
1 

An Argument for Footnotes: The Special Case of 
Translating Tito Maniacco’s Mestri di mont (2007) 

Valentina Maniacco 

To cite this article: Maniacco, V. (2021). An Argument for Footnotes: The Special 
Case of Translating Tito Maniacco’s Mestri di mont (2007). Translation Review, 1-
16. doi:10.1080/07374836.2021.1939211 

Abstract 
The works of Italian/Friulian author, Tito Maniacco (1932–2010), including Mestri 
di mont (2007), incorporate a multitude of allusions. One of the problems authors 
face when using allusions is that, if their reader does not recognize the allusion, 
meaning can be lost. This problem is exacerbated when a work moves across 
cultural borders. While Mestri di mont is written in Italian, the Friulian language 
features prominently, and there is also a smattering of French and Latin. In this 
paper, I discuss my approach to handling these two challenges in bringing this text 
across into English: the multiple languages and allusions. My aim is to explain why 
footnotes were my chosen strategy for transmitting additional information to a new 
readership. In the field of translation, footnotes are controversial. In the case of 
Mestri di mont, footnotes served to convey information and insights for an 
improved reading experience. 
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Introduction 

Tito Maniacco (1932–2010) was an historian, writer, poet and visual artist, 

who lived his whole life in Udine, one of the provincial capitals of Friuli-Venezia 

Giulia (FVG), a border region in the far north-east of Italy.  He moved in intensely 

active cultural and political circles and his oeuvre comprises fiction, memoirs, 

magazine/newspaper articles, essays, history, poetry (in Italian and Friulian), art 

criticism and art (both water-colors and collages).  His love of books began as a 

young boy and he went on to develop an intimate relationship with his local library 

that lasted a lifetime,1 this perhaps explaining the rich intertextuality of his work.  

Maniacco was an active member of the Italian Communist Party (PCI) and from 
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1970 to 1985 he was a municipal councilor in Udine, representing the PCI.2  

Notwithstanding his considerable oeuvre, he is relatively unknown outside his 

region of Italy.   

Mestri di mont (2007) is a memoir in which Maniacco recounts a short period 

during 1956, when, as a young, twenty-four-year-old newly qualified teacher, he 

was assigned his first teaching post in the remote mountain village school of 

Moggessa di Là, high in the Carnic Alps.3  His role was that of substitute teacher to 

a composite class of seventeen children.  While the book is in Italian, Mestri di mont 

is a Friulian title meaning “mountain teacher,” Friulian being one of the local 

languages particular to Friuli.  

The strategies I adopted in translating Mestri di mont into English are the 

subject of this paper and I will focus on two particular aspects.  First, the text 

includes words in languages other than Italian—mostly Friulian, but also a 

smattering of French and Latin.  Words and expressions in these languages appear 

throughout the text without any indication that they are foreign, such as presenting 

them in italics.  For the original reader, this presents the problem of recognizing all 

of the language shifts, and some are difficult to distinguish.  This also presents a 

significant translation challenge, as it raises the questions of: a) whether to translate 

them or not, given they were not translated in the original; and b) if they are 

translated, how to show that they were in a different language in the original.  

Second, like most of Maniacco’s work, Mestri di mont is filled with allusions—

they are characteristic of his style.  Deciding on an appropriate strategy for 

translating these required careful consideration because the number of references 

and allusions is substantial and they appear on almost every page.  The 
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characteristics of Maniacco’s work, his life, and my translation process make my 

English version of Mestri di mont a special case that warrants footnotes.  

The Choice of Footnotes as my Translation Strategy 

In “What is an Allusion?” William Irwin concludes that an allusion is,  

a reference that is indirect in the sense that it calls for associations that go beyond 
mere substitution of a referent. Allusions often draw on information not readily 
available to every member of a cultural and linguistic community, are typically 
but not necessarily brief, and may or may not be literary in nature.4  

There are many reasons why authors choose to incorporate allusions in their work.  

For instance, they add another layer of meaning, evoke an image, and/or present the 

reader with the characters, books and events that have some kind of meaning to the 

author, who thereby recommends them.  One of the problems when using allusions 

is that, if the reader does not recognize the allusion, much of the meaning is lost.  

Allusions are therefore based on the assumption that the author and at least some of 

his or her readers will share some knowledge, and that the allusion will be 

recognized by those readers.  Irwin is firm in his assertion that “[a]llusion does 

indeed call for us to make certain unstated associations … they are necessary for 

[the] correct and complete understanding” of a work.5  If, as Gregory Machacek 

stipulates, “the reader must share a tradition with the author” in order to understand 

the allusion,6 then the question must be asked: for whom did Maniacco write?  Who 

was his intended readership?   

