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Abstract 

 

The aim of this thesis is to examine the translation of implied meaning from renowned 

French and Italian texts into modern English, by Irish poet Ciaran Carson. The 

translations selected for study from Carson’s work are The Inferno of Dante Alighieri 

(2002), from Dante Alighieri’s Inferno (1308–21); The Alexandrine Plan (1998), from 

Arthur Rimbaud’s Les Cahiers de Douai (1870); and In the Light Of (2012), from 

Rimbaud’s Illuminations (1886).  

In translation of Dante’s medieval poetry, and while operating within the 

disciplined parameters of the terza rima, Carson provides dizzying perspectives, 

switching from courtly love language to quotidian banter. He uses marked expressions, 

local dialects and multilingual vocabulary, even incorporating Ulster Scots: ‘Aff ye 

gang, ah need nae mair advice’. Carson’s modern rendering calls for an original angle in 

analysis, or, in his words, a ‘squint of the imagination’. 

Intrigued by Arthur Rimbaud’s decadent disregard for established poetic 

structure and ideals, Carson has identified the need for a complete dismantling of 

Rimbaud’s poems before commencing translation. He uses practical language to 

describe his translation process: ‘restoration, renovation, cut, interpolate and interpret’. 

He employs dictionaries, musical rhythms, dreams and modern Hiberno-Irish slang to 

create Alexandrine sonnets and rhyming couplets. One can almost hear the ‘rhyme, 

chime, and echo’ of his workshop, as he forges Rimbaud’s fin de siècle French into a 

new cultural rendering. 

The trends which Carson demonstrates in his literary translations merit this 

investigation, one which addresses an etymological consideration of ST words and 

cross-linguistic differences between SL and TL. Such inquiry has prompted the design 

of the HGT, an analytical framework with Principles of Sufficiency, Intention upon the 

language, Manner and Extension, devised as a tool to identify, categorize, and describe 
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Carson’s translation of implied meaning. This model, which permits a creative and 

inventive study of implicature, derives from a melding of Gricean and neo-Gricean 

linguistic theory with pertinent translation theory. 
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Introduction: Carson’s Translation of Implied Meaning: A Neglected Area of 

Study 

‘Languages are not strangers to one another, but are, a priori and apart from all 

historical relationships, interrelated in what they want to express’1 

0.0 Scope of the thesis 

The scope of this thesis is to analyse how Irish poet, writer and musician2 Ciaran Carson 

(1948–2019) translates implied meaning (implicature)3 from selected French and Italian 

texts into modern English. The translations selected for study from Carson’s work are 

The Inferno of Dante Alighieri (2002),4 from Dante Alighieri’s Inferno (1308–21); The 

Alexandrine Plan (1998),5 from Arthur Rimbaud’s Les Cahiers de Douai (1870); and In 

the Light Of (2012),6 from Rimbaud’s Illuminations (1886). The thesis closely examines 

not only how Carson translates implied meaning from the source text (ST), but also 

explores how he enhances, reduces, or even creates implied meaning of his own in the 

target text (TT). The examination of Carson’s TT is carried out via a thorough 

investigation using an original and specifically designed neo-Gricean theory of 

translation which is hereinafter referred to as the Hybrid Gricean Theory (HGT).7  

 
1 Benjamin, ‘The Task of the Translator’, in Hannah Arendt (ed.) and Harry Zohn (trans.), Illuminations: 

Essays and Reflections (New York: First Mariner Books, 1968), pp. 11–26 (p. 14). 
2 Carson was an Irish traditional musician (voice, tin whistle). He is the author of two books on Irish 

Traditional Music, The Pocket Guide to Traditional Irish Music (Belfast: Appletree Press, 1986) and Last 

Night’s Fun – A Book about Irish Traditional Music (New York: North Point Press, 1996). 
3 Paul Grice (1913–88), an English professor of language philosophy, identified the space between what 

we say and what we mean as ‘implicature’. Implicature is what is implied, not what is stated.  
4 Carson (trans.), The Inferno of Dante Alighieri, 2nd edn (London: Granta Books, 2004). Henceforth 

referred to as TIDA. 
5 Carson (trans.), The Alexandrine Plan (Oldcastle: Gallery Press, 1998). Henceforth referred to as TAP. 
6 Carson (trans.), In the Light Of (London: Granta Books, 2004). Henceforth referred to as ILO. 
7 The Hybrid Gricean Theory will be abbreviated as follows: HGT. 
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Translation scholars such as Lawrence Venuti8 recommend a pluralistic 

approach to literary translation analysis via any given linguistics-based, theoretical 

framework. For example, although Venuti supports the value of the Gricean model of 

conversation for translation analysis up to a certain point, he also takes the view 

followed in this thesis, that in literary translation scrutiny ‘linguistics-oriented 

approaches [should] be qualified and supplemented’.9 Therefore, the neo-Gricean 

theory, developed in this thesis, is specifically termed ‘hybrid’ because, although it 

relies on Grice’s original approach, it also employs pertinent elements from Translation 

Studies theories which are essential to supplement the linguistic theory for the 

determination and investigation of Carson’s translation techniques. This neo-Gricean 

approach facilitates an enriched reading of Carson’s TTs. 

