verso di esso in ammirazione. Egli era un Poeta. Questo
nome e stato tanto spesso degradato da non poter piti trasmettere
l'idea di tutto cio che egli era. Era come un poeta dei tempi antichi
che le Muse avevano coronato nella culla, e le cui labbra avevano
nutrito le api. Quando camminava in mezzo agli altri uvomini sem-
brava circondato da un’aura celeste che lo separava e lo sollevava
al di sopra di essi. Erano la sua bellezza eccelsa, la luce accecante
dei suoi occhi, e le sue parole, i cui ricchi accenti avvolgevano
l'ascoltatore in muto ed estatico stupore, a fargli trascendere tutti
gli altri, cosicché, dinanzi a lui, essi sembravano fatti solo per ac-
cudire alla sua superiore eccellenza.

Egli era glorioso fin dall’infanzia. Ognuno 1"amava;
nessun’ombra di invidia od odio gettata perfino dalla mente pitt
meschina era mai caduta su di lui. Egli era, come speciale delizia
degli déi, cinto e recintato dalla sua stessa divinita, sicché nulla
all'infuori dell’amore e dell’ammirazione poteva avvicinarglisi. Il
suo cuore era semplice come un bambino, non macchiato da ar-
roganza o vanita. Si mescolava con la societa ignaro della propria
superiorita sui compagni, non perché sottovalutasse se stesso, ma
perché non percepiva l'inferiorita degli altri. Pareva incapace di
concepire la reale entita del potere che I'egoismo e il vizio pos-
siedono nel mondo: quando lo conobbi, benché avesse sofferto la
delusione nelle sue speranze piti care, non ne aveva sperimentata
nessuna che sorgesse dalla meschinita e dall’amor di sé degli
uomini: la sua posizione era troppo alta per lasciar passare la sua
sofferenza attraverso la loro durezza di cuore; e troppo bassa per
sperimentare ingratitudine e sconfinante egoismo: ¢ una delle
benedizioni di una fortuna moderata, che, impedendo al posses-
sore d’elargire favori pecuniari, gli impedisce anche d'immergersi
negli arcani dell'umana debolezza o malizia. Donare all’'uomo tuo
compagno € un attributo divino - lo e davvero, e come tale non
s’accorda alla mortalita; colui che dona, come Adamo e Prometeo,
deve pagare la pena d’elevarsi al di sopra della sua natura, essendo
il martire della sua stessa eccellenza. Woodyville era libero da tutti
questi mali; e seppur s’imbatteva in esempi negativi, non li notava
nemmeno e continuava nella sua rotta come un angelo dai piedi
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fixed stars. It is our distance from them and our imperfect means
of communication that makes them appear to move; in truth they
always remain stationary, a glorious centre, giving us a fine lesson
of modesty if we would thus receive it.”

I have said that he was a poet: when he was three and twenty
years of age he first published a poem, and it was hailed by the
whole nation with enthusiasm and delight. His good star perpetu-
ally shone upon him; a reputation had never before been made so
rapidly: it was universal. The multitude extolled the same poems
that formed the wonder of the sage in his closet: there was not one
dissentient voice.

It was at this time, in the height of his glory, that he became
acquainted with Elinor. She was a young heiress of exquisite beauty
who lived under the care of her guardian: from the moment they
were seen together they appeared formed for each other. Elinor
had not the genius of Woodyville but she was generous and noble,
and exalted by her youth and the love that she every where excited
above the knowledge of aught but virtue and excellence. She was
lovely; her manners were frank and simple; her deep blue eyes
swam in a lustre which could only be given by sensibility joined
to wisdom.

They were formed for one another and they soon loved.
Woodyville for the first time felt the delight of love; and Elinor was
enraptured in possessing the heart of one so beautiful and glori-
ous among his fellow men. Could any thing but unmixed joy flow
from such a union?

Woodyville was a Poet —he was sought for by every society and
all eyes were turned on him alone when he appeared; but he was
the son of a poor clergyman and Elinor was a rich heiress. Her
guardian was not displeased with their mutual affection: the merit

of Woodville was too eminent to admit of cavil on account of
his inferior wealth; but the dying will of her father did not allow
her to marry before she was of age and her fortune depended upon
her obeying this injunction. She had just entered her twentieth year,
and she and her lover were obliged to submit to this delay. But they
were ever together and their happiness seemed that of Paradise:
they studied together: formed plans of future occupations, and
drinking in love and joy from each other’s eyes and words they
hardly repined at the delay to their entire union. Woodville for ever
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alati puo librarsi sulla terra senza essere impedito da tutti quei pic-
coli ostacoli sui quali noi, di origine terrena, incespichiamo. Egli
credeva nella divinita del genio e opponeva sempre un’austera
incredulita alle obiezioni di quei meschini cavillatori e critici mi-
nori che desiderano ridurre tutti gli uomini al loro misero livello
- “Faro una similitudine scientifica” era solito dire, “alla maniera,
se m’e concesso, del Dott. Darwin. Io considero i presunti errori
di un uomo di genio come le aberrazioni delle stelle fisse. Sono la
nostra distanza da esse e i nostri mezzi di comunicazione imperfetti
che fanno sembrare che si muovano; in verita rimangono sempre
statiche, un centro glorioso che ci da una bella lezione di modestia,
sempre se vogliamo impararla”.

Ho detto che egli era un poeta: all’eta di ventitré anni aveva
pubblicato la sua prima poesia, ed era stato accolto con entusiasmo
e delizia dall’intera nazione. La sua buona stella brillava perpetu-
amente su di lui; mai prima d’allora una reputazione s’era creata
cosirapidamente: era universale. La moltitudine celebrava le stesse
poesie che costituivano la meraviglia del saggio nel suo studiolo:
non c’era nessuna voce dissenziente.

Fu a quel tempo, all’apice della sua gloria, che incontro Elinor.
Era una giovane ereditiera di squisita bellezza che viveva sotto la
custodia del suo tutore: dal momento in cui furono visti assieme
apparvero fatti I'uno per l'altra. Elinor non possedeva il genio
di Woodville ma era nobile e generosa, e glorificata dalla sua
giovinezza e dall’'amore, che ovunque ella suscitava, per la
conoscenza di non altro che eccellenza e virtt. Era leggiadra; le
sue maniere erano semplici e sincere; i suoi profondi occhi blu
nuotavano in una lucentezza che poteva essere data soltanto dalla
sensibilita unita alla saggezza.

Erano fatti I'un per l'altra e presto s’amarono. Woodyville per
la prima volta avverti le delizie dell’amore; ed Elinor fu rapita
dal possesso del cuore d’un uomo cosi bello e glorioso tra i suoi
compagni. Poteva altro che una gioia pura fluire da tale unione?

Woodyville era un Poeta - era richiesto da ogni societa e tutti
gli occhi erano puntati su lui solo, quando compariva; ma egli era
figlio di un povero sacerdote ed Elinor era una ricca ereditiera. Il suo
tutore non era contrario al loro affetto reciproco: il merito di Wood-
ville era troppo eminente per dare adito a cavilli sull’inferiorita
della sua ricchezza; ma il testamento del padre di lei non le per-
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rose in glory; and Elinor become more lovely and wise under the
lessons of her accomplished lover.