Wolf Schmid defines the “intended reader” as existing in the “imagination of 

the author.”7  Maniacco’s family, who are intimately familiar with his work, 

confirmed that he had assumed a regional—that is, Friulian—readership for Mestri 

di mont.8  One could reasonably assume that this particular readership would share 



4. 

a cultural background with Maniacco.  However, one cannot assume they would 

also share the same literary background.   

Peter Newmark explains that “[t]he additional information a translator may 

have to add to his version is normally cultural … technical … or linguistic …, and 

is dependent on the requirement of his, as opposed to the original, target 

readership.”9  Hence, regardless of whether the original readership was able to grasp 

Maniacco’s allusions, it is the new readership that must be considered when 

translating his work.  Allusions are often culture bound: the original readers may 

understand the reference, but a new readership from a different culture may be 

unable to make the connections.  Therefore, in translation, allusions may need 

explanation.10   

While I had a general readership in mind for my translation—one whose 

dominant language is English and who is unfamiliar with the cultural nuances of 

the Friuli region—there was a specific audience I wanted to reach: descendants of 

the emigrant Friulian, like myself.  There is a long history of emigration from the 

Friuli-Venezia Giulia region of Italy.  In the 1960s alone, it is estimated that 

between 53,000 and 80,000 people emigrated from Friuli.11   Like my own family, 

many settled permanently in English speaking countries.  The existence of the Ente 

Friuli nel Mondo and its member organizations, called Fogolâr Furlan and Famee 

Furlane, which can be found all over the world, indicates that there are many 

emigrants and their descendants who wish to maintain a cultural connection to the 

region.  In Australia, there is a Fogolâr Furlan in almost every state and territory.  

Descendants of those emigrants, who may potentially only speak English, are a 

significant part of the readership I imagined for my English version of Mestri di 

mont.   
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One of the questions in assuming a general readership is how explicit to be in 

dealing with the copious literary, cultural, and historical references and allusions 

Maniacco included.  A comparison of two well-known Italian texts with their 

translations into English was instrumental in informing my practice.  They were: 

Carlo Emilio Gadda’s Quer pasticciaccio brutto de via Merulana,12 with its 

translation That awful mess on via Merulana by William Weaver,13 and Beppe 

Fenoglio’s Il partigiano Johnny,14 with its translation Johnny the Partisan by Stuart 

Hood.15  Gadda’s book was chosen because it contains a “pastiche … of languages 

and dialects.”16  Fenoglio’s was chosen because English words are part of the 

dialogue and they appear throughout the Italian text.  Both texts include many 

culture specific and historical references.  What resonated for me was how both 

translators made frequent use of footnotes. They used them not only to provide 

explanations of Italian specifics, such as references to historical people and places, 

but also, in Weaver’s case, to explain Gadda’s thinking process.  Weaver’s use of 

footnotes created a dialogue between the text and his reader that, in my view, greatly 

enriched the reading experience.   

In his discussion on the experience of translating F. Scott Fitzgerald’s novel, 

The Great Gatsby, something he had waited to do for almost a lifetime, Haruki 

Murakami recounts, 

I wanted to make my long-standing image of Gatsby clear and concrete, so that 
readers could picture the distinct colors and contours of the novel and feel its 
textures.  To do this I strove to eliminate anything that was the slightest bit 
obscure or that might leave the reader feeling as if they had somehow missed 
something.17   

This may be one of the reasons why Murakami added both intratextual and 

extratextual information in his translation.  His notes were “not limited merely to 

ensuring his readership’s comprehension”, but also “fulfill[ed] a dialogic function, 
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augmenting the translation by giving the reader an insight into the rationale behind 

[his] translation choices.”18  Murakami believes that “translation is fundamentally 

an act of kindness”: he did not want the thoughts or feelings of the author to be lost, 

and for him The Great Gatsby was translated “at an extremely personal level.”19  At 

this point then it is appropriate to confess the motivation behind my wanting to do 

the same with Mestri di mont.  The story was written by an uncle previously 

unknown to me and it is in the course of this translation project that I reconnected 

to my Friulian roots.  I too wanted my readers to fully experience Maniacco’s story 

and appreciate his world view, and this meant ensuring that nothing be unclear or 

lost.  Another translator might have chosen to leave the non-Italian words 

untranslated, and the allusions unexplained, just as in the original, hoping the reader 

would be able to both identify and understand them.  But, just as Murakami could 

not know what his reader might or might not have understood, and made a judgment 

call based on his desire to be explicit, I too sought to enhance the reading experience 

of my potential reader by providing additional information.  This became my 

fundamental approach.  It was a decision taken entirely within the context of this 

particular text, as translated by someone who had a significant personal investment 

in it.    

