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Whiffs of Das Parfum

Nothing is more memorable than a smell. One scent can be unexpected, momentary and fleeting, yet conjure up a childhood summer beside a lake in the mountains.
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0 Introduction

“Niemand weiß, wie gut es gemacht ist.”
 These are the words Jean-Baptiste Grenouille thinks to himself in the novel Das Parfum: Die Geschichte eines Mörders. His thoughts refer to the perfume he created, a sublime combination of the body odours of twenty-five maiden girls, but it has often been said that the same phrase can be seen as coming from Patrick Süskind, referring to this very novel. The novel is a combination of genres, and packed with literary references.


This thesis will discuss two translations of Süskind’s masterpiece: the Dutch translation by Ronald Jonkers and the English translation by John E. Woods. This subject appealed to me as it goes beyond the boundaries of only my mother tongue and the language I majored in. Writing this thesis has helped me brush up my German, which had become a bit rusty after five years of rest. When I first read Das Parfum six years ago, I was fascinated by the originality of the storyline: what starts out as a historical novel ends almost in a farce, with the protagonist – or rather: antagonist – quite unexpectedly being eaten on the last page. His death does not come as a surprise: his chosen method of suicide, however, does. The ephemeral world of scent as main subject for a novel is a surprising choice, as a particular scent is not something one can easily conjure up – especially the scent Grenouille creates. 

The novel has gained international acclaim – it has been translated into 46 languages and is often used as reading material for students of German. Unfortunately, not all students read the German version: 70% of my high school class chose to read the Dutch translation instead. In 2006, the producer Tom Tykwer took upon him the difficult task of turning this novel into a film, a task considered impossible by many, though the film has generally been deemed a success.

In this thesis, I will discuss the translations into Dutch and English to try to find out if there are any significant differences between the two, and to see if the translators have managed to capture the magic of the original novel. John E. Woods has received the PEN Translation Prize for Perfume; Ronald Jonkers has not received a prize for his Het parfum. It might be the case that the English translation is remarkably better than the Dutch one; however, the number of novels translated into Dutch each year is significantly higher than what is translated into English. This must be taken into account. Unfortunately, it is not possible to find out whether eventual mistakes or oddities in one of the translations may have been influenced by editors; therefore, when the final chapter speaks of the translator doing something, this might also mean an editor.

§1.1 of this thesis will offer some background information on Patrick Süskind, Ronald Jonkers, and John E. Woods. §1.2 offers a summary of the novel itself. §1.3 will deal with some important stylistic elements in the novel. In §1.4, the reception of the novel will be discussed.

The second chapter will deal with the differences in the way translation and translation studies have developed in Dutch- and English-speaking countries, and how these differences may have influenced the translations of Das Parfum. The second paragraph of this section deals with the grammatical and linguistic differences between the source language and the target languages.

In the third chapter, some chapters from the book Style in Fiction (Leech and Short, 2007) will be discussed, which will later be used in analysing stylistic changes in the translations. Theories on culture-specific items will also be discussed in this chapter.

The fourth chapter, then, will discuss the actual texts. For this study, the books have been put side by side and compared sentence by sentence. It has been noted when sentences were split up or merged, and important missing words, clauses or sentences have been noted down. In this final chapter, the theory of the earlier chapters will be used to analyse the translations.


The goal of this thesis is to shed some light on differences in translation from German to Dutch and from German to English. I hope to discover how these differences are visible in the translations of Das Parfum, and to be able to draw a conclusion based on that. It would be interesting to see whether one of the translations is significantly different from the source text, and what this difference is caused by. My intention is to find an answer to the following question:

How do the Dutch and English translation differ from the original text of Das Parfum as written by Patrick Süskind, how do these differences influence the content, and how can these differences be explained?

1. Das Parfum
1.1 The Author and his Translators 

Das Parfum: Die Geschichte eines Mörders is the debut novel of Patrick Süskind. Süskind, born in Ambach am Starnberger See, Germany in 1949, has written screenplay, short fiction stories, and novels. He studied Medieval and Modern History in Munich, and later also in Aix-en-Provence, France. In 1996, Süskind won an award for one of his screenplays: the Screenplay Prize of the German Department for Culture. This is approximately the extent to which information can be found on Süskind: he does not grant interviews and has not written any autobiographical works. Das Parfum is by far the most well-known of his novels, and it is often used as literature to be read by high school students of German. The novel has been translated into 46 languages and was made into a film in 2006.

Das Parfum was translated into English in 1986 by the American translator John E. Woods. Woods started working as a translator around 1980, and has translated works from several famous German authors, among whom Thomas Mann and Günther Grass. For his translation Perfume: The Story of a Murderer, he won the PEN Translation Prize in 1987. The PEN Prize is a $3000,- prize that since 1962 has been is rewarded yearly to a creator of “book-length translations from any language into English”.
 The PEN American Society was founded in 1922, and is part of the international PEN society, which was created in 1921. The goal of this society, as stated on the website, was and still is:

[T]o promote friendship and intellectual cooperation among writers everywhere; to emphasize the role of literature in the development of mutual understanding and world culture; to fight for freedom of expression; and to act as a powerful voice on behalf of writers harassed, imprisoned and sometimes killed for their views.

PEN stands for “poets, playwrights, essayists, editors and novelists”; in short, those people who are active in the literary world.


Woods has granted few interviews in which he reveals information about his poetics. In an interview in The Local, a website which offers German news in English, Woods claims that translation is in fact “dangerous and should not be allowed”.
 His reasoning for this is that a translator can never do a perfect job. A translation is inevitably different from the original novel: “what can be salvaged is just a shadow of the original”
, Woods says in the interview. The metaphor he uses is: “Here the author has created a beautiful meadow with a cow, a landscape worthy of a Dutch master, and what I give you is a very good steak”.
 There are ‘resonances’ in a novel, and a translator can never capture all these resonances in his translation.


Woods’s translation was first published by Hamish Hamilton, which was a British publishing house. This publishing house merged with the famous Penguin Books in the year that Perfume came out. Hamish Hamilton is said to be “one of Britain’s most distinguished literary lists”. The authors who write for this publishing company are “an exciting and eclectic group of authors, united by the distinctiveness and excellence of their writing”.
 Only publishing twenty titles a year, it may be expected that Hamish Hamilton only prints books of high literary quality.

The Dutch translation, Het parfum: De geschiedenis van een moordenaar, was created by Ronald Jonkers. Jonkers was born in Jutphaas in 1948. Aside from translator, Jonkers is a publicist and painter. He currently resides in France, where he spends most of his time painting pastels.
 The only reference to translation on his personal website is his biography, where he briefly mentions that he started painting after a life in publishing and translating. No interviews with or articles on Ronald Jonkers and his work as a translator can be found. His name can be traced back to a fair number of translations, from both English and German.

Het Parfum was published at Prometheus/Bert Bakker publishers, a renowned publishing company in the Netherlands. Like Hamish Hamilton, they set high standards for the works that are published with their company.
1.2 Plot summary


The setting of the novel is eighteenth-century France, and the protagonist – or rather, antagonist – is Jean-Baptiste Grenouille, a remarkable man with a superior sense of smell but no scent of his own. The book is divided into four parts, each describing a different phase in Grenouille’s life.


In the first part of the novel, the scene is set and we read about the birth of Jean-Baptiste Grenouille. His mother does not want this baby, and would have let him perish after giving birth to him on a marketplace. Grenouille cries out, however, and is discovered laying amongst the dead fish under his mother’s market stall. The mother is hanged, and Grenouille gets assigned various wet nurses, none of whom want to keep him. A wet nurse working for the parish, Jeanne Bussie, goes so far as to claim that the boy is possessed by the devil. Her reasoning is that Grenouille lacks a trait that makes mothers love babies: he has no scent of his own at all. She brings him back to the cloister that assigned her as a caretaker, where Pater Terrier soon also becomes convinced that something is amiss with the baby. Grenouille is sent off to Madame Gaillard, a woman who has lost her sense of smell as a kid, and with that her ability to feel any emotions. Here, Grenouille spends his first years. When he is eight, Madame Gaillard sells him off to a tanner, Monsieur Grimal, where Grenouille must fulfil the most menial tasks. He starts wandering around Paris, collecting smells, and divides the immense mixture of scents up into its most basic elements, which makes him determined to collect in his mind every smell known to man. Inside his mind, he combines these scents endlessly. One day, he smells a scent he cannot compare to any other, and follows it until he finds its source, a young, red-haired girl. Determined to possess this scent, he strangles the girl and smells her all over. This is the first time that he discovers the aesthetic of scents, and the moment he decides his goal in life should be to make the best scents known to man. He manages to get employment with Giuseppe Baldini, an old perfumer who is about to lose his business due to the competition of younger perfumers with more feel for what the public wants. With the help of Grenouille, however, Baldini manages to make his business gain even international fame. Grenouille learns the technique of distilling scent from flowers, and tries to use this technique on other inanimate objects such as stone, glass, and water. When it becomes evident that these substances cannot be distilled, he falls ill, to the dismay of Baldini. Only when he is told of other techniques of preserving scent does he overcome his illness. After a few years, Baldini is willing to give Grenouille journeyman papers with which he can travel to Grasse, the town where the art of perfumery is most advanced.

Grenouille’s travels begin in the second part of the novel. His plan is to go to Grasse directly, but this plan changes along the way: Grenouille discovers that the air is much more pleasant without the smell of human beings diluting it and sets out to avoid all humans. He finally finds a place where he can live without being disturbed by the smell of humans: the volcano Plomb du Cantal, where he lives in a cave for seven years. He feeds on plants and small animals, and is satisfied with his own company. He lives inside his own mind, where he creates worlds of scent, where he reads about scents, and in which he drinks from the scents he has collected in his life as if they are alcohol. After seven years of this way of living, a nightmare scares him away from his cave. This nightmare is what finally makes him discover what is wrong with him: he has no scent of his own. This is something he cannot accept, and he is determined to create his own body odour. He leaves his cave, looking a fright, and heads for Montpellier. There, he meets the Marquis de la Taillade-Espinasse, who is convinced that this man proves a theory he has been working on, the theory of fluidum letale, a deathly gas that the earth emits. The marquis uses Grenouille to prove his theory to the learned people of Montpellier, and Grenouille in turn uses the marquis to gain access to a perfumer’s workshop, where he creates a somewhat human odour for himself, made of ingredients such as rotten eggs, moulded cheese, and cat shit, along with odours that mask this smell a bit. When he finds out how easily people are fooled by this concoction, he decides that he will create the best scent ever known to man, a scent that will make the whole world love him. In order to do this, he must learn the perfumer techniques that can be best learned in Grasse, so once again he sets off to Grasse.

Grenouille reaches Grasse in the third part of the novel. Once in Grasse, he is captured by a scent the likes of which he has only smelled once before: the scent of the girl he has murdered in Paris. After his initial shock, he finds out that the source of this scent is a girl, red-haired and still quite young: Laure Richis. Her scent has not completely developed yet; it will within the next two years. Once again, Grenouille is determined to possess a scent. However, he will not be satisfied with only smelling this scent once: he wants to preserve it, to be able to use it whenever he so desires. To this purpose, he looks for employment and finds it with Madame Arnulfi and her journeyman – and, as Grenouille soon discovers, lover – Druot. He soon becomes skilful in the techniques of enfleurage, and discovers that using these techniques he can rob the scent of both inanimate things and living creatures. He is overjoyed with this discovery and sets about perfecting his technique. One day, however, he is captured by the fear that once he manages to make a perfume of the scent of this girl, he will inevitably one day run out. He decides that he will need other ingredients for this ultimate perfume, and in the next few months kills 24 young girls. The town breaks out into a panic. After a few months, the murders cease and peace returns to most of the town. Only Antoine Richis, the richest man in town, does not trust this peace: he thinks that this ruthless murderer will murder his daughter as the crown to his work. He decides to leave Grasse, but Grenouille, with his superior sense of smell, discovers at once that he and his daughter have left and follows them to the town of La Napoule. He murders Laure in the same way he has murdered all other girls: with a single blow to the head. He cuts off her clothes and her hair, and covers the body in a sheet covered in animal fats, which he later turns into a pomade and further distils into essence absolue. Soon after he returns to Grasse, he is identified as the murderer and convicted to be executed. Ten thousand people gather for this execution, but as Grenouille walks up to the scaffold, all of them are at once convinced he cannot be a murderer. They are enchanted by his perfume, the perfume he has created out of 25 essences absolues of young maidens. The anger of the crowd turns into an infinite love for Grenouille and each other, and the gathering turns into a giant orgy. Grenouille however feels nothing of this love: his hate and contempt for the human race only grows, and he wishes to be hated and to die. Even Antoine Richis, Laures father, does not recognise him as the murderer of his daughter.

In the fourth and final part of the novel, Grenouille returns to Paris. Feeling nothing of the enchantment other people feel when smelling his perfume, Grenouille sees no purpose in living any longer. He goes to the Cimetière des Innocents, where after midnight a group of thieves, murderers, and other criminals are gathered around a fire. He walks up to them and douses himself in his perfume. The criminals, all convinced he is the most beautiful thing they have ever seen, cut him into pieces and eat him. Afterwards, they feel not only ashamed, but also proud, because instead of doing something out of spite or hatred like most of their actions, they had eaten him because of the love they felt.
1.3 Stylistic elements

Throughout the whole novel, Grenouille seems to be more animal than human. He is skittish, ducks away when someone addresses him, and works like a horse for Monsieur Grimal and for Druot. Grenouille is actually often literally compared to animals, both in looks as in behaviour. Already at birth, his mother regards him the same as she does the fishes and fish guts under his table: an ugly piece of flesh which must be done away with as soon as possible.

When Grenouille later stands on Giuseppe Baldini’s doorstep, asking for employment, he is compared to a frog-like creature and then to a spider clinging to the doorframe. The spider comparison also occurs when Grenouille is living under the care of Madame Gaillard: he is seen as a vile creature that the other children dare not touch to crush. The comparison Süskind uses most often is to a tick, rolled up inside itself, waiting to find blood off which to survive.

Not only his appearance is animalistic: his behaviour is, too. In the seven years that Grenouille spends living in a cave in the Plomb du Cantal, he lives more like a beast than like a human being, surviving off weeds and small animals, and instead of drinking water as humans do, he licks it off the rocks, similar to wild animals. Another animalistic factor is that Grenouille never becomes completely accustomed to what humans often consider to most separate them from animals: the skill of human speech. His first words are spoken at a very late age, and throughout his life, he regards speaking as a necessary evil, and prefers to keep to his own.

If not dehumanized enough by these traits, Grenouille is also often associated with the devil. His wet nurse Jeanne Bussie claims that he must be possessed by the devil, and Pater Terrier almost goes as far as actually calling Grenouille a devil. When Grenouille goes on his killing spree in Grasse, the townspeople regard this unknown murderer as either aided by the devil or as being the devil himself. This suspicion is further aroused by the fact that he limps and has a hunch-back.

Devil or not, it is clear that Grenouille spreads disaster wherever he goes. He leaves a trail of death or destruction whenever he leaves a place of residence. An interesting element in the story is that the readers are informed about the deaths of all the people who are in some way significant in Grenouille’s life: his mother is hanged after it is discovered that she wanted to let her baby perish. We read about the tragic end of Madame Gaillard’s life, even though she dies decades after Grenouille himself meets his end. Monsieur Grimal, under whose care Grenouille spent his time gathering smells in Paris, drowns; Giuseppe Baldini, who taught Grenouille the art of distilling and of writing formulas for perfumes, dies when his house collapses into the river; the Marquis de la Taillade-Espinasse, who enabled Grenouille to create a perfume imitating the human scent dies on a reckless adventure, and Dominique Druot, who taught him the art of enfleurage in Grasse, is hanged in Grenouille’s place for the murders in Grasse.
1.4 Reception

Das Parfum has often been called a postmodernist novel, due to its large degree of intertextuality. In her essay “The Problem of Pastiche: Patrick Süskind’s Das Parfum”, Judith Ryan speaks of postmodernism as ‘defin[ing] its principal characteristic as ‘double coding’ that addresses both a cultural elite and the ordinary person, although one might perhaps more properly call it a multiple coding that speaks on many different levels and to many different audiences at once”
. Indeed, Das Parfum at once appealed to many audiences, not only of different classes, but also of different cultures. It had been translated into multiple languages within a year of its publication. Süskind’s novel appeals to the higher classes because of the many allusions to well-known authors; it appeals to the less educated classes because these references are not obvious and they are not confronted with the feeling that they do not understand certain parts of the novel. However, the readers who caught on to the allusions may also have wondered “whether there is anything really original about Das Parfum”. Ryan states that “[a] good deal of Süskind’s language derives directly from earlier models [...]. Is this an extraordinary allusive richness or a shocking literary dependency? 
” The references to other kinds of literature already begin in the first paragraph, where the novel is introduced as a historical rendering of a true story. Ryan claims that Grenouille himself endures a mixture of literary styles: “From his early definition as an illegitimate nobody from the eighteenth-century underclass, he passes through a phase of Romantic dualism, then a phase of aesthetic dissolution, and finally he emerges as a postmodern cannibalized self”
.

Of course, it is near impossible for a reader to pick up on all the intertextuality in Das Parfum, and even more impossible for a translator to render all these references in a recognizable way in his translation. Indeed, many references only make sense in German, because they are references to canonised German works which are obscure to the readers of a translation. The critical reaction in England, then, was not overly enthusiastic. The readers did not pick up on the intricate intertextuality of the novel, but instead were “largely unable to find any central principle to explain [the] doings [of Grenouille]”
. The postmodern twists, in which a seemingly historical novel turns into a postmodern work along the way, was not something that the public of the translation could appreciate to its full extent.

2 Translation in Dutch- and English-speaking countries

As this thesis will discuss translations into both English and Dutch, we will need to consider the differences between how translation studies developed in the countries where these languages are used. Another important issue is grammatical differences between these languages, and to what extent they are similar to the German language.

2.1 Development of Translation Studies


The history of translation into Dutch and that of translation into English are of course vastly different. The Oxford Guide to Literature in English Translation discusses translation into English, and how translation has affected the English literary landscape. In its introduction, The Oxford Guide states that “[t]he English-speaking countries, secure or complacent in their linguistic dominance, today translate proportionally far less than their neighbours, and their literary culture is the poorer for it”.
 Although it is impossible to find accurate data on the number of translations in English-speaking countries, there are some sources which offer estimates. The Conseil Europeén des Associations de Traducteurs Littéraires offers figures on the number of translations and those of new works published in European countries yearly. The percentage of translations in the UK is significantly lower than that in other European countries: only 3% of all new works published each year are translations. In the Netherlands, this number is 36%.
 The data is from 2007, and though it may have changed slightly in the past three years, it can be assumed it is still fairly accurate. A 2005 study of the organisation R. R. Bowker, a research agency that among others provides data on publishing and translation in the United States, claims that the number of translations in the US also comes to only 3% of the total of published books. The Three Percent Database, named after this statistic, has tried to check this statistic because they “suspected that 3% number was a little high”
. They have tried to gather data on the number of translations since 2008, “[b]y collecting as many catalogs as [they] can and asking publishers directly”, and claim to have “come up with a fairly accurate record of the books published in translation since January 1st, 2008”
. Their most recent complete record is that of 2009, which comes to 335 translations in total. This figure is significantly lower than the three per cent estimate, but it does not take into account retranslated novels or technical translations. Fact is, however, that translations into English are quite rare. Translations from English, however, are prevalent in translation statistics, “accounting for some 60 per cent of the translations published in Europe”
.