0.1 Carson’s poetic oeuvre and contextualization of his translation work 

Belfast poet, novelist and musician, Ciaran Carson, a bilingual person,10 born into an 

Irish-speaking family,11 was the author of nineteen works of poetry and ten works of 

prose. He lived in Belfast for his entire life, seventy years. His affection for Belfast is 

obvious, despite the city’s difficult history, and much of his poetry is devoted to the 

city, including, for example, two of his poetry volumes, The Irish for No (1987) and 

 
8 Lawrence Venuti, American translation theorist and author. He introduced the term ‘foreignization’ to 

describe his preferred method of translation: one where the translator is highly visible, bringing the target 

text readers closer to the source text by giving them the experience of reading a foreign text. This is 

achieved through various means (for example, retaining specific cultural references, using loanwords and 

calques).  
9 Venuti, ‘Translation, Heterogeneity, Linguistics’, Traduction, Terminologie, Rédaction, 9 (1996), 91–115 

(p. 109). 
10 Carson has spoken of feeling that he is between the Irish and the English languages, ‘Always in my 

mind, I’m slightly uncertain whether I speak Irish or English’ (at 00:27 sec.), see Blackbird Book Club: 

Ciaran Carson, online video recording, YouTube, 5 January 2011 <www.youtube.com/watch?v= 

6k38rdOEA4M> [accessed 12 December 2019]. 
11 In her unpublished memoir Whence I Came, my grandmother, Anna Finnegan, records that she taught 

Irish to Carson’s father, Liam Carson. 
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Belfast Confetti (1989). He approaches this location in a personal way via eclectic 

descriptions of closely observed people12 (or even parts of people),13 curious places14 

and objects.15 

This thesis provides a pragmatic study. Notably, the study of implicature is 

regarded as a central topic in the linguistic area of pragmatics.16 A definition of 

pragmatics is therefore required in this introduction. Linguistics scholar Siobhan 

Chapman17 owns that in defining ‘pragmatics’, one can get into ‘disputed territory’,18 

however she advocates using the clear definition that pragmatics is ‘meaning in 

context’,19 arguing that this ‘steers clear of many of the major controversies’.20 Other 

translation studies and linguistics scholars concur with Chapman; both Mona Baker and 

Yan Huang have defined pragmatics as ‘the study of language in use’.21 

The chapters which follow will show that Carson demonstrates a keen interest in 

‘language in use’, regarding his own language and that of others.22 Key to an 

understanding of his translation methods is an appreciation that his writing is deeply 

contextualized within his own Irish culture and history, incorporating his practice of 

Irish traditional music and his affection for, and expert knowledge of, the city of 

 
12 Carson, ‘Linear B’, The Irish for No (Dublin: Gallery Press, 1987), p. 33. 
13 Carson, ‘Bloody Hand’, Belfast Confetti (Oldcastle: Gallery Press, 1989), p. 51.  
14 Carson, ‘Smithfield Market’, The Irish for No, p. 37. 
15 Carson, ‘Calvin Klein’s Obsession’, The Irish for No, p. 21. 
16 Yan Huang, Pragmatics, 2nd edn (Oxford: Oxford University Press, 2014), p. 26. 
17 Siobhan Chapman is professor of English at the University of Liverpool. She specializes in Pragmatics, 

specifically the application of both Gricean and neo-Gricean theories to prose fiction. 
18 Chapman, ‘Introduction’, Pragmatics (Basingstoke: Palgrave Macmillan, 2011), pp. 1–18 (p. 1). 
19 Ibid. 
20 Ibid. 
21 Baker, In Other Words: A Coursebook on Translation, 3rd edn (Oxon: Routledge, 2018), p. 235. Huang, 

Pragmatics, p. 1. 
22 Carson’s father influenced his interest in languages. In interview with Ciaran O’Neill, he relates, ‘our 

father was an Esperanto buff as well as a committed Gaeilgóir’. He also tells of how his father used to 

‘invent skeletal languages as a code to further confuse outsiders, who already thought us sufficiently 

bizarre for our speaking Irish’. O’Neill, ‘Interview with Ciaran Carson: From Both Sides of the Track’, in 

