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Genus Floridum: Translating Under the Volcano
EDITED BY CHRISTINE PAGNOULLE1
How many translators have stood puzzled, perplexed, dumbfounded, but also spellbound, hopelessly and helplessly fascinated in front of (or entangled in) the linguistic snares of Lowry's overwhelming novel? The number of published translations is impressive and is far from representing the total number of attempted translations. Whether commissioned by some publisher or acting on their own initiative, translators have entered into a passionate relationship with a text that proves at times infuriatingly intractable, largely because of that indomitable branching and flowering of Lowry's prose, the overloaded and churrigueresque quality of a style that so often belongs to what can be defined in rhetorical terms as genus floridum.             
The present essay considers only translations of Under the Volcano into four languages that belong to the Indo-European family: Spanish, Italian, German, and French. It thus leaves out the specific obstacles that arise when moving to altogether different cultural and linguistic spheres such as Japanese or Kiswahili. While only one translation is available in Spanish, by Raûl Ortiz y Ortiz, and one in Italian, by Giorgio Monicelli, Karin Graf's German translation can be compared to the earlier one by Susanna Rademacher, and there are now two published French versions, one by Clarisse Francillon and one by Jacques Darras.2
Considering some aspects of these seven versions will serve both to illustrate tenets of translation theories and to highlight characteristics, of the language used in the novel. The following points will be examined in turn:                                                                                   
1 some plain mistakes;
2  the demand for consistency and some infringements;
3  distortions due to faulty interpretations or corrections of intentional mistakes;
4  linguistic constraints that force transformations even on the most "literal-minded" translator (with a consideration of the novel's longest sentence);
5  problems raised by the convolutions of Lowry's syntax;
6  some deliberate reductions of the original text in order to spare the reader any unpleasant shock; and
7  the translation of puns, allusions, and metaphors.
It should be clear from this list that the present approach is limited and tentative. No attempt has been made to cover the entire range of translation problems or to illustrate a particular point exhaustively.
Like any masterpiece, Under the Volcano offers a clear illustration of both the necessity for and the impossibility of good literary translations. They are necessary, since it is of primary importance that such works be made available to those who cannot read them in the original language, yet they are virtually impossible, since one cannot "make sound-sense and sensesound kin again"3 in exactly the same way in two different languages. A translator is entitled and even expected to clarify an obscure or unnecessarily convoluted scientific paper, to rewrite a loosely articulated detective story or romance. But he or she must not tamper with the connotations, allusions, sound effects, syntactic rhythms, semantic associations, and ramifications of a work in which everything (whether intentionally or not hardly matters) contributes to the multiplicity of potential readings that is the hallmark of literature.
The translator knows that any text is a complex structure made up of interlocking systems, each fulfilling a specific function in relation to the whole. But saying this points to the inevitable limits of translation, for clearly not everything can be retained: translators have to make choices, and they must try to compensate for what has to be jettisoned. The more coherent the text, the more difficult the choices to be made - and the more heart-rending the inevitable shortcomings. There may be cases of phrases that cannot be translated. Usually, however, the impossibility has to be qualified. But as Mounin puts it, translation is "une operation relative dans son succès, variable dans les niveaux de communication qu'elle atteint ... jamais vraiment finie, ce qui signifie en même temps qu'elle n'est jamais inexorablement impossible,"4 or, to quote from an article on the translation of a short poem by Hugo Claus: "La traduction poétique est un exercice fait de tâtonnements, d'essais, d'évaluations, de corrections, d'hésitations entre les exigences du son et du sens, de constats d'insuffisance, d'essais de compensation."5
1. Choice of word and phrase will vary from one translator to another, and this partly accounts for the variety among translations. These variations in turn emphasize the polysemy of the original text and the relativity of any translation. However, before considering deliberately divergent choices (see 4) - that is, choices resulting from different approaches to translation - we shall first briefly examine some inadvertently wrong choices. Misunderstood words or phrases fall into what Rado calls the "philological criterion" in evaluating the value of a translation: misinterpretation of one "logeme" (or logical unit) in the source text.6
Instances of such misreadings are numerous in the first French translation. The most famous one is probably the "Grisly Orozco" passage in chapter 7: among other cheering sights in Laruelle's room the Consul glimpses "grisly Orozco charcoal drawings,"7 "grisly" being spelled with a capital letter as the first word of the sentence; this becomes "des dessins au fusain, par Grisly Orozco" (F 344) instead of "de sinistres fusains d'Orozco." In chapter 10 Clarisse Francillon translates "drinkless in a booth" (292) as "sans un verre dans une baraque" (F 487), whereas the context of the Salón Ofélia clearly suggests a partly enclosed eating accommodation in a place almost as full of recesses as the ominous Farolito in chapter 12. When Yvonne is first seen by Hugh on his return from Mexico City near the beginning of chapter 4, we read that "at a little distance [she] appeared clothed entirely in sunlight" (98); this does not mean "à cette faible distance" (F 178) but rather the opposite: you have to be at some distance to perceive her in this way. The words "quote" and "unquote" in the telegram with which the chapter opens do not mean "coté," "non coté" (F 177), as though referring to stock-market quotations. Many more examples could be given, a fact of which Francillon had become keenly aware.