There are a number of options available in order to supply the additional 

information deemed necessary for a new target reader.  The translator can include 

either intratextual or extratextual glosses—an intratexual gloss being the addition 

of a clarifying word or phrase, whereas an extratextual gloss usually takes the form 

of a note, glossary, or comment in brackets.20  Notes include: notes at the end of the 

page (footnotes); at the end of each chapter (endnotes); or at the end of the book 

(endnotes).21   
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As a tool in the translator’s toolkit, the intratextual gloss has the benefit of 

appearing in-text.  Therefore, the new reader is generally unaware of the addition 

of information and there is no interruption to the flow of reading.22  In the case of 

Mestri di mont, there were instances where I made use of the intratextual gloss.  For 

example, in the reference to “Niccolò Machiavelli of San Casciano” I inserted the 

surname Machiavelli, which was not included in the original text.  This was because 

I believe that English language readers are more familiar with Machiavelli’s 

surname than with his first name.  But in most cases I deemed a simple intratextual 

gloss insufficient.  I wanted to provide a more detailed explanation, adding 

information in the hope that it would enrich the reading experience and draw my 

English language reader into Maniacco’s world.   

In “The Use of Footnotes in Literary Translation”, Marìa Teresa Sanchez 

Ortiz summarizes the pros and cons of literary footnotes.  She maintains that, when 

footnotes are present, it is not obligatory to read them, and if a reader does not mind 

their presence, then it is more convenient that they be at the bottom of the page 

rather than elsewhere.23  On the other hand, footnotes can interrupt the flow of 

reading.  This disruption can be considered: 

spatial (i.e. leaving the main text in order to go to the end of the page – or to 
the end of the chapter/book, in the case of endnotes), temporal (i.e. the time 
needed to assimilate the note, which slows down the reading process and may 
even lead to losing the thread of the narrative), and which affects what is 
usually called the translator’s invisibility (i.e. the translator suddenly becomes 
visible to the reader – which may prompt an awareness of what looks like the 
translator’s admission of failure).24 

Of course, while both footnotes and endnotes can be ignored, footnotes at the 

bottom of the page will most certainly cause a visual disruption, and can be viewed 

as cluttering up the page.  In contrast, endnotes ensure a “cleaner” page and might 

be preferred by those readers who are prepared to flick to the end of the chapter or 
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book.  The ultimate decision, between footnotes or endnotes, will fall to those 

involved in the translation process: the original author (if they are accessible), the 

translator, and/or the eventual publisher.  In practice, translators avail themselves 

of all of these strategies at different times depending on the work and authors they 

are translating.  There does not seem to be a consensus on which translation strategy 

is best.25  To borrow Anthea Bell’s words, “the translator is always treading a 

tightrope.”26 

I selected footnotes in preference to endnotes because of a personal 

preference.  I find it less distracting to glance at the bottom of the page than leaf 

through to either the end of a chapter or the end of a book.  As Francis Burkle-

Young and Saundra Maley argue, notes, which force a reader to flick backwards 

and forwards, can “interrupt the flow of the discourse” and “annoy[] the reader with 

another task that is unrelated to reading.” 27  Ana-Magdalena Petraru acknowledges 

that, while translator’s notes, and in particular footnotes, are listed as a translation 

strategy by many translation scholars, they tend to conclude that they should be 

avoided as far as possible, and that it is the translator’s role to determine whether 

their target reader needs further information on any specific point.28  I did not want 

to make assumptions regarding the cultural or literary knowledge of my potential 

reader, or have them refer to external sources each time they came across something 

unfamiliar.  I therefore chose to use footnotes to help make the reading more 

holistic.  Consequently, I adopted the same strategy as Hood, Weaver, and 

Murakami.  My notes, like those of my exemplars, provided a mechanism for the 

dialogic to occur—a conversation of sorts between Maniacco, myself, and the 

reader.  In the subsequent sections of this paper, I will illustrate, using examples, 

how footnotes were a pragmatic solution to two of the challenges I faced.   
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Managing the Multiple Languages  

In Mestri di mont, Maniacco includes a number of words and phrases in Latin 

and French, as well as a significant amount of Friulian, which features prominently 

because it was the language spoken in the village where he taught.  In a note at the 

end of the book, Maniacco explains that all languages have equal dignity, and that, 

for this reason, he did not distinguish one language from another or between 

languages and dialects.29  In other words, he did not highlight the different language 

shifts in any way.  This raised the question for me of whether to translate the non-

Italian words or not, and, if translating them, how to show they were in a different 

language in the original.  My decision was to carry across and italicize all of the 

non-Italian words and phrases.  This ensured that the foreign words could be easily 

identified.   