W. R. Irvine (ed.), From the Small Back Room: A Festschrift for Ciaran Carson (Belfast: Netherlea, 

2008), pp. 163–173 (p. 163). 
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Belfast. With his deep-rooted knowledge of the city,23 he explains, in interview, that 

even from an early age, he had ‘aspirations to be a scholar of the time, know the 

place’.24 Carson, in his writing, places himself into a narrative of the city, ‘it’s outside 

yourself, but you can put yourself into it’.25 However, this in no way suggests that his 

work is insular, rather it is outward reaching in terms of language, place, time, 

embracing what Carson terms as a wide ‘universe of discourse’.26 His desire to reach 

beyond his own culture and language(s) is underscored by the fact that he has 

demonstrated a keen interest in foreign languages, integrating an impressive variety of 

these27 into a significant proportion of his original poetry. His enthusiasm for foreign 

languages and the fact that he was bilingual, led him to translate from at least nine 

languages: Irish, French, Latin, Welsh, Italian, Japanese, Greek, Romanian28 and 

Russian.29  

To analyse Carson’s translation techniques with some rigour, it is useful not 

only to have to have a thorough contextual knowledge of his life, interests and 

preoccupations as revealed by his writing, but it is also helpful to view exactly where 

translations are placed within his poetic œuvre. A pursuit of his methods allows 

informed insight into the area. Appendix A provides a record of the position of Carson’s 

translations within his poetic output.30 In interview with Carson, critic Jenny Malmqvist 

 
23 Carson describes how his (postman) father knew Belfast ‘inside and out’ and how he would ‘take us on 

family walks around town, point out places, tell us the stories behind them’. See David Laskowski, 

‘Inventing Carson: An Interview’, Chicago Review, 45: 3/4 (1999), pp. 92–100 (p. 94). 
24 Ibid, p. 94. 
25 Rand Brandes, ‘Interview with Ciaran Carson’, The Irish Review (Cork), 8 (Spring, 1990), 77–90 (p. 

77). 
26 Frank Ormsby, ‘Interview with Ciaran Carson’, The Linen Hall Review, 8: 1 (Spring, 1991), 4–11 (p. 

6). 
27 For example, Carson has included Irish, French, Italian, Japanese, Latin, Polish, Spanish and Greek 

terminology in his original poetry. 
28 Carson’s translations from Romanian are included in John Fairleigh (ed.), When the Tunnels Meet: 

Contemporary Romanian Poetry, (Melkshalm: Cromwell Press, 1996). Besides Carson, the book features 

the translations of Medbh Mc Guckian, Michael Longley and Seamus Heaney, among others. Carson has 

contributed translation to various other collections and journals, however, these are not included in the 

translation table Appendix A, which presents the translations in his own book-length works.  
29 See Appendix A.  
30 See Appendix A. 
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observed, ‘Translations, of various kinds, occupy a central place in your work’ (my 

italics).31 Carson’s response confirms that he sees the act of translation as integral to, 

and not distinct from, the writing of his entire body of work and the reading which 

informs it:  

you might say that all writing is translation: the attempt to arrive at a suitable frame of words for 

what one has in mind, or what one thought one had in mind. And translation is a form of reading, 

whether of the original text, or one’s understanding of it.32  

A literature review reveals significant results in terms of the position of 

translation within his work: between 1976 and 2019, this prolific poet produced 923 

poems,33 in his own book-length anthologies, 258 of which are translations and close 

adaptations. It is also significant that six of his nineteen volumes of poetry are complete 

works of translation.34 Carson’s translations are designed, of course, to be read but his 

invitation is to encourage the TTR to involve themselves in the narrative, designing their 

own ‘take’ on the overall story. Literary critic Clive Scott argues that ‘the more 

passionately one reads a text, the more one feels oneself to be its momentary author, the 

more finished a work seems, the more it is without life’.35 Similarly, Carson’s readers 

are invited into the places where implicit meaning exists, to complete a story of their 

own, based on Carson’s implications. As he suggested, ‘maybe you make yourself the 

subject, if you had heard the story, because it’s a far better story if it happened to you’.36  

A reading of Carson’s literary translations demonstrates certain trends which 

merit investigation – this has prompted the design of the HGT framework, devised as a 

 
31 Malmqvist, ‘Interview with Ciaran Carson’, in W. R. Irvine (ed.), From the Small Back Room (Belfast: 

Netherlea, 2008), pp. 52–59 (p. 56).  
32 Ibid. p. 57. 
33 This figure derives from Carson’s original poetry collections. 
34 Carson’s book-length works of translation are: TAP (1998), TIDA (2002), The Táin (2006), The 

Midnight Court (2007), ILO (2012) and From Elsewhere (2014). 
35 Clive Scott, ‘Translating the Literary: Genetic Criticism, Text Theory and Poetry’, in Susan Bassnett 

and Peter Bush (eds.), The Translator as Writer (London: Continuum, 2006), pp. 106–118 (p. 107).  
36 Laskowski, ‘Inventing Carson: An Interview’, p. 96. 
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tool to elucidate his translation methods. The purpose of this thesis is to focus on 

strands of Carson’s TT language, regarding them as exemplars which demonstrate 

features of his translation techniques and which test out the usefulness of the HGT, thus 

allowing readers a way of identifying, categorizing, and describing what Carson has 

produced. 