Jacques Darras, who generally avoids such blatant inaccuracies on the surface level, confuses gutters along the sloping streets with the sewer grates through which water rushes under the street: "he could hear ... the water still rushing down the gutters in the street" (46) becomes "on entendait ... des torrents d'eau s'engouffrer par les caniveaux sous la rue" (D 57). Another among Darras' misreadings occurs when Geoffrey looks at the English tourist who acts as a Good Samaritan to him in chapter 3. He notices the "striped tie, mnemonic of a fountain in a great court" (84), but Darras writes: "cravate à rayures, frappée d'un emblématique jet d'eau au centre d'une cour royale" (D 98), thereby missing the reference to the fountain in the larger of the two courts at Trinity College, Cambridge. At one point in an exceptionally long sentence in chapter 12, Darras misreads again: the clock on the wall points to a time still "too early" because the cantina to which the Consul wants to fly is not yet open (350); the clock is not fast ("en avance," D 382).
Examples of misreading also crop up in the Italian translation. For example, Monicelli makes Hugh "absentmindedly" phone Laruelle from Parián after the Consul's death (19, M 22) because he has confused "distraughtly" and "distractedly" (and gets the meaning of "distraughtly" wrong). When Laruelle thinks of slimming as a possible "reason some people might have for taking up arms" (21), the Italian translation changes "taking up arms" into "sfidarlo," that is, "challenging him" (M 24). In a subsequent passage the excessive weight of Jacques' tennis racket is blamed on the newspapers — the press (21, M 24) — instead of on the racquet press. The combination of negation and adverbs can also cause trouble: "the house Yvonne hadn't yet entered at all" (73) becomes "quella casa in cui Yvonne non aveva mai messo piede" (M 77), the house in which Yvonne had never set foot, which may raise some questions in the reader's mind about the nature of her married life with Geoffrey.
2. An essential demand in any translation is for inner consistency, and this is of particular importance in a novel as densely woven from echoes as Under the Volcano. The song that Geoffrey and Jacques used to sing at Leasowe ought to be left untranslated whenever quoted or alluded to, not only because of the tradition of nonsense verse in English but also because of the "linguistic exchange" context of Jacques' visit to the Taskersons. Yet Monicelli translates Jacques' delightfully Frenchified version ("Oh we allll walk ze wibberlee wobberlee walk," 26) one way and Geoffrey's memory of one line in it (223) another.
When Monicelli translates Laruelle's comment "what now at a distance one could almost refer to as the 'case'" (14) as "di quello che ora, a distanza, poteva essere definito un 'processo'" (77) - that is, when he narrows the meaning of "case" (Italian "caso") - he not only unduly assumes the reader's normal interpretative urge; he also disrupts an important semantic field, since the Italian reader has no reason to associate the name of the pub to which Jacques and Geoffrey resort after the Hell Bunker episode ("The Case is Altered," "II Cambiacaso") with the reconstitution of the Consul's story.
Repetitions are also important for establishing the rhythm of sentences. So, in a long sentence in chapter 12, an almost incantatory statement is repeated twice, word for word: "how alike are the groans of love to those of the dying, how alike, those of love, to those of the dying" (350-1). This is, of course, repetitive, but it is meant to be and should not be shortened, as it is in the Spanish translation (O 386-7), or altered the second time it occurs, as it is in Darras' French (D 382, 384).

The demand for consistency also applies to the various voices in the text and the ways English is distorted to convey them. Some phrases act almost like Wagnerian leitmotifs: they identify a character and a mood. One such little phrase is Dr Vigil's "Virgin for those who have nobody them with." "Nobody go there. Only those who have nobody them with," he tells Laruelle (12), and in chapter 10 the Consul remembers his words when Vigil had taken him to that "compassionate Virgin floating in the gloom": "Nobody come here, only those who have nobody them with" (290). Ortiz y Ortiz has a nice, though not quite perfect echo: "Ninguno va alii. Solo los que no tienen a nadie" and "Nadie viene aqui, solo los que no tienen a nadie" (O 15, 321). (Note the recurring difficulty of suggesting a Spanish-contaminated English in Spanish.) The echo is somewhat flawed in Francillon's translation ("Personne ne va là. Seulement ceux qui n'ont personne à être avec eux" and "Personne ne vient ici, seulement eux qui n'ont personne à être avec," F 41, 485) and deliberately altered in Darras' version ("Personne va là-bas. Uniquement si l'on a personne soi avec," "Personne ne venir ici, seulement ceux qui n'ont personne avec," D 23, 319).
Weber's rambling in chapters 2 and 12 is another touchstone. Admittedly, what he says does not make much sense, but the words he uses in some passages are exactly the same in English and should be the same in the various translations too. Here are two instances. In both chapters he uses the striking phrase "We come through with heels flying" (51 and 364, though the sentence in chapter 12 is in the past tense). Ortiz y Ortiz keeps the same phrase ("con talones alados") with two different verbs ("venimos" and "pasamos," O 59 and 402). Francillon retains the same words: "nous passons à travers avec des talons qui volent" (F 104, 602), which is somewhat quaint in French, but suggestive. In Darras' version the phrase becomes respectively "En deux temps trois mouvements, ça y va!" and "doigts dans le nez que ça y a été!" (D 63 and 397).