According to The Oxford Guide, translation from German to English has been around since the 9th century. It was only in the early 19th century that translations from German to English became more common
. The status of translation and translators has shifted in the past years. The Oxford Guide states that in the second half of the twentieth century, the attitude towards translation has changed:
More and more translators are academics or from academic backgrounds; they tend to be intimately concerned with the linguistic qualities of their originals as well as with effects within the target culture; and translations are more frequently discussed and evaluated as translations, in terms of fidelity or openness to their source texts rather than inventiveness or acceptability within their target literature.

There has been a shift from translating to appease the public in the target culture to translating to let the public get a taste of another culture. In Introducing Translation Studies, Jeremy Munday seconds this statement. Munday claims that “from the late eighteenth century to the 1960s, language learning in secondary schools in many countries had come to be dominated by what was known as the grammar translation method”
. This method focused only on the structures of separate foreign sentences to be translated, and did not deal with coherence within a larger piece of text. Indeed, this method is still used in some schools today. However, in the past 50 years, there has been more of a focus on translators and therefore on the way works are being translated. 


With English as a world language, translation is not as essential as it is for other languages. It is no coincidence, therefore, that developments in translation in English-speaking countries is different from that in countries which rely on translation for a large part of their literature. In The Oxford Guide, a law by Gideon Toury is cited which claims that “tolerance of foreign traces tends to decrease when translation is carried out into a literature seen as major or prestigious, and that tolerance will thus increase in accordance with the prestige accorded to the source culture”.
 Dutch is not a major language, and translations into Dutch are therefore more likely to be foreignizing than translations into English. In fact, the Netherlands do seem to have a high level of tolerance for foreign influences. An example is television: dubbing in the Netherlands is the exception rather than the rule, as it is in its neighbouring countries France and Germany. With the exception of a few broadcasting channels, most songs played on Dutch radio stations stem from other countries, and even those that originated in the Netherlands are often sung in English. From a young age onwards, people in the Netherlands are confronted with foreign elements in daily life. The Oxford Guide reinforces the difference between translation in English-speaking countries and other European countries, stating that “[a]part from interspersed historical pieces, there were relatively few publications before 1990”
. Although there have been publications before that time, “none of those [...] can be strung with others to form anything like a school of thought”
: they were independent pieces written by all sorts of people, not necessarily specialised in the field of translation studies.


In his article ‘Norms of Translation’ in The Oxford Guide, Theo Hermans explains that translation is an action governed by norms, and that anyone who calls himself a translator must, in some way, conform to these norms. Hermans states that “whenever we come across an instance of translation [...] we activate certain expectations, which we assume others in our community will share”
. Of course, a translator cannot conform to all norms. Some norms are inevitably broken in a translation. Sometimes a translator may break specific norms to start a new movement, with new norms for how future translations should look. Some norms are stronger than others, and their importance may change over time: “Being cultural entities, norms are subject to change”
. As norms are an integral part of a particular culture, different norms are in place in different countries and cultures. Even within one culture, various norms can exist, which may even contradict each other
. Over the years, many theories have been written on translations and the way in which a source text can be rendered in a target language. Eugene Nida differentiates between ‘formal equivalence’ and ‘dynamic equivalence’ as ways in which a translation can be faithful to its original. When a translation is formally equivalent, “the message in the receptor language should match as closely as possible the different elements in the source language”
.  Dynamic equivalence is focused on the relationship between the reader of the text and the text itself: the target text should have a similar effect on the reader as the target text had on its readers in the original language and culture. A dynamically equivalent translation “has to be tailored to the receptor’s linguistic needs and cultural expectations and ‘aims at complete naturalness of expression’”
. In his article “The Limits of Translation”, Douglas Robinson discusses different theories on translation, among which Nida’s distinction between formal and dynamic equivalence, and the difference between foreignizing and domesticating texts, in the terms used by Lawrence Venuti. Robinson states that the exact line between foreignizing and domesticating a text can never be clear, because there will always be words that cannot be translated into another culture without either modifying it into something the target culture will understand or leaving an element in the text that most of the target audience is unlikely to have a precise vision of.


The Encyclopedia of Literary Translation into English uses the well-known terms ‘accuracy’ and ‘acceptability’ to draw up a distinction between two extremes of translating. The translator, it is stated, has to find a middle ground between so-called ‘accurate’ and ‘acceptable’ translation, and draw the conclusion that editors will often forsake extremely foreignized texts in favour of those more readable for the general public. Of course, all translations cannot be written in one basic style: authors often have a “personal manner of expression”
 by which they create a stylistic distinction between their works and the works of others. A translator thus needs to create a corresponding voice for the author in the target language.


Before the 1960s, translation in English-speaking countries was not considered an academic field. No attention was given to individual translations, no matter the quality, and there were few, if any, publications about translation or organisations for translators. The translator was mostly invisible
. This meant that translations were often domesticated, written as if they were originally written in English. Only in the 1980s did real schools come into existence, and translators became more visible. In his essay “Translating Culture vs. Cultural Translation”, Harish Trivedi pinpoints Susan Bassnet’s 1980 book Translation Studies as signifying “the birth of Translation Studies”
. Over the past decade or so, this field seems to have really established itself with the publication of “Readers (or anthologies of primary and critical materials) and Encyclopedia’s of the subject begin coming out”
. The focus on culture and culture-specific items grew. André Lefevere and Susan Bassnett concentrated on translation as a cultural instead of a linguistic field of study. In this ‘Cultural Turn’ – as it is desrcribed by Marie Snell-Hornby
–, “[t]he unit of translation was no longer a word or a sentence or a paragraph or a page or even a text, but indeed the whole language and culture in which that text was constituted”
. The result of this is that over the past few years, it has become more acceptable for translators to deviate from a domesticating way of translating and letting the culture of another language shine through in the translation.


In the Netherlands, the focus on translation and what constituted a good translation began earlier than in English-speaking countries. At some points in Dutch history, there were more translations than original works, which even meant that rules had to be put in place to limit the number of translations. The result was that translation came into the spotlight, and discussions on the role of translators in the Dutch culture arose. Even now, more than a third of books published in the Netherlands – and more than half of all fictional works – are translated works. It can therefore be assumed that the study of translation has been a topic of interest for a longer time. The work Constructing Cultures: Essays on Literary Translations is a collection of essays by Bassnett and Lefevere which has helped bring translation under the attention of the English-speaking public. But years before this work was published, Lefevere brought translation to the attention of the public at a conference in Leuven in 1976, which Edwin Gentzler claims to be “the conference at which translation studies was founded”
.
2.2 Linguistic differences between German, English, and Dutch


Although German, Dutch and English are all part of the class of Germanic languages, there are grammatical differences that a translator must take into account when translating between these languages. Unfortunately, I have had difficulty locating contrastive grammars of German-Dutch and German-English. This paragraph will try to highlight some of the grammatical problems translators may run into when translating from German.

In his work Nederlands tussen Duits en Engels, C. B. van Haeringen tries to find the middle ground that the Dutch language occupies between German and English. The goal of his essay is to compare the three languages in terms of structure, the material they use, and their grammar, and to find out how the three languages progressed from their joint basis
. He begins with comparing differences in the spoken languages, then continues on to the lexicon. Van Haeringen explains that the Dutch and German lexicons seem closer to each other than to the English lexicon, as the latter contains a large collection of Romanesque elements – which is to say: the collection of French words and those words that can be traced back to Latin or Latin elements
. Van Haeringen illustrates his case with the following example.

Hier wijs ik alvast op verhoudingen als ndl. lijden, du. leiden, eng. to suffer; nld. gunnen, du. gönnen, eng. to grant: gewone, gangbare germaanse woorden zijn in het Engels niet zelden door een romaans woord verdrongen.


Other reasons Van Haeringen presents to explain the gap which exists between the English language and the German and Dutch languages, is that English has developed in a more isolated form: on the mainland, it was easier for languages to influence each other, and thus stay more closely connected than it was in Great Britain. Furthermore, the English language was influenced by Scandinavian languages.


An interesting difference between German and Dutch that Van Haeringen pinpoints, is that the Dutch language has experienced a stronger influence from French than German has. Although German has also been influenced by the French language, Van Haeringen claims that German is more puristical in nature than Dutch, and that French has therefore influenced the language to a lesser degree
.


Van Haeringen discusses the development from early Germanic languages, and explains how words have over time been split up into multiple smaller parts. Because of this change, word order has become more and more important in the development of the three languages: “[M]eer en meer wordt de volgorde van woorden gebruikt om betrekkingen uit te drukken die minder en minder door vormveranderingen aan de woorden zelf worden uitgedrukt”
. Keeping this in mind, Van Haeringen discusses the syntactic differences between the three languages in chapter X. In general, Van Haeringen claims, the subject comes first in a sentence, immediately followed by the finite verb.
 A syntactic structure that can often be found in German and Dutch, but rarely in English, is inversion: the subject can also be placed after the finite verb. Another thing Van Haeringen notes about the English language is that the finite verb is usually directly followed by the object: in the Dutch and German language, adjectives are placed before the object, while in English, they will generally be found to the right of the object. Van Haeringen here argues that the English style might be seen as more functional. However, in literary works, delaying the object until the end of a sentence can create suspension for a reader, which may work as a stylistic feature.


A difference between Dutch and German is that in Dutch, an auxiliary verb is often placed to the left of the finite verb, while in German, the auxiliary verb is usually placed at the end of the sentence.


An interesting English grammatical feature that cannot be found in Dutch or German is the –ing suffix at the end of words. The effect of this feature, the gerund, is that they can be used to create concise sentences, where in Dutch and German, a subordinate clause would need to be used in order to convey the same message
.

One thing that translators who translate from German will run into, is that German grammatical structures often allow for longer sentences than the grammatical structures of the target language do: this is especially the case in English: as stated earlier, it is uncommon in English to find a construction in which the finite verb does not immediately follow the object.. A common characteristic of the German language is its use of long sentences with many dependent clauses. These dependent clauses are often locked between the object and the finite verb. Though not as commonly as English, the Dutch language also has a tendency to place the finite verb nearer to the object. There are no defining norms on the use of dependent clauses in Dutch or in English, but the choice of sentence length is influenced by the kind of grammar of a language. While German and Dutch seem to be much alike in terms of grammar, they actually work with a different system. In Dutch, the basic sentence construction is claimed to be what is called an SOV-construction (subject-object-verb), while German uses an SVO-construction, placing the verb before the object. English, too, uses this SVO construct. Although there are reasons to classify Dutch as a SVO language, this does not mean that German grammatical structures can be translated one on one into Dutch. The way the items within the grammatical structure are grouped together is different in the way that in Dutch, the second element of the structure is closer to the first element than in German. The norm in Dutch is that attributive clauses, objects of prepositions, and comparisons be placed to the right of the second element. While this is possible in German, Christine Kasper, states in her 1997 article for ‘Handelingen van het 13e Colloquium Neerlandicum’ that in German this is an “Ausklammerung”, an exclusion of the clause
. The differences between what is considered an acceptable sentence length in German and Dutch can largely be attributed to the use of the genitive case in German, which makes it easier to understand long sentences with many possessive verbs
. Another topic Kasper addresses is the use of substantives and adjectives in German. In Dutch, the use of verbs is preferred. Kasper illustrates this point with sever examples: “Het Duits kent inderdaad veel meer nominale samenstellingen als het Nederlands (vergelijk ‘Silberlöffel’/’zilveren lepel’, ‘Sozial-politik’/’sociale politiek’, ‘Asienreise’/’reis naar Azië’, ‘Blattlausbefall’/’aantasting door bladluizen’)
. 


Another difference is the way in which verbs are organised within a sentence. In Dutch, the verb that classifies as the most important verb in the sentence is at the end of the verbal construct, with the subordinate verbs to their left. In German, this construction is reversed, so that the verb highest in the hierarchy is the first verb one comes across in a sentence. An complimentary verb can be placed either to the left or to the right of the verb it complements in Dutch. In German, complementary verbs can only fill the position on the right
. In a translation from German, it is likely that this construct will be more prevalent than usual in Dutch.


Although German and English are both classified as SVO languages, there are also significant grammatical differences between German and English. Like German, English is a right-branching language in terms of verb positions. A significant grammatical difference between English and German is that German does not have a continuous tense form, whereas this is a quite prevalent form in English. Another grammatical difference is there are three ways of structuring word order in German that do not exist in English. These are described in an article on differences between English and German: “[In German], the main verb must be the second element in the independent clause[;] the past particle must always be the last element in the independent clause, [and] the main verb must be the last element in the dependent clause”
. Another significant difference is that in English, nouns do not have genders. This may cause issues within a translation if there is a double meaning attached to the gender of a word. These are all factors a translator must take into account when translating from German.

3.1 Style in Fiction

Many different writing techniques and styles come together in this novel. To make a stylistic analysis, the book Style in Fiction by Geoffrey Leech and Mick Short can be used. Leech and Short do not discuss fiction in translation, but their book offers a wide range of information on the different strategies writers use to make their works enjoyable for the public. Knowing these strategies can be a benefit to translators, as they will be able to consider a writer’s intentions if they come across a significant stylistic change, and with this information decide on how to translate it.

3.1.1 Believability


Leech and Short offer an analytic method of comparing styles, which consists among others of looking at complexity of words and sentences and of the internal cohesion and context of a text. Cohesion is used to describe “the internal organisation of the text”
, that is to say: how “one part of the text is linked to another [...]: for example, the ways in which sentences are connected”
. Cohesion thus has to do with the extent to which new information in the book links back to former information and vice versa. Context means “the external relations of a text or a part of a text” in which the text is “seen as a discourse presupposing a social relation between its participants (author and reader; character and character, etc.), and a sharing by participants of knowledge and assumptions”
. Context, thus, is the assumption of knowledge and morals that the author shares with his reader.

Leech and Short state that in any work of fiction, the author has to build a kind of ‘model of reality’ to which the reader can adhere. Although a work of fiction can by implication not be completely realistic, there is a certain degree of realism in every fictitious work, in that literature is always set against the world that the readers know. “Any description of a state of affairs must use language, and language by its very nature is a vehicle for abstraction and differentiation. [...] So whenever a writer uses language, he seizes on some features of ‘reality’ which are crucial for his purpose and disregards others.”
 Furthermore, all authors live in the same world as their readers: even if they create a different world in their novel, the referential points from which they create this world are based on experiences in this world. Leech and Short conclude that “[t]he only thing which matters in fiction is the illusion of real experience”
, and that illusion can be created by the assumption of what the reader already knows: a reader does not need to be told that a meadow is green, for example, but depending on the intended target audience, an author assumes more or less knowledge of his readers. On the basis of these assumptions, the writer can decide what information should be given to the reader, and what information is implied in the novel. An author can choose to create multiple levels in their novels, so that readers who do not understand certain literary references can still understand and enjoy the book.

Leech and Short use the term verisimilitude to describe “[t]he sense of being in the presence of actual individual things, events, people and places [that] we expect to find in literature”
. Verisimilitude is therefore an essential part of realism, similar to credibility. Readers assign credibility to a novel on the basis of the “likelihood, and hence believability, of the fiction as a ‘potential reality’, given that we apply our expectations and inferences about the real world to fictional happenings”
. However, when reading a novel, readers are often manoeuvred into a state of willing suspension of disbelief, meaning they will take small incongruities for granted in order to be able to immerse themselves into a story completely. This suspension of disbelief can contribute to a feeling of credibility.
3.1.2 Discourse in the Novel


In chapter 8 of Style in Fiction, “Discourse and the discourse situation”, Leech and Short discuss discourse in fiction writing. In a novel, “the writer has the goal of ‘informing’ the reader about a particular fictional world; but also he needs to achieve a rapport with his readers, an identity of viewpoint whereby the contents of the fiction will be interpreted and evaluated in an appropriate way.”
 In a normal discourse situation, the addresser directly addresses a message to its receiver. Written text, however, may be read years after it has been produced, by a myriad of different readers. In this context, Leech and Short discuss the terms implied author and implied reader. The implied reader is the reader that an author has in mind while working on a book. These implied readers may or may not be the actual public that reads it. The implied author is who the readers of the book assume the author to be; he is a sort of persona the author takes on to write a novel. Short and Leech introduce another term: the narrator. The narrator is in some cases be the same person as the implied author. The main difference between narrator and implied author, is that a narrator could be addressing someone other than the implied reader, while the implied author is always addressing the implied reader
. A narrator may thus be talking to someone within the novel itself, or to one specific (fictional) person who is not part of the novel.


In the chapter that follows, discourse within the novel itself is discussed. Leech and Short introduce so-called implicatures: these are “inferences from the language, rather than from what is openly said”
. The meaning that the people engaging in discourse infer from the discourse is often influenced by other factors than speech alone. Implied knowledge from the other characters, for instance, plays a part in discourse, as do body language and tone of voice. Four maxims of discourse are explained in this chapter: the maxim of quantity (do not disclose too much or too little information); the maxim of quality (do not tell untruths); the maxim of relation (talk about things relative to the conversation) and the maxim of manner (avoid ambiguity). These maxims are rules which those participating in discourse are assumed to adhere to. If one or more of these maxims are broken, this can create an ironic effect. For readers, it is often easy to recognise when a maxim is being broken, while a character in the novel may not notice until later.

Discourse within novels does not only take place between characters. Leech and Short also include thoughts in discourse analysis, as well as the discourse that takes place between an author and his readers. The discourse between an author and his readers can be overt or covert: an author can make his presence known and may even take part in the story. He could for instance pass judgments on his characters, address the public directly (overt), or instead choose not to interfere with the story at all (covert). 
3.1.3 Representing Speech


Chapter 10 of Style in Fiction discusses the way speech and thought are represented within a story. In this chapter, Leech and Short name five ways in which speech and thought can be embodied. They provide the following figure regarding speech and thought representation:
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Direct speech (DS) is, of course, the most reliable way in which speech can be reported: this is a literal representation of what a character says. It is often introduced with a reporting clause, after which the words that have been spoken are quoted verbatim. Leech and Short identify direct speech by the use of “two features which show evidence of the narrator’s presence, namely the quotation marks and the introductory reporting clause”.
 They go on to explain how by omitting either or both of these, the mode can shift into free direct speech (FDS). Free direct speech can speed up a conversation and avoid the repetition of ‘he said’, ‘she said’ clauses.
A writer can also choose to report speech in a narrative report of a speech act (NRSA). This means that the narrator reports that a character is speaking to another character, without directly specifying the way in which this person is conveying the information. In a narrative report of a speech act, no specifics are given about what exactly is told, or the way a character conveys his message to his addressees: this way of displaying discourse is mostly employed when it needs to be clear to a reader that a character hears of a certain event, but the specifics are either already known or not important to the story as a whole.