0.2 Addressing a Research Gap 

Although Carson has attracted a considerable amount of literary criticism and comment, 

comparatively little has been written about his translation work. The latter is, therefore, 

identified as an important gap which the current thesis will address. The poet himself 

has often emphasized the significance of his translation practice in numerous interviews 

and readings,37 but perhaps partly because Carson has translated some of his work 

relatively recently,38 there is a dearth of published research on his translations. Neal 

Alexander39 and Clíona Ní Ríordáin40 are examples of two Irish writers who have 

discussed Carson’s translation methods. Literary articles and essays on Carson’s work 

are quick to point out the modernity of his versions of Dante and Rimbaud, but the 

research to date has tended to focus mainly on the TT and does not tend to provide a 

detailed examination of the original ST vocabulary. Such an approach, therefore, 

 
37 Including, for example, interviews with literary critics and writers Frank Ormsby, Jenny Malmqvist, 

Ciaran O’ Neill, David Laskowski and Elmer Kennedy-Andrews 
38 Carson’s last work of translation, From Elsewhere (Oldcastle: Gallery Press, 2014), was published in 

2014. 
39 Neal Alexander has written a monograph on Carson: Ciaran Carson: Space, Place, Writing (Liverpool: 

Liverpool University Press, 2010), which includes a chapter which focuses on Carson’s translations, 

‘Babel-babble: Language and Translation’, pp. 175–215. Alexander described his monograph as ‘the first 

such study of one of Ireland’s most inventive and challenging writers’. See (under ‘research’) Alexander 

<www.aber.ac.uk/en/english/staff-profiles/listing/profile/nea4/> [accessed 9 May 2021]. 
40 Examples of Clíona Ní Ríordáin’s work on Carson include journal articles such as: ‘Ciaran Carson and 

the Equilibrium of Language(s)’, Études de Stylistique Anglaise: Revue de la Société de Stylistique 

Anglaise, 14 (2019) <doi.org/10.4000/esa.3525> [accessed 2 May 2021]. 
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provides an incomplete story. Critic Edna Longley observes that ‘poetry does pick up 

Zeitgeist-shifts’,41 so it must logically follow that in translation analysis, the zeitgeist of 

the original ST’s time of writing should also be considered. Translator David Johnston 

has argued for an acknowledgement of the bi-temporal (‘elsewhen’), and bi-local 

(‘elsewhere’)42 aspects of literary translation:  

when we translate from the elsewhere or the elsewhen our shifting gaze — the dialogical gaze of 

the translator — allows that object to be simultaneously of then and there, encased in cultural 

difference, but also belonging to the shifting here and now of our spectator. In other words, 

translation is not a filter between past and present, for the cultural other and the located self; it is 

potentially a prism that releases, that fires off in different directions a series of intercultural and 

intertemporal moments that challenge and enrich spectator reception and experience.43   

Johnston’s translation ideal is also core to this thesis, which accommodates an 

interplaying dialogue between past (ST) and present (TT). To analyse such a dialogue, 

simultaneously congruent with the present and the past, the vocabulary and lexical 

choices of the ST must be understood temporally and in relation to those of the TT, as 

Johnston asserts.  

Since, firstly, current Carson criticism does not, for the most part, address an 

etymological consideration of the ST words and, secondly, there is a scarcity of inquiry 

relating to cross-linguistic differences between SL and TL and the differing implicatures 

which these can produce, this thesis will utilize a full consideration of selected ST 

vocabulary. In this way, applying the proposed HGT to Carson’s TT response to the ST 

will allow a more fruitful study. To that end, the etymology of Italian ST vocabulary, 

for example, will be examined from SL sources, with the aid of such invaluable 

 
41 Edna Longley, ‘The currency of poetry’, Fortnight, 479 (September, 2020), pp. 54–57 (p. 54).  
42 Carson uses the word ‘elsewhere’ often in his oeuvre and in interview. An important example of this is 

the title of his last work of translation, From Elsewhere. 
43 David Johnston, ‘Historical Theatre: The Task of the Translator’, Trans. Revista de Traductología, 13 

(2009), pp. 57–70 (p. 62) <revistas.uma.es/index.php/trans/article/view/3155/2908> [accessed 18 May 

2021]. 
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resources as Treccani which has comprehensively published the Enciclopedia Dantesca 

(1970–1975)44 online. Italian Dantean scholar Natalino Sapegno’s insights from his 

detailed studies on the vocabulary in the Commedia, along with his historical and 

literary account of the fourteenth century will also provide useful insights for the 

analysis.45 An examination of the nineteenth-century French ST vocabulary, relevant to 

the Rimbaldian STs, is aided, for example, by means of TLFi: Trésor de la Langue 

Française informatisé46 and Le Dictionnaire Érudit de la Langue Française.47 The 

thesis examines how, by employing a variety of techniques, linguistic, intuitive and 

even inventive, to capture the elusive and time-related essence of the original, Carson 

translates implied meaning from medieval Italian poetry and nineteenth-century French 

poetry. 