The other repeated passage is full of understated violence: "The sun parches the lips and they crack. Oh Christ, it's a shame! The horses all go away kicking in the dust! I wouldn't have it" (52 and 365, with changes in the punctuation). Francillon and Ortiz y Ortiz use the same words for both occurrences, but Darras gives two different versions. In chapter 2 we read "Un soleil qui craquait les lèvres de sècheresse. Non mais quelle honte, vraiment! Voilà-t-y pas que les chevaux se débinent dans la poussière!  Pas question de laisser faire ça" (D 63),  and in chapter 12: "Un soleil à vous fendre les lèvres. Non mais quelle honte! Voir les chevaux se débiner au grand galop dans la poussière! Pas question de laisser faire ça" (D 398).
The italicized quotation on page 351, "you cannot drink of it," echoes the words used by Señora Gregorio at the end of chapter 7 when she means (but does she?) "think of it": "Life changes, you know, you can never drink of it" (231 and 233). In order to retain Lowry's intended ambiguity with the phonetic play on drink/think, translators should use the same words in the two passages, but few seem to have realized this.
Another consistency problem is raised by quotations, which are not always accurate, from external sources. Is the translator to use the "authorized" translation in his language when there is one, or to coin his own? The question arises for the German version of the Sophocles epigraph, in which "Ungeheuer," though closer to the Greek original, does not call up exactly the same mental picture as "wonder," and we know that the positive connotations of this opening quotation were important in Lowry's eyes (SL 88). Is the translator to retain inaccuracies because they may be intentional, as in the Bunyan quotation used as an epigraph or in the repeated quotation from Marvell's pastoral poem (78, 84, and 211)? Is the translator expected to trace the countless literary and philosophical allusions?
3. The translator is of necessity a particularly careful reader, and as a reader he or she. will thus have an interpretation of the text to be translated. Yet when actually transposing a text from one language into another, the translator should aim at relaying the voice of the author and should therefore refrain from adding explanations or connections that are absent in the original. An interpretation that adds to or departs from the text to be translated runs a serious risk of being misleading. 

On this score Darras is often found wanting. In his letter to Yvonne the Consul writes in a parenthesis, "when I am in bed at that time" -that is, at seven in the morning (45). Darras takes it upon himself to translate "quand je m'y trouve encore" (D 56), thus suggesting that the Consul has an orderly life and usually rises before seven. The long sentence in chapter 2 in which Yvonne lets the gorgeous memories of her arrival in Acapulco overlap and partly cancel her painful present experience begins with the word "ashamed"; in Darras' version it becomes, much more forcefully, "morte de honte" (48, D 59). This stress becomes even more striking later in the same sentence when the words "glanced defensively round the square, really tranquil in the midst of this commotion" (48) become "jeta un bref regard d'appréhension tout autour de la place sans vraiment perdre de sa sérénité au milieu du désordre" (D 60).
Translators may be tempted to correct some of the Consul's mistakes as though they were Lowry's, or even, but this is an aspect we shall come back to later, to rectify what they consider heavy or clumsy in Lowry's own style. Two clear instances of such interference are related to gardens: the jefe de Jardineros in chapter 12 and the sign "Le gusta este jardín" in chapter 5. Two diverging translations of the Spanish sign are given in the course of the novel. The first is the Consul's interpretation of an over-punctuated notice: "You like this garden? Why is it yours? We evict those who destroy!" (132) The second is Hugh's sober reading of the same sign without superfluous question marks: "Do you like this garden, the notice said, that is yours? See to it that your children do not destroy it!" (235) In the Consul's translation "evite" becomes "evict" instead of "avoid" because of the latent connection between his fate and that of Adam evicted from the Garden of Eden, a myth he is about to refer to in his discussion with Quincey. The Italian translator emends the Consul's faulty translation: "Vi piace questo giardino? E'vostro? Cerchiamo di impedire che lo distruggano!" (M 138). Such a correction makes nonsense of the following sentence: "Simple words, simple and terrible words, words which one took to the very bottom of one's being, words which, perhaps a final judgement on one, were nevertheless unproductive of any emotion whatsoever, unless a kind of colourless cold" (132). Or else it makes the Consul appear even more eccentric than he is. The contrast with Hugh's correct version is completely missed too.
Similarly, while Jefe de Jardineros does not mean "Chief of Gardens" but "Chief of Gardeners," the Consul's mistake in systematically referring to him as the Chief of Gardens is highly significant and to be retained, if only because it links the denouement more closely with the pervasive garden theme and relates this sinister figure of malevolent power more directly to the Alhambra gardens in Granada, thus with the Consul himself at the moment he assumed a vice-consulship (see 359). Why then demote Sanabria, as Darras does, to the function of Chief Gardener ("Jardinier en Chef")?