Indirect speech (IS), is also a report of a speech act. When indirect speech is used, the author conveys the gist of what a character says, without using their exact words. It is therefore more specific than the narrative report of a speech act. 
The last speech category is free indirect speech. Leech and Short explain this speech act as a way of speech in which “the reporting clause is omitted, but the tense and pronoun selection are those associated with IS”.
 The effect of free indirect speech, they say, is that “the authorial voice is interposed between the reader and what the character says, so that the reader is distanced from the character’s words”.
 This results in a smaller degree of identification with the character.
3.1.4 Representing Thought

The same five categories that Leech and Short present for speech representation can also apply to thought representation. Unlike direct speech, however, direct thought is a rather uncommon method of conveying thoughts. The reason for this is, of course, that thoughts are not displayed to the outside world, and can thus not be literally transcribed. 

The most conventional way of thought representation, according to the figure of Leech and Short, is indirect thought (IT) (although Leech and Short do admit that free indirect thought is becoming more and more common recently). Indirect thought is a non-literal depiction of a thought, introduced by a reporting clause. As is often the case where speech is concerned, free thought can be introduced by indirect thought.


More commonly, however, free thought is not introduced at all; the narrator’s voice shifts subtly into a character’s free thought mode. In following the thought processes of characters in this free way, Leech and Short point out, “we are invited to see things from that character’s point of view”.
 Free direct thought works especially well for allowing the reader to follow a character’s trail of thoughts exactly, and thus identify more with the character.
3.2 Culture-specific Items

The issue of culture-specific items (CSIs) in Das Parfum is interesting to consider, as the story takes place in France, while it has been written in German. This paragraph will explain what the term culture-specific item stands for. Javier Franco Aixelá has written an article about these culture-specific items, in which he discusses the influence that cultural differences can have on translation. Aixelá states:
Each linguistic or national-linguistic community has at its disposal a series of habits, value judgments, classification systems, etc. which sometimes are clearly different and sometimes overlap. This way, cultures create a variability factor the translator will have to take into account.

Of course, “in a language, everything is culturally produced”
, but culture-specific items are those items which carry with them connotations that they do not carry in other languages. Aixelá names two categories that can be viewed as culture-specific items: “proper nouns and common expressions (for want of a better term to cover the world of objects, institutions, habits and opinions restricted to each culture and that cannot be included in the field of proper names)”.


Diederik Grit has also dealt with culture-specific items, in his article “De vertaling van realia”
. Grit calls these culture-specific items realia. In his article, Grit offers several translation strategies one can use when dealing with realia. The question a translator needs to ask himself, Grit says, is if the denotation or the connotation of the item is important
. After this has been decided, a translator can choose what strategy they will employ in translating this item. A translator can choose to 1) retain the item, whether or not indicating that it is a foreign word by e.g. italicisation or quote marks; 2) use a calque, in which the foreign word is translated word by word into the target language; 3) use an expression from the target language that is more or less similar to the CSI; 4) use an explanation or definition of the item; 5) translate the core of the meaning, usually by generalisation; 6) adapt the item to something the target culture is familiar with; or 7) leave the word out.
 These strategies can also be combined. Which strategy should be used depends on the goal of the translation and the importance of the reale in the text.
4 Das Parfum, Perfume, and Het parfum


In this chapter, the source text and its translations will be compared to each other and analysed to find out if any of the translation strategies Woods and Jonkers employed have had notable effects on the overall novel. For every comparison, I will add the sentences in German, Dutch, and English. First, I will discuss grammatical matters I came across. Then, I will move on to Leech and Short, and discuss what stylistic choices were made by Süskind and his translators, using the theories discussed in chapter 3 of this thesis. In the third paragraph of this chapter, the use of repetition in Das Parfum will be considered. §4.4 will deal with items that were deleted in the two translations. In the last paragraph, will consider culture-specific items. Citations will be marked with “DP” (Das Parfum: die Geschichte eines Mörders), “GM” (Het parfum: de geschiedenis van een moordenaar) for the Dutch translation, and “SM” (Perfume: Story of a Murderer).
4.1 Grammatical Constructions and Sentence Length


From the first chapter on, Woods sets a norm of not translating in the sentence structure of the original novel. Even in the first sentence, Woods turns the eighteenth century into an adjective, where in Dutch and German it takes its place as a separate clause: compare:

[1a] Im achtzehnten Jahrhundert lebte in Frankreich ein Mann... (DP 5)
and

[1b] In de achttiende eeuw leefde er in Frankrijk een man... (GM 7)
[1c] In eigtheenth-century France there lived a man... (SM 3)
Woods frequently changes sentence structures, which in most cases makes the English translation read quite natural for native English readers. Jonkers applies this strategy less often. However, this can be explained by the fact that Dutch and German are more closely related than English and German.

Although by Dutch grammatical standards many sentences in Das Parfum are quite long, Jonkers has not made an effort to cut these up into more comprehensible pieces. In the Dutch translation, only nine instances have been counted in which sentences have been broken up into more pieces (see Appendix II for the page numbers). Strangely enough, these were all relatively short sentences, rather than grammatically complex sentences. It is therefore more likely that Jonkers’ choices were motivated by translation problems rather than by a concern for the understanding of the target audience. Interestingly, Jonkers also deleted full stops at some points in the novel. In one of these instances, Jonkers also omits a part of a sentence.

[2a] Grenouille aber, der etwas mehr im Schatten saß, hörte gar nicht zu. Ihn interessierten keine alten Geschichten, ihn interessierte ausschließlich der neue Vorgang. (DP 127)
[2b] Maar Grenouille, die in de schaduw zat, luisterde helemaal niet; hem interesseerde uitsluitend het nieuwe procédé. (GM 99)
[2c] Grenouille, however, who sat back more in the shadows, did not listen to him at all. He did not care about old tales, he was interested in one thing only: this new process. (SM 101)
Woods has also decided to merge these two sentences, and has simultaneously changed the sentence structure to place more emphasis on the process which captures Grenouille’s interests. Although he has increased emphasis by changing the sentence structure, Woods has at the same time removed some of the power of the sentence by failing to repeat the structure “ihn interessierte(n)”. This repetitive structure functions to build a contrast between the tales and the process.

It is not clear why Jonkers omitted a part of this sentence. It may be that it seemed superfluous: from the context, we already know that Grenouille did not listen, and was interested in one thing only. However, Grenouille often makes repetitive statements when he speaks, and it may well be that we here get a glimpse of the thought process inside his head, or that this is something Grenouille may silently murmur to himself while Baldini is talking. By choosing the words ‘alte Geschichten’, a value judgment is passed on the stories of Baldini, and it is likely that Grenouille is the one passing this judgment. By omitting this sentence, a part of Grenouille’s disinterested behaviour is omitted as well.

Whereas there are only nine instances where a full stop is inserted into the Dutch translation, seventy instances were counted in which Woods decided to split up sentences (for page references see Appendix II). Many of these full stops were replacements of colons. The overall effect of this is that at some points the coherency of the text is not as strong as in the original, because the statements that in the original appear as consequences of something said in the preceding clause now stand alone. At some point, full stops are inserted into Grenouille’s speech. When Grenouille seeks employment with Baldini, he speaks in hasty, jumbled sentences, often strung together without any real feeling for language. By adding full stops, Woods makes Grenouille’s language seem less disjointed and confused, changing the way the reader sees his character.

[3a] »Ich kenne alle Gerüche der Welt, alle, die in Paris sind, alle, nur kenne ich von manchen die Namen nicht, aber ich kann auch die Namen lernen, alle Gerüche, die Namen haben, das sind nicht viele, das sind nur einige Tausende, ich werde sie alle lernen, ich werde den Namen des Balsams nie vergessen, Storax, der Balsam heißt Storax heißt er, Storax...« (DP 96) 

[3b] ‘Ik ken alle geuren van de wereld, alle die in Parijs zijn, allemaal, alleen ken ik van sommige de naam niet, maar ik kan ook alle namen leren, alle geuren die een naam hebben, dat zijn er niet veel, dat zijn er maar een paar duizend, die zal ik allemaal leren, ik zal de naam van de balsem niet vergeten, storax, de balsem heet storax heet hij, storax...’ (GM 76)
[3c] ‚I know all the odours in the world, all of them, only I don’t know the names of some of them, but I can learn the names. The odours that have names, there aren’t many of those, there are only a few thousand. I’ll learn them all, I’ll never forget the name of that balm, storax, the balm is called storax, it’s called storax...’ (SM 77)
[4a] »Aber, Maître Baldini, ich mache es auf meine Art. Ich weiß nicht, ob das die zünftige Art ist, denn die kenne ich nicht, aber ich mache es auf meine Art.« (DP 103)
[4b] Maar, Maître Baldini, ik maak het op mijn manier. Ik weet niet of dat de ambachtelijke manier is, want die ken ik niet, maar ik maak het op mijn manier. (GM 81)
[4c] ‚But, Maître Baldini, I will do it in my own way. I don’t know if it will be how a craftsman would do it. I don’t know how that’s done. But I will do it my own way.’ (SM 83)
It thus appears that once a translator tries to domesticate the source text by making sentence length more comprehensible, this takes away from the integrity of the novel. This is not always the case: there are many instances in which Woods made the right choice by cutting up a long German sentence that would have been awkwardly worded if he had not. However, by choosing to shorten Grenouille’s sentences, a part of Grenouille’s awkwardness in human interaction is taken away.

When reading the three books next to each other, it is apparent that Woods has often shifted around clauses in sentences, while Jonkers has shied away from this.

[5a] Genauer als Druot es je vermocht hätte, mit seiner Nase nämlich, verfolgte und überwachte Grenouille die Wanderung der Düfte von den Blättern der Blüten über das Fett und den Alkohol bis in die köstlichen kleinen Flakons. (DP 226)
[5b] Preciezer dan Druot het ooit had gekund, namelijk met zijn neus, volgde en bewaakte Grenouille de verhuizing van de geur van de bloemblaadjes via het vet en de alcohol tot in de kostbare kleine flacons. (GM 179)
[5c] Grenouille used his nose to observe and monitor more closely than Druot ever could have the migration of scent of the flower petals – through the oil and then via alcohol to the precious little flacons. (SM 184)
[6a] Und nach einer Weile, erst zaghaft tröpfchengeweise, dann in fadendünnen Rinnsal, floß Destillat aus der dritten Röhre des Maurenkopfs in eine Florentinerflasche, die Baldini untergestellt hatte. (DP 124) 
[6b] En na een poosje, eerst nog druppelsgewijs, daarna met een draaddun straaltje, vloeide destillaat uit het derde pijpje van de morenkop in een Florentijnse fles die Baldini eronder had geplaatst. (GM 97)
[6c] And after a while, the distillate started to flow out of the moor’s head’s third tap into a Florentine flask that Baldini had set below it – at first hesitantly, drop by drop, then a threadlike stream. (SM 99)
As stated earlier, it is possible in German and Dutch to encapsulate subordinate clauses into the main sentence, while in English this process is more difficult, as the finite verb is usually placed directly to the right of the object.  However, it also seems that Woods has chosen to restructure sentences in the book when he deemed it necessary in order to create a grammatically pleasing novel for his reader.
At one points, however, Woods creates a curious sentence:

[7a] Auf einem Tisch darunter klebte eine Kerze. (DP 53)
[7b] Op een tafel eronder stond een kaars. (GM 44)
[7c] Beneath it, a table, a candle stuck atop it. (SM 43)
Although the sentence [7c] is not grammatically wrong, it is not the most standard grammatical structure either, as the sentence seems to be missing a verb. Observant readers will notice this and wonder if the writer had any special intentions with this particular sentence. There are no other similar cases throughout the novel. The result of the peculiarity of this sentence is that a reader will think the candle or the table will at some point in the story be important, as they stand out.

As German and Dutch differ in their hierarchical structuring of verbs, I have looked out for cases where the order of verbs seemed unnatural in Het parfum. Jonkers has not made any obvious mistakes in this: though sentence structures overall remain roughly the same, the sentences are also grammatically correct. Like Woods, Jonkers thus does not use a foreignizing strategy with regards to the grammatical structuring of the novel.
4. 2 Style in Fiction in Das Parfum

We will now look at the way the novel has been built up stylistically.

4.2.1 Narrative voice and credibility


The internal cohesion of Das Parfum is very strong, as sentences are stringed together in logical ways and the narrative voice often refers to past or future events – either explicitly or implicitly by means of lexical repetition – to create a solid story which the reader can rely on. The narrative voice is constant: it is clear that the narrator knows the details of the story, and does not participate in it himself. The narrator is mostly omniscient, though at times he drops his omniscience. In the first sentences of Das Parfum, the narrative voice seems to make itself known as someone not participating in the story.
[8] Im achtzehnten Jahrhundert lebte in Frankreich ein Mann, der zu den genialsten und abscheulichsten Gestalten dieser an genialen und abscheuligen Gestalten nicht armen Epoche gehörte. Seine Geschichte soll hier erzählt werden. (DP 5)
The readers know that the story that is to follow is a historical story, and by indicating this, Süskind is able to let his characters be surprised by events that we nowadays would not be surprised by. He even indicates this at one point: when Grenouille tries to distil inanimate objects in Baldini’s alembic.
[9] Bei Substanzen, Denen dieses ätherische Öl abging, war das Verfahren der Destillation natürlich völlig sinlos. Uns heutigen Menschen, die wir physikalisch ausgebildet sind, leuchtet das sofort ein. (DP 129)
By creating this direct link to his readers, a narrator can ‘win their trust’: if the readers find themselves agreeing with the narrator, they are more likely to believe other things the narrator tells them. Sometimes the narrator passes direct value judgments on the characters – especially on Grenouille, who is often signified as a monster. It is stated that Grenouille was a monster right from the start, and that his wish to live came “aus reinem Trotz und aus reiner Boshaftigkeit”
, and readers are supposed to agree. The narrative voice in the novel essentially shifts between the narrator himself and the characters. The actual narrative voice is omniscient, as the narrator can talk about the future, and about the thoughts of each individual character, but Leech and Short state that “a fiction writer, although not compelled to take one person’s point of view, can voluntarily limit his ‘omniscience’ to those things which belong to one’s person mode of reality”
. The narrator in Das Parfum does not limit himself to only one character. At times, the narrator lets this omnipotence slip just for one sentence to offer the reader a small glimpse inside a character’s mind before resuming its omniscient position. When the red-haired girl in the Rue de Marais is described, the author lets go of his omniscience to show us what Grenouille sees:

[10] Ein Mädchen saß an diesem Tisch und putzte Mirabellen. Sie nahm die Früchte aus einem Korb zu ihren Linken, entstielte und entkernte sie mit einem Messer und ließ sie in einem Eimer fallen. Sie mochte dreizehn, vierzehn Jahre alt sein. (DP 53)
Here, the narrator does not give us an exact age, because we are supposed to view the sight through Grenouille’s eyes.


In terms of credibility, Das Parfum is difficult to classify. The story takes place in the actual world, and Süskind often describes Grenouille’s journeys and wanderings through the cities in believable ways. The streets through which Grenouille walks are actual streets, the cities he visits actual cities, the Plomb du Cantal, in which he lives for seven years, an actual mountain which could very well have been the most solitary point in France in the eighteenth century (not anymore: nowadays, there is a cableway to take visitors to the top of the mountain). The only parts of the novel that do not fit into the readers’ model of reality, is Grenouille’s superior sense of smell and lack of body odour, the perfume he eventually creates, and the way he meets his end. However, everyone has a sense of smell, and it is not difficult to imagine that once upon a time someone with a superior sense of smell may indeed have existed. It is a well-known fact that body odours play a role in human attraction, and therefore the wish to create a personal body odour also is not a strange one. Cannibalism, however rare, does exist. Thus, the elements in the story, however absurd, are common elements within the scope of fantasy of most people. If not completely credible, it is at least possible to remain in a state of willing suspension of disbelief. 

An interesting phenomenon in the novel is that Süskind’s visual descriptions are very limited. Descriptions of streets are limited to generic terms: they are narrow and cramped full with high houses, but we do not know what these houses look like, or what these streets are made of: whether they are made of sand or paved with bricks, whether they have sidewalks et cetera. We read of the fields Grenouille crosses on his travels, but do not get an idea of what they look like. One reason for this may be that Süskind assumes his readers to already have a basic idea of how streets and fields look. Another, more stylistically important reason, may be that the protagonist Grenouille never quite notices his surroundings, at least not in a visual way. As we find out, Grenouille often does not even use his eyes to find his way, so from his point of view, many things cannot be described visually. Contrarily, smells are described in great detail. The description of the streets of Paris in a visual sense is just one sentence, which only serves to introduce the horrid smell that reigned in those streets.

[11] In den Gassen seitab der Rue Sain-Denis und der Rue Saint-Martin lebten die Menschen so dicht beieinander, drängte sich Haus so eng an Haus, fünf, sechs Stockwerke hoch, daß man den Himmel nicht sah und die Luft unten am Boden wie in feuchten Kanälen stand und vor Gerüchen starrte. (DP 43)
The olfactory description of this place, however, is much more detailed.

[12] Es mischten sich Menschen- und Tiergerüche, Dunst von Essen und Krankheit, von Wasser und Stein und Asche und Leder, von Seife und frischgebackenem Brot und von Eiern, die man in Essig kochte, von Nudeln und blankgescheuertem Messing, von Salbei und Bier und Tränen, von Fett und nassem und trockenem Stroh. Tausende und Abertausende von Gerüchen bildeten einen unsichtbaren Brei, der die Schluchten der Gassen anfüllte, sich über den Dächern nur selten, unten am Boden niemals verflüchtigte. (DP 43-4)
The description of scents in great details helps the reader understand Grenouille’s point of view. By allowing the reader a view inside Grenouille’s method of perceiving the outside world, Süskind makes this world more understandable and therefore more believable to his readers. Though not as precisely as Grenouille, readers are familiar with the realm of scents and therefore able to place themselves inside a world where certain scents, however faint, can be smelled from miles away: suspension of disbelief.


At one point in the novel, Süskind does use rather elaborate visual descriptions. This is in describing the house of the perfumer Giuseppe Baldini. In chapters 9 through 12, we only see the world through the eyes of Baldini: Grenouille does not return to the scene until chapter 13, and we only start seeing things from his point of view again until halfway through chapter 14. In these chapters, Süskind’s style seems to be more visual than in the rest of the story. Not only is Baldini’s house described in much greater detail than other places in the novel, no smells are described specifically in this chapter. Instead of an olfactory tour through Baldini’s perfumery – a purely olfactory business! – the readers get a visual tour: Süskind describes the objects that smell rather than the smells themselves.