In two months Elinor would be twenty one: every thing was
prepared for their union. How shall I relate the catastrophe to so
much joy; but the earth would not be the earth it is covered with
blight and sorrow if one such pair as these angelic creatures had
been suffered to exist for one another: search through the world and
you will not find the perfect happiness which their marriage would
have caused them to enjoy; there must have been a revolution in the
order of things as established among us miserable earth-dwellers
to have admitted of such consummate joy. The chain of necessity
ever bringing misery must have been broken and the malignant
fate that presides over it would not permit this breach of her eternal
laws. But why should I repine at this? Misery was my element, and
nothing but what was miserable could approach me; if Woodville
had been happy I should never have known him. And can I who
for many years was fed by tears, and nourished under the dew of
grief, can I pause to relate a tale of woe and death?

Woodpville was obliged to make a journey into the country and
was detained from day to day in irksome absence from his lovely
bride. He received a letter from her to say that she was slightly ill,
but telling him to hasten to her, that from his eyes she would re-
ceive health and that his company would be her surest medecine.
He was detained three days longer and then he hastened to her.
His heart, he knew not why prognosticated misfortune; he had not
heard from her again; he feared she might be worse and this fear
made him impatient and restless for the moment of beholding her
once more stand before him arrayed in health and beauty; for a
sinister voice seemed always to whisper to him, “You will never
more behold her as she was.”

When he arrived at her habitation all was silent in it: he made
his way through several rooms; in one he saw a servant weeping
bitterly: he was faint with fear and could hardly ask, “Is she dead?”
and just listened to the dreadful answer, “Not yet.” These astound-
ing words came on him as of less fearful import than those which
he had expected; and to learn that she was still in being, and that
he might still hope was an alleviation to him. He remembered the
words of her letter and he indulged the wild idea that his kisses
breathing warm love and life would infuse new spirit into her, and
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metteva di maritarsi prima d’aver raggiunto la maggior eta, e la
sua fortuna dipendeva dall’obbedienza a quelle disposizioni. Era
appena entrata nel suo ventesimo anno d’eta, ed ella e I'amante
furono costretti a sottostare al ritardo. Ma erano sempre insieme e
la loro felicita sembrava quella del Paradiso: studiavano insieme:
facevano progetti sulle occupazioni future, e bevendo in amore e
gioia dagli occhi e dalle parole1'un dell’altra, difficilmente si lagna-
vano del ritardo della loro completa unione. Woodyville ascese per
sempre in gloria; ed Elinor divenne piu saggia e leggiadra grazie
alle lezioni del suo esperto amante.

Dopo due mesi Elinor avrebbe compiuto ventun anni: ogni cosa
era pronta per la loro unione. Come posso raccontare la catastrofe
di cosi tanta gioia; ma la terra non sarebbe la terra che &, coperta
di pena e rovina, se a una tale coppia come queste angeliche crea-
ture fosse stato concesso d’esistere 'una per I’altra: gira il mondo
in lungo e in largo, e non troverai da nessuna parte la perfetta
felicita di cui il loro matrimonio li avrebbe fatti godere; doveva
essersi verificata una rivoluzione nell’ordine di cose prestabilito
tra noi, miseri abitanti della terra, per dare adito ad una gioia cosi
compiuta. La catena della necessita, che porta sempre miseria, si
doveva essere rotta, e il fato maligno che presiede su di essa non
permetterebbe mai una simile violazione delle sue leggi eterne. Ma
perché mi dovrei lagnare? Miseria era il mio elemento, e nient’altro
che cio ch’era misero poteva avvicinarmisi; se Woodville fosse
stato felice non I’avrei mai conosciuto. E poss’io, che per molti anni
fui alimentata dalle lacrime, e nutrita sotto la rugiada del dolore,
poss’io interrompermi nel narrare un racconto di pena e morte?

Woodyville fu costretto a fare un viaggio in paese, e di giorno
in giorno fu trattenuto in seccante assenza dalla sua leggiadra
sposa. Ricevette una lettera da lei, dove diceva che era lievemente
malata, ma lo esortava ad affrettarsi, ché dai suoi occhi ella avrebbe
ricevuto la salute e la sua compagnia sarebbe stata la medicina per
lei piut fidata. Egli fu trattenuto ancora tre giorni e poi s’affretto da
lei. Il suo cuore, chissa perché, pronosticava sventura; non aveva
piu avuto altre notizie di lei; temeva che potesse peggiorare e il
suo timore lo rendeva impaziente e irrequieto aspettando il mo-
mento in cui I'avrebbe vista ancora dinanzi a lui, ornata di salute
e bellezza; giacché una voce sinistra pareva sempre sussurrargli:
“Non la vedrai mai pitt com’era”.
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that with him near her she could not die; that his presence was the
talisman of her life.

He hastened to her sick room; she lay, her cheeks burning with
fever, yet her eyes were closed and she was seemingly senseless.
He wrapt her in his arms; he imprinted breathless kisses on her
burning lips; he called to her in a voice of subdued anguish by the
tenderest names; “Return Elinor; I am with you; your life, your love.
Return; dearest one, you promised me this boon, that I should bring
you health. Let your sweet spirit revive; you cannot die near me:
What is death? To see you no more? To part with what is a part of
myself; without whom I have no memory and no futurity? Elinor
die! This is frenzy and the most miserable despair: you cannot die
while I am near.”

And again he kissed her eyes and lips, and hung over her
inanimate form in agony, gazing on her countenance still lovely
although changed, watching every slight convulsion, and varying
colour which denoted life still lingering although about to depart.
Once for a moment she revived and recognized his voice; a smile,
a last lovely smile, played upon her lips. He watched beside her
for twelve hours and then she died.
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Quando arrivo all’abitazione di lei vi regnava un gran silenzio:
si fece strada attraversando varie stanze; in una di queste vide una
serva piangere amaramente: era svigorito dalla paura e poté a
malapena chiedere: “E morta?”, e si limitod ad ascoltare la terribile
risposta: “Non ancora”. La gravita di parole cosi sorprendenti lo
spavento assai meno di quelle che s’aspettava; e apprendere che
ella era ancora in vita, e che egli poteva ancora sperare fu un sol-
lievo per lui. Rammento le parole della lettera e si soffermo sulla
bizzarra idea che i suoi baci, alitanti caldo amore e vita, avrebbero
infuso nuovo spirito in lei, e che, con lui accanto, ella non poteva
morire; che la sua presenza era il talismano della vita di lei.