4. Choices in translation often follow from a fundamental choice between two diverging approaches to the act of translating: either a complete adherence to the source text, including what can be represented as clumsiness or over-elaboration, or adaptation to the target language, with a measure of polishing when necessary. Antoine Berman insists that translation is an "ethical" act that recognizes and receives the Other as Other.8 What he calls "traduction hypertextuelle et littérarisante" is the type of translation that (whether intentionally or not) denies the "otherness" of the source text, makes it acceptable to the norms of the target language, but also, very often, to the cultural norms of the common reader. However, the choice between adherence to the text and adaptation can never be consistent: if we opt for the second alternative we are still somehow bound to the source text; yet if we adopt the first, thus following Berman's recommendation, different linguistic constraints in different languages enforce unavoidable modifications.
Since no two languages, however close, have the same structure, some adjustments are necessary when moving from one to the other; otherwise, stylistic awkwardness arises, which not only points to the translation as translation but also spoils the intended effect. Illustrations of such linguistic constraints will be drawn mainly from a comparison between the English text and the two French versions.
The use of a future tense in a time subclause, which is grammatically ruled out in English, may be an instance of compulsory transformation. When Geoffrey addresses his absent half-brother in chapter 3 he says: "I am sadly afraid that you may indeed ... fall heir, as you grow older and your conscience less robust, to a suffering ... more abominable than any you have caused me" (S3). Darras translates: "à mesure que tu vieilliras ct que ta conscience perdra de sa robustesse" (D 97); but Francillon retains a present tense, which is not altogether wrong after "à mesure que": "à mesure que tu te fais moins jeune et ta conscience moins coriace" (F 154). Note, incidentally, that in this case Francillon is the one who has tried to retain something of the original rhythm.
Another similarly obvious yet not always compulsory transformation when translating from English into French is the omission of the modal in front of verbs of perception. In the last long paragraph towards the end of chapter 1 we read: "he could hear the rain dripping ..." (46). Francillon's literal (word-for-word) translation "il put entendre" (F 96) is here unacceptable. The French equivalent for "I can see you," the sentence in chapter 10 first spoken by the idiot at the station in the opening nightmare sequence (285, 293, echoed on pages 302-3), is "Je te vois" rather than "Je peux te voir." Another sentence heard first in the opening railway nightmare and echoed in the excusado scene, "You can't escape me," can be translated as "Tu ne peux m'échapper," but the threat is more final and ominous with a future tense: "Tu ne m'échapperas pas."
There are at least two cases where Romance languages have to choose between different forms where English has only one. "You" in the singular can be either familiar or deferential. The least that can be expected is consistency, and here Monicelli is found at fault, since he has the Consul address his old childhood friend Jacques Laruelle in the expected familiar "tu" form in the course of the novel but with a formal "voi" when, in chapter 1, Laruelle imagines what he might have thought on lending him the volume of Elizabethan plays: "I know, Jacques, you may never return the book, but suppose I lend it you precisely for that reason" (33).
The other unavoidable choice is between a tense expressing a repeated or continuous action and a tense expressing a punctual one when referring to the past. Both are expressed by the English past tense, though continuity can be stressed by a progressive form and repetition by "would," in which cases there is no translation dilemma. But whenever we come across a past tense the French language has to choose between imparfait and passé simple. The choice is stylistically important in passages of economical narrative prose like the short description of what is taking place in the arena that interrupts Geoffrey and Yvonne's love dialogue in chapter 9. Ironically enough, Hugh is here an agent of persecution: "Hugh tugged; the bull tugged, was free ... Hugh rode the tiring bull round and round the ring" (279). Should the French translator write "tirait" or "tira," "chevauchait" or "chevaucha" (F 467, D 306)?
Other forms will be avoided on stylistic rather than strictly grammatical grounds. But we are here moving into the quicksands of personal appreciation. Co-ordination with "and" is more frequent in English than in French. Should one therefore try to substitute other syntactic structures? Clearly, this is a case where no rule can be automatically applied. One of the parentheses in the Consul's unsent letter to Yvonne reads "Several mescalitos later and dawn in the Farolito" (45). Francillon translates almost word for word: "Plusieurs mescalitos plus tard, et l'aube au Farolito" (F 94). Darras writes "Au Farolito, à l'aube, plusieurs mescalitos plus tard" (D 56). He not only leaves out the co-ordination; he alters the perspective and thus the bearing of the parenthesis: location is emphasized, which might suggest that the rest of the letter had been written elsewhere; moreover, by severing the close link between "dawn" and "Farolito" he cancels the sense that dawn in this particular cantina is a special experience. In a sentence like "as you grow older and your conscience less robust" (83), it can be argued that retaining the co-ordination preserves the balanced rhythm of the double clause, even though. this way of co-ordinating subclauses is less frequent in French than in English.
The translation of -ing forms raises an acute problem in most languages. An equivalent form exists in French, but its use is much less extensive and less common than in English. Claude Simon makes an abundant use of the French present participle, but this is highly unusual and has consequently a definite stylistic effect. The recurring question will thus be: is the French translator to use a participe présent, which is the closest he or she can come to the original rhythm but is often disconcerting? Or can alternative translations be used (infinitives, relative clauses, verbs in the imparfait, etc.)? Again, there can be no general theoretical answer. Each sentence has to be examined separately to weigh the relative importance of rhythm and adherence to normal linguistic expectations. In a sentence such as "he could hear the rain dripping off the roofs and the water still rushing down the gutters in the streets" (46), present participles are virtually impossible in French; relative clauses ("qui s'égouttait," "qui continuait à dévaler") probably fit in better with the sense of delay pervading the passage than the infinitives used by both Francillon and Darras (F 96, D 57).