Due to the proximity of France to Italy and the fact that Latin is still taught in 

Italian schools, many of the readers of the Italian original would not require any 

assistance with either the French or Latin expressions, but some English readers 

might.  For the relatively few instances of Latin and French, footnotes provided an 

opportunity not only to translate the phrases but to enrich the translation, as 

Example 1 demonstrates: 

Example 1: 

Original: Insomma, sa cosa vuol dire “addetto alla Direzione Didattica”? 

 No, io non lo sapevo. Le terre della burocrazia scolastica erano terre 
ignote. “Hic sunt leones.”30 

Translation: Well, do you know what “assigned to the School Office” means? 

No, I did not know. The lands of School bureaucracy were unknown 
lands. “Hic sunt leones.”∗ 
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Footnote:∗ Latin–Hic sunt leones [here there are lions] was a phrase used by 
ancient Roman and Medieval cartographers to denote unknown 
territory. 

Given the source culture readership’s likely familiarity with Latin, it would be safe 

to assume that most would understand the expression Hic sunt leones.  Yet it is not 

clear that they would make the connection to ancient cartography and unknown 

territory.  A general English reader may not understand the expression at all, and 

miss the ominous warning, “here there are lions”, therefore tread with care.   

As far as the Friulian words and phrases were concerned, in most cases 

Maniacco explained their meaning in-text, in Italian.  Therefore, my English 

version reflected the same.  This was necessary in the original, because most 

Italians, with the exception of some Friulians, would be unfamiliar with the Friulian 

words, and these are integral to the story.  Friulian is one of the minority languages 

of the Friuli-Venezia Giulia region where there are an estimated 500,000 to 700,000 

speakers, approximately half of the region’s population.31  The language has a “non-

Italian” look, and is considered a “cross between Slav and Romance.”32  There are 

a few instances where Maniacco did not provide an explanation because he assumed 

his readership was mostly Friulian and would recognize common Friulian words.  

Following is a sample of such words, along with my added footnotes:  

siore and sior – Siore and sior are Friulian salutations akin to Mrs and Mr.  

stafets – Stafets, also known as scarpets or scarpez, are shoes made from 
recycled fabrics that date back to the 1800s; they are hand-sewn and no glue is 
used.  

fogolâr – A fogolâr is the typical fire pit of the Friuli region; it usually stands in 
the centre of a room adjoining the kitchen, and pots hang over the fire.  

spolert – A spolert is a type of stove used in various regions of Italy, typically 
made of brick or stone, on top of which is a thick steel plate with a circular 
imprint to indicate the placement of a pot.  

frico – Frico is a traditional staple dish typical of the Friuli region made with 
potatoes, cheese and onions.  
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Considering these examples, my reader may be unfamiliar with both the words and 

the objects they describe, therefore providing more detail to help the reader 

visualize the objects was warranted.33  The decision to use footnotes to explain the 

French, Latin and Friulian words stems from a sense of empathy for the English 

reader who is potentially less accustomed to reading multi-lingual texts than 

Maniacco’s Italian reader. 

While the word gerla is an Italian word, I brought it across unchanged; it is a 

term commonly recognized in the mountainous areas of Italy where it is mostly 

used.  The Oxford-Paravia Italian/English dictionary (2010) offered: a “basket 

(carried on the back);” and the Collins Sansoni Italian Dictionary (1981) provided: 

“pan(n)ier,” which is both a bag slung over the back of a pack animal or bicycle, 

and a basket which is carried on one’s back.  Yet, a gerla has a particular shape; it 

is a large cone-shaped basket with leather straps and an open top, enabling the 

overflow of whatever is carried.  Being able to visualize the objects presented in a 

story is an important part of the reading process.  In Mestri di mont, the gerla is 

introduced early, when Maniacco is accompanied up the mountain on his first day 

by Tubie, who is carrying various goods, including a large bottle of grappa, in his 

gerla.  I wanted my reader to appreciate what a gerla looks like in order to visualize 

what Maniacco describes poking out over the top.  For the original reader, at least 

one from Friuli, the image of a gerla is clear; for the target reader not so.  In this 

instance, an intratextual gloss may have been an option, but, for the sake of 

consistency and to aid with the reader’s visualization, I treated the word gerla in 

the same way as the other foreign words—with a footnote. 

gerla – A gerla is a large, open top, cone-shaped basket made of wood and cane, 
used to carry goods on one’s back. 
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Managing the Allusions 

As already noted, allusions are copious in Mestri di mont and appear right 

from the start.  When recounting his father’s reaction to the news that he had 

received his first posting to a village school, Maniacco mentions that it was the 

“indimenticabile 1956” [the unforgettable 1956].  Clearly, this phrase requires 

nothing but a literal translation, but how does one handle the allusion?  The phrase 

carries considerable political implications and in using it Maniacco is 

contextualizing his story, reminding readers of the tumultuous events of the time 

and, in particular, suggesting his perspective on them.   