0.3 Research Questions Addressed in the Thesis 

The research questions below are addressed over the course of the following four 

chapters in this thesis. 

 
44 Treccani, the official website of the ‘Istituto della Enciclopedia Italiana’ (for further information see 

<guides.ou.edu/italian/trecanni>) is an enterprise of enormous scope, now providing a vast number of 

important encyclopaedic resources online. This includes the Enciclopedia Dantesca (1970–1975), 

considered to be a monumental work of vast academic significance to Dantean scholars. 
45 Natalino Sapegno (1901–1975), was a leading Italian scholar of Dante and of fourteenth-century Italian 

literature. His writings are available in Italian. This thesis refers to his literary and linguistic insights in, 

Sapegno, Storia letteraria del Trecento (Milano: R. Ricciardi, 1963); and to his detailed historical 

commentary and lexical analysis (written between 1955 and 1957) in, Dante Alighieri, La Divina 

Commedia: Inferno, ed. by Natalino Sapegno (Florence: La Nuova Italia, 1978).  
46 TLFi, Trésor de la Langue Française informatisé: a sixteen-volume (now online) dictionary of the 

French language of the 19th and 20th centuries which not only provides lexical definitions but also 

information on historical usages of words which is helpful in a comparative study of historic ST versus 

modern TT. 
47 Le Dictionnaire Erudit de la Langue Française (Paris: Larousse, 2014), has been selected as a useful 

dictionary for this thesis since it provides detailed etymological information and dating of the ST 

vocabulary. 
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1. What aspects of modern translation theory should be included in the HGT 

framework for the purposes of analysing Carson’s specific and noteworthy 

techniques in his translation of implicature?  

2. In what ways is a Gricean model of implicature a successful aid to elucidate 

literary translation? What useful elements of Gricean theory might be included 

in a neo-Gricean theory to elucidate Carson’s literary translation practices? 

3. Having drawn up the melded linguistic and translation theory, what does a 

detailed consideration of the HGT model reveal in Carson’s translation of 

implicature? 

4. In the context of Carson’s translations, could the HGT usefully be revisited or 

modified? 

5. Beyond the context of Carson’s translations, how widely applicable is the HGT? 

What other lines of literary enquiry might be pursued based on the analysis in 

this thesis? 

0.4 Methodology 

This seventeen-point section details the research methodology undertaken in the writing 

of the thesis:   

1. Conducting a review of Carson’s entire poetic oeuvre. This is required to 

determine Carson’s practices, noting trends, themes and developments within his 

original poetry which are also present in his translations. An overall review of 

Carson’s oeuvre is highly relevant since Carson sees all writing as a form of 

translation. Indeed, some critics have difficulty in distinguishing Carson’s 

original writing from his translations: critic David Laskowski commented 
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directly to Carson, ‘I happened to pick up TAP and it didn't dawn on me that it 

was the translations. It seemed so much like your own work.’48  

2. Producing a full list of translations in the published work of Carson, included as 

a table for reference (Appendix A). The table records the translations which 

occur in Carson’s original poetic works, the range of languages he has translated 

from and the position that his book-length works of translation occupy within 

his poetic oeuvre. 

3. Listening to Carson’s recorded interviews, readings and lectures to gather 

evidence from published interviews with specific reference to the techniques and 

influences which inform his translation practices.  

4. Conducting a focused literature review within the domain of historic literary 

translation. This includes an examination of enduring and significant theories 

which are influential in modern translation theory and selecting theories (shaped 

from past practice) pertinent to Carson’s practices, such as those from 

translation scholars Walter Benjamin, Maria Tymoczko, Mona Baker and 

Lawrence Venuti. 

5. Presenting research from this thesis at different points in its progression at a 

variety of conferences49 to gain fresh insights from current translation scholars 

and academics. 