Ing forms - gerunds, present participles, or present progressives - make up the framework of the two-and-a-half-page-long sentence in chapter 12 that presents the nightmarish dovetailing of two experiences: the Consul's penetration of a prostitute and the repetition of his daily early morning flights in Oaxaca from a hotel that had become a tomb to the deceptive womb of El Infierno, "that other Farolito" (349-52). Some of these -ing forms perform conventionally as nouns, adjectives, or progressive forms. The syntactic weight of the sentence rests on some others, which form the flexible and extended backbone of a sentence that mimics, through the very absence of any definite shape, a calamitous sense of endless descent and pointless escape. At first these forms are clearly dependent on "horror': "[Maria's body] was disaster, it was the horror of waking up in the morning in Oaxaca," "of trying to find the bottle in the dark ... and failing," "of going down the carpeted stairs." Then gradually they stand (or collapse) on their own: "sinking," "half-whispering," "waiting," "trembling," "carrying," "holding," "letting," "subsiding," "feeling," "drawing," "creeping," "not daring to look," "clutching," "groaning," "rounding," "standing," "talking," "drinking," "telling lies," "lying." Clearly, all those suspended verbs whose implicit subject is the Consul do not have the same status. Some merely describe circumstances secondary to the main actions and have to be read alongside a number of other present participles that have separate subjects: "the vulture sitting in the washbasin," "his feet sinking into heartbreak," "his steps sinking into calamity," "one dim light hovering," "the calendar saying," "the manager's nephew ... waiting up," "the bottle of French wine ... still standing," "the clock ticking forward, with his heart ticking," "the Indian nightwatchman sleeping."
As the sentence unfolds, by a quaint reversal of perspective, the sexual act that is being performed becomes almost an intrusive memory twice referred to in parenthesis: Maria's body is practically forgotten, swept away, as it were, by the wind of hope present in the haunting exclamation "the escape!" until the two nightmare experiences are sharply brought together under the shadow of death: "until the lilac-shaded dawn that should have brought death, and he should have died now too: what have I done?" (352) Here the reader too is shaken by two disruptive elements: the startling use of a first-person singular and of a present perfect. Ideally, translations should retain the haunting and dissolving quality of the syntax. Yet something will necessarily be lost, if only because in English a noun can be determined by the same form of the verb as that of the present participle. So again the translator is faced with difficult choices. In French the most adequate, or least inadequate solution is probably to have a number of infinitives ("l'horreur de s'éveiller," etc.), indicating the protagonist's main actions, and, in this case, still an abnormally high number of present participles.
5. Another limitation proper to the target languages may appear in the translation of long and convoluted sentences. A major advantage of English when it comes to juggling with words, particularly in a complex syntactical environment, is their almost unlimited convertibility: a noun is a verb is an adjective, all according to the context, which makes for some rich ambiguity inevitably lost in other languages. This creative capacity within the language is particularly striking in the case of phrasal verbs where the particle - often a preposition turned adverb -carries the main burden of meaning while the verb itself defines the mode of realization. Another advantage is the capacity English has of embedding within a relative clause another clause, often expressing opinion, which gives the relative pronoun a double function, as in "the drink that I can never believe even in raising to my lips is real" (46). This part of the sentence is perfectly clear and "normal" in English, while other languages will have either to add a conjunction or change the word order: "la bebida de la que nunca puedo creer a un quando la lleva hasta mis labios que sea verdadera" (O 52), or "diesem Getränk, an dessen Wirklichkeit ich nicht einmal glauben kann, wenn ich es zum Mund führe" (G 61).
The exuberant weaving of Lowry's sentences is a major stumbling block in translation. Sentences contorted to the limit of linguistic acceptability are a recurring feature all through the novel. Never, however, are these convolutions gratuitous or, worse, evidence of Lowry's inability to cope with words. Quite the opposite. Syntactic complexity always serves a purpose, though the purpose is always different. Hence the importance of retaining it whenever possible, of reproducing in the target languages syntactical or logical dislocations.
Amid the overwhelming intricacies in Lowry's syntactic forest, some signs are liable to escape the translator, however important they may be for the overall meaning. A negation was missed in Monicelli's translation of the sentence "Can it be you didn't realize I was still here?" (43): "Che tu abbia pensato forse che io mi trovavo ancora qui?" (M 47). Possessive adjectives may lead the translator astray: "I also recognize how close Yvonne and I had already been brought to disaster before your meeting" (82), a sentence in which "your meeting" means the meeting between you and Yvonne, becomes "riconosco quanto Yvonne ed io fossimo già stati portati vicino alla catastrofe prima ancora di incontrarti" (M 87).