S’affretto alla stanza della malata; ella giaceva con le guance
ardenti di febbre, ma i suoi occhi erano chiusi ed ella era appar-
entemente priva di sensi. Eglil’avvolse nelle sue braccia; impresse
baci ansanti sulle sue labbra ardenti; la chiamo con voce colma
di tenue angustia, proferendo i nomi piu teneri: “Ritorna, Elinor;
sono con te; ecco la tua vita, il tuo amore. Ritorna; mia cara, tu mi
promettesti questo favore, che io ti portassi la salute. Lascia che
il tuo dolce spirito riviva; non puoi morire accanto a me: Cos’e la
morte? Non vederti mai pit? Dipartire da quella che € una parte
di me stesso; senza la quale io non avrei né memoria né futuro?
Elinor morire! Questa e frenesia e la pitt misera disperazione: non
puoi morire finché io ti sono accanto”.

E di nuovo baciava i suoi occhi e le sue labbra, e si chinava
sulla sua figura inanimata in agonia, fissando la sua espressione
del volto, ancora leggiadra benché mutata, facendo attenzione ad
ogni lieve convulsione e colore variabile che denotasse una vita
ancora indugiante benché prossima alla dipartita. Solo una volta,
per un attimo, ella si rianimo e riconobbe la sua voce; un sorriso,
un ultimo sorriso leggiadro le gioco sulle labbra. Egli veglio su di
lei per dodici ore, e poi ella mori.
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Una nota sulla traduzione

Spesso, quando si traduce una raccolta di poesie, € prassi scri-
vere un saggio introduttivo dell’opera per spiegare, da un parte,
le ragioni della traduzione stessa, e dall’altra, discutere alcune
scelte stilistiche adottate. Davanti alle poesie di Antonio D’ Alfonso
comunque la cosiddetta prefazione appare poco necessaria. Le sue
poesie non hanno bisogno di commenti preliminari e non solo per-
ché, da un punto di vista linguistico, i versi recano una forza tutta
loro tale da trascinare il lettore e lasciarlo, a volte, anche scioccato,
come puo avvenire, ad esempio, davanti a “Il saldatore” dove il
poeta racconta (si tratta, in effetti, di un racconto) il senso della vita
e delle avventure, anche oniriche, di Joe Pass, artista che, comunque,
deve sempre tornare a fare i conti con una realta alquanto amara.

I versi di D’ Alfonso non hanno bisogno di commenti perché
contengono quelle verita, quelle prese di coscienza a rivelare fatti
che, una volta constatati, fanno pure male, ma soprattutto perché le
immagini dipinte da D’ Alfonso sulla pagina parlano direttamente
al lettore attraverso associazione di idee (si veda per esempio
“Achille a Toronto” dove il famoso cavallo di Troia viene, infatti,
immaginato, e percio associato, ad una realta canadese (Toronto)
contemporanea) che richiedono una completa attenzione da parte
del lettore il quale si ritrova necessariamente a riempire gli spazi
vergini lasciati tra i versi. E pure vero che D’Alfonso é solito uti-
lizzare il pit possibile il bianco della sua tela cartacea e che i suoi
versi sono intensamente allacciati. Nonostante tutto, il collegare gli
eventi e le immagini create dal poeta rimane compito del lettore.
E nostra responsabilita, quindi, capire e partecipare alle vicende
personali e collettive del soggetto del testo. Essendo cosciente di
questa relazione che D’Alfonso crea da subito con il lettore ho
pensato di scrivere, invece, una postfazione, cioe una riflessione
che avviene dopo aver concluso il viaggio di lettura.

Questa breve nota vale anche a ringraziare la poesia di
D’ Alfonso che mi ha aperto le porte di un mondo che, fino ad un
certo punto della mia carriera, & rimasto del tutto sconosciuto,
quello, cioe, della letteratura canadese. Spesso per coloro che vi-
vono negli Stati Uniti, come ¢ il mio caso, tale produzione letteraria
passa inosservata; pochi, anzi pochissimi, sono coloro che se ne
interessano. Gli Stati Uniti ed il Canada sono tanto vicini, almeno
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geograficamente, eppure appaiono davvero molto distanti, tanto
che quando si menziona la letteratura canadese nei circoli let-
terari statunitensi, questa risuona addirittura come esotica. Cosi
come tante altre tradizioni letterarie (quella portoghese o quella
australiana, potrebbero, ad esempio, essere altre da menzionare),
di quella canadese ci si dimentica spesso. Non e certo questo il
luogo dove esaminare i motivi per cui tale realta si presenta a se
stessa, ma mi sembra giusto almeno indicare un fatto tanto curioso
che mi ha portato per molti anni a studiare molte altre tradizioni
letterarie tranne quella canadese. Il motivo che mi ha condotto
a tradurre le poesie di D’ Alfonso € dunque, da una parte, molto
personale, in quanto volevo saperne di piu circa la produzione
colta del Canada, dall’altra, proprio perché certe letterature pas-
sano spesso inosservate, ho sentito I'esigenza di dare spazio alla
maestria dell’autore.

La poesia di D" Alfonso, cosi come gli altri suoi scritti, mettono
in evidenza una profonda conoscenza critica del suo luogo natale.
Com’e successo?, credo, non sia solo una riflessione artistica, ma
un commento in versi sulla societa canadese tutta, una societa in
cui gli scrittori come D’ Alfonso, a volte, fanno fatica ad emergere.
Cosi il nostro poeta nel 1978 decide di aprire una casa editrice per
conto proprio, la Guernica Editions, per dare spazio a quelle voci
che, per un motivo o un altro, non venivano ascoltate nel loro
stesso paese. D’Alfonso, dunque, ¢ stato da sempre impegnato
socialmente, cosi lo sono stati, e continuano ad esserlo, le sue carte.
Il nostro poeta non ha mai avuto la pretesa di cambiare il mondo,
ma ha cercato di creare o di intravedere delle soluzioni letterarie
e culturali la dove sembrava non ve ne fossero. Delle opere di
D’ Alfonso allora si devono ammirare innanzitutto il coraggio e la
franchezza; franchezza che si svolge anche e certamente nei versi
di Com’é successo?.

Quando lessi per la prima volta questa raccolta di poesie le
traduzioni in italiano nacquero da sé, spontanee, come se quei
versi fossero stati germinati anche per essere tradotti in italiano.
Questo sara anche dovuto al fatto che il francese e I'italiano sono
lingue molto simili sia da un punto di vista strutturale, sia da un
punto di vista idiomatico, ma soprattutto, mi si conceda, perché il
messaggio suggerito dai versi di D" Alfonso é rivolto all"'umanita in
quanto tale. Ognuno di noi, infatti, si puo ritrovare in questi versi
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che cantano di cose quotidiane, com’é il caso di “Elisa fai denti” che
esprime, ad esempio, la preoccupazione che generalmente i geni-
tori hanno per i figli che vedono crescere. Questa poesia ci mostra
i dubbi che assalgono i padri e le madri ogni volta che vedono i
propri figli attraversare le diverse fasi della vita. Eppure, tramite
il descrivere momenti di tutti i giorni (Joe Pass che gratta le corde
della sua chitarra, o Elisa che fa i denti, o un uomo che guarda dalle
sue finestre la sua bambina che gioca sull’altalena, come avviene in
“Passeggiata a Humewood”), D’ Alfonso trova sempre il modo di
fare delle riflessioni profonde sul senso della vita, la societa, 'arte
di scrivere, la voglia di sopravvivere.