6. Conducting a study of the importance of Gricean theory, firstly from an 

examination of Grice’s foundational lectures on the subject, then based on a 

 
48 Laskowski, ‘Inventing Carson: An Interview’, p. 97. 
49 Examples of these events include the University of Glasgow Conference: ‘Translating Decadence’, 13 

December 2019: Title of my paper: ‘Carson as Bricoleur? Examining the Technical Challenges addressed 

by Irish poet Ciaran Carson, in Translation of Rimbaud’. Also, the 21st Annual Conference of Adeffi at 

Queen’s University Belfast, La Perte et la Réparation, 18–19 October 2019. Title of my paper: ‘Carson as 

Bricoleur? Examining the Theme of la Perte et la Réparation in Ciaran Carson’s Translations of Rimbaud 

and Follain’. Also, the Adeffi Postgraduate Symposium: (National University of Ireland, Maynooth), 13 

April 2019. Title of my paper: ‘Entente cordiale? Examining Carson’s Translation of Implicature in 

Selected Poems by Rimbaud and Follain’. 
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reading of linguistics and translation scholars who discuss the strengths and 

weaknesses of the theory. 

7. Based on the above debate, examining neo-Gricean theories which incorporate 

strengths of Grice’s original theory into modified theories in order to ascertain 

which of these elements are best suited to analyse Carson’s communication of 

implied meaning. 

8. Conducting a literature review of the strengths and weaknesses of Gricean and 

neo-Gricean theories, as described by translation scholars, to identify which 

elements may be incorporated into the neo-Gricean theory (HGT), designed for 

the purposes of this thesis. 

9. From the basis of the above progression of logical steps, drawing up the HGT, a 

four-principled theory of categorization which comprises the Principle of 

Sufficiency (PS), the Principle of Intention upon the Language (PI), the 

Principle of Manner (PM) and the Principle of Extension (PE). These principles 

provide a framework which facilitates exemplars of Carson’s translation process 

to be isolated and discussed, thus elucidating his practice. 

10. Conducting a literature review of Dante with specific reference to the comments 

of several translators of his work (from different times) such as Dorothy L. 

Sayers50 and Robert Pinsky,51 taking note of the Dantean influences on such 

Irish writers as Seamus Heaney, James Joyce and Samuel Beckett. 

11. Examining Dante’s (primary source) writings on the subject of the lingua 

volgare52 to gain insight into his ground-breaking choice to compose the 

Commedia in the Tuscan vernacular.  

 
50 Dorothy L. Sayers (1883–1957), English writer, poet, translator. 
51 Robert Pinsky (1940–), American poet and translator. 
52 Lingua volgare: the common language of the streets, everyday language, the vernacular. 
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12. Examining vocabulary from the Enciclopedia Dantesca, which provides in-

depth explanations (in Italian) of the medieval vocabulary and differences which 

exist between it and modern Italian vocabulary. Referring to renowned Italian 

critics such as Sapegno and the academic contributors to Enciclopedia Dantesca 

who provide nuanced information on etymology and interpretations of 

Dantesque medieval vocabulary.  

13. Conducting a literary review of critical writings on Dante, selecting scholarly 

examples relevant to the inquiry.  

14. Examining Rimbaud’s letters which allow insight into his poetic motivations 

and reading biographies of Rimbaud. Conducting a review of Rimbaldian 

literary criticism (including from writings in French)53 and listening to French 

academics and leading Rimbaldian writers discuss Rimbaud’s poetry in 

interview, from current and archive radio recordings on France Culture.54  

15. Conducting a literature review of critical writings on Rimbaud with specific 

reference to the comments of several translators of his work.55 

16. Applying the HGT’s four principles to selected Carsonian translations from 

Dante and Rimbaud. To provide an illustrative discussion, two HGT principles 

are selected for Dante and two for Rimbaud. The aim of this division is to create 

an uncluttered, balanced exposition. 

17. Providing and discussing in the appendices56 twenty examples from the 

translations of Dante and Rimbaud for each of the four HGT principles. This 

provides a total of one hundred and sixty examples, with the aim of carrying out 

 
53 This includes such sources as, André Guyaux, Poétique du Fragment: Essai sur les Illuminations de 

Rimbaud (Neuchâtel: Éditions de la Baconnière, 1985). 
54 This includes a broad variety of French language interviews and recordings contained within the 

following programmes, Jean-Michel Djian (5 épisodes), Arthur Rimbaud en mille morceaux 

(franceculture.fr)> [accessed 15 May 2021] and Matthieu Garrigou-Lagrange (4 épisodes) ‘< La vie 

errante d’Arthur Rimbaud(franceculture.fr)> [15 May 2021]. 
55 These include Wallace Fowlie, Louise Varèse, Enid Rhodes Peschel and John Ashbery. 
56 See Appendix B–I. 
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a thorough enquiry into, and testing of, the efficacy of each HGT principle in 

Carson’s work. 

0.5 Structure of the Thesis 

The main elements of the thesis comprise an Introduction, Chapters One–Four, a 

Conclusion, and a list of Appendices (A–J). Below is a synopsis of the chapters which 

follow. 