Many long, intricate sentences, however, do not offer any particular problem other than the translator's willingness to deal with his own language as Lowry has dealt with English. If Lowry leaves out connective adverbs, he intends the reader to do without those convenient signposts. If he has a number of intervening adjuncts and subclauses between subject and verb, he means the reader to be left suspended in expectation. Word order in Lowry's sentences is almost always deliberate and effective, and is thus to be respected by translators.
For instance, in the first paragraph of chapter 2, after the sentence about the transportation of corpses (48), "Yvonne thought" is deliberately placed at the end. It is thus slightly disturbing to have the phrase transferred to the beginning in the otherwise impeccable Spanish translation (O 55). In the long sentence already quoted in which Yvonne's perception of the present is muffled in memories of her past arrival in Acapulco, Darras places the subject immediately before the verb, whereas the delay left in the original corresponds to the expansion of consciousness taking place in Yvonne's mind.
The long whirling sentences at the end of chapter 11 are all the more effective when they are contrasted with the succession of short periods that tell the almost bare facts of Yvonne's fall from the log. All translators have here felt the importance of the rhythm and have closely followed the movement of the original.
The earlier German translator, Susanna Rademacher, has often, in order to retain the original length of the sentences, syncopated them with dashes that destroy the fluidity of the text, produce an unpleasant picture to the reader's eyes, and distort the narrative perspective, since each part of the sentence thus isolated appears as an authorial comment superimposed upon the character's perception.
Monicelli, by contrast, has been particularly alert to the syntactical distribution of Lowry's prose. Because his prose reflects the modalities of thought behind the work through the stylistic arrangement of the verbal structures, the rhetorical activity is conceptual as well as stylistic.
6. The reductive polishing of the text affects more than the syntax. The German translation by Rademacher often illustrates a deliberate normalization of situations. Where the text says, for instance, "the little girl sat on the orange" (46), she has the child hold the fruit in her hand: "das Mädchen hielt die Orange in der Hand, ohne sie zu essen." Probably failing to understand how a ferris wheel can be seen to turn backwards, she simply leaves out "rückwärts" in the last sentence of chapter 1, thus ignoring the hint in the sentence about the structure of the book. The image in the sentence "Yvonne felt her spirit that had flown to meet this man as if already sticking to the leather" (50), she turns into sound, simple prose: "Yvonnes Seele war der Begegnung mit diesem Mann entgegengeflogen, jetzt wurde sie lahm und schwer."
Another way of betraying the text is to leave out allusions that may be thought offensive. A famous instance of this is the way Susanna Rademacher glosses over the sexual innuendoes in the menu scene (chapter 10). Karin Graf, on the contrary, catches them in her transla​tion. "Cauliflowers or pootootsies" (292) becomes "Blumenköpfchen oder Fischfinger" (348); "onans" becomes "Zippeln," which literally means sausages but is used by children for penis; "pepped petroot" are "gepfefferte Gurke," while "stepped on eggs "/"getretene Eier" are sug​gestive of sexual violence; "somersaults for the queen" becomes "Bocksprünge auf die Königin," with "Bock" (ram) emblematic of sexual power. Graf's menu continues with "Pimmelsan-Huhnbusen" (combin​ing male and female), "gefülltes Täubchen" (a transparent allusion to pregnancy), "Murmelade aus Feigen und Pfäumchen" (female sex organ), "Omlet sehrpiss" (scatological), "Silberspritz" (ejaculation), and "Scha(u)mwein." Rather than having exaggerated Lowry's bawdy, Graf compensates for those allusions in the menu that inevitably get lost while remaining strictly respectful of the direction in which the innu​endoes work.
Raûl Ortiz y Ortiz had an even more difficult job here, since he had to render Cervantes' approximative English into Spanish. Yet he has managed it beautifully. Here arc two extracts from the passage in the Spanish version:
¿Le gustan los huevos, señora? Huevos pisados. "Muy sabrosos." ¿Huevos divorciados? Para pescado, rebanadas o filete con chícharos. Vol-au-vent à la reine. Maromas para la reina. ¿O le gustan los huevos difficiles de cocer, disifíles en pan tostado? ¿O una rebanada de hígado del Capitán? ¿O chopita de popo en pipián? ¿O pollo espectral de la casa Pichoncito. ¿O un filete de golfo, con un tartaro frito, le gusta?    (O 323)
¿le gustan los calamadres en su tinta? ¿O atunas? ¿O un exquisito mole? ¿Tal vez un melón de moda para comenzar? ¿Mermelada de higos? ¿Moras con mierdabeja a la Gran Duque? Omelésurpus ¿le gusta? ¿Quiere primero un chin fish? ¿Un buen chin fish? ¿Un pez plateado? ¿Sparkenwein?    (O 324)
7. The different French versions of the Macbeth concatenations in chapter 5 can also serve to illustrate translators' options, though here it would be difficult to speak of distortion. Geoffrey's neighbour, Mr Quincey, has repeatedly asked about Laruelle after casually mentioning that Hugh has come back from Mexico City and gone out with Yvonne:
Mr Quincey's words knocked on his consciousness - or someone actually was knocking on a door - fell away, then knocked again, louder. Old De Quincey; the knocking on the gate in Macbeth. Knock, knock, knock: who's there? Cat. Cat who? Catastrophe. Catastrophe who? Catastrophysicist. What, is it you, my little popocat? Just wait an eternity till Jacques and I have finished murdering sleep? Katabasis to cat abysses. Cat hartes atratus.    (140)
Clarisse Francillon's version retains most of the tragic fun and is very close to the words of the original, with a necessary softening of the initial k sound:
Les paroles de M. Quincey frappaient à sa conscience - ou quelqu'un frappait à une porte pour de vrai - s'éclipsaient, puis refrappaient, plus fort. Ce vieux de Quincey; les coups a la porte dans Macbeth. Pan pan: qui va là? Chat. Chat qui? Chatastrophe. Chatastrophe qui? Chatastrophysicien. Quoi, c'est toi, mon petit popochatepetl? Attends, rien qu'une éternité, que Jacques et moi ayons fini de tuer le sommeil! Chataracte sur chat à rats. "Chathartes atratus" le Vau-tour.    (F 244-5)
Darras chooses to retain the k sound, but drowns the cat:
Les mots de M. Quincey cognaient contre son cerveau, ou bien était-ce quelqu'un qui frappait réellement à une porte, puis les coups cessèrent, puis ils reprirent plus violemment. Ah ce vieux De Quincey! Les coups contre la porte du château dans Macbeth. Tok tok tok. Ki va là? Kat! Katastrophe! Katastrophe Ki? Katastrophysique. Komment! Est-ce toi petit popokat? Attends l'éternité que Jacques et moi ayons fini d'assassiner le sommeil! Katabysmale Katabase. Kat hartes atratus.    (D 156)
Pagnoulle has been carried away by the fun of the game and suggests the following "catty" variations:
Les mots dc M. Quincey frappaient a la porte de sa conscience - ou peut-être quelqu'un frappait-il vraiment à une porte - s'estompaient, puis frappaient à nouveau, plus fort. Ce vieux De Quincey; les coups à la porte de Macbeth. Toc, toc, toc; qui va là? Chat. Chat qui? Chagrin. Chagrin comment? Peau de chagrin. Quoi, est-ce toi, mon petit popochat? Attends rien qu'une éternité que Jacques et moi ayons fini d'assassiner le sommeil? Chamades pour chutes abyssales, châtiments en enfer de tourments.
The meaning of a word is not a set, cut-off thing: it comes up with roots, with associations, with how and where the word is commonly used or where it has been used brilliantly and memorably. The meaning of a word is a construction, an assembly of those associations, not only linguistic but also referential, historical, and pragmatic. It is, therefore, important for the translator to trace phrases to their sources.
Let us consider two instances.   One is the startling opening of chapter 2: "---'A corpse will be transported by express!'" (48, also 286 and 303) In this case the source is given two and a half pages further on, when we read: "the Consul had resumed ... his study of a blue and red Mexican National Railways time-table" (51). It is thus an official instruction on the transportation of corpses, with the exclamation mark added to express the Consul's comment, and also presumably something of his intonation. Translators must attempt not only to find the right register in their target languages but also to preserve the emotional impact of the words in that particular position. It is important that the chapter should begin with the word "corpse" and that it should be in the singular. But both Clarisse Francillon and Jacques Darras miss the administrative tone.
Immediately after Quincey's reference to the possible repetition of Hugh's betrayal, Geoffrey greets the cat with the following words: "Hullo-hullo-look-who-comes-hullo-my-little-snake-in-the-grass-my-little-anguish-in-herba-" (138). The tragically playful words are all the more difficult to translate as they indirectly refer to another form "in absentia," namely a line from Virgil: "latet anguis in herba." Lowry plays on it so that "latet" produces "little" on the basis of phonological echoes, and "anguis," first translated into "snake," produces "anguish." The Italian has in the first edition "anguish" untranslated and in the revised edition "pena" in its place: "- Oh, là, là, là, guarda chi si vede, là, là, mio bel serpentello nell'erba mia piccola pena in erba-" (M 44). If on one side "pena" takes up the alliterative repetition of the p sound, it loses the play between "anguis" and "anguish" and the reference to Virgil's line. The blurring of the connection between the serpent-betrayal theme and the Consul's anguish is regrettable, even though, or perhaps precisely because, it appears in a playful context.
What is the translator to do when allusions refer to texts that are common cultural knowledge to most readers in the source language but are unlikely to call up any association among readers in the target languages? Standard instances are Bunyan or Shakespeare. Cultural discrepancies are perhaps even more arresting in the case of such an allegedly widely read text as the Bible. To take just one example, the words in chapter 7, "I can see the writing on the wall" (222), are spoken in Geoffrey's mind by Laruelle, who is no longer present in the flesh - and wittily echoed two lines further in "the writing was there, all right, if not on the wall. The man had nailed his board to the tree." The echo cannot work in the same obviously allusive way in a language other than English. The average English-speaking reader will not necessarily think of King Belshazzar's feast in the Book of Daniel, but he or she will know at once that "the writing on the wall" means a solemn warning with biblical overtones. Will something then have to be added to the translation? For instance: "mais c'était écrit, pas de doute, même si c'était sur un arbre et pas sur un mur, comme au festin de Belschatsar?'"'