[13] Sein Angebot reichte von Essences absolues, Blütenölen, Tinkturen, Auszügen, Sekreten, Balsamen, Harzen und sonstigen Drogen in trockener, flüssiger oder wachsartiger Form über diverse Pomaden, Pasten, Puder, Seifen, Cremes, Sachets, Bandolinen, Brillantinen, Bartwichsen, Warzentropfen und Schönheitspflästerchen bis hin zu Badewässern, Lotionen, Riechsalzen, Toilettenessigen und einer Unzahl echter Parfums. [...] Und so fanden sich neben Räucherpastillen, Räuchekerzen und Räucherbändern auch sämtliche Gewürze von Anissamen bis zur Zimtrinde, Sirups, Liköre und Obstwässer, Weine aus Zypern, Malaga und Korinth, Honige, Kaffees, Tees, getrocknete und kandierte Früchte, Feigen, Bonbons, Schokoladen, Maronen, ja sogar eingelegte Kapern, Gurken und Zwiebeln und marinierter Thunfisch. Und dann wieder duftender Siegellack, parfümiertes Briefpapier, nach Rosenöl riechende Liebestinte, Schreibmappen aus spanischem Leder, Federhalter aus weißem Sandelholz, Kästchen und Truhen aus Zedernholz, Potpourris und Schalen für Blütenblätter, Weihrauchbehälter aus Messing, Flakons und Tiegelchen aus Kristall mit geschliffenen Stöpseln aus Bernstein, riechende Handschuhe, Taschentücher, mit Muskatblüte gefüllte Nähnadelkissen und moschusbedampfte Tapeten, die ein Zimmer länger als einhundert Jahre mit Duft erfüllen konnten. (DP 60-1)
Most of these chapters are seen through Baldini’s eyes, and as he is not as gifted as Grenouille when it comes to scents, it is only logical that his perception of his surroundings is more a visual one than an olfactory one. The effect of this is that Giuseppe Baldini is seen as more human than Grenouille, and that the readers more easily identify with him than with the half-human creature Grenouille. These descriptions have not been altered by the translators in a significant way.
4.2.2 Discourse representation


The method of direct speech is especially common in the chapters which are focused on Baldini. When he converses with his journeyman Chénier and with Grenouille, this is continually depicted using direct speech. Examples of free direct speech can also be found in the novel, for example in the conversation that takes place between Antoine Richis and the innkeeper in La Napoule, where Richis’ daughter is killed.
[14a] Ob außer ihm und seinen Leuten noch andere Gäste im Haus seien? Nein, sagte der Wirt, nur ein Gerbergeselle aus Nizza, der nächtige im Stall. (DP 270)
[14b] Of er buiten hem en zijn gevolg nog andere gasten in huis waren? Nee, zei de waard, alleen een looiersgezel uit Nice, die in de stal overnachtte. (GM 213)
[14c] Were there any other guests in the house besides himself and his people? No, said the innkeeper, only a journeyman tanner from Nice who was spending the night in a stall. (SM 220)
Both translators have maintained this speech act throughout all instances in the novel.

A narrative report of a speech act is only used once in Das Parfum: when Grenouille tells the people he meets in Marseille a made-up story on how he was robbed and put in a cave for seven years.


Free direct speech and free indirect speech are the speech methods most often used throughout the novel. When we take into consideration Grenouille’s personality, this decision is well-chosen: Grenouille is never depicted as fully human, and the indirect way his speech is conveyed only adds to this idea. Already in the first part in the novel, the narrator explains that Grenouille never truly gets used to using language. The few times that Grenouille’s speech is represented directly, he speaks in short sentences with many repetitions. This has already been shown in examples [3] and [4], and more examples can be found in the part where he asks Baldini for employment. He often repeats words or rewords his sentences to utter them again.

[15a] »Ich will bei Ihnen arbeiten, Maître Baldini. Bei Ihnen, in Ihrem Geschäft will ich arbeiten.« Das war nicht bittend gesagt, sondern fordernd, und es war auch nicht eigentlich gesagt, sondern herausgepreßt, hervorgezischelt, schlangenhaft. […] »Sie wollen diese Ziegenleder riechen machen, Maître Baldini. Diese Leder, die ich Ihnen gebracht habe, die wollen Sie doch riechen machen?« (DP 92-3)
[15b] ‘Ik wil bij u werken, Maître Baldini. Bij u, in uw zaak wil ik werken.’ Dat werd niet smekend uitgesproken, maar eisend en het werd eigenlijk ook niet uitgesproken, maar uitgeperst, slangachtig gelispeld. [...] U wilt dit geiteleer laten ruiken, Maître Baldini? Dit leer dat ik u gebracht heb wilt u toch laten ruiken? (GM 73-4)
[15c] ‚I want to work for you, Maître Baldini. Work for you, here in your business.’ It was not spoken as a request, but as a demand, nor was it really spoken but squeezed out, hissed out in reptile fashion. [...] ‘You want to make these goatskins smell good, Maître Baldini? You want to make this leather I’ve brought you smell good, don’t you?’ (SM 74)
As can be noted, the last repetition of the denoting ‘die’ has been omitted in both the Dutch and English versions of [15], making these slightly more grammatically correct than the German original, and thus making Grenouille’s speech seem slightly more ordinary.

At one of the points in the novel where Grenouille’s words are represented through free indirect speech, the story’s narrator explains that he has chosen to do this and that the words the readers read here are not a literal reproduction of what Grenouille says:

[16] Was wir hier der Verständlichekeit halber in ordentlicher indirekter Rede wiedergeben, war in Wirklichkeit ein halbstünidger, von vielen Hustern und Keuchern und Atemnöten unterbrochener blubbernder Wortausbruch, den Grenouille mit Gezittre und Gefuchtle und Augenrollen untermalte. (DP 188)

Of course, none of the direct speech in the novel will have been transcribed literally, because in actual conversation, as Leech and Short indicate, there will always be “features of normal non-fluency” in actual conversation: “non-fluent in the sense that they fall short of an ‘ideal’ delivery, and yet […] normal in the sense that they occur habitually in speech”.
 This means that speech contains features such as pauses, coughs, and filler words. However, in most cases of fictional speech, these features do not need to be specified.


One instance of free indirect speech seems to have been misinterpreted by both Jonkers and Woods. When, after fainting from the heat and the pain of giving birth, Grenouille’s mother comes to on the market streets, a police man comes up to question her. These questions are not addressed to her in direct speech.

[17a] Was ihr geschehen sei?

»Nichts.«

Was sie mit dem Messer tue?

»Nichts.«

Woher das Blut an ihren Röcken komme?

»Von den Fischen.« (DP 9)
Although the policeman’s words are rendered in free indirect speech, the word order used implicates that the policeman is questioning Grenouille’s mother, and not questioning the situation in general. The direct responses from the mother betray her stoic nature. By only rendering half of the conversation in direct speech, the readers are unable to pass judgment on the police officer’s way of questioning, and the focus is drawn to the mother’s denial that anything out of the ordinary has happened. When we look at the Dutch and English translations, the word order is reversed to a more natural, direct discourse situation, even though the quotation marks are still missing for the police officer’s speech act.

[17b] Wat is haar overkomen?

‘Niets.’

Wat doet ze met het mes?

‘Niets.’

Hoe komt dat bloed aan haar rokken?

‘Van de vis.’ (GM 9)
[17c] What has happened to her?

‘Nothing.’

What is she doing with that knife?

‘Nothing’

Where does the blood on her skirt come from?

‘From the fish.’ (SM 6)
In these translations, it is unclear whether the crowd looks for answers from the police officers or if the police officer is questioning the crowd. It cannot be clearly implied from these translations that it is actually the mother of Grenouille who is being questioned. In an attempt to domesticate the language use, Woods and Jonkers have both taken away a character forming piece of dialogue.

4.2.3 Thought Representation

At two points in the novel, direct thought is used to convey Grenouille’s thoughts. The first time this happens is at the Plomb du Cantal, shortly after Grenouille discovers he cannot smell himself.

[18a] Trotzdem geriet er nicht in Panik, sondern sagte sich, kühl überlegend, das fogende: »Es ist nicht so, daß ich nicht rieche, denn alles riecht. Es ist vielmehr so, daß ich nicht rieche, daß ich rieche, weil ich mich seit meiner Geburt tagaus tegein gerochen habe und meine Nase daher gegen meinen eigenen Geruch abgestumpft ist. Könnte ich meinen Geruch, oder wenigstens einen Teil davon, von mir trennen und nach einer gewissen Zeit der Entwöhnung zu ihm zurückkehren, so würde ich ihn – und also mich – sehr wohl rauchen können.« (DP 173)
[18b] Niettemin raakte hij niet in paniek maar zei, bedaard overwegend, in zichzelf: ‘Het is niet zo dat ik geen geur heb, want alles ruikt. Het is veel eerder zo dat ik niet ruik dat ik geen[sic] geur heb, omdat ik mezelf sinds mijn geboorte dag in dag uit heb geroken en mijn neus derhalve voor mijn eigen geur is afgestompt. Als ik mijn geur, of minstens een deel ervan, van mezelf kon scheiden en na een bepaalde ontwenningsperiode ernaar terug kon keren, dan zou ik hem – en dus mezelf – zeer goed kunnen ruiken.’ (GM 137)
[18c] Nevertheless, he did not panic, but considered it all coolly and spoke to himself as follows: ‘It is not that I do not smell, for everything smells. It is, rather, that I cannot smell that I smell, because I have smelled myself day in day out since my birth, and my nose is therefore dulled against my own smell. If I could separate my own smell, or at least a part of it, from me and then return to it after being weaned from it for a while, then I would most certainly be able to smell it – and therefore me.’ (SM 140)
The second time Grenouille speaks in himself is when he finds out that he will inevitably have to lose the scent of Laure if he manages to make it his own.

[19a] “Grenouille schrak auf. »Was ist«, so dachte er, »wenn dieser Duft, den ich besitzen werde … was ist, wenn er zu Ende geht? Es ist nicht wie in der Erinnerung, wo alle Düfte unvergänglich sind. Der wirkliche verbraucht sich an die Welt. Es ist flüchtig. Und wenn es aufgebraucht sein wird, dann wird es die Quelle, aus de rich ihn genommen habe, nicht mehr geben. Und ich werde nackt sein wie zuvor und mir mit meinen Surrogaten weiterhelfen müssen. Nein, schlimmer wird es sein als zuvor! Denn ich werde ja inzwischen ihn gekannt und besessen haben, meinen eigenen herrlichen Duft, und ich werde ihn nicht vergessen können, denn ich vergesse nie einen Duft. Und also werde ich zeitlebens von meiner Erinnerung an ihn zehren, wie ich schon jetzt, für einen Moment, aus meiner Vorerinnerung an ihn, den ich besitzen werde, gezehrt habe … Wozu also brauche ich ihn überhaupt?«” (DP 243)
[19b] Grenouille schrok op. ‘Wat,’ dacht hij, ‘wat gebeurt er als deze geur die ik zal bezitten... wat gebeurt er als hij op is? Het is niet als in de herinnering waarin alle geuren onvergankelijk zijn. De werkelijke raakt op aan de wereld. Hij is vluchtig. En als hij op is dan is de bron waaruit ik hem heb geput er ook niet meer. En ik ben weer naakt als tevoren en zal me verder moeten behelpen met mijn surrogaten. Nee, het is erger dan tevoren, want inmiddels ken ik hem en heb hem bezeten, mijn eigen heerlijke geur en ik zal hem niet kunnen vergeten, want een geur vergeet ik nooit. En daarom kan ik zo lang ik leef op mijn herinnering aan hem teren, zoals ik nu al, een ogenblik lang, op mijn eerste herinneringen aan hem die ik zal bezitten heb geteerd... Waarom heb ik hem dan eigenlijk nodig?’ (GM 192)
[19c] Grenouille was terrified. What happens, he thought, if the scent, once I possess it... what happens if it runs out? It’s not the same as it is in your memory, where all scents are indestructible. The real thing gets used up in this world. It’s transient. And by the time it has been used up, the source I took it from will no longer exist. And I will be as naked as before and will have to get along with surrogates, just like before. No, it will be even worse than before! For in the meantime I will have known it and possessed it, my own splendid scent, and I will not be able to forget it, because I never forget a scent. And for the rest of my life I will feed on it in my memory, just as I was feeding right now from the premonition of what I will possess... What do I need it for at all? (SM 198)
Both these events are very important in Grenouille’s life, as they inspire a drastic change of his plans. After he discovers he does indeed not have a personal odour, he decides to dedicate his life to creating one, which leads to his return to mankind instead of a solitary death in his mountain cave. The second event is what leads up to Grenouille becoming a mass murderer of young girls, whose scents he needs as elements for the perfume of Laure’s scent. These are the two most remarkable turns in the novel, and the difference in the way the thoughts leading up to these two events are represented helps signify these turns. In the English translation, [19c] is displayed as free direct thought rather than direct thought. This takes away from this effect. Another interesting change in this quote is the use of the word ‘your’. This word makes it seem as though Grenouille is talking to himself rather than thinking to himself. Indirect thought, which here appears in the English version, actually very seldom occurs in the novel.

There are three characters in the novel whose minds Süskind opens up to us: those of Grenouille, Giuseppe Baldini, and Laure’s father, Antoine Richis. We see inside the minds by free thought representation, as happens often in the case of Baldini. When Baldini retreats to his workshop, he muses about how times have changed. The way in which Baldini’s thoughts are represented gradually slips from the narrative voice to free thought representation.

[20a] So ein Parfum von Pélissier konnte den ganzen Markt in Unordnung bringen. War in einem Jahr Ungarisches Wasser in Mode, und hatte sich Baldini entsprechend mit Lavendel, Bergamotte und Rosmarin eingedeckt, um den Bedarf zu befriedigen – so kam Pélissier mit >Air de Musc< heraus, einem ultraschweren Moschusduft. Jeder Mensch mußte plötzlich tierisch riechen, und Baldini konnte seinen Rosmarin zu Haarwasser verarbeiten und den Lavendel in Riechsäckschen nähen. […] Und hatte Baldini endlich in nächtelangen Versuchen oder durch hohe Bestechungsgelder herausgefunden, woraus >Waldblumen< bestand – da trumpfte Pélissier schon wieder auf mit >Türkische Nächte< oder >Lisabonner Duft< oder >Bouquet de la Cour< oder weiß der Teufel womit sonst. Dieser Mensch war auf jeden Fall in seiner zügellosen Kreativität eine Gefahr für das ganze Gewerbe. Man wünschte sich die Rigidität des alten Zunftrechts zurück. Man wünschte sich die drakonischsten Maßnahmen gegen diesen Ausderreihetanzer, gegen diesen Duftinflationär. Das Patent gehörte ihm entzogen, ein saftiges Berufsverbot auferlegt…, und überhaupt sollte der Kerl erst einmal eine Lehre machen! (DP 69)
The use of an exclamation mark signifies that we have shifted to inside the mind of a character: we see Baldini’s anger at Pélissier no longer through the eyes of the narrator, but through the eyes of Baldini himself. Leech and Short cover speech and character shortly in Style in Fiction, discussing that speech of different characters can have different stylistic properties. It is the same with thought. Baldini’s thoughts are often interspersed with anger and resentment.

[20b] Zo’n parfum van Pélissier kon de hele markt verstoren. Als in een bepaald jaar Hongaars water in de mode was en Baldini zich voldoende met lavendel, bergamot en rozemarijn had ingedekt om in de behoefte te voorzien – dan kwam Pélissier met ‘Air de Musc’, een ultrazware muskusgeur. Ieder mens moest plotseling beestachtig ruiken en Baldini kon zijn rozemarijn tot haarwater verwerken en de lavendel in geurbuiltjes naaien. [...] En als Baldini dan eindelijk na nachtenlang onderzoek of door hoge smeergelden had uitgevonden waaruit ‘Bloemenpracht’ bestond – dan speelde Pélissier weer een troef uit in de vorm van ‘Turkse nachten’ of ‘Geur van Lissabon’ of ‘Bouquet de la Coeur’ of de duvel mag weten waarmee. Dit heerschap vormde in elk geval door zijn ontembare creativiteit een gevaar voor het hele vak. Je zou de strenge regels van het oude gilde terugwensen. Je zou de meest draconische maatregelen tegen zo’n niet in de pas lopend  sujet, zo’n geurinflator wensen. Zijn vestigingsvergunning zou ingetrokken moeten worden, hij zou een stevig beroepsverbod moeten krijgen... die vent zou trouwens het vak eens fatsoenlijk moeten leren! (GM 55-6)
[20c] Perfumes like Pélissier’s could make a shambles of the whole market. If the rage one year was Hungary water and Baldini accordingly stocked up on lavender, bergamot and rosemary to cover the demand – here came Pélissier with his ‘Air de Musc’, an ultra-heavy musk scent. Suddenly everyone had to reek like an animal, and Baldini had to rework his rosemary into hair oil and sew the lavender into sachets. [...] And when, after long nights of experiment or costly bribes, Baldini had finally found out the ingredients in ‘Forest Blossom’ – Pélissier would trump him again with ‘Turkish Nights’ or ‘Lisbon Spice’ or ‘Bouquet de la Coeur’ or some such damn thing. The man was indeed a danger to the whole trade with his reckless creativity. It made you wish for a return to the old rigid guide laws. Made you wish for draconian measures against this nonconformist, against this inflationist of scent. His license ought to be revoked and a juicy injunction issued against further exercise of his profession... and, just on principle, the fellow ought to be taught a lesson! (SM 55-6)
Whereas Baldini is angry, the thoughts of Grenouille, when he retreats in his cave, are more delirious in nature. In the chapters in which Grenouille lives in his inner fantasies, the distinction between a narrative point of view and that of Grenouille becomes hard to pinpoint, as Grenouille turns into two people at once: the real, living Grenouille and the inner Grenouille. It could be said that the inner Grenouille becomes the narrator of the life of the ‘Große Grenouille’ whom he has created inside his mind.

[21a] Warum ließ man ihn warten? Warum kam man nicht? Er brauchte das Zeug sofort, er brauchte es dringend, er war süchtig danach, er würde auf dem Fleck sterben, wenn er es nicht bekäme.
Aber ruhig, Jean-Baptiste! Ruhig, Lieber! Man kommt ja, man bringt, was du begehrst. (DP 164)
[21b] Waarom lieten ze hem wachten? Waarom kwamen ze niet? Hij moest het spul meteen hebben, hij had het dringend nodig, hij zou ter plekke sterven als hij het niet kreeg.

Rustig toch, Jean-Baptiste! Rustig, mijn waarde. Ze komen immers, ze brengen wat je begeert. (GM 130)
[21c] Why were they keeping him waiting? Why did they not come? He needed the stuff now, he needed it desperately, he was addicted, he would die on the spot if he did not get it.

Calm yourself, Jean-Baptiste! Calm yourself, my friend! They’re coming, they’re coming, they’re bringing what you crave. (SM 133)
In [21], we can see how we are inside Jean-Baptiste’s mind. He is trying to calm himself, going frantic over the fear that he might not have any scents left in his inner emporium. Unlike Baldini, Grenouille’s thoughts do not follow each other in a logical sequence, instead tumbling over one another, hurrying on to the next thought.