Nei suoi versi & presente un’umanita tangibile la quale si puo
toccare quasi con mano tanto e forte la sua presenza. Un’umanita
di cui, purtroppo, oggi si parla sempre di meno anche nei circoli
letterari (il mio punto di vista, sia chiaro, ¢ quello statunitense).
Questa realta appare anche un po” assurda specialmente quando
si fa riferimento allo studio delle lettere. Cosa puo esserci infatti
di pitt umano di parlare di un prodotto che, a sua volta, e creato
dall’anima e dalla mente superbi di un altro essere umano? Questa
realta esiste perché si vuole dare al mondo letterario, da studiare ed
interpretare, un carattere scientifico per cui, spesso, si deve parlare
del dato letterario con un obiettivita tipica dell’ osservatore scienti-
tico. Dietro questo modo assolutamente oggettivo di comunicare
circa le lettere ¢’ una ragione politica. Gli intellettuali, i quali disc-
utono delle materie letterarie, sono costantemente sotto 1’occhio del
ciclone perché oggi, soprattutto nel mondo accademico, si tende a
dare sempre piti peso alle scienze che alle materie umanistiche. Ci
siritrova quindi spesso a giustificare e ad evidenziare I'importanza
che gli studi letterari hanno per la formazione del soggetto sociale
in genere. Pertanto chi intraprende studi umanistici deve mostrare
di essere capace di produrre del buono per la societa tanto quanto
il collega scienziato. Da un punto di vista metodologico, allora, la
ricerca letteraria si deve affrontare con la mente e non con il cuore,
ma davanti alla poesia di D" Alfonso non si puo rimanere distaccati;
essa puo (e deve) essere interpretata umanamente.

II genere umano che emerge dalle righe dei quaderni poetici
dell’autore e cosciente delle proprie limitatezze, ma mai diventa
arrogante ed immagina di poter, un giorno, raggiungere la perfezi-
one, perché questa non esiste, né puo diventare cosa reale. Quella



74 Journal of Italian Translation

immaginata nelle poesie di D’ Alfonso ¢ un"umanita che cerca di
mettercela tutta tanto quanto il bruco che pigia il suo corpicino
(“le sue tenere dita”) per andare avanti e non soccombere alla
“difficolta di esistere”: come accade nella poesia “Un bruco inde-
ciso.” Il piccolo, ma forte bruco, lo si pud immaginare facilmente,
diventa, nei versi di D’ Alfonso, un simbolo del genere umano che
“senza languore/ scruta il grasso e la sozzura”, che, cioe, senza
mostrare debolezze, nonostante la sua carne, in effetti, & tenera,
trova la forza ed il coraggio di sopravvivere scrutando, appunto,
tutta la sozzura intorno a lui; in altre parole, I'insetto sopravvive
nonostante capisca che intorno a sé le cose non sono sempre belle,
né poi tanto desiderabili. Per via del linguaggio immediato utiliz-
zato da D’Alfonso I'immagine di questo bruco rimane delicata,
quasi romantica, a dimostrare che l'insetto potra presto diventare
una farfalla. Il bruco, cosi come l’essere umano, ci prova tutto a
sopravvivere. E molto probabilmente vi riesce.

E questo senso delle cose terreno che ho cercato di trasmettere
traducendo le poesie di D’ Alfonso. Nessun lavoro di traduzione &
mai impresa facile. Che cosa si traduce quando si traduce? Si rende,
certo, una lingua in un altro idioma, ma non e mai solo questo lo
scopo. Se pensiamo al termine greco poiesis, dal quale la parola “po-
esia” deriva, ci rendiamo conto che lo scopo ultimo della poesia, e
cosi anche della traduzione, € quello di fare, nel senso di costruire,
creare (e creare anche dal nulla, quale rappresentato dalla pagina
bianca). Questo genere letterario crea un mondo mettendolo in
armonia con se stesso e con gli uomini stabilendo punti di con-
nessione tra un essere umano (il poeta) e I'altro (il lettore). Questo
nuovo spazio di comunicazione diventa sorgente di emozioni dal
quale il traduttore deve necessariamente attingere. Le poesie che
ci sorprendono, quelle che ci fanno sgranare gli occhi perché le
immagini dipinte sul foglio sono o troppo forti o troppo sublimi,
o entrambe le cose, quelle, ecco, sono le poesie che si vogliono e si
devono tradurre. Questo e il tipo di poesia che D’ Alfonso riesce a
creare e che ora si mette a disposizione anche della lingua italiana
nella quale, a cominciare da Dante, ha dato voce a scrittori eccezi-
onali le cui opere sono ormai diventate patrimonio internazionale.

Cosi come afferma T.S. Eliot nel suo saggio sulla tradizione e
il talento individuale, i poeti nuovi devono confrontarsi sempre
con chi li ha preceduti. E questo non perché la generazione di



scrittori recenti deve imitare i capostipiti, ma perché coloro che
fanno della poesia nuova vanno a crearsi un posto in quello che
T.S. Eliot chiama “monumento letterario” il cui ordine viene mod-
ificato dall’introduzione della voce letteraria piu giovane variando,
a sua volta, i valori letterari stessi, i quali, sotto questo aspetto,
piu che apparire stabili rimangono, invece, fluidi. Ora le poesie di
D’ Alfonso vanno ad inserirsi, e cosi a confrontarsi, con la tradizione
letteraria italiana grazie al lavoro di traduzione il quale vale, infatti,
a trasmettere, e pertanto a far circolare, la materia letteraria la dove
non le era stato ancora concesso di introdursi prima per via del suo
diverso orientamento linguistico.

Le poesie di D’Alfonso tradotte in italiano creano un ponte
atlantico, possiamo chiamarlo cosi, tra la letteratura canadese e
quella italiana. E ora che queste due tradizioni si incontrino e co-
munichino tra di loro visto che hanno anche in comune un pezzo
di storia, il quale, seppure doloroso, come lo sono tutte le vicende
che hanno a che fare con il tema della diaspora, & una realta, una
presenza innegabile sia nell’anima collettiva italiana, sia nelle vite
di quelli, come i genitori di D’ Alfonso, per esempio, che, per un
motivo o un altro, hanno dovuto lasciare I'Italia. Il ponte allora e
stato creato. E pronto per essere percorso.

Anna Ciamparella
Baton Rouge, LA 11 April 2016
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Welder

Joe Pass plucks guitar strings

that lift the spirit from its stool:

wanderlust bust on a rooftop.

Pen in hand, I look quite foolish

slouched here trying to file smooth words

and fit them in a meter that follows

no one’s heartbeat. The gray-drift day

is happy. Workers, sculptors

with wizard fingers, hammer the frame

of our shed faster than I can glue together

a few images meant to bring warmth to my love.
Dad, I should not have listened to you.

As they say, school’s for the birds.