1956 was a crucial moment in world history and a time of political upheaval 

for the Italian PCI, of which Maniacco was already an active member.  It began 

when the then first secretary of the Communist Party of the Soviet Union, Nikita 

Khrushchev, made his famous “secret speech”, in February, to a closed session of 

the 20th Congress of the Communist Party, where he condemned Stalin with 

accusations of abuse of power.  The speech rocked the foundations of the world-

wide communist movement and many members of the PCI started to question their 

loyalty.34  In June, there was a workers’ rebellion against the Communist 

government in Poznań, Poland, which was dealt with swiftly by the Polish army.35  

Then in October, there was the Hungarian Revolution, that eventually led to the 

invasion by the Soviet Army in order to restore control.  It is estimated that between 

1955 and 1957 the PCI lost around 400,000 members.36  The phrase, 

“indimenticabile 1956”, is attributed to Pietro Ingrao, one of the leaders of the PCI 

who was also the editor of the l’Unità [Unity] newspaper upon which the headline 

first appeared in 1957.  It became the label used by Italian communists when 
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discussing that particular year and Maniacco, belonging to that world, was shaken 

by the events and their implications.   

While the events of 1956 are actual historical events, that were played out on 

an international stage and within the PCI,37 it is difficult to confirm whether the 

allusion would be recognized by many today.  Clearly, though, the use of the word 

“indimenticabile” (unforgettable) might alert the reader that something significant 

happened in 1956, and, if motivated, they could then be inspired to find out more.  

This would be the case for readers of both the Italian and English versions.  I could 

have chosen not to add anything further, leaving it to my reader to notice or not, 

and, if they did, then decide for themselves whether to seek additional information.  

Instead, I added a brief explanation in the form of a footnote in keeping with my 

strategy of being explicit and intimating Maniacco’s perspective.   

Example 2: 

Original: Avevo preso il treno a Udine alle sette, vestito per bene ma senza 
cravatta che non avevo, anche se avrei potuto farmene dare una da mio 
fratello Gian Maria, con  un impermeabile blu scuro, allora di gran 
moda e non molto adatto all’autunno dentro cui mi ero inoltrato, un 
paio di scarpe cittadine nere e dalle suole lise, un biglietto da mille, 
parsimoniosamente estratto dal borsellino da mia madre, siore Rosàlie, 
e il pomposo e sgualcito decreto di nomina di maestro di ruolo in 
soprannumero del Provveditorato agli Studi che mi destinava per 
prima sede Moggio, Muécˇ, che le tribù slave calate in Italia al tempo 
dei longobardi nel VI secolo chiamavano Mošnica, da muža, palude. 

 Non era poi male, aveva sentenziato mio padre, sior Silvio, come prima 
nomina, cinquanta chilometri da Udine, sulla linea pontebbana, che, 
per uno che non possedeva nemmeno una bicicletta, nonostante fossimo 
nell’indimenticabile 1956, era il massimo.38 

Translation: I had caught the train from Udine at seven in the morning, well-
dressed, but without a tie as I did not have one, even though I could 
have got one from my brother Gian Maria.  I wore a dark blue raincoat, 
highly fashionable then, although not very suitable for the autumn into 
which I had set forth, and a pair of black city shoes with worn soles.  I 
had a thousand-lira note, that siore Rosàlie, my mother, had 
parsimoniously extracted from her purse, and the pompous and creased 
Letter of Appointment as substitute teacher from the provincial 
Department of Education, assigning me, as a first posting, to Moggio, 
Muéç, which the Slav tribes, who came down into Italy at the time of 
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the Lombards in the 6th century, called Mošnica, from the word muža, 
swamp. 

 It was not bad as a first placement, ruled my father, sior Silvio, fifty 
kilometres from Udine, on the Pontebbana train line.  For someone who 
did not even possess a bicycle, despite us being in the unforgettable 
1956,∗ it was excellent. 

Footnote:∗ A reference to the tumultuous events of 1956 and a phrase attributed to 
Pietro Ingrao, one of the leaders of the Italian Communist Party at that 
time.  

Clifford Landers asserts that one of the reasons why translators routinely 

adopt the use of footnotes is because they wish to “convey the maximum possible 

amount of information.”39  Yet, clearly, in Example 2, that is not the case.  In my 

short description my aim was to provide a minimum amount of additional 

information, in the hope that, by highlighting the word, I might motivate, but not 

require, an interested reader to read further afield.  At the very least my reader 

knows that something significant happened in 1956, making that year 

“unforgettable.”  In my opinion, Maniacco was using this allusion to both locate his 

story in its historical/political context and provide a glimpse into his own politics, 

which he would elaborate as the story progressed.  The difficulty for me was 

knowing when and how much information to provide, not wanting to add lengthy 

explanations that might become a nuisance.40  It was challenging finding the 

appropriate balance—providing some, but not too much, additional information. 