All in all, the discourse situations in Das Parfum are quite complex, as there are no clear lines between discourse between the implied author and readers and the discourse between characters and readers, or even characters and themselves.

4.2.4 Exclamation Marks


An interesting aspect of both translations is that many exclamation marks are omitted. In the Dutch translation, there are 28 exclamation marks that have been replaced by full stops. In Woods’ version, 18 exclamations have been reduced to basic sentences (to see which pages the exclamation marks were deleted on, see Appendix III). The reason remains a matter for conjecture. The result is stylistically noticeable, especially in places where free speech or thought is used. The line between free indirect speech or thought and statements made by an author can be very thin. Leech and Short discuss that sometimes “the only thing that suggests that an utterance is in FIS is a single lexical or graphological feature [such as] swear word[s] [or] exclamation marks”
. The chapters in which we see the world from Baldini’s viewpoint are interspersed with (free) indirect thought. More than half of the instances in which exclamation points were omitted in the Dutch version and more than three quarters of the omissions in the English version are in chapters 9 through 22, the chapters in which the reader gets to know Baldini. Baldini often gets worked up about issues. He is angry at his rival Pélissier, but also at the world in general, and his moods shift between disappointed and outraged. By taking out exclamation marks, however, his mood at times seems more contemplative than outraged, as can be seen in the following example:
[22a] Oder der Geschwindigkeitswahnsinn! Wozu brauchte man die vielen neuen Straßen, die überall gebuddelt wurden, und die neuen Brücken? Wozu? War es von Vorteil, wenn man bis Lyon in einer Woche reisen konnte? (DP 72-3)
[22b] Of die snelheidswaanzin! Waartoe had men al die nieuwe wegen nodig die overal met veel gewroet in de aarde werden aangelegd en die nieuwe bruggen? Waartoe? Bracht het enig voordeel als je in een week naar Lyon kon reizen? (GM 58)
[22c] Or this insanity about speed. What was the need for all these new roads being dug up everywhere, and these new bridges? What purpose did they serve? What was the advantage of bein in Lyon within a week? (SM 58)
[23a] Aber das war der Geist der neuen Zeit, und böse würde alles enden! (DP 75)
[23b] Maar dat was de geest van de nieuwe tijd en slecht zou alles aflopen! (GM 60)
[23c] But that was the temper of the times, and it would all come to a bad end. (SM 60)
Baldini seems more resigned in [23c] than determined to prove the world that business should be run in the old way: he seems to lose his Italian temper and strong mentality. This also happens in the Dutch translation, when Baldini tells himself to get to work:

[24a] An die Arbeit jetzt, Baldini! Die Nase geschärft und gerochen ohne Sentimentalität! Den Duft zerlegt nach den Regeln der Kunst! Bis huete abend mußt du im Besitz der Formel sein! (DP 81)
[24b] Nu aan de slag, Baldini. De neus gescherpt en ruiken zonder sentimentaliteit. Rafel de geur uiteen volgens de regels van het vak. Vanavond nog moet je de formule in bezit hebben! (GM 65)
[24c] And now to work, Baldini! Sharpen your nose and smell without sentimentality! Dissect the scent by the rules of the art! You must have the formula by this evening! (SM 65)
The lack of exclamation marks makes Baldini seem more in control of himself and his temper, and take away from his impatience. This is also visible when he tells Grenouille he can have one try in creating the famous perfume ‘Amor und Psyche’.

[25a] »Paß auf!« sagte er mit künstlig strenger Stimme, »paß auf! Ich... – wie heißt du überhaupt?« [...]»Aha«, sagte Baldini. »Also paß auf, Jean-Baptiste Grenouille! Ich habe es mir überlegt. [...] Aber glaube nicht, du könntest mich übertölpeln!« (DP 100-1)
[25b] ‚Let op,’ sprak hij met kunstmatig strenge stem, ‘let op. Ik... Hoe heet je trouwens?’ [...] ‚Aha,’ zei Baldini. ‘Let dus op, Jean-Baptiste Grenouille. Ik heb het overwogen. [...] Maar denk niet dat je me om de tuin kunt leiden.’ (GM 79)
[25c] ‘Now pay attention!’ he said with an affectedly stern voice. ‘Pay attention! I... what is your name, anyway?’ [...] ‘All right then, now pay attention, Jean-Baptiste Grenouille! I have thought it over. [...] But do not suppose you can dupe me –‘ (SM 80-1)
Thus, what might seem like small changes can actually lead to character disparities. This is especially noticeable in the Dutch version, in which 28 exclamation marks have been deleted, 20 of which in the first part of the novel: the part in which Baldini speaks and thinks most often. Thus, by omitting these exclamation marks, Jonkers has taken away some of the characteristic traits of Giuseppe Baldini: his Italian temper, and his dramatic manner of speech.
4.3 Repetition


As stated earlier, a commonly used stylistic device in Das Parfum is that of repetition. Repetition does not only occur in Grenouille’s speech, though. Grenouille is often described with nouns that refer to animals or the devil (though he is also likened to an angel when he wears his ultimate perfume). In both the English and Dutch translations, words denoting animals have been translated directly, and the same words are used in each case. The word ‘Scheusal’, however, proved to be a different case, as this can be interpreted differently in each case. In the Dutch version, it is most often translated as ‘monster’. However, on one occasion Jonkers changes a sentence from an active categorization of Grenouille to a character trait:
[26a] Er war von Beginn an ein Scheusal. (DP 28)
[26b] Van begin af aan was hij afschuwelijk. (GM 25)
[26c] He was an abomination from the start. (SM 22)
This happens in the fourth chapter of the novel. The result of this change is that the judgment the author passes on Grenouille is less absolute. Süskind defines what Grenouille is, has been from the beginning, and always will be. A monster is a creature which cannot be changed into a normal human being. By turning this noun into a nominal predicate, being horrible seems just one of the character traits of Grenouille, a character trait that might be overpowered by other character traits. The Dutch word ‘monster’ would have been a better description here: this is the beginning of the novel in which the readers have to rely on the narrator’s judgement, and in many cases in Das Parfum, this judgement is definite. Taking away the harshness of the judgement means taking away some of the qualities of the narrator.

Woods, too, does not always use the same word to translate ‘Scheusal’. His choices are however limited to the realm of nouns: his two words of choice are ‘monster’ and ‘abomination’. Furthermore, he only translates ‘Scheusal’ as ‘monster’ where Pélissier is concerned, using only ‘abomination’ when describing Grenouille.

Another word that is occasionally used to describe Grenouille is ‘ein Nichts’: it is implied that Baldini says this when Grenouille wishes to travel to Grasse [27.1] and it is also implied when he works for Druot [27.2].

[27a1] Er war ja nun ein Lehrling, das heßt ein Nichts. Strenggenommen, so erklärte ihm Baldini – nachdem er seine Freude über Grenouilles Wiederaufstehung überwunden hatte –, strenggenommen war er noch weniger als ein Nichts, denn zum ordentlichen Lehrling gehörten tadellose, nämlich eheliche Abkunft, standesgemäße Verwandtschaft und ein Lehrvertrag, was er alles nicht besitze. (DP 137-8)
[27a2] Und Grenouille bestärkte ihn in dieser Meinung, gab sich mit Fleiß dümmlich, zeigte nicht den geringsten Ehrgeiz, tat, als wisse er gar nichts von seiner eigenen Genilität, sondern als handle er nur nach den Anordnungen des viel erfahreneren Druot, ohne den er ein Nichts wäre. (DP 230)
[27b1] Hij was slechts een leerling, dat wil zeggen niets. Strikt genomen, verklaarde Baldini hem – nadat hij over de aanvankelijke vreugde van Grenouilles opstanding heen was – strikt genomen was hij nog minder dan niets, want bij een ordentelijke leerling hoorden onberispelijke, en wel echtelijke afstamming, familie en een leercontract, wat hij allemaal niet bezat. (GM 107)
[27b2] En Grenouille versterkte hem in deze opvatting, liet zich vol overgave van zijn domme kant zien, toonde niet de minste ambitie, deed alsof hij geen flauw benul had van zijn eigen genialiteit, maar dat hij alleen maar handelde volgens aanwijzingen van de veel meer ervaren Druot, zonder wie hij een nul zou zijn. (GM 182)
[27c1] He was after all only an apprentice, which was to say, a nobody. Strictly speaking, as Baldini explained to him – this was after he had overcome his initial joy at Grenouille’s resurrection – strictly speaking, he was less than a nobody, since a proper apprentice needed to be of faultless, i.e. legitimate birth, to have relatives of the like standing, and to have a certificate of indenture, all of which he lacked. (SM 110)
[27c2] And Grenouille encouraged him in this opinion, displaying doltish drudgery and not a hint of ambition, acting as if he comprehended nothing of his own genius and were merely executing the orders of the more experienced Druot, without whom he would be a cipher. (SM 187)
In both translations, a different word has been chosen for the [27.2] fragment, while in the source text there is a symmetry: Grenouille is still only an apprentice. In [27b1], Jonkers again fails to use a noun to describe the character Grenouille.

Words are not the only entities in the text that are subject to repetition. It has already been covered that Grenouille’s speech is often interspersed with rewordings of what he said earlier. Süskind however, also often makes use of parallel structures in his text. Indeed, at some points the story can be seen as parallel to itself. When Grenouille becomes deathly ill during his stay with Baldini, the latter begs him to please stay alive for one or two more years, so that Baldini may achieve his dreams. When later Grenouille feigns illness to the Marquis de la Taillade-Espinasse, the Marquis makes a similar request, asking Grenouille please not to die before he has used him as proof for his theories. Neither of these people care about Grenouille himself: they only care about their financial and academic gain. The states that both of these men are in, are even described in the exact same way:

[28a1]Baldini war außer sich. (DP 134)
[28a2] Der Marquis war außer sich. (DP 186)
In the English translation, both instances are translated in the same way:

[28c] [He] was beside himself. (SM 107, 151)
Jonkers however seems to have missed this reference and translated both instances differently.

[28b1] Baldini was buiten zichzelf. (GM 104)
[28b2] De markies was in alle staten. (GM 147)
Although these statements convey the same message, they fail to pinpoint the ironic symmetry of Grenouille’s experiences in the world of humans. The coherence within the text relies on links like these, and by removing them, the text becomes less of an entity.


Grammatically speaking, Süskind also fervently uses the technique of repetition, most often repetition of word order. One example is the use of a parallel grammatical structure when Pater Terrier gets frightened of Grenouille to indicate that everything was finite:

[29a] Vorbei der anheimelnde Gedanke, es handle sich ums eigne Fleisch und Blut. Zerstoben das sentimentale Idyll von Vater und Sohn und duftender Mutter. Wie weggerissen der gemütlich umhüllende Gedankenschleier, den er sich um das Kind und sich selbst zurechtgephantasiert hatte. (DP 23-4)
Jonkers has retained this sentence structure in his translation:

[29b] Weg de knusse gedachte dat het om zijn eigen vlees en bloed zou gaan. Vervlogen de sentimentele idylle van vader en zoon en geurende moeder. Weggerukt was de gezellige koesterende gedachtensluier die hij rond het kind en zichzelf had gefantaseerd. (GM 21)
Woods however, has changed the sentence structure.

[29c] Gone was the homely thought that this might be his own flesh and blood. Vanished the sentimental idyll of father and son and fragrant mother – as if someone had ripped away the cosy veil of thought that his fantasy had cast about the child and himself. (SM 18)
Although indeed the exact same structure as in the original would have been impossible to maintain in English while keeping the work grammatically correct, Woods has changed the structure rather severely, taking out the parallelism of the third part of the equation altogether. By trying to stay close to the literal meaning of the original, Woods has taken away a stylistic aspect. Jonkers has found a better solution for this problem: he omitted the word ‘wie’, which only results in a small change of meaning. The same strategy would also have worked in the English version. In another instance where the German original parallelism cannot be directly rendered in an English translation, Woods uses a strategy to maintain both the meaning and the grammatical structure of the original:

[30a] Er hatte eine Geruch, er hatte Geld, er hatte Selbstvertrauen, und er hatte es eilig. (DP 209)
[30b] Hij had een geur, hij had geld, hij had zelfvertrouwen en hij had haast. (GM 167)
The problem in translating this sentence to English is of course the verb in the last clause. Woods has solved this issue rather cleverly:

[30c] He had an odour, he had money, he had self-confidence, and he had no time to waste. (SM 171)
As the grammatical structures of German and Dutch are more alike, Jonkers probably encountered less problems when trying to maintain these parallel structures. Woods often also finds a solution, but in some cases he seems to miss the parallelism. Interesting to note is that Woods often neglects parallel structures within single sentences or pararaphs, but pays more attention to repetition of clauses or sentences from former chapters, while Jonkers is better at preserving the parallelism within individual paragraphs.
4.4 Omissions


Unfortunately, both translators have at some point in the novel misinterpreted or perhaps misread certain words or sentences, or even left sentences out. Small mistakes include Jonkers’ translation of ‘abends’ into ‘’s ochtends’ (GM 39), ‘Nun’ into ‘Nee’, erasing certain pragmatic particles, and occasionally forgetting a word in a list of words. These mistakes do not have a large influence when looked at separately; however, when added up, they take away bits of comprehension. Sometimes, a missing word can cause misinterpretation of the text: when Grenouille travels away from Montpellier, his journey is described to last a bit under 7 days. Part of his journey is described thus in German and Dutch respectively:

[31a] Zwei Tage später war er in Toulon, nach drei weiteren Tagen in Cannes. (DP 209)
[31b] Twee dagen later was hij in Toulon en na drie dagen in Cannes. (GM 167)
[31c] Two days later he was in Toulon, in three more in Cannes. (SM 171)
If the particle ‘nog’ had been added before ‘drie dagen’ (as has been done in the English translation) this sentence would have been correct. In this translation, however, it seems as though he travelled from Toulon to Cannes in just one day – an impossible feat in those days. Still, such small mistakes do not take away from the overall feel of the novel. However, in both translations, there are also entire clauses or sentences left out. No apparent reason can be found for these omissions: the translators probably just overlooked these clauses. In the Dutch version, 22 clauses have been found to be missing, and three entire sentences. Especially the missing sentences can play an influence on the internal coherency of the novel. By leaving out, for example, the last sentence of chapter 4, “Sie hatten Angst vor ihm” (DP 30), Jonkers takes away the reference point for the first sentence in the next chapter. In German, these lines read as follows:

[32a]Es störte sie ganz einfach, daß er da war. Sie konnten ihn nicht riechen. Sie hatten Angst vor ihm. [Chapter 5] Dabei besaß er, objektiv gesehen, gar nichts Angsteinflößendes. (DP 30-1)
In Dutch, this segment misses one line:

[32b] Het stoorde ze doodeenvoudig dat hij er was. Ze konden hem niet ruiken. [Chapter 5] En dat terwijl hij, objectief beschouwd, helemaal niets angstaanjagends bezat. (GM 26)
[32c] It simply disturbed them that he was there. They could not smell him. They were afraid of him. [Chapter 5] Looked at objectively, however, there was nothing at all about him to instil terror. (SM 24)
The reader of Het parfum may be confuses about what ‘dat’ refers to: the fact that they could not smell him? But how is that related to being scared of him? Again, Jonkers has made a mistake in catching symmetry between chapters. Another example of a missing sentence can be found in chapter 29. Here, the catastrophe that caused Grenouille to re-enter the world of humans is described.

[33a] Sie geschah in Schlaf. Besser gesagt im Traum. Vielmehr im Traum im Schlaf im Herz in seiner Phantasie. (DP 170)
[33b] Ze gebeurde tijdens zijn slaap. Of liever in de droom in de slaap in het hart in zijn fantasie. (GM 135)
[33c] It happened in his sleep. Or rather, in his dreams. Or better still, in a dream while he slept in the heart of his fantasies. (SM 138)
This is another instance of repetition in the novel. Süskind starts with one element, and one by one adds other elements to the event. The stylistic way in which the nightmare is introduced adds to the feeling of importance surrounding this event. By leaving out one building block in the stylistic description, this feeling is partly dissipated. The nightmare returns later in the novel: in chapter 49 it is recalled, using the exact phrase “im Traum im Schlaf im Herz in seiner Phantasie” (DP 306). Jonkers did pick up on this reference, and copied his earlier translation of this sentence. The third instance of a missing sentence is in chapter 47, right after Grenouille is captured by the police. The missing sentence is: “Mann ließ die Kirchenglocken läuten” (DP 287) With regards to content or stylistics, this sentence is not very important. In those times, church bells were sounded to indicate that the inhabitants of the town should gather to hear important news. In the next sentence, it is stated that the president of the court announces the news that the murderer has been captured. Readers of the translations will probably assume that this was said at some kind of gathering. For all remarkable deletions in the translations, see Appendix I.

Much more often than Jonkers, Woods neglects the use of pragmatic particles. However, the use of these particles is much more prevalent in Dutch and German than it is in English. This can thus be seen as a way of domesticating the text. Woods also omits several clauses in his translation. These clauses are of no big importance to the text as a whole. One sentence seems to be forgotten. But the most notable – and inexplicable – change is that Woods combined two paragraphs of text into one short paragraph. The paragraphs in question contain no offensive material, not particularly different sentence structure, so the reason of their removal remains a mystery. At this part in the novel, Grenouille has just taken a position at Baldini’s perfumery, and Baldini teaches him the art of writing down formula’s. Baldini has just requested of Grenouille that he works slowly and systematically. The parts that have been left out in the English translation have been bolded in German: those that can be found back, albeit altered significantly, have been italicised. A sentence in the English text that can not be directly traced back to one German counterpart, has also been italicised. ([34b] is not relevant here as it has no remarkable features – if you wish to refer to it, it can be found in Appendix 1).
[34a] Grenouille tat das. Und zum ersten Mal war Baldini in der Lage, die einzelnen Handhabungen des Hexenmeisters zu verfolgen und zu dokumentieren. Mit Feder und Papier saß er neben Grenouille und notierte, immer wieder zur Langsamkeit mahnend, wieviel Gramm von diesem, wieviel Meßtriche von jenem, wieviel Tropfen von einem dritten Ingrediens in die Mischflasche wanderten. Auf diese sonderbare Weise, indem er nämlich einen Vorgang nachträglich mit eben jenen Mitteln analysierte, ohne deren vorherigen Gebrauch er eigentlich gar nicht hätte stattfinden dürfen, gelangte Baldini endlich doch in den Besitz der synthetischen Vorschrift. Wie Grenouille in der Lage war, seine Parfums zu mixen, blieb für Baldini zwar weiterhin ein Rätsel, vielmehr ein Wunder, aber wenigstens hatte er das Wunder jetzt auf eine Formel gebracht und damit seinen nach Regeln dürstenden Geist einigermaßen befriedigt und sein parfümistiches Weltbild vor dem vollständigen Kollaps bewahrt.