Chapter One 

Central to Chapter One is a consideration of the development of literary translation 

practices and an establishment of where Carson’s methods are situated within this 

domain. A delineation of terms is an important starting point in any line of enquiry. The 

definition of what translation is may initially seem deceptively easy and easily 

dispatched with. After all, the Latin root of the word trans-ducere simply means ‘to lead 

across’.57  However, many academics wish to develop this theme further and recognize 

the complexity of arriving at a clear definition. Jeremy Munday, for example, describes 

translation as a ‘concept’58 rather than a word to define. Likewise, Tymoczko59 has 

 
57 In this context I use transducere (to lead across) and not translatare (to carry across) because I wish to 

stress the ‘draw out’ and ‘lead across’ elements inherent in the word transducere. In the current thesis, I 

wish to explore the idea of translation being an ‘expanding’ concept (not simply information carried 

across from ST to TT). Tymoczko explores the word transducere, demonstrating its close ties to the 

Romance languages (which have the following words for translation: French, traduction, Italian, 

traduzione, Spanish, traducción. See Tymoczko, ‘Ideology and the Position of the Translator’, in Baker 

(ed.), Critical Readings in Translation Studies (Oxon: Routledge, 2010), pp. 213–228 (pp. 219–220). 
58 Jeremy Munday, Introducing Translation Studies: Theories and Applications, 2nd edn (Oxon: 

Routledge, 2008), p. 4. 
59 Maria Tymoczko, scholar in Comparative Literature, Translation Studies, Celtic Medieval Literature 

and Irish Studies. 
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understood the impossibility of providing a simple definition for translation and she also 

uses the word ‘concept’. She has devoted over fifty pages of her monograph Enlarging 

Translation: Empowering Translators60 to the question, and although she does not 

finally arrive at a definitive categorization of translation, she describes the ‘openness’ of 

translation as being ‘at the root of the richness and vitality of the concept’.61 Stephen 

Kelly argues for the impossibility of finding a fixed definition for translation stating 

that, ‘translation – in its fluidity, uncertainty and provisionality – is a mobile practice, 

resisting fixity and rootedness’.62 Kelly acknowledges that, due to its constant 

evolution, finding a definition for translation is an elusive process. 

The scope of Chapter One is described by its title, ‘Positioning Carson’s 

Translation Methods within Translation Theory’. To perform a robust investigation into 

Carson’s translation practices, therefore, it has been necessary to conduct a thorough 

background literary review of translation theory. In Chapter One, translation theorists 

relevant to Carson’s work are positioned within the evolving context of translation 

theory. The exploration described throughout the chapter is an initial step towards 

creating an analytical theory for Carson’s translations. Firstly, the origination of 

Translation Studies as an academic discipline is established. As Chapter One describes, 

the founding statement of Translation Studies was described in a paper written in 1972 

by James S. Holmes63 entitled, ‘The Name and Nature of Translation Studies’.64 Holmes 

established a scope and principles to delineate the field and argued for Translation 

Studies to be accepted as a discipline in its own right. Chapter One then turns to a 

 
60 See Tymoczko, ‘Defining Translation’, in Enlarging Translation: Empowering Translators (London: 

Routledge, 2010), pp. 54–107. 
61 Ibid. p. 106. 
62 Stephen Kelly, ‘The Island that is Nowhere: Or, Cultural Translation – A Utopian Project?’, in Stephen 

Kelly and David Johnston (eds.) Betwixt and Between: Place and Cultural Translation (Newcastle: 

Cambridge Scholars Publishing, 2007), pp. 2–21 (p.8).  
63 James S. Holmes, American-Dutch translation scholar, acclaimed literary translator and poet, widely 

recognised as the founder of Translation Studies as an academic discipline. 
64 Holmes, ‘The Name and Nature of Translation Studies’, in Translated!: Papers on Literary Translation 

and Translation Studies, 3rd edn (Amsterdam: Editions Rodopi B.V., 2005), pp. 67–81. 
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discussion on historic translation debates. Current translation theory is built on a 

development of significant statements from the past from such scholars as Cicero (106–

043 BC), Horace (65–8 AD), St Jerome (342–420 AD), and, more recently, 

Schleiermacher (1768–1843). The insights of these scholars are examined to 

demonstrate how their foundational ideas inspired modern translation scholars to 

develop their own theories. The practice of looking into the past, even so far as the 

Classical period, is advocated by Schulte and Bignuenet: ‘translation theories […] need 

to be seen in an historical context. They were not born ex nihilo’.65   

Having examined the origins of Translation Studies and the theories of historical 

translation scholars, Chapter One then turns to more recent debates. These are described 

in the final section of the chapter, Section 1.3, ‘Modern Translation Theories relevant to 

Carson’s Practice’. Key translation scholars Venuti, Baker66, Tymoczko and Benjamin67 

are identified as most relevant to Carson’s practices.  