Other allusions in Mestri di mont refer to literary characters, and, for each 

one, I again used footnotes to provide the target reader with some additional 

information.  This included the author and name of the book in which the character 

appears, as well as a short description of the character’s traits.  This formula again 

reflects my empathy with the target reader.  I felt that information which would help 

the reader decipher the allusion might be appreciated.  Just like Murakami, I saw 
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this as an “act of kindness” toward my new readership.41  But it was also to ensure 

consistency in my handling of this type of allusion.   

In Example 3, Maniacco uses allusions as a way to enhance his description of 

the physical appearance of the secretary he meets at the local school office, on his 

first day of work.  In this case, he is referring to her particular style of dress.   

Example 3: 

Original: La segretaria, una minuta cargnella dagli occhi azzurri e gentili 
rinchiusa in un severo grembiule nero da Demetrio Pianelli alias 
Akakij Akakievicˇ, mi disse in tono grave, venato da una sottile e 
perversa ironia: signor maestro, credeva forse di fermarsi qui da noi?42  

Translation: The secretary, a minute Carnian, with kind blue eyes, enveloped in a 
stern black smock in the style of Demetrio Pianelli alias Akaky 
Akakievich,∗ told me in a grave tone laced with a subtle and perverse 
irony: Mister Teacher, sir, did you think you would be stopping here 
with us? 

Footnote:∗  Demetrio Pianelli is the titular character and name of a novel (1890) by 
Emilio de Marchi (1851–1901). Akaky Akakievich is the protagonist 
of the short story The Overcoat (1842) by Nikolai Gogol (1809–1852).  
Both were downtrodden characters who wore shabby old coats.  
Maniacco is implying that these characters are interchangeable.  

An intratextual gloss may have been a better option in this case.  I could have simply 

added the word shabby in the text to help the reader understand that the secretary’s 

smock was being likened to the drab, old coats worn by the characters Demetrio 

Pianelli and Akaky Akakievich.  My decision against this strategy was 

predominantly for the sake of consistency.  Whenever Maniacco alluded to literary 

characters, I decided to provide a minimum of additional information: the name and 

author of the text in which those characters appeared—in other words, the source 

of the intertextuality.  This strategy also allowed the opportunity to be a little more 

explicit about who these characters were and why the secretary was being likened 

to them.  Maniacco was providing two examples from his past literary readings to 



16. 

support his description of this secretary.  He wanted his reader to visualize the 

secretary in her shabby black smock.  

Maniacco also uses allusions to enhance the descriptions of other aspects of 

his characters.  Tubie is one of the few adults in Mestri di mont, figuring 

prominently and charged with symbolism.  Examples 4 and 5 are taken from the 

very beginning of the book, when Maniacco first meets Tubie along the long and 

arduous mountain track that must be navigated in order to reach the village school.  

Following a description of Tubie’s physical traits—with a face that resembles that 

of Leo Tolstoy—Maniacco uses allusions to describe his work background and 

personality.   

Example 4:  

Original: Gli uomini buoni per natura non colpiscono mai e il loro sorriso, il loro 
sorriso è la spada di dio e mentre scendevamo lungo un ghiaione sul 
bordo del quale una volta vidi una croce a segnare qualcuno che 
era caduto o scivolato mi pareva di camminare assieme a Ivan 
Sever’janicˇ Fljagin, il viaggiatore incantato di Leskov.43 

Translation: Inherently good men are never striking, yet their smile, their smile is 
the sword of god.  As we descended along a large section of scree, on 
the edge of which, at one point, I saw a cross that marked the place 
where someone had fallen or slipped, I felt as if I was walking alongside 
Ivan Severyanych Flyagin, Leskov’s enchanted wanderer.∗ 

Footnote:∗ Ivan Severyanych Flyagin is the main character in The Enchanted 
Wanderer (1873), a novel by Nikolai Leskov (1831–1895).  Flyagin is 
a monk who, before finding God, had a multitude of professions and 
experiences. 