There’s more meaning in being, like you, a welder.

Humewood Drive

He comes to this town, by this road, to build his nest,
not to rest his bones, for there are no bones to rest.
Nor is there such a luxury as rest to buy,

except for the kind of snooze he slumps

into while watching a film. He walks in tired,

but cannot sleep, cannot slumber, rarely dreams.
This skeleton of a man, no matter how well
nourished he seems, is no better than

a pile of logs in the rain. There is a woman

there is a little girl walking in the park

just outside his window, and these two women
awaken the better part of him.

In a yellow snowsuit, a grizzly bear in black

sewn on the back, his daughter runs up and down the hill

that leads to the swing she’ll sing her mama

to sit her on. Always the same swing, the one

on the left, always the one least used. It's a wanting
that cries from her strong little body his wife

finds harder and harder to lift each day.

One day you too will grow old, feel pain in your back.
One fights for justice, the other shuts eyes to injustice.
Here is a trio that believes in fair play.
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I1 saldatore

Joe Pass gratta le corde di una chitarra,

trae fuori ’anima dal suo sgabello:

una voglia di vagabondare irrompe sul tetto.

Penna alla mano, appaio ridicolo

sprofondato nella poltrona mentre limo parole

che ammucchio in un verso che segue

il battito del cuore di nessuno. La giornata grigio andante
e felice. Operai, scultori

dalle dita magiche, martellano il telaio

del nostro condono pitt veloci di me mentre incollo
poche immagini intese a portare calore al mio amore.
Papa, io non avrei mai dovuto ascoltarti.

Si dice che la scuola é per i cretini.

Fa pil1 senso essere come te, un saldatore.

Humewood Drive

E arrivato in questa citta attraverso questa strada per
[costruire il suo nido,

non per riposare le ossa, non ha ossa da deporre in terra.

Riposare e un lusso che non si puo permettere,

eccetto per quella specie di pennichella che si fa

guardando un film. Arriva stanco,

ma non puo dormire o rilassarsi, sogna di rado.

Questo scheletro d’'uomo, non importa quanto in forma

sembri ai vostri occhi, non é pit utile

di una catasta di legna dimenticata sotto la pioggia. C'¢e
[una donna

c’¢ una bambina che camminano nel parco

fuori dalla sua finestra, queste due donne

risvegliano il suo meglio.

Nel suo giubbetto giallo, un orso nero imbronciato

cucito sul retro, sua figlia sale e scende la collina

che porta all’altalena dove invita la mamma

a sedersi. Sempre la stessa altalena, quella

di sinistra, sempre la meno utilizzata. E un desiderio

piu insistente di questo corpicino forte

che di volta in volta sua moglie trova sempre pit difficile
[sollevare
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It is not a crime if he refuses to reveal
the private tales of family life which
can be read in between the lines anyway.

He grows up in a good family with its share of bland
troubles that lower middle-class families suffer.
Then one morning this one man wakes up

and finds that he has finally lost

the comfort an imagined birthplace can give.

Walks out of the garage door and never looks back.
He is alone - the end of November.

Today, this Ides of March,

standing alone behind a window, he grins

at his own sadness. Isn't this joyous suffering;:
to appreciate what has not been found?

Old doors are locked but no new door is
opened, at least not the door he had hoped
would open for him. The doors that do unlock
are doors he does not know exist.

He moves into offices without doors.

He moves into a den with many windows,
and the panes are smeared with grime.

He moves into a mansion, a tavern to many.

He moves into a garret that is all horizon.

He curses this attic, and he curses that castle.

He curses his father’s cradle, and he curses his cellar,
unaware that mud can be washed off,

that glass can be shattered, fixed, changed.

He totters into the landscape, runs away.

What can’t be changed is what isn’t there already:
roads checked by military men

blocking him at every mile to ask him his name;

roads checked as financial charts

ordering him to lose his patience and become abusive.
All want him to scream and hit and kill those he loves.
They arrest for not being a machine

like the machines that kill the ones he loves.

“But we are machines,” he screams to the guards.

He quotes Gurdjieff, but none believes him.
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Un giorno anche tu invecchierai e ti fara male la schiena.

Uno si batte per la giustizia, un altro chiude gli occhi davanti
[all'ingiustizia.

Ecco un trio che crede in un gioco leale.

Non & un crimine se lui si rifiuta di svelare

i segreti di famiglia che

si possono leggere comunque tra le righe.

E cresciuto in una buona famiglia con la sua parte

di problemi normali che famiglie di ceto medio affrontano,
Diciamo che una mattina quest'uomo si sveglia,

capisce di aver finalmente perso

I'appoggio che una citta natale immaginata puo offrirgli.
Allora apre la porta del garage senza guardare pit dietro.
E solo - la fine di novembre.

Oggi, in queste idi di marzo,

solo dietro la finestra abbozza un sorriso

alla propria tristezza. Non e questa gaia sofferenza:
apprezzare cio che non e stato trovato?

Porte vecchie si sono chiuse, ma nessuna nuova soglia
si e aperta, certo non la porta che lui sperava

si aprisse. Le porte che si aprono

sono quelle di cui egli ignora I'esistenza.

Si aggira in uffici senza finestre.

Si aggira in studi con troppe finestre

e i vetri sono imbrattati di sporcizia.

Si aggira in una villa, un bar dove vanno tutti.

Si aggira nell’attico che e tutto un orizzonte.

Maledice questa mansarda e maledice quel castello.
Maledice la culla di suo padre, maledice la sua cantina.
dimentico che lo sporco si puo pulire,

i vetri si possono rompere, aggiustare, cambiare.

Barcolla in un paesaggio, fugge.

Cio che non puo cambiare e cio che non si rende manifesto:
le strade controllate dai militari che

lo fermano ad ogni chilometro per chiedere il suo nome;

le strade controllate come grafici finanziari

che gli ordinano di perdere la pazienza e diventare violento.

Tutti vogliono che urli e colpisca e uccida quelli che ama.
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“I treat my body like a cart on wheels.

I know when to stop, when to go,

am aware that now is a time to stay and dig

my way back to my parents” home, for I too am

a child running up and down the hill to reach a swing.”

7

Elisa Teething

August sixth. Three a.m. Baby bawling, broaching,
Papa too crying, face full of braces, hurting,

it’s birthday time again, loss of hope for a time,

as both sink deeper in the green park sandpit,

till they dig their way out to Corelli, the doll

that laughs, the rosewood egg-to-chicken puzzle
whose pieces fit tautly together like parents

in a tight embrace, worried in wild discussion,
whether or not to command that pain killer in,

if this is abuse to worry about what is good

for this tiny body learning to grow tougher,

more confident each day, asking why, with twenty-two
years on each leg, a parent loses what children gain,
blissfully unwrapping what causes so much pain.

Elisa and Politics

You'll never be the President of the nation,
or the Prime Minister of this country.

Your cousins are not heritage,
and your bones not patrimony.

Your religion is not secured by copyright,
your food is defraudable property.