Nach und nach entlockte er Grenouille die Rezepturen sämtlicher Parfums, die dieser bisher erfunden hatte, und er verbot ihm schließlich sogar, neue Düfte anzusetzen, ohne daß er, Baldini, mit Feder und Papier zugegen war, den Prozeß mit Argusaugen beobachtete und Schritt für Schritt dokumentierte. Seine Notizen, bald viele Dutzende von Formeln, übertrug er dann penibel mit gestochener Schrift in zwei verschiedene Büchlein, deren eines er in seinen feuerfesten Geldschrank einschloß und deren anderes er ständig bei sich trug und mit dem er nachts auch schlafen ging. Das gab ihm Sicherheit. Denn nun konnte er, wenn er wollte, Grenouilles Wunder selber nachvollziehen, die ihn, als er sie zum erstenmal erlebte, tief erschüttert hatten. Mit seiner schriftlichen Formelsammlung glaubte er, das entsetzliche schöpfeische Chaos, welches aus dem Innern seines Lehrelings hervolquoll, bannen zu können. Auch hatte die Tatsache, daß er nicht mehr bloß blöde staunend, sondern beobachtend und registrierend an den Schöpfungsakten teilnahm, auf Baldini eine beruhigende Wirkung und stärke sein Selbstvertrauen. Nach einer Weile glaubte er gar von sich, zum Gelingen der sublimen Düfte nicht unwesentlich beizutragen. Und wenn er sie erst einmal in seine Büchlein eingetragen hatte, und im Tresor und dicht am eigenen Busen verwahrte, zweifelte er sowieso nicht mehr daran, daß sie nun ganz und gar sein eigen seien. (DP 118-9) 
[34c] Grenouille did it. And for the first time Baldini was able to follow and document the individual manoeuvres of this wizard. Paper and pen in hand, constantly urging a slower pace, he sat next to Grenouille and jotted down how many drams of this, how many level measures of that, how many drops of some other ingredient wandered into the mixing bottles. This was a curious after-the-fact method for analysing a procedure; it employed principles whose very absence ought to have totally precluded the procedure to these sublime scents. And when he had once entered them in his little book and entrusted them to his safe and his bosom, he no longer doubted that they were now his and his alone. (SM 95)
This change cannot have been a matter of negligence: the sentence I have italicised above is a composition of the first omitted sentence and the “süblimen Dufte” from the last sentence that has been omitted. Of course, the results of this adaptations are significant for the way in which the readers view Baldini. In the German text, it is apparent that Baldini is obsessive about collecting all formula’s of the scents Grenouille creates: he even forbids Grenouille from experimenting without him there next to him. In the English summarised version, however, it seems as if Baldini only copied down several of the formulas of Grenouille’s perfumes. Baldini has strict views on what is correct and what is not, and in his “parfümistisches Weltbild”, a man who can create perfect perfumes without the use of formulas would mean a breakdown of everything he knows and believes in. By controlling the process, he is able to justify his own views again: when the perfumes have formulas by which they can be recreated, they are no longer mysterious, but something that can be controlled and regulated. The fact that he painstakingly writes them down into two booklets also reinforce his perfectionism. All in all, by diminishing these two paragraphs to only four sentences, Woods changes the way readers perceive Baldini. The last sentence of the English version also creates a strange discrepancy: the word ‘book’ is singular, yet Baldini is said to lock it both in his safe and keep it at his bosom. This may confuse the reader. Woods does however stay consistent with this interpretation: when Baldini’s house collapses into the river, he also speaks of “the little book with its six hundred formulas” (SM 116) as singular, instead of plural as in the German original and the Dutch translation.

4.5 CSIs or realia

Though Das Parfum is written in German, and therefore the translator would expect to find items specific to the German culture, the setting is in France. In his article “Norms of Translation” in The Oxford Guide to Literature in English Translation, Theo Hermans addresses the difficulty of translation in general, stating that a translation “has to find a place among other texts in the target culture environment, while simultaneously it points back towards the source text about which and for which is speaks. [Translated texts] are written in the target language, but the cultural and textual ‘otherness’ of the source is unlikely to be wiped out altogether in translation”
. In Das Parfum, the translator has to deal not only with the German ‘otherness’, but also with the French cultural aspects that can be found in the novel. Proper names are in French, and the hidden meanings that may be attached to these names are therefore not directly apparent for the German public. When one translates ‘Grenouille’ from French, the translation is ‘frog’, which adds to the already existing image of Grenouille being little more than an animal. All the towns and streets Grenouille wanders through, are in France, and therefore not likely to be very familiar to the German target audience. This puts the translator for an interesting dilemma: does the public the translation is meant for have the same assumed knowledge of France as a German target audience does? Depending on which language (and culture!) the novel is translated into, the public may be more or less knowledgeable about the French language. Germany is, after all, closer to France, both geographically and culturally, than for instance the US. This might mean that an American translator would be more inclined to explain items specific to the French culture than a translator from the Netherlands, which is geographically closer. Aside from French culture-specific items, there are still some items that are specific to the German culture, but these are very rare.


In both translations, the French currencies have remained the same. As there is a great focus on the location of the novel – and as France is quite a prominent country, about which common knowledge can be expected in the target cultures –it is only natural that transactions should occur in French currencies. If currencies had been translated into the target languages, this would have only alienated the reader. The first culture-specific item that stands out is the word ‘Galette’. In trying to describe the way babies ought to smell, the wet nurse Jeanne Bussie compares the smell of their body to a “Galette, die man in Milch gelegt hat”
. A galette is a French crusty kind of cake. It is also the name that can be given to buckwheat flour crêpes. Though the item itself stems from France, the word Galette is also common in the German language: it is not a foreignizing item in the source text. Both Woods and Jonkers have domesticated the item: Woods translated it with ‘pancake’, while Jonkers chose ‘beschuit’. Both items are somewhat similar to the galette, and the ingredients used to make these two items are roughly similar, so they work equally well as translations, as they would smell similar when soaked in milk. A similar case is when Grenouille has killed Laure and wraps her into a cloth:
[35a] Dan hob er sie hoch, strich ihr das überhängende Tuch unter, rollte sie ein wie ein Bäcker den Strudel, falzte die Enden, umhüllte sie von den Zehen bis an die Stirn. (DP 276)
[35b] Toen tilde hij haar op, trok de flap van de doek onder haar door, wikkelde haar in als in bladerdeeg, vouwde de uiteinden dicht, omhulde haar van haar tenen tot aan haar voorhoofd. (GM 217) 
[35c] Then he lifted her up, tugged the overhanging cloth under her, rolled her up in it as a baker rolls strudel, tucking in the corners, enveloping her from toes up to brow. (SM 225)

Here, Jonkers has chosen for a neutralization of the item, as his target culture is not likely to be very familiar with strudels – at least not in their daily life.

Other German elements that have been translated can be found in [20]: some of the perfumes that Baldini thinks about have German names, which have been translated into English and Dutch in very straightforward ways.

More cultural adaptations can be found in the English text than in the Dutch text. This can be explained in part because the Netherlands are geographically and socio-culturally closer to Germany than America is. Woods therefore translates meters to feet or yards, replaces the word ‘grams’ with ‘drams’, units understandable to his target public. Jonkers adopts the same method when it comes to the word ‘Dutzende’: this is translated into ‘tientallen’. A generalising translation of the word ‘Ohrfeige’ (DP 26) with ‘slap’ (SM 20) in the English version can be explained by the socio-cultural differences: in American culture, there is no specific word for a slap to the face.


A remarkable difference between the English and Dutch translation is that Woods often chooses to foreignize even more some French elements in the text. The ‘Platz der Hallen’ (DP 45), translated in Dutch to ‘plein van de Hallen’ (GM 37), is translated by Woods into the ‘market of Les Halles’ (SM 36). The ‘Parlamentspalast’ (DP 141) is translated into the French ‘Palais de Parlement’ (SM 113), ‘das Zentralmassiv’ (DP 52) into the ‘Massif Central’ (SM 123). The ‘Hospiz der Charité’ (DP 238) is referred to in Woods’ version as ‘the Hôpital de la Charité’ (SM 194) and the ‘Lerinischen Inseln’ (DP 264) as the ‘Îles de Lérins’ (SM 215). Similar to this practice, Woods does not domesticate references to German places or people. Thus it occurs that The ‘Graf von und zu Lippe-Detmold’ (SM 111) lives in a ‘schloss’, whereas in the Dutch translation these items have been translated.
As in German nouns are written in capitals, one can never be completely sure whether Hause Baldini should be seen as referring to just the house as a building, or to Hause Baldini as a name for the shop. Woods decided on the second option, translating it into ‘the House of Baldini’ (SM 49). Jonkers chooses the more inconspicuous translation ‘huize Baldini’ (GM 50).

An interesting element in the Dutch translation is the way Baldini speaks to his assistant Chénier. In Das Parfum, Baldini addresses Chénier with ‘Sie’ (DP 63-4). In Het Parfum however, Baldini says ‘je’ and ‘jij’ to his assistant (GM 51-2). Reasoning for this shift may be that the rules about saying ‘Sie’ or ‘du’ in German are much more strict than the Dutch rules governing when to use ‘u’ or ‘je’ in addressing others. Since Baldini is Chénier’s superior, it is natural in Dutch for Baldini to address him with ‘je’ and ‘jij’ instead of ‘u’. In this way, Jonkers is domesticating the language use of Baldini. In English, this word causes no issue, as both ‘Sie’ and ‘du’ can be translated with ‘you’.

Jonkers and Woods chose the same approach in their translation of the word ‘Herr’: instead of domesticating it to a similar title in the target language, they chose to adopt the French term ‘Monsieur’ to avoid difficulties in translation. By foreignizing the text, the translators are possibly trying to increase readability by taking away elements that might be confusing.

An issue that both Jonkers and Woods seem to have encountered, is the translation of ‘Mann’, often used in the sense of ‘the people’. Oddly enough, Jonkers never uses the translation ‘men’, which seems to be a more logical choice, since it conveys the same meaning. Perhaps Jonkers felt the use of ‘men’ would seem too much like a German construction for the Dutch reader. He has consequently translated ‘Mann’ with ‘ze’. In some occasions, this translation seems justified. In other cases, however, it is not completely obvious who are being referred to by ‘ze’. This can have an alienating effect on the reader, and it can make parts of the text seem ungrammatical.

[36a] Sie steht auf, wirft das Messer weg und geht davon, um sich zu waschen.

Da fängt, wider Erwarten, die Geburt unter dem Schlachttisch zu schreien an. Man schaut nach, entdeckt unter einem Schwarm von Fliegen und zwischen Gekröse und abgeschlagenen Fischköpfen das Neugeborene, zerrt es heraus. (DP 9)
[36b] Ze staat op, gooit het mes weg en gaat ervandoor om zich te wassen.

Dan begint, tegen ieders verwachting, de pasgeborene onder de kraam te krijsen. Ze kijken, ontdekken onder een zwerm vliegen tussen de ingewanden en afgesneden viskoppen de boreling en trekken hem eronder vandaan. (GM 10)
[36c] She stands up, tosses the knife aside, and walks off to wash.

And then, unexpectedly, the infant under the gutting table begins to squall. They have a look, and beneath a swarm of flies and amid the offal and fish heads they discover the newborn child. They pull it out. (SM 6)
‘Ze’ in this case can only refer to ‘ieders’. ‘Ieders’, however, cannot be grammatically linked to the personal pronoun ‘ze’, which makes sentences such as these grammatically awkward. So, instead of making the work seem less of a translation by avoiding the use of the word ‘men’, Jonkers draws attention by the sheer lack of this word. Though in this case, Wood also uses ‘they’, in most cases he adopts a different strategy. Lacking a proper translation for the word ‘Mann’, Woods often uses ‘the people’ in the first instance they are named, after which he refers to this group as ‘they’. This strategy allows the reader to follow the story more easily. At one point in the text, Woods takes a bit more freedom and he translates ‘Mann’ with ‘someone’. This will not work in every case, but in some cases it is a good solution, which could also work in Dutch.

The final item that will be discussed in this paragraph is more language-specific than culture-specific: it deals with the capitalization of nouns. John E. Woods has made an interesting decision with regards to capitalizing nouns: he has chosen to capitalize the last word of the novel: Love.
[37a] Sie hatten zum ersten Mal etwas aus Liebe getan. (DP 320)
[37b] Voor het eerst hadden ze iets uit liefde gedaan. (GM 255)
[37c] For the first time they had done something out of Love. (SM 263)
This is a very free interpretation, but it is actually quite fitting: the people who eat Grenouille see him as some kind of angel: the love they feel for him is not an earthly love. By maintaining the capital letter, Woods has given the final words of the book a romantic twist, emphasizing that even the lowest people can feel a divine kind of love.

Conclusion

In this thesis, I tried to discover differences in the way a German novel was translated into two languages, i.e. English and Dutch, and how different translations may affect the way a novel is seen by its readers. In order to do this, I have used theories on stylistics (Leech and Short, 2007), theories on culture-specific items and realia (Aixelá, 1996 and Grit, 2004). Furthermore, I tried to research differences between translation traditions in English- and Dutch-speaking countries. It was surprisingly difficult to find reliable information on this subject. Some information could be found in The Oxford Guide to English Literature in Translation, as well as in several other books on English translation, but few specifics about developments in how literature in translation has developed in the past few decades: the books focused more on translation theory. I faced the same problem looking for information on language differences between German and Dutch and German and English.

Neither translation offers many interpretative difficulties for readers who have not read the original: the storyline has not changed significantly by any choices in translation strategies.

The development of Dutch and English translation studies has not gone hand in hand. Only in the past few decades have translation studies really become interesting to the English-speaking public. When Das Parfum appeared in translation, the shift in how translations were regarded in English-speaking countries had already begun to take place. However, progress with regards to translation studies was – and still is – more advanced in the Netherlands than it was in English-speaking countries. It was assumed that these differences might be noticeable in the translations; the Dutch translation might, for example, be foreignized to a higher degree, as foreign influences are more easily welcomed into a small language. However, the opposite seems to be the case: Woods has often defined French elements more strongly than they had been in the source text, and he has even maintained some German elements in the text. Regular CSIs such as measurements and weight, however, have all been converted into the imperial system.

In terms of grammar, it has appeared that Dutch and German are more closely related than English and German. This is noticeable in the translations. In terms of word order and grammatical construction, Jonkers’ translation is more closely related to the source text than the version Woods has created. However, Jonkers has not religiously followed the word order that Süskind uses: he has domesticized the sentences to what is natural in Dutch. As stated in chapter 2, it is common for translators from German into Dutch to maintain the German order of verbs (i.e.: placing complementary verbs at the end of a verb clause). Jonkers has not done this, instead choosing to maintain the word order common in Dutch written language.

In terms of stylistics, both translators have made certain strange choices, especially when it comes to deleting exclamation marks. Since the novel often shifts from the narrative voice to inside character’s minds, these exclamation marks can give readers an idea about the mental state of a character. Both Woods and Jonkers have made the decision to delete these at times, with no apparent reason. The perfumer Giuseppe Baldini is a man with, as we notice throughout the first part of the book, an Italian temper, which means that he is easily angered. This can be noticed by the excessive use of exclamation marks. Jonkers especially often neglects to use these exclamation marks (20 times within the first part), the result of which is that Baldini seems more level-headed. Another point at which Jonkers’ translations cause discrepancies in the way a character is portrayed is the omission of several definitive nouns to describe Grenouille. Jonkers has played down some of the characters.

Das Parfum is a novel in which Süskind often makes use of parallelism. Because of the grammatical similarities between Dutch and German, it was easier for Jonkers to maintain these parallelisms within sentences. At some points, Woods has also tried to maintain these, but has often neglected to do this. This may in part be explained by the grammatical differences between German and English, but Woods has overall changed sentence structures more often than not. By not maintaining parallelism within sentences, Woods has taken away some of the stylistic elements in the novel. However, he has been very attentive with regards to parallelism between chapters. Jonkers seems to have often overlooked parallel storylines or repetitions of sentences if they occured in different chapters, which has a big effect on the overall cohesion of his translation.

It was interesting to note that both translators had often missed words, clauses, or even whole sentences in their translations. The most remarkable find in this study was that Woods (or his editor) omitted a whole paragraph, summing it up into a few small sentences. There is no apparent reason for this deletion – the fragment does not seem to be in any form or shape offensive – and it is too long a paragraph to accidentally overlook. By deleting this paragraph, Woods also creates some confusion further on in the novel: in Woods’ translation, Baldini only has one notebook in which he writes down the formula’s for new perfumes, while in fact he has two. However, from the translation it seems that he keeps this one book at two places at the same time: near his heart and in a safe. This is confusing to the reader.

All in all, both translators have at some points made changes to the novel that cause differences between the translations and the original. In Het parfum, some characters lose part of their personality because of the choices Jonkers made. This is unfortunate, as the book focuses on the personalities of the people in it. It is important that Grenouille be displayed more as a creature than as human, and by attributing features to him instead of defining his character with nouns, Jonkers takes away part of this. The most important changes in Perfume are the deleted paragraph and the change of direct thought into indirect thought.

All in all, Jonkers’ translation has stayed more faithful to the original version. Though at some points in the novel, Jonkers has missed references to other chapters, he has mostly maintained the grammatical structure and the coherency within the chapters, whereas Woods often failed to preserve the grammatical parallelism within individual sentences. Woods has also foreignized his version to a higher degree: he has added foreign elements to his translation by maintaining German elements and emphasizing French elements: the steak Woods created out of Süskind’s beautiful cow in the meadow is well-seasoned. Jonkers has mostly domesticated his text, not only in terms of grammatical structures (which is also the case in Woods’ translation), but also with regards to the way people are addressed.

This conclusion is interesting, as it was expected that the English translation would be foreignized to a higher degree: smaller languages are often more welcoming to foreign influences than languages that are spoken by a large part of the world.


Rereading the story and finding out more about its stylistics was very interesting, as was seeing how a translation – even if it is just a whiff of the original – can still provide decent reading for people all around the world.
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Appendix I: Omissions

In this appendix, all omissions that stood out in the text have been noted. For all phrases, I have included all three versions of the text, marking in red ink when something was omitted in the Dutch text, and using blue for the English text. The German text is marked in blue and red to clarify which parts are referred to in the texts. When in both target languages the same word or clause is missing, this is marked in purple in the source language.

	p
	German
	p
	Dutch
	p
	English

	7
	Und erst später, am Vorabend der Französichen Revolution, nachdem einige der Leichengräben gefährlich eingestürzt waren und der Gestank des überquellenden Friedhofs die Anwohner nicht mehr zu bloßen Protesten, sondern zu wahren Aufständen trieb, wurde er endlich geschlossen und aufgelassen, wurden die Millionen Knochen und Schädel in die Katakomben von Montmartre geschaufelt, und man errichtete an seiner Stelle einen Marktplatz für Viktualien.
	8
	En pas later, aan de vooravond van de Franse Revolutie, nadat enkele van de groeven gevaarlijk waren ingestort en de stank van het uitpuilende kerkhof de omwonenden niet slechts tot protesten, maar tot een waarachtig oproer aanzette, werd het eindelijk gesloten en stilgelegd, werden de miljoenen knekels en schedels in de catacomben van Montmartre geschept en bestemde men deze plaats tot markt.
	4
	Only later – on the eve of the Revolution, after several of the grave pits had caved in and the stench had driven the swollen graveyard’s neighbours to more than mere protest and to actual insurrection – was it finally closed and abandoned. Millions of bones and skulls were shovelled into the catacombs of Montmartre and in its place a food market was erected.