Example 5: 

Original: Quel vecchio era rotondo come il soldato-contadino Platon Karataev, 
ma sicuramente ogni uomo o donna che avessero vissuto in sintonia 
con la terra in cui lavoravano sarebbero stati così, non si scappava, 
pensai e vidi dentro di me che, nonostante le mie buone e pie intenzioni, 
il mondo in cui avevo vissuto e vivevo era artificiale, viziato dalle 
ipocrisie, dai pregiudizi, dal carrierismo, dalla mortale legge della 
sopravvivenza cui la città era per sua natura votata.44 

Tranlsation: That old man was authentic, like Tolstoy’s peasant-soldier, Platon 
Karataev,∗ but surely every man or woman who has ever lived in 
harmony with the land they worked would be so.  There was no way 
around it, I thought, and I could see, within myself, that despite my 
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naive and good intentions, the world in which I had lived and continued 
to live was artificial, spoilt by the hypocrisy, prejudice, careerism, and 
the deadly laws of survival to which the city, by its very nature, was 
subject. 

Footnote:∗ Platon Karataev is a peasant character from War and Peace (1867) by 
Leo Tolstoy (1828–1910).  Karataev is well-rounded in both 
appearance and personality.  

Prior to arriving at the text in Example 4, the reader has discovered that Tubie 

is eighty years old, and by the age of eighteen had already worked on the Tauern 

railway during the time of the Austro-Hungarian Empire and been a master stone 

mason on the bridges of the Trans-Siberian railroad.  With these allusions, 

Maniacco is ascribing to Tubie the same traits as those of Leskov’s character, 

Flyagin, and Tolstoy’s Karataev.  It is clear he aims to evoke a particular image of 

Tubie in the reader’s mind: a man with considerable experience in a variety of jobs, 

as well as a matter-of-fact down-to-earth character.  This time, Maniacco provides 

a little more information: the name of the author of the external text being 

referenced; that is, the source of his intertextuality.  But what of the allusion?  The 

reader may recognize the texts yet be unfamiliar with the character traits being 

alluded to, in which case the description of Tubie is not enhanced and the reader is 

left wondering.  Unless readers are familiar with Leskov’s character, Ivan 

Severyanych Flyagin, they will not understand that, like Flyagin, Tubie had a varied 

and interesting past.  Similarly, unless readers are familiar with Tolstoy’s character, 

Karataev—a man who is content with his life and comfortable in his skin—they 

cannot perceive an image of Tubie as a simple, relaxed and content man.  Hence, 

while the reference is clear, the allusion is lost.  One must bear in mind this loss 

would be the same for a reader of the original text who is unfamiliar with these 

characters.   
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As already mentioned, knowing whether and/or when to include additional 

information was a difficult road to navigate.  One could argue that a well-read 

reader would know these characters because they are familiar with these classic 

texts.  I could not, however, make this assumption.  Why not leave these allusions 

for the reader to discover for themselves?  This is one of the perpetual struggles and 

decisions the literary translator must face.  As William Weaver once reflected, 

regarding his own process of translation, “there are no rules, no laws, there cannot 

be an absolute right, or an absolute wrong”, rather, the translator struggles to do 

their best and their decisions vary depending on the author and the work.45  Due to 

the large number of cultural, literary, and historical references and allusions which 

Mestri di mont contains, I decided that it would be detrimental to the reading 

experience if I left it to my reader to go and investigate them all for themselves.  

Instead, I did the investigating for them, leaving them the simple decision whether 

to read my notes or not.  It was my way of helping the reader dialogue with 

Maniacco.    

Conclusion 

Maniacco left behind an impressive body of work, and the fact that he wrote 

Mestri di mont fifty years after the events took place, and in the years just prior to 

his death, speaks to the impact the experience recounted had on him.  He was a 

young teacher and a member of the Communist Party, already heavily influenced 

by his readings of Marx, Tolstoy, and other world literature, at a time of major 

world events, who immersed himself in a small remote mountain community—it 

was his “unforgettable 1956.” 
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In Mestri di mont, Maniacco incorporates a number of different languages.  

The French and Latin phrases, which would have been more readily understood by 

his original readers, needed to be explained for a new English language reader.  The 

Friulian words—in particular those he did not explain, because he had assumed a 

mostly Friulian readership—also needed an explanation.  In all cases, footnotes 

provided a pragmatic solution.  

The book is filled with allusions of various types, and in this paper I have 

discussed a small sample of them: the political significance of the historical 

allusion, “the unforgettable 1956,” and then a number of allusions to literary 

characters used to enhance the descriptions of some of his own characters.  In using 

allusions, Maniacco may have presupposed that his readers would be as cultured 

and well-read as he was.  However, I suspect this was not the case.  I also suspect 

that he was not trying to exclude some readers purposely, as this does not 

correspond to his character.  Maniacco eloquently relates his feelings toward his 

substantial literary culture: 

Il soffio che pervade la mia vita non è altro che la trasformazione della carta 
stampata in alimento costante.46 

[The breath that pervades my life is nothing more than the transformation of the 
printed word into constant food.]  