But the flame that flashes in your eyes
is there to comfort lover and ally
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Lo arrestano per non essere una macchina

come quelle che tritano la gente che ama.

“Ma noi siamo tutti macchine”, grida alla guardia.

Cita Gurdjieff, ma nessuno gli crede.

“Tratto il mio corpo come un carro.

Imparo a fermarlo e farlo partire,

so che & tempo di rimanere e scavare

un percorso verso la casa dei miei genitori, perché anch’io sono

come un bambino che sale e scende la collina correndo
[verso I'altalena.

Elisa fa i denti

Il sei di agosto. Le tre del mattino. La bambina piange, si alza,

anche papa piange, la faccia piena di apparecchi dolorosi

un altro compleanno, perdita temporanea di speranza,

mentre entrambi sprofondano nel recinto di sabbia

fino a che scavano il tracciato fino a Corelli, la bambola

che ride, il puzzle dall'uovo alla gallina

i cui pezzi s'incastrano stretti come genitori

che si abbracciano, preoccupati in una sterile discussione,

se farle mandare giti una medicina per il dolore,

se dubitare fosse piuttosto abusare del bene

di quel corpicino che impara a crescere piu forte,

pitt sicuro ogni giorno, chiedendo perché, con ventidue anni

di pit contati su ogni gamba, un genitore perde quello che
[i figli acquistano

scartando lietamente cio che causa tanto dolore.

Elisa e la politica

Tu non diventerai mai presidente della repubblica,
mai sarai primo ministro di questo paese.

I tuoi cugini non sono un retaggio,
le tue ossa nemmeno un patrimonio.

La tua religione non ¢ protetta dai diritti d’autore
Il cibo e proprieta facilmente defraudabile.

Ma la fiamma che scintilla nei tuoi occhi
serve a consolare amanti e alleati
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that no President or MP will ever rally.
I Am Your Flesh

I am your flesh. You are my soul.

Take this soul and make it flesh.

This is the sky. You are my earth.

This is dust, turn it to fire.

This is a cloud. You are a whalesong,.
Take my flesh from me. Lead us to the well.
This is a window. Take away the night.
The leaves are celestial machines.
Helices against mud and water.

This is my flesh. Give me your spells.

Is this why we are imperfect?

Is this why we are made of holes?

You are flour. I am sand.

A bull runs mad through the street.
There is a flame in everything.

There is all things in every fire.

This is my word. This is your word.
Turn me into a verb. Turn us into a phrase.
Take this shoe. Give me a branch.

Paint me an icon. Turn on the tarantella.
My hand is dirt. This is a cloud.

There is a heart. This is the skin

to wrap the breathe there is within.
Give me an iris. Pull out my wings.
There is a flame in everything.

Achilles in Toronto
To Pasquale Verdicchio

We know sitting in this wooden horse

that it’s not a question of arms or language play,
but very much about who is and who

has the power to take up these arms and
language that governments stuff down our
children’s throats. We know too that rhyming
with words is useless in these times where

what is nothing and to have is all. Ownership,

it is true, is everything, and we never owned nor
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che nessun presidente né primo ministro potra mai comprare.
Sono la tua carne

Io sono la tua carne. Tu sei la mia anima.
Prendi quest’anima e mutala in carne.
Questo ¢ il cielo. Tu sei la mia terra.
Questa e polvere, trasformala in fuoco.
Questa e una nuvola. Tu sei un canto di balena.
Prendi la mia carne. Conducici al tuo pozzo.
Questa e una finestra. Disperdi la notte.
Le foglie sono motori celesti.
Eliche che si muovono contro I'acqua e la fanghiglia.
Questa ¢ la mia carne. Concedimi i tuoi sortilegi.
Perché siamo tanto imperfetti?
Perché siamo pieni di voragini?
Tu sei farina. Io sono sabbia.
Un toro attraversa la citta come un dannato.
Una fiamma arde in tutto.
Tutto arde in ogni fuoco.
Questa e la mia parola. Questo é il tuo vocabolo.
Tramutami in verbo. Tramutiamoci in frase.
Prendi questo sandalo. Donami un ramo.
Dipingimi come un’icona. Danziamo la tarantella.
Le mie dita sono lerce. Questa ¢ una nuvola.
C’e un cuore. Questa ¢ la pelle
per avvolgere I'alito interiore.
Regalami un iris. Cavalca sulle mie ali.
Una fiamma arde in tutto.

Achille a Toronto
Per Pasquale Verdicchio

Seduti in questo cavallo di legno sappiamo

che non & una questione né di guerra né un gioco di parole;
e piuttosto questione di sapere chi e chi

e chi detiene il potere di usare queste armi e

queste parole d’ordine che il governo caccia

nella gola dei bambini. Sappiamo che le rime

sono inutili di questi tempi dove

una cosa € niente ed avere ¢ tutto. Possedere,

e vero, e tutto; e noi non abbiamo mai posseduto
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ever will acquire the tools that will gain for us

a dignity we have for centuries striven for.

We are fools to dream of a social stamp

we once had. Serfs were no better off

than slaves, and slaves, though concealed in the rhetoric

of emigration, we still are. Decades have expired,

and still we sit sweating in this horse that smells

of our own muck and urine. But we stay calm

and wash daily, even buy perfumes from stores

that overcharge for products we carried in our ships.

We're stupid to expect back-up to be sent to our rescue.

The leaders of the lands our forefathers left resigned;

at least they pretend to have changed, or is it the press

that presses us to believe that power has changed?

‘What has changed?” you ask. “Their names, their badge

of honour?” The dullness of their eyes never changes, be it

under the sun or in the mud. Annually they write

and rewrite history books. They can afford to; they

own the paper mills; they own the ink; they own

the machinery that prints their children’s faces

on the front page of their vanity newsletters

they label magazines. How true, I sigh, and offer you

homemade wine we have made from grapes shipped

up from California. Perhaps we too should consider

more bread, quiet our disillusionment by worrying

if it is not better to be vegetarian after all. I don’t know.

Look. A messenger. Mara, your daughter, hands you a
[drawing:

Achilles and his friend in a horse of wood, smiling,.

Is it just to demand of us also to bear arms?

Monday Evenings with Pino
For Giuseppe Spadafora

‘What's great today shall be small tomorrow.’
Pino swallows his ale, announces, ‘My little girl
has taught me more than I could ever expect
from life. Nothing much else counts:
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né mai avremo i mezzi per riottenere la dignita

per la quale lottiamo da secoli.

Siamo idioti a credere di possedere

un sigillo culturale. Il servo non era pit libero

dello schiavo, servi, sebbene celati nella retorica

dell'immigrazione, siamo tutt’ora. Sono passati decenni,

siamo ancora qui, seduti dentro questo cavallo

che puzza di feci e urina. Ma manteniamo la calma

e ci laviamo ogni giorno, addirittura compriamo profumi
[in negozi

che rincarano i prodotti che abbiamo portato con le nostre navi.

Siamo stupidi a pensare di poter essere soccorsi.