	30
	Es störte sie ganz einfach, daß er da war. Sie konnten ihn nicht riechen. Sie hatten Angst vor ihm.
[Kapitel 5]

Dabei besaß er, objektiv gesehen, gar nichts Angsteinflößendes.
	26
	Het stoorde ze doodeenvoudig dat hij er was. Ze konden hem niet ruiken.
[Hoofdstuk 5]

En dat terwijl hij objectief beschouwd, helemaal niets angstaanjagends bezat.
	24
	It simply disturbed them that he was there. They could not smell him. They were afraid of him.

[Chapter 5]

Looked at objectively, however, there was nothing at all about him to instil terror.

	35
	Ein eineinhalbjähriger sporadischer Besuch der Pfarrschule von Notre Dame de Bon Secours blieb ohne erkennbare Wirkung. Er lernte ein bißchen buchstabieren und den eignen Namen schreiben, sonst nichts. Sein Lehrer hielt ihn für schwachsinnig.
	30
	Anderhalf jaar sporadisch bezoek aan de fraterschool van Notre Dame de Bon Secours bleef zonder merkbaar resultaat. Hij leerde een beetje spellen, verder niets. Zijn leraar hield hem voor zwakzinnig.
	28
	Eighteen months of sporadic attendance at the parish school of the Notre Dame de Bon Secours had no observable effect. He learned to spell a little and to write his own name, nothing more. His teacher considered him feeble-minded.

	51
	Alle paar Schritte blieb er stehen, stellte sich auf die Zehenspitzen, um über die Köpfe der Menschen hinwegzuschnuppern, roch zunächst nichts vor lauter Erregnung, roch dann endlich doch etwas, erschnupperte sich den Duft, stärker sogar als zuvor, wußte sich auf der richtigen Fährte, tauchte unter, wühlte sich weiter durch die Menge der Gaffer und der Feuerwerker, die alle Augenblicke ihre Fackeln an die Lunten der Raketen hielten, verlor im beißendem Qualm des Pulvers seinen Duft, geriet in Panik, stieß und rempelte weiter und wühlte sich fort, erreichte nach endlosen Minuten das andere Ufer, das Hôtel de Mailly, den Quai Malaquest, die Einmündung der Rue de Seine...
	42
	Om de paar passen bleef hij staan, wipte op de punt van zijn tenen om over de hoofden van de mensen heen te kunnen snuffelen, rook van louter opwinding niets, rook toen eindelijk toch iets, snoof de geur op, die zelfs sterker was dan zojuist, wist dat hij het juiste spoor te pakken had, werkte zich weer verder door de menigte van gapende toeschouwers en mensen die het vuurwerk afstaken, die ieder moment hun fakkel bij de lont van de vuurpijlen hielden, verloor door de stekende walm van het buskruit zijn geur, raakte in paniek, duwde en trappelde verder en groef zich voort, bereikte na eindeloze minuten de andere oever, het Hôtel de Mailly, de Quai Malaquest, het begin van de Rue de Seine...
	41
	Every few strides he would stop and stand on tiptoe in order to take a sniff from above people’s heads, at first smelling nothing for pure excitement; then finally there was something, he smelled the scent, stronger than before, knew that he was on the right track, dived in again, burrowed through the throng of gapers and pyrotechnicians unremittingly setting torch to their rocket fuses, lost the scent in the acrid smoke of the powder, panicked, shoved and jostled his way through and burrowed onward, and after countless minutes reached the far bank, the Hôtel de Mailly, the quai Malaquest, the entrance to the rue de Seine...

	63
	Er verlangt etwas wie... wie... ich glaube, es hieß >Amor und Psyche<, was er verlangte, und stammt angeblich von diesem... diesem Stümper aus der Rue Saint-André des Arts, diesem... diesem...
	51
	Hij verlangt iets als... als... ik geloof dat het ‘Amor en Psyche’ heet wat hij verlangde, dat naar het schijnt afkomstig is van die.. die knoeier uit de Rue Saint-André des Arts, die... die...
	50
	He has asked for something like... like... I think he said it was called ‘Amor and Psyche’, and comes he says from that... that bungler in the rue Saint-André-des-Arts, that... that...

	65
	Er würde gegen sieben Uhr abends ellend herunterkommen, zittern und weinen und sagen: »Chénier, ich have keine Nase mehr, ich kann das Parfum nicht gebären, ich kann die spanische Haut für den Graben nicht liefern, ich bin verloren, ich bin innerlich tot, ich will sterben, bitte, Chénier, helfen Sie mir zu sterben!«
	52-3
	Rond zeven uur ‘s avonds zou hij vertwijfeld naar beneden komen en hij zou zeggen: ‘Chénier, ik heb geen neus meer, ik kan het parfum niet tot leven brengen, ik kan de Spaanslederen map voor de graad niet leveren, ik ben verloren, ik ben inwendig dood, ik wil sterven, alsjeblieft Chénier, help mij sterven!’
	52
	At about seven oçlock he would come back down, miserable, trembling and whining, and say: ‘Chénier, I’ve lost my nose, I cannot give birth to this perfume, I cannot deliver the Spanish hide to the count, all is lost, I am dead inside, I want to die, Chénier, please help me die!’

	78-9
	Mit drei ganz kurzen, ruckartigen Stößen riß er den Duft in sich hinein wie ein Pulver, blies ihn sofort wieder aus, fächelte sich Luft zu, schnüffelte noch einmal im Dreierrhytmus und nahm zum Abschluß einen ganz tiefen Atemzug, den er langsam und mehrmas verhaltend, gleichsam ihn wie über eine lange flache Treppe gleiten lassend, ausströmte.
	63
	Met drie zeer korte, schoksgewijze teugen snoof hij de geur als snuifpoeder in zich op, snuffelde nogmaals met drie tellen tussenpozen en nam tot besluit een zeer diepe ademteug, die hij langzaam en herhaalde malen inhoudend, gelijkmatig alsof hij hem over een lange, vlakke trap liet glijden, liet wegstromen.
	63
	In three short, jerky tugs, he snatched up the scent as if it were a powder, immediately blew it out again, fanned himself, took another sniff in waltz time, and finally drew one long, deep breath, which he then exhaled slowly with several pauses, as if letting it slide down a long, gently sloping staircase.

	83
	Gott im Himmel sei Dank! Nun konnte er guten Gewissens ein Ende machen.
	66
	Gode in de hemel gedankt! Nu kon hij er een eind aan maken.
	67
	Thank God in heaven! Now he could quit in good conscience.

	85
	Eine Weile lang stand er still und beobachtete das herrliche Bild. Dann, plötzlich, riß er das Fenster auf, schlug die beiden Flügel weit auseinander und warf den Flakon mit Pélissiers Parfum in hohem Bogen hinaus.
	67-8
	Een poos lang stond hij stil en aandachtig naar het heerlijke schouwspel te kijken. Toen rukte hij plotseling het raam open, smeet de beide helften wijd uit elkaar en wierp de flacon met Pélissiers parfum met een grote boog naar buiten.
	68
	He stood there motionless for a long time gazing at the splendid scene. Then, suddenly, he flung both window casements wide and pitched the flacon with Pélissier’s perfume away in a high arc.

	92
	Und darum wird er verkauft, der Tisch, morgen wird er verkauft, und alles, was darauf, darunter und daneben ist, wird ebenfalls verkauft!
	73
	En daarom werd hij verkocht, en alles wat erop, eronder en ernaast staat wordt eveneens verkocht.
	73
	And therefore it would be sold, the table would be sold tomorrow, and everything that lay on it, under it and beside it would be sold as well!

	96
	»Ich kenne alle Gerüche der Welt, alle, die in Paris sind, alle, nur kenne ich von manchen die Namen nicht, aber ich kann auch die Namen lernen, alle Gerüche, die Namen haben, das sind nicht viele, das sind nur einige Tausende, ich werde sie alle lernen, ich werde den Namen des Balsams nie vergessen, Storax, der Balsam heißt Storax heißt er, Storax...«
	76
	‘Ik ken alle geuren van de wereld, alle die in Parijs zijn, allemaal, alleen ken ik van sommige de naam niet, maar ik kan ook alle namen leren, alle geuren die een naam hebben, dat zijn er niet veel, dat zijn er maar een paar duizend, die zal ik allemaal leren, ik zal de naam van de balsem niet vergeten, storax, de balsem heet storax heet hij, storax...’
	77
	‘I know all the odours in the world, all of them, only I don’t know the names of some of them, but I can learn the names. The odours that have names, there aren’t many of those, there are only a few thousand. I’ll learn them all, I’ll never forget the name of that balm, storax, the balm is called storax, it’s called storax...’

	97
	»Du kannst es nicht. Natürlich nicht. Wie solltest du es auch können. Du bist wie einer, der beim Essen schmeckt, ob Kerbel oder Petersilie in der Suppe ist.«
	77
	‚Je kunt het niet. Natuurlijk niet. Hoe zou je het ook kunnen. Je bent er een die aan tafel proeft of er kervel of peterselie in de soep zit.’
	78
	‘You can’t do it. Of course you can’t. You’re one of those people who know whether there is chervil or parsley in the soup at meal-time.’

	106-7
	So beschäftigt war Baldini mit seiner inneren Empörung und seinem Ekel vor der Zeit, daß er nicht recht begriff, was es bedeuten sollte, als Grenouille plötzlich sämtliche Flakons verstöpselte, den Trichter aus der Mischflasche zog, die Flasche selbst mit einer Hand am Halse packte, sie mit der flachen linken Hand verschloß und heftig schüttelte.
	84
	Baldini werd zozeer in beslag genomen door zijn innerlijke verontwaardiging en zijn walging over de tijd, dat hij niet precies begreep wat het te beduiden had toen Grenouille plotseling alle flacons met een stop afsloot, de trechter uit de mengfles zelf met een hand bij de hals pakte, hem met zijn platte linkerhand afsloot en hevig schudde.
	86
	Baldini was so busy with his personal exasperation and disgust at the age that he did not really comprehend what was intended when Grenouille suddenly stoppered up all the flacons, pulled the funnel out of the mixing bottle, grabbed the neck of the bottle with his right hand, capped it with the palm of his left, and shook it vigorously.

	118-9
	Grenouille tat das. Und zum ersten Mal war Baldini in der Lage, die einzelnen Handhabungen des Hexenmeisters zu verfolgen und zu dokumentieren. Mit Feder und Papier saß er neben Grenouille und notierte, immer wieder zur Langsamkeit mahnend, wieviel Gramm von diesem, wieviel Meßtriche von jenem, wieviel Tropfen von einem dritten Ingrediens in die Mischflasche wanderten. Auf diese sonderbare Weise, indem er nämlich einen Vorgang nachträglich mit eben jenen Mitteln analysierte, ohne deren vorherigen Gebrauch er eigentlich gar nicht hätte stattfinden dürfen, gelangte Baldini endlich doch in den Besitz der synthetischen Vorschrift. Wie Grenouille in der Lage war, seine Parfums zu mixen, blieb für Baldini zwar weiterhin ein Rätsel, vielmehr ein Wunder, aber wenigstens hatte er das Wunder jetzt auf eine Formel gebracht und damit seinen nach Regeln dürstenden Geist einigermaßen befriedigt und sein parfümistiches Weltbild vor dem vollständigen Kollaps bewahrt.

Nach und nach entlockte er Grenouille die Rezepturen sämtlicher Parfums, die dieser bisher erfunden hatte, und er verbot ihm schließlich sogar, neue Düfte anzusetzen, ohne daß er, Baldini, mit Feder und Papier zugegen war, den Prozeß mit Argusaugen beobachtete und Schritt für Schritt dokumentierte. Seine Notizen, bald viele Dutzende von Formeln, übertrug er dann penibel mit gestochener Schrift in zwei verschiedene Büchlein, deren eines er in seinen feuerfesten Geldschrank einschloß und deren anderes er ständig bei sich trug und mit dem er nachts auch schlafen ging. Das gab ihm Sicherheit. Denn nun konnte er, wenn er wollte, Grenouilles Wunder selber nachvollziehen, die ihn, als er sie zum erstenmal erlebte, tief erschüttert hatten. Mit seiner schriftlichen Formelsammlung glaubte er, das entsetzliche schöpfeische Chaos, welches aus dem Innern seines Lehrelings hervolquoll, bannen zu können. Auch hatte die Tatsache, daß er nicht mehr bloß blöde staunend, sondern beobachtend und registrierend an den Schöpfungsakten teilnahm, auf Baldini eine beruhigende Wirkung und stärke sein Selbstvertrauen. Nach einer Weile glaubte er gar von sich, zum Gelingen der sublimen Düfte nicht unwesentlich beizutragen. Und wenn er sie erst einmal in seine Büchlein eingetragen hatte, und im Tresor und dicht am eigenen Busen verwahrte, zweifelte er sowieso nicht mehr daran, daß sie nun ganz und gar sein eigen seien.
	92
	Grenouille deed het. En voor het eerst was Baldini in staat de afzonderlijke handelingen van de heksenmeester te volgen en vast te leggen. Met pen en papier zat hij naast Grenouille en noteerde, steeds weet tot langzaam werken manend, hoeveel gram van dit, hoeveel maatstrepen van dat, hoeveel druppels van een derde ingrediënt in de mengfles verdween. Op deze merkwaardige wijze, waarbij hij namelijk een proces achteraf juist met die middelen analyseerde zonder welker gebruik vooraf het eigenlijk helemaal niet had kunnen plaatsvinden, raakte Baldini eindelijk toch in het bezit van de synthetische instructie. Hóe Grenouille zonder deze in staat was zijn parfums te mengen bleef voor Baldini verder weliswaar een raadsel, of liever, een wonder, maar hij had het wonder tenminste tot een formule herleid en daardoor zijn naar regels dorstende geest enigermate bevredigd en zijn parfumistische wereldbeeld voor de totale ineenstorting bewaard.

Geleidelijk aan ontlokte hij Grenouille de receptuur van alle parfums die hij tot dusver had uitgevonden en hij verbood hem ten slotte zelfs nieuwe geuren aan te maken, zonder dat hij, Baldini, met pen en papier aanwezig was, het proces met argusogen gadesloeg en stap voor stap vastlegde. Zijn aantekeningen, al spoedig vele tientallen formules, schreef hij vervolgens pijnlijk nauwkeurig in schoonschrift over in twee boekjes, waarvan hij er een in zijn brandvrije geldkist wegborg en het andere altijd bij zich droeg en ’s nachts ook mee naar bed nam. Dat verschafte hem zekerheid. Want nu kon hij, als hij wilde, zelf Grenouilles wonderen nabootsen die hem, toen hij ze voor het eerst onderging, zo diep geschokt hadden. Met zijn schriftelijke verzameling formules meende hij de ontzrttend creatieve chaos die uit het innerlijk van zijn leerling opwelde te kunnen beteugelen. Ook had het feit dat hij niet meer dom en verbaasd, maar waarnemend en registrerend aan de scheppingsdaad deelnam, op Baldini een rustgevende uitwerking die zijn zelfvertrouwen versterkte. Na een poosje geloofde hij zelfs dat hij tot het welslagen van de sublieme geuren een niet onwezenlijke bijdrage leverde. En als hij ze eenmaal in zijn boekjes had opgetekend en in de brandkast en dicht tegen zijn boezem bewaarde, twijfelde hij er allang niet meer aan dat ze nu volledig van hem waren.
	95
	Grenouille did it. And for the first time Baldini was able to follow and document the individual manoeuvres of this wizard. Paper and pen in hand, constantly urging a slower pace, he sat next to Grenouille and jotted down how many drams of this, how many level measures of that, how many drops of some other ingredient wandered into the mixing bottles. This was a curious after-the-fact method for analysing a procedure; it employed principles whose very absence ought to have totally precluded the procedure to these sublime scents. And when he had once entered them in his little book and entrusted them to his safe and his bosom, he no longer doubted that they were now his and his alone.

	127
	Grenouille aber, der etwas mehr im Schatten saß, hörte gar nicht zu. Ihn interessierten keine alten Geschichten, ihn interessierte ausschließlich der neue Vorgang.
	99
	Maar Grenouille, die in de schaduw zat, luisterde helemaal niet, hem interesseerde uitsluitend het nieuwe procédé.
	101
	Grenouille, however, who sat back more in the shadows, did not listen to him at all. He did not care about old tales, he was interested in one thing only: this new process.

	150
	Und so kam es ganz von alleine und ohne besonderen Entschluß, daß sein Plan, auf schnellsten Wege nach Grasse zu gehen, allmählich verblaßte; der Plan löste sich zosusagen in der Freiheit auf, wie alle andere Pläne und Absichten.
	119
	En zo kwam het dat zijn plan via de snelste weg naar Grasse te gaan langzamerhand verbleekte; het plan loste als het ware in vrijheid op, zoals alle andere plannen en voornemens.
	121
	And so it happened quite naturally and as the result of no particular decision that his plan to take the fastest road to Grasse gradually faded; the plan unravelled in freedom, so to speak, as did all his other plans and intentions.

	150
	Tagsüber verkroch er sich ins Unterholz, schlief unter Büschen, im Gestrüpp, an möglichst unzugänglichen Orten, zusammengerollt wie ein Tier, die erdbraune Pferdedecke über Körper und Kopf gezogen, die Nase in die Ellbogenbeuge verkeilt und abwärts zur Erde gerichtet, damit auch nicht der kleinste fremde Geruch seine Träume störte.
	119
	Overdag kroop hij weg in het kreupelhout, sliep onder bosjes, in struikgewas, op zo min mogelijk toegankelijke plaatsen, opgekruld als een dier, de aardebruine paardedeken over lichaam en hoofd getrokken, zijn neus in het holletje van zijn arm geklemd en omlaaggericht naar de aarde, opdat ook niet het kleinste vleugje vreemde geur zijn dromen verstoorde.
	121
	During the day he crept into thickets, slept under bushes, in the undergrowth, in the most inaccessible spots, rolled up in a ball like an animal, his earthen-coloured horse blanket pulled over his body and head, his nose wedged in the crook of an elbow so that not the faintest foreign odour could disturb his dreams.