I contend that the events, books, authors, and characters to which he alludes had 

been a part of his life for so long that it was natural they should emerge in his 

writing.  However, this is a topic to be explored another time. 

Opinions on the use of footnotes in literary translation have been divided.47  

Some will argue that footnotes are best avoided because they interrupt the “linearity 

of reading”48 and are evidence of the “translator’s defeat.”49  Others argue in favor, 
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explaining that “footnotes supplement and support the translation with necessary 

information.”50   One must remember that Mestri di mont is a memoir, and as 

Landers affirms “the inclusion of explanatory notes in non-fiction work is a non-

issue”; like so many other aspects of translation, the choice to use footnotes is a 

personal one.51   

I justify my use of footnotes, in this particular translation, because of my 

desire to communicate all of the nuances of Maniacco’s world and work to a new 

audience, leaving nothing unclear, nothing that might be missed.  Footnotes 

provided a simple, effective, and easily accessible way to offer a new readership 

some help.  And if that readership happens to be the one I have envisioned, that is, 

the descendants of the emigrant Friulian, then I suspect they will appreciate seeing 

the Friulian elements highlighted in my footnotes.  Of course, it then will be up to 

the individual reader whether they want to pay attention to my footnotes or not.52  I 

hoped to point my reader to new texts they might wish to explore, and provide 

insights into the characters and cultural aspects that were important to Maniacco, 

enriching the reading experience in the process.  All of this without the reader 

having to leave the comfort of the actual text.  
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1. Vecchiet, "Un rapporto durevole," 169. 
2. Turello, "Maniacco, Tito," 2047. 
3. I commenced translating Mestri di mont in 2018. 
4. Irwin, "What Is an Allusion?," 289. 
5. Irwin, "What Is an Allusion?," 288. 
6. Machacek, "Allusion," 526. 
7. Schmid, "Implied Reader," 301. 
8. M. Giovannelli, personal communication, Aug 2019; B. Maniacco, personal 

communication, Aug 2019.   
9. Newmark, A Textbook of Translation, 91. 
10. Leppihalme, "Allusions and their Translation," 183. 
11. Bertuzzi and Fait, Un secolo di partenze e di ritorni, 128. 
12. Gadda, Quer pasticciaccio brutto. 
13. Gadda, That Awful Mess. 
14. Fenoglio, Il partigiano Johnny. 
15. Fenoglio, Johnny the Partisan. 
16. Gadda, That Awful Mess, v. 
17. Murakami, "As Translator, as Novelist," 171. 
18. Hadley and Akashi, "Translation and Celebrity," 465-66. 
19. Murakami, "As Translator, as Novelist," 171. 
20. Aixelà, "Culture-specific Items," 62. 
21. Newmark, A Textbook of Translation, 92. 
22. Aixelà, "Culture-specific Items," 62. 
23. Sanchez Ortiz, "The Use of Footnotes," 114. 
24. Sanchez Ortiz, "The Use of Footnotes," 115. 
25. Petrulionė, "Translation of Culture-Specific Items," 44. 
26. Bell, "Translation: Walking the Tightrope of Illusion," 60. 
27. Burkle-Young and Maley, The Art of the Footnote, 3. 
28. Petraru, "Translator's Notes," 133-34. 
29. Maniacco, Mestri di mont, 119. 
30. Maniacco, Mestri di mont, 10. 
31. Maurer-Lausegger, "The Diversity of Languages," 14. 
32. Coluzzi, "Minority Language Planning," 463-64. 
33. Burkle-Young and Maley, The Art of the Footnote, 45. 
34. Ginsborg, A History of Contemporary Italy, 206; Iandolo, "Unforgettable 

1956? the PCI and the Crisis of Communism in Italy," 260. 
35. Haig, "The Poznań Uprising," 161. 
36. Ginsborg, A History of Contemporary Italy, 207. 
37. Ginsborg, A History of Contemporary Italy, 206-09. 
38. Maniacco, Mestri di mont, 9-10. 
39. Landers, Literary Translation, 93. 
40. Newmark, A Textbook of Translation, 92. 
41. Murakami, "As Translator, as Novelist," 171. 
42. Maniacco, Mestri di mont, 10. 
43. Maniacco, Mestri di mont, 17. 
44. Maniacco, Mestri di mont, 18. 
45. Weaver, "The Process of Translation." 
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46. Maniacco, Figlio del secolo, 104. 
47. Sanchez Ortiz, "The Use of Footnotes," 114. 
48. Petraru, "Translator's Notes," 133. 
49. Sanchez Ortiz, "The Use of Footnotes," 114. 
50. Jiang, "Footnotes: Why and How," 693. 
51. Landers, Literary Translation, 93. 
52. Sanchez Ortiz, "The Use of Footnotes," 125. 
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