I capi di stato della terra dei nostri antenati si sono dimessi;

almeno pretendono di essere cambiati o sono i giornali

a farci credere che il potere sia cambiato?

“Cos’@ cambiato?”, chiedi. “I loro nomi? Il colore dei loro
[sigilli

d’onore?”. L'apatia nei loro occhi non muta mai,

né sotto la pioggia, né nel fango. Ogni anno scrivono

e riscrivono i loro libri di storia. Hanno i mezzi per farlo. Loro

posseggono le fabbriche della carta; posseggono I'inchiostro;
[posseggono

i macchinari che stampano le facce dei loro figli

sulle prime pagine di bollettini narcisisti

che chiamano riviste. Com’é vero, sospiro e ti offro un
[bicchiere

di vino nostrano fatto con uva californiana. Forse
[dovremmo mangiare

anche un po’ piu di pane, tranquillizzare la nostra
[disillusione chiedendoci

se, dopotutto, non sia meglio essere vegetariani. Non so.

Guarda: un messaggero. Mara, tua figlia, ti porge un disegno:

Achille e il suo amico seduti in un cavallo di legno, sorridono.
E giusto ci chiedano di prendere le armi?

I lunedi sera con Pino
Per Giuseppe Spadafora

“La grandezza di oggi sara la piccolezza di domani.”
Pino ingoia la sua birra, dice: “Mia figlia
mi ha insegnato pitt di quello che potevo aspettarmi
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old-age pension at ninety, house debt,

women nothing more than phosphenes? I'd whirl

it out the window and start over again.

Oh to put thousands a year aside and retire

a happy husband, die renting rooms in a bed

and breakfast near the ocean south of Halifax!

My colleague, she’s rich. Even planned to quit the firm
to have a baby. Couldn’t. She’d exchange

her bank account for one though. Asked me for sperm.
Couldn’t. What I once did I can’t now chance.’

The Day Together

She has never rolled off

her sweater like this before.

The Trieste afternoon is summer cool,

her companion’s palms bolder

than her husband’s banker hands

pressed against her skin as on a steering wheel,
crazier than the sperm wars she has

since been responsible for, firmer than

her father’s fingers when pinching her cheeks,
even as an adult. Sandra examines how

her friend neatly folds the cotton

skirt she wore for shopping.

Is it the way the sunray strikes

their glasses or a chute left unlocked?

The friends never make it to Piazza Unita.

She says yes to Elvira

whose succor gently massages order

on the body parts where disorder reigns.
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dalla vita. Niente conta piu di tanto:

la pensione a novant’anni, I'ipoteca,

le donne, nient’altro che sciocchezze? Butterei

tutto dalla finestra per cominciare da capo.

Oh a mettere mille dollari da parte all’anno e andare in
[pensione

marito felice, morire affittando camere

vicino il mare a sud di Halifax.

La mia collega, lei ¢ ricca. Addirittura considero di lasciare
[la ditta

per avere un bambino. Non poté. Darebbe

il suo conto in banca pur di avere un figlio. Mi ha gia
[chiesto dello sperma.

Non potrei. Gli errori del passato non voglio rifare”.

Una giornata insieme

Non ha mai tolto

la maglia cosi prima d’ora.

II pomeriggio a Trieste ¢ un’estate fresca,

le mani della sua amica sono pitt audaci

di quelle di suo marito banchiere

quando la accarezza allo stesso modo in cui
accarezza il volante della sua vettura,

pitt violente di tutte le guerre spermatiche

di cui lei e responsabile, pitt decise

delle dita di suo padre quando le pizzica le guance,
anche oggi. Sandra esamina come

la sua amica pieghi in maniera meticolosa la gonna
di cotone che ha indossato per fare spese.

E il modo in cui il sole brilla

sui suoi occhiali o la cerniera lasciata aperta?

Le amiche non sono poi andate a Piazza dell’Unita.
Sandra dice si ad Elvira

che, risollevata, mette in ordine le parti del corpo
della sua amica dove regna un grande disordine.
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How to Talk About Helen
To Maria Mazziotti Gillan and Laura Boss

How to talk about Helen,

Helen who lived across the street from us,
who was older than I was,

she was the sister of my friend,

of my friends,

Helen who was extremely attractive,

we all desired her,

her brothers included,

but we knew she did not work,

she should have worked,

but she didn’t.

We used to have conversations on her porch,
she was so sensitive,

I don’t how to talk about Helen.

How to talk about Helen

when the only image I really have of her

is my father waking me up one night,

telling me: “Your friend is naked on the street,
and it’s three in the morning,.

Should we call the police,

or bring her in ourselves?’

How do I talk about Helen?

Lorraine

I would wait for her to sit on the porch every evening.

I would wait for her to drive home

on her blue Vespa every evening.

I was scared she would notice me behind the shut blinds.

If I would find the courage

I would run out to say hello,

she was ten years older than me,
and she would indulge and talk.

I would wait for her to sit on the porch every evening.
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Elena
To Maria Mazziotti Gillan and Laura Boss

Come parlare di Elena?

Elena che vive dall’altra parte della strada,
pitt grande di me,

era la sorella maggiore di un amico,

dei miei amici,

Elena sempre troppo bella per noi,

tutti la desideravamo,

anche i suoi fratelli,

ma sapevamo che qualcosa non andava
sarebbe dovuta andare,

ma non andava.

Passavamo il tempo a parlare sul suo porticato
lei tanto sensibile,

non so come parlare di Elena.

Come parlare di Elena

quando la sola immagine che ho di lei

€ mio padre che mi sveglia di notte

per dirmi: “La tua amica é tutta nuda per strada,
sono le tre del mattino.

Dovremmo chiamare la polizia

o & meglio condurla a casa?”

Come parlare di Elena?

Lorraine

Ogni sera aspettavo si sedesse sulla veranda.

Ogni sera aspettavo rientrasse a casa

sulla sua vespa blu, ogni sera.

Avevo paura non si accorgesse di me dietro le tende del
[salotto chiuse.

Se avessi trovato il coraggio

sarei corso fuori a dirle ciao

aveva dieci anni pitt di me,

ma cedeva ai miei capricci e parlava con me.

Ogni sera aspettavo si sedesse sulla veranda.
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And when she would, when I could,
I would open up and sweat.
Then I would not say hi to her for a week.

I wonder if she ever saw me in the living room.
I wonder if she ever realized

that I became a man waiting

for her to sit on the porch every evening.

Friends in Augsburg
For Gino Chiellino

Augustus came here to rest his Emperor’s head.

Fugger built his Brazilian empire from that palace.
Luther scrammed for fear of being burnt at the stake.
Mozart, before running to Salzburg, worked nearby.
Brecht left Munich for a pad by the canal.

This is where Gino and Magrit choose to raise their kids.
This is where we drink and figure ways not to go wrong.
Sure, we compose uneasy songs, but our job, and we nod,
is to right the harm some do to their chums.

We laugh at our own stupidities; at times,

we weep and tighten an arm across the other’s shoulder.
You joke: ‘Sex? She who wakes it can have it.”