	155
	Er fand auch Nahrung, nämlich kleine Salamander und Ringelnattern, die er, nachdem er ihnen den Kopf abgeknipst hatte, mit Haut und Knochen verschlang. Dazu aß er trockene Flechten und Gras und Moosbeeren. Diese nach bürgerlichen Maßstäben völlig undiskutable Ernährungsweise verdroß ihm nicht im mindesten.
	123
	Hij vond ook voedsel, namelijk kleine salamanders en ringslangen, die hij, nadat hij ze de kop had afgeknepen, met huid en botten verslond. Deze voedingswijze, die volgens burgerlijke maatstaven absoluut niet voor discussie vatbaar was, verdroot hem niet in het minst.
	126
	He also found nourishment in the form of small salamanders and ring snakes; he pinched off their heads, then devoured them whole. He also ate dry lichen and grass and mossberries. Such a diet, although totally unacceptable by bourgeois standards, did not disgust him in the least.

	169
	Während dieser Zeit herrschte in der äußeren Welt Krieg, und zwar Weltkrieg.
	134
	Gedurende deze tijd heerste er oorlog in de buitenwereld.
	137
	Meanwhile war raged in the world outside, a world war.

	170
	Sie geschah im Schlaf. Besser gesagt im Traum. Vielmehr im Traum im Schlaf im Herz in seiner Phantasie.
	135
	Ze gebeurde in zijn slaap. Of liever in de droom in de slaap in het hart in zijn fantasie.
	138
	It happened in his sleep. Or rather, in his dreams. Or better still, in a dream while he slept in the heart of his fantasies.

	181
	Während er ihm nach und nach die Lumpen vom Leibe riß, erklärte er den verheerenden Effekt, den das Verwesungsgas auf Grenouilles Körper ausgeübt habe: Da seh man Pusteln und Narben, hervorgerufen durch Gasverätzung; dort auf der Brust ein riesiges glänzendrotes Gaskarzinom; allenthalben eine Zersetzung der Haut; und sogar eine deutliche fluidale Verkrüppelung des Skeletts, die als Klumpfuß und Buckel sichtbar hervortrete.
	143
	Terwijl hij hem de lompen de een na de ander van zijn lijf trok, legde hij de fatale uitwerking uit die het ontbindingsgas op Grenouilles lichaam had uitgeoefend: kijk naar deze pokken en littekens; daar op de borst een reusachtig glimmend rood gascarcinoom; allerwegen aantasting van de huid; en zelfs een duidelijke fluïdale verkreupeling van het skelet, die in de vorm van klompvoet en bochel zichtbaar te voorschijn traden.
	146-7
	While he stripped Grenouille of his rags piece by piece, he explained the devastating effect that the corruptive gas had perpetrated on Grenouilles body. One could see the pustule and scars caused by the corrosive gas; there on his breast a giant, shiny-red gas cancer; a general disintegration of the skin; and even clear evidence of fluidal deformation of the bone structure, the visible indications being a clubfoot and a hunchback.

	195
	Nur wenn er direkt mit jemandem zusammengestoßen war, im Gedränge oder urplötzlich an einer Straßenecke, dann hatte es einen kurzen Augenblick der Wahrnehmung gegeben; und mit Entsetzen meistens prallte der Getroffene zurück, starrte ihn, Grenouille, für ein paar Sekunden an, als sehe er ein Wesen, das es eigentlich nicht geben dürfte, ein Wesen, das, wiewohl unleugbar da, auf irgendeine Weise nicht präsent war – und suchte dann das Weite und hatte seiner augenblicks wieder vergessen...
	153
	Alleen wanneer hij pardoes tegen iemand was opgebotst, in de drukte of plotseling op de hoek van een straat, was er een kort moment van waarneming geweest; en meestal deinsde de ander ontsteld terug, staarde hem, Grenouille, een paar seconden lang aan alsof hij een wezen zag dat eigenlijk niet mocht bestaan, een wezen dat, hoewel het er onmiskenbaar wás, op een of andere manier niet aanwezig was – en nam dan de benen en was hem ogenblikkelijk weer vergeten...
	158
	Only if he ran right into someone in a crowd or in a street-corner collision would there be a brief moment of discernment; and the person encountered would bounce off and stare at him for a few seconds as if gazing at a creature that ought not even to exist, a creature that, although undeniably there, in some way or other was not present – and would take to his heels and have forgotten him, Grenouille, a moment later...

	204-5
	Im Grunde, so stellte er fest, konnte er den Leuten erzählen, was er wollte. Wenn sie einmal Vertrauen gefaßt hatten – und sie faßten Vertrauen zu ihm mit dem ersten Atemzug, den sie von seinem künstlichen Geruch inhalierten –, dann glaubten sie alles.
	161
	Als het erop aankwam, zo stelde hij vast, kon hij de mensen vertellen wat hij wilde. Zodra ze eenmaal vertrouwen in hem stelden – en ze stelden bij de eerste ademteug die ze van zijn kunstmatige geur tot zich namen vertrouwen in hem – dan geloofden ze alles.
	166
	In essence, he could tell people whatever he wanted. Once they had gained confidence in him – and with the first breath, they gained confidence in him, for they were inhaling his artificial odour – they believed everything.

	206-7
	Der an der Schwelle zum Greisenalter stehende Mann wollte sich auf den 2800 Meter hohen Gipfel tragen lassen und sich dort drei Wochen lang der schiersten, frischesten Vitalluft aussetzen, um, wie er verkündigte, pünktlich am Heiligen Abend als kregler Jüngling von zwanzig Jahren wieder herabzusteigen.
	162
	De op de drempel van de bejaarde leeftijd staande man wilde zich naar de 2800 meter hoge top laten dragen om zich daar bloot te stellen aan de zuiverste, friste vitale lucht om, zoals hij verkondigde, stipt op kerstavond als een kwieke jongeling van twintig jaar weer af te dalen.
	167
	Though on the threshold of senescence, the man wanted to be borne to the summit at nine thousand feet and left there in the sheerest, finest vital air for three whole weeks, whereupon, he announced, he would descend from the mountain precisely on Christmas Eve as a strapping lad of twenty.

	221
	Die Blüten wurden schon in aller Früh geliefert, körbeweise in das Atelier geschüttet, zehntausendfach, in voluminösen, aber federleichten duftenden Haufen.
	176
	De bloemen werden in alle vroegte afgeleverd, bij mandenvol in het atelier geschud, tienduizendvoudig, in volumineuze, maar vederlichte geurende hopen.
	180
	The blossoms were delivered very early in the morning, emptied out in the workshop by the basketful into massive but lightweight and fragrant piles.

	225
	Nach gründlicher Filtrage durch Gazetücher, in denen auch die kleinsten Klümpchen Fett zurückgehalten wurden, füllte Druot den parfümierten Alkohol in einen kleinen Alambic und destillierte ihn über dezentestem Feuer langsam ab. Was nach der Verflüchtigung des Alkohols in der Blase zurückblieb, was eine winzige Menge blaß gefärbter Flüssigkeit, die Grenouille wohlbekannt war, die er aber in dieser Qualität und Reinheit weder bei Baldini noch etwa bei Runel gerochen hatte: Das schiere Öl der Blüten, ihr blanker Duft, hunderttausendfach konzentriert zu einer kleinen Pfütze Essence Absolue.
	178
	Na grondige filtrering door gazen doeken, waarin ook de kleinste vetklompjes achterbleven, vulde Druot de geparfumeerde alcohol in een kleine alambiek en destilleerde hem langzaam boven het zo laag mogelijke vuur. Wat na de vervluchtiging van de alcohol in de kolf achterbleef, was een zeer geringe hoeveelheid bleekgekleurde vloeistof, die Grenouille welbekend voorkwam maar die hij van deze kwaliteit en zuiverheid noch bij Baldini, noch bij bijvoorbeeld Runel had geroken: de pure olie van bloemen, hun loutere geur, honderdduizendvoudig geconcentreerd in een klein plasje essence absolue.
	183
	After carefully filtering the perfumed alcohol through gauze that retained the least little lump of oil, Druot filled a small alembic and distilled it slowly over a minimum flame. What remained in the matrass was a tiny quantity of a pale-hued liquid that Grenouille knew quite well, but had never smelled in such quality and purity either at Baldini’s or Runel’s: the finest oil of the blossom, its polished scent concentrated a hundred times over to a little puddle of essence absolue.

	236
	Drüben vor dem Schlachthaus lockte er ihn mit einem Stück Fleisch von seiner Mutter weg bis in die Werkstatt, und während das Tier mit freudig erregten Hecheln nach dem Fleisch in Grenouilles Linker schnappte, schlug er ihm mit einem Holzscheit, das er in der Rechten hielt, kurz und derb auf den Hinterkopf.
	187
	Voor het slachthuis lokte hij hem van zijn moeder weg met een stuk vlees tot in de werkplaats en terwijl het dier verheugd opgewonden hijgend naar het vlees in Grenouilles linkerhand hapte, sloeg hij hem met een stuk brandhout, dat hij in zijn rechterhand hield, achter op zijn kop.
	192
	He enticed it away from its mother with a piece of meat, all the way from the slaughterhouse to the laboratory, and as the animal panted excitedly and lunged joyfully for the meat in Grenouille’s left hand, he gave one quick, hard blow to the back of its head with a piece of wood he held in his right.

	242
	Als er nachts in der Kabane lag, holte er den Duft noch einmal aus der Erinnerung herauf – er konnte der Versuchung nicht widerstehen – und tauchte in ihm unter, liebkoste ihn und ließ sich selbst von ihm liebkosen, so eng, so traumhaft nah, als besäße er ihn schon wirklich, seinen Duft, seinen eigenen Duft, und er liebte ihn an sich und sich durch ihn eine berauschte köstliche Weile lang.
	192
	Toen hij ‘s avonds in de hut lag haalde hij de geur uit zijn herinnering naar boven – hij kon de verleiding niet weerstaan – en dook erin onder, liefkoosde hem en zichzelf door hem te liefkozen, zo innig, zo droomachtig nabij alsof hij hem al werkelijk bezat, zijn geur, zijn eigen geur, en hij hield van hem op zichzelf en van zichzelf door hem gedurende een roesachtige kostelijke lange poos.
	197
	That night, as he lay in his cabin, he conjured up the memory of the scent – he could not resist the temptation – and immersed himself in it, caressed it, and let it caress him, so near to it, as fabulously close as if he possessed it already in reality, his scent, his own scent; and he made love to it and to himself through it for an intoxicatingly deliciously long time.

	251
	Sonderbarerweise vermehrte diese Erkenntnis das Entsetzen, anstatt es zu mindern, denn insgeheim hatte jedermann angenommen, daß dei Mädchen mißbraucht worden seien.
	198
	Merkwaardigerwijs verhoogde dit feit de ontsteltenis, in plaats van die te verminderen, want heimelijk was iedereen ervan uitgegaan dat de meisjes misbruikt waren.
	204
	Strangely enough, this knowledge only increased the sense of horror, for everyone had secretly assumed that the girls had been ravished.

	261
	Schließlich waren ihm der größte Duftstoffhandel Frankreichs, sein Reichtum und das Amt des Zweiten Konsuls nicht gnadenhalber in den Schoß gefallen, sondern er hatte sie sich erkämpft, ertrotzt, erschlichen, indem er Gefahren beizeiten erkannt, die Pläne der Konkurrenten schlau erraten und Widersacher ausgestochen hatte.
	206
	Per slot van rekening waren de grootste geurstoffenhandel van Frankrijk, zijn rijkdom en het ambt van vice-consul hem niet door de lieve Heer in de schoot geworpen, maar had hij er voor moeten vechten, ze moeten afdwingen, ze op arglistige wijze moeten verkrijgen, doordat hij de plannen van de concurrentie slim had geraden en hem tegenwerkende krachten in het stof had doen bijten.
	212
	After all, the largest wholesale perfume business in France, his wealth, his office as second consul, these had not fallen into his lap as gracious gifts, but he had fought for them, with doggedness and deceit, recognizing dangers ahead of time, shrewdly guessing his competitor’s plans, and outdistancing his opponents.

	262
	In der Küche flammten die Feuer auf, durch die Gänge huschten die aufgeregte Mägde, treppauf treppab eilte der Diener, in den Kellergewölben klapperten die Schlüssel des Lagerverwalters, im Hof leuchteten Fackeln, Knechte liefen um Pferde, andere zerrten die Maultiere aus den Ställen, es wurde gezäumt, gesattelt, gerannt und geladen – man hätte glauben können, die austrosardischen Horden seien plündernd und sengend im Anmarsch wie anno 1746 und der Hausherr rüste in panischer Eile zur Flucht.
	207
	In de keuken vlamden de vuren op, door de gangen stoven de opgewonden meiden, de bedienden [sic] snelden de trappen op en af, in de keldergewelven rammelden de flambouwen, knechten haalden de paarden, anderen trokken de muildieren uit de stal, er werden hoofdstellen omgelegd, zadels gegord, er werd gerend en gepakt – je zou haast denken dat de Austrosardische horden plunderend en brandschattend in aantocht waren zoals in het jaar 1746 en dat de heer des huizes in panische haast de benen nam.
	213
	The fire blazed up in the kitchen, excited maids scurried along the corridors, servants [sic] dashed up and down the stairs, in the vaulted cellars the keys of the steward rattled, in the courtyard torches shone, grooms ran along the horses, others tugged mules from their stalls, there was bridling and saddling and running and loading – one would have almost believed that the Austro-Sardian hordes were on the march, pillaging and torching, just as in 1746, and that the lord of the manor was mobilizing to flee in panic.

	263
	Ihm folgte seine Tochter, bescheidener gekleidet, aber so strahlend schön, daß das Volk auf der Straße und an den Fenstern nur Augen für sie hatte, daß andächtige Ahs und Ohs durch die Menge gingen und die Männer ihren Hut zogen – scheinbar vor dem zweiten Konsul, im Wahrheit aber vor ihr, der königlichen Frau.
	207-8
	Achter hem volgde zijn dochter, meer bescheiden gekleed, maar zo stralend mooi dat het volk op straat alleen ogen voor haar had, zodat devote ah’s en oh’s uit de menigte opstegen en de mannen hun hoed afzetten – kennelijk voor de vice-consul, in werkelijkheid echter voor haar, de koninklijke vrouw.
	214
	He was followed by his daughter, dressed less showily, but so radiantly beautiful that the people along the street and at the windows had eyes only for her, their fervent ahs and ohs passing through the crowd while the men doffed their hats – apparently for the second consul, but in reality for her, the regal woman.

	275
	Nur mit zusammengebissenen Zähnen konnte er dieses ekelhafte Geräusch ertragen, und nachdem es vorüber war, stand er noch eine Weile lang steif und verbissen da, die Hand um die Keule gekrampft, als fürchte er, das Geräusch könne zurückkehren als widerhallendes Echo von irgendwoher.
	217
	Dit akelige geluid kon hij alleen met op elkaar geperste tanden verdragen, en zodra het voorbij was stond hij nog een poosje stram en verbeten, zijn hand om de knuppel geklemd alsof hij vreesde dat het geluid ergens vandaan kon terugkeren als een galmende echo.
	224
	He could bear that gruesome sound only by clenching his teeth, and, after it was all over, standing off to one side stiff and implacable, as if he feared the sound would return from somewhere as a resounding echo.

	287
	Die Indizien waren überwältigend. Man ließ die Kirchenglocken läuten. Der Gerichtspräsident gab durch Ausruf und Anschlag bekannt, daß der berüchtigte Mädchenmörder, nach dem man fast ein Jahr lang gefahndet habe, endlich gefaßt und in festem Gewahrsam sei.
	226
	De bewijzen waren overweldigend. De president van de rechtbank maakte door middel van de stadsomroeper en plakkaten bekend dat de beruchte meisjesmoordenaar naar wie bijna een jaar was gezocht eindelijk was gepakt en in verzekerde bewaring gesteld.
	234
	The evidence was overwhelming. The order was given to toll the church bells. The presiding judge announced by proclamation and public notice that the infamous murderer of young girls, sought now for almost one year, had finally been captured and was in custody.

	307
	Und anders als damals half hier kein Schrei, der ihn erwachen ließe und befreite, und half keine Flucht zurück in die gute, warme, rettende Welt. Denn dies, hier und jetzt, war die Welt, und dies, hier und jetzt, war sein verwirklichter Traum. Und er selbst hatte es so gewollt.
	241
	En anders dan toen hielp hier geen schreeuw die hem deed ontwaken en bevrijdde en hielp geen vlucht terug naar de goede, warme, reddende wereld. Want dit, hier en nu, was zijn verwezenlijkte droom. En hij had het zelf zo gewild.
	250
	And different because here no scream would help to wake and free him, no flight would rescue him and bring him into the good, warm world. For here and now, this was the world, and this, here and now, was his dream come true. And he had wanted it thus.

	310-11
	Von hier auf konnte man über die Stadtmauer sehen, über die Schüssel des Grasser Landes, bei klarem Wetter wohl auch bis zum Meer. Jetzt hing ein dünner Nebel, ein Dunst eher, über denk Feldern, und die Düfte, die von dorther kamen, Gras, Ginster und Rose, waren wie gewaschen, rein, simpel, tröstlich einfach.
	244
	Van hieraf kon je over de stadsmuur kijken, over de schotel van het land van Grasse, bij helder weer wel tot zee. Nu hing er een dunne nevel, meer een damp, over de velden en de geuren die eruit opstegen, gras, brem en roos, waren als gewassen, schoon en simpel, troostrijk eenvoudig.
	253
	From there you could see over the city wall, out across the valley surrounding Grasse. A light fog, or better a haze, hung now over the fields, and the odours that came from them – grass, broom and rose – seemed washed clean, comfortingly plain and simple.

	312
	Selbst denen, die nicht getrunken hatten, war bleischwer im Kopf und speiübel in Magen und Gemüt.
	245
	Zelfs degenen die niet hadden gedronken hadden een loodzwaar hoofd en voelden zich spuugziek in hun maag.
	254
	Even those who had not drunk had heads heavy as lead and were wretchedly sick to their stomachs and wretchedly sick at heart.

	316
	Die Hand, die den Flakon umschlossen hatte, duftete ganz zart, und wenn er sie an seine Nase führte und schnupperte, dann wurde ihm wehmütig, und für ein paar Sekunden vergaß er zu laufen und blieb stehen und roch. Niemand weiß, wie gut dies Parfum wirklich ist, dachte er.
	252
	De hand die de flacon had vastgehouden rook heel mild en als hij hem naar zijn neus bracht en snuffelde, voelde hij zich weemoedig worden en een paar seconden lang vergat hij te lopen, bleef stil staan en rook. Niemand weet hoe goed dit parfum werkelijk is, dacht hij.
	260
	The hand that had grasped the flacon was fragrant with a faint scent, and when he put it to his nose and sniffed, he grew wistful and forgot to walk on and stood there smelling. No one knows how good this perfume really is, he thought.

	317
	Das Gemüse an den Marktständen erschlaffte, eh’ es Mittag war. Fleisch und Fische verwesten.
	253
	De groente op de marktkramen lag slap voor het middag was. Vlees en vis rotten weg.
	261
	The vegetables in the market stalls shrivelled up. Meat and fish rotted.
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