When Lowry's language is described as "poetical," what is referred to is his often elaborate and extensive use of metaphors. Metaphor is central to all forms of language use and is, at the same time, a trope that reveals important differences among languages. A metaphor is by definition a semantic novelty, and there are few set equivalences across languages. What determines the translatability of a metaphor is the extent to which the cultural experience and semantic associations on which it draws, the analogies on which it is built or that it exploits, are shared by speakers of the particular target languages. Lowry's metaphors can rarely be retained in all their richness and their vividness, but some compensatory effects can often be achieved.
To Yvonne coming back to their house on Calle Nicaragua in chapter 2 the high walls covered with bougainvillea are "massive smouldering banks of bloom" (67), which Monicelli translates as "massicci cespi di piante in boccio" (M 72). This is not as rich metaphorically: "smouldering" has been lost as well as some of the connotations of "banks," but a form of compensation is at work and some phonological effects arc reproduced.
More difficult is the following metaphor which starts, as so often happens in Lowry, from a simile: "The miradors cut off, floating above, like lonely rooftrees of the soul" (68) becomes "i miradori in fuori, galleggianti a mezz'altezza, come solitari travi dell'anima" (M 73). The boldness and originality of Lowry's metaphor has not been captured completely, and "travi" is both weak and anomalous. In the case of "a wooling of his pain, contemptible" (74), translated as "un lievissimo filo di dolore, trascurabile" (M 78), the metaphor is not only lost but misunderstood: the translation misses both "wooling" and the contempt caused by the "wooling," that is, by the absence of a properly tragic form of desperation. Yet when the semantic associations are shared in the Italian language because they are the outcome of a common cultural experience, the metaphors are beautifully rendered by Monicelli:

a gathering thunder of immedicable sorrow    (218)

l'addensarsi di un nembo d'immedicabile strazio    (M 226)

their hands but blown fragments of their memories    (72)

le mani se non frammenti esplosi dei loro ricordi    (M 76)

white sculpturing of clouds like billowing concepts in the mind of Michelangelo    (122)

candide sculture di nuvole come spumeggianti concezioni nella mente di Michelangelo    (M 128)

Under the Volcano can be seen as a re-vision of the "case" involving the Consul, his wife Yvonne, his half-brother Hugh, half a dozen secondary characters, an overwhelming landscape, and a whole society at a specific point in history, with Laruelle, significantly a film director, setting the wheel in motion in the first chapter. Just as the reconsideration of the story one year later results in an inevitable altering of the case, similarly, with each new reading, "The Case is Altered." How much more then, unavoidably, with each translation? Yet while all translations arc to some extent betrayals, they are necessary too. Choices in the translation of a literary text are determined by the specific qualities of the text to be translated. Conversely, as suggested at the beginning of the present essay, a translation can help to bring out those essential stylistic features, sometimes through its very shortcomings.
Under the Volcano is a carefully planned, at times overwritten novel. Clearly, not every sentence in it is equally felicitous. Among the many puns and images (whether similes or metaphors), some can be modified or shifted without the novel's incurring any serious damage. As several critics have pointed out, however, a fairly large number of images are carefully laid out (or planted) throughout the novel to weave significant webs of meaning: trees and crosses and towers, volcanoes, mountains and abysses, wheels and water, dogs, horses and conquerors.10 Once we start on this path there is no knowing where (or whether) we shall stop. The translator cannot of course disrupt at will these underlying nets of signification; he or she should try to retain all specific connotations so as not to break any of the threads in the elaborate web of echoes. Incidental allusions may not be consciously perceived by the reader; the transltor's role is not to explain. But the web should be left intact.
It is also the image of the web that comes to mind if we think of the convoluted, sometimes deliberately "bad" syntax used in some passages. Do translators balk at retaining-Faulkner's endless unpunctuated sentences in Absalom, Absalom! for instance? Lowry's syntax is closer to the received norm than Faulkner's or Joyce's in some of their writings, although it covers in fact a considerable range. Some of his- sentences are models of clipped concision, while whole paragraphs (particularly, but not exclusively in the "Consular" chapters) seem to trip themselves up and trap themselves through sheer accumulation of subclauses and embedded comments. The "normalizing" that occurs in some translations, making the syntax far more straightforward than it is in the original, almost always results in distorted perspectives. It certainly disrupts an essential aspect of the novel. In those intricate passages the reader is invited to enter the maze and look for the way out — that is, for the most plausible interpretation - sometimes without any final certainty that another reading is not equally valid. The reader is meant to be puzzled, if not mystified, is meant to try to uncover the thought-pattern underlying the sentence, just as she or he is meant to try to understand the pattern of the tragedy, without any certain, final explanation ever being reached. In other words, complexity of syntax has a heuristic value.
Beyond a mere accuracy of tone and a scrupulous respect for the sequence in which an argument is developed, rhythm is of final importance and is essential to the poetic quality of the novel. Lowry's own assessment of his text was that "it sings, I believe, considerably - the whole thing - in the mind" (SI 146), and it is a standard that should apply to the translation, which must sing at least a little in the mind. And if it sings, even a little, then the translator is not a traitor but a co-creator with Lowry of the genus floridum.
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