Mine hang like a relic on the sunlit wall

across the Episcopal castle turned city hall.
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Quando lo faceva ed io potevo
mi industriavo a traspirare.
Allora non l'avrei salutata per una settimana.

Mi chiedo se mi avesse mai visto nel soggiorno.
Mi chiedo se si sia mai resa conto

che sono diventato uomo attendendo

ogni sera che venisse a sedersi sulla veranda.

Amici in Augsburg
Per Gino Chiellino

Augusto arrivo qui per riposare la sua testa d’imperatore.

Fugger eresse il suo impero brasiliano da quel palazzo.

Lutero se ne scappo per paura di finire sul rogo.

Mozart, prima di evacuare in Salisburgo, ha lavorato nelle
[vicinanze.

Brecht lascio Monaco per vivere qui vicino al canale.

E ad Augsburg che Gino e Magrit decisero di crescere i loro
[figli.

E ad Augsburg che beviamo capendo come non sbagliare.

Certo componiamo canzoni difficili, ma il nostro lavoro,
[ammicchiamo,

& di correggere certi torti che gli amici si fanno 1'un I'altro.

Ridiamo della nostra stupidita; a volte,

piangiamo e ci abbracciamo.

La tua barzelletta: “Quella che lo risveglia, puo averlo”.

Il mio pende come una reliquia sul muro assolato

di fronte ad una chiesa episcopale convertita in municipio.
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Andrea Inglese

Progettiamo, anche per questo giorno,

anche stupidamente, con grande sforzo

di distrazione, mangiando il pezzo di pane
che e rimasto, utilizzando il cucchiaio sporco,
guardando la fungaia gigante sotto la betulla,
progettiamo, anche se gli edifici rimarranno
luridi, verso nord, nella cinta che fu una volta
operaia, e che oggi non ¢ pitt nulla, campo

di concentramento del non lavoro,

delle giornate uguali, lunghissime,

a inventarsi come stare ancora in piedi,

come se niente fosse, progettiamolo

qui, noi, nel quartiere cinese,

tra una piazzetta e 'altra, e dentro casa,

e sul balconcino, magari, che anche

oggi, anche oggi noi non moriremo,

né tu né io, e nessuno dei vicini,

né i gatti né gli invisibili insetti

che cercano sentieri nelle crepe,

nelle fessure, il progetto oggi,

anche oggi, come nuovo,

€ non morire.

Ho preso oggi settantasei appuntamenti,

e davvero devo, per quell’'impero di me, quel segnale
a freccia che io sono nel mondo, tra Torino industriale
e Rimini mare, archiviare tre affari mai nati, otto
banconote da cento sfuggite

da sotto le dita, il casscttone indiano, e 1’affitto

che non si pio riscuotere ad inquilino morto

(gli pendeva nel sacco dei calzoni

anche un grumo di feci, non era egiziano

ma di Crotone, e liberava i solai,

che poi nel cesso, a piramide in vasca,

conservava tutti i fogli stampati del mondo

anche il sacchetto del pane con scritto

Grazie arrivederci). Alcuni ormai

non hanno pitt problemi, soffrono
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Let’s project, even for this day,

even stupidly, with great effort

of distraction, eating the piece of leftover

bread, using the dirty spoon,

looking at the giant mushroom bed under the birch,
let’s project, even though the buildings will remain
filthy, northwards, in the Red Belt that once was
working-class, and that today is nothing, concentration
camp of non-labor,

of identical days, long-lasting,

inventing ways to remain standing,

as if nothing, let’s project it

here, us, in Chinatown,

between one small square and another, and inside our homes,
and on the little balcony, perhaps, even

today, even today we won't die,

neither you nor I, and none of the neighbors,
neither the cats nor the invisible insects

that seek pathways in the cracks,

in the fissures, the project today,

even today, as new,

is not to die.

*

Today I made seventy-six appointments,

and I really have to, for that self-mastery, that arrow

sign that I am in the world, between industrial Turin

and Rimini beach, drop three aborted business deals, eight
one-hundred banknotes that slipped away

from my fingers, the Indian chest of drawers, and the rent
that can’t be collected from a dead tenant

(in the seat of his trousers was hanging

even a lump of feces, he wasn’t Egyptian

but from Crotone, and he purchased unwanted goods,
that after in the washroom, forming a pyramid in the tub,
hoarded all the printed sheets in the world

even the bread bag with the words

Thank you, come again). Some nowadays

no longer have any problems, they suffer
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e basta, come fosse il loro

unico hobby, il solo lavoro, il mestiere
pitt degno: aprono i pori

ad ogni molecola d’aria

avvelenata: aghi notte e giorno

nella foresta sommossa dei nervi.

Scrivi, mano esitante,
una data, stendi le cifre,
poni il tratto tra giorno
e mese, poi tra mese

e anno, e chiuditi
pugno adesso

che il tempo & convocato
e attendi tu, ombra
seduta, contorno,

soffio che sfugge

da un corpo e vi ritorna.

Attendi il lusso

di avere spessore

e volume: un nome

legato a dei nomi, in un luogo
legato a dei luoghi, una rete
dunque

che ti tenga da qualche parte
SOSpeso

ancora un poco

lontano dal vuoto.

Dentro questa luce

avverra il collasso

per via dei venti che in alto
non si governano

e le chiodature delle menti
dopo lunga, sonnolenta quiete.
Tutto vorra far male, anche
sulle parti piu1 tenere.

Si drizzano i fili d’erba di taglio
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and that’s it, as though it was their

one and only passe-temps, the only work, the trade
most worthy: they open the pores

to every poisoned

molecule of air: needles night and day

in the seditious forest of the nerves.

Write, hesitant hand,

a date, extend the numbers,
set the line between day

and month, then between month
and year, and close your

fist now

that time is summoned

and wait, you, sitting

shade, contour,

breath that flees

from a body and returns to it.

You wait for the luxury

of having thickness

and volume: a name

tied to names, in a place
tied to places, a web
therefore

that holds you somewhere
hanging

a little longer

away from the void.

*

Inside this light

the collapse will occur

by way of winds that up above

are not governable

and the rivets of the minds

after long, sleepy stillness.
Everything will want to hurt, even
on the tenderest parts.

The mowed blades of grass raise up

97
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e feriscono. Feriranno.

Ma nella lunga distrazione, scendendo,
pensavamo al colore sbiadito

della giacca,

ad una cosa da comprare

il cui nome smarriva.

E il luogo sembrava come prima.

I passanti svelti

nel teatro di vetrine.

A Giancarlo Majorino

Non hai confinato la tua mente al frammento,
al pezzo separato, al detrito d’'immagine
posto come campo assoluto, sommario

di mondo.

Vedi che la pietra

apparente del reale, la citta nostra
filmata, contiene una segreta lotta

di viventi, fatiche per stringere I'entrata
della luce, ferimenti per aprire...

E il monumento del visibile: il morente
chiamato al microfono, tirato in piedi

sulla sabbia, so