Firstly, as evidenced by a complete literature review of Carson’s oeuvre 

including his translations (as detailed in the methodology, Section 0.4), the chapter 

outlines that Carson employs Venuti’s foreignizing approach68 which is proposed as a 

method whereby the translator remains close to the source text (ST), source culture (SC) 

and, therefore, the intention of the source text writer (STW). Features of the 

 
65 John Biguenet and Rainer Schulte, ‘Introduction’, in Biguenet and Schulte (eds.), Theories of 

Translation: An Anthology of Essays from Dryden to Derrida (Chicago: University of Chicago Press, 

1992), pp. 1–10 (p. 1). 
66 Mona Baker, Egyptian translation scholar and influential professor of Translation Studies at the 

University of Manchester. 
67 Walter Benjamin (1892–1940), German writer, philosopher, literary critic and translator. One of his 

best-known works is his essay ‘The Task of the Translator’ (1923), which has had enduring influence 

within Translation Studies. Carson was highly interested in Benjamin’s writings. He often quoted him and 

referred to him in interviews. 
68 Foreignization is the term used to describe Venuti’s preferred method of translation. It is a disruptive 

method where the translator is highly visible, bringing the TT readers close to the ST using SC 

vocabulary, exotic vocabulary and bringing to the fore relevant ideas from the SC. 
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foreignizing approach include exotic vocabulary, borrowings,69 calques70 and disruptive 

word choices. Idiosyncratically, Carson combines these (in the TT) with local Irish 

slang and vernacular.  

Secondly, Baker’s recently proposed narrative approach71 is identified as highly 

relevant to Carson, who draws from his own artistic and musical interests and who 

contextualizes quotidian experiences of life in Belfast within his translations. The 

narrative understanding of translation involves the translator in including in their TT a 

personal response. Such an approach describes Carson’s ‘take’ on the world which 

creates a personally engaged relationship with the TT. The narrative approach is an apt 

consideration in this thesis since Baker especially recommends it for translation practice 

within conflict situations.72 Arguments for the pertinence of the narrative approach in 

this analysis of Carson’s translations include his embeddedness in Irish culture together 

with his experience of living in Belfast through the entirety of the Troubles. 

Thirdly, Tymoczko’s systems theory approach to translation73 is also applicable 

to Carson. Here Tymoczko queries the position of the translator. In this theory, the 

translator is not seen as shuttling between ST and TT, carrying information back and 

forth, but rather as inhabiting an expanding system which encompasses features of both 

cultures. Holding the view that translation is a biased process – ‘partis pris’74 – 

 
69 A ‘borrowing’ is a translation term which involves ‘the transference of the ST word into the TT […] 

this may either be to fill a lacuna or to exoticize the TT’. See Munday (ed.), ‘Key Concepts’, in The 

Routledge Companion of Translation Studies, rev. edn (Oxon: Routledge, 2009), pp. 166–240 (p. 170). 
70 A ‘calque’ is ‘a special kind of borrowing whereby a language borrows an expression from another, but 

then translates literally each of its elements’. ‘Key Concepts’ in Munday (ed.), The Routledge Companion 

to Translation Studies, pp.166–240 (p. 189). Here Munday is quoting Vinay and Darbelnet (1958/1995: 

32), p. 170. 
71 Inspired by social theory from Margaret R. Somers and Gloria D. Gibson, American sociologists and 

academics and also from Jerome Bruner, American psychologist, social scientist and academic. The 

narrative understanding of translation theory based on an extension via social theory, involves the 

translator’s personal response and experience.  
72 For further detail, see Baker, Translation and Conflict: A Narrative Account (Oxon: Routledge, 2006). 
73 Borrowing from the interdisciplinary study of Systems Theory to explain her stance, Tymoczko 

perceives translators as operating within an expanding system incorporating both ST and TT, not going 

back and forth between them. 
74 Tymoczko argued, ‘one must conceptualize the translator not as operating between languages, but […] 

in a system inclusive of both SL and TL, a system that encompasses both’. See Tymoczko, ‘Ideology and 

the Position of the Translator’, in Baker (ed.), p. 223.  
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Tymoczko dismisses the notion of an ‘in-between’75 space bridging ST and TT as a 

myth. This perspective is relevant to, and revealing regarding, Carson. Chapter One also 

examines Tymoczko’s arguments for a cross-cultural76 mentality regarding translation. 

She prefers to address the subject of translation more globally, and, therefore, more 

fully. Tymoczko, in several of her writings,77 investigates a global understanding of the 

concept ‘translation’, examining how it is described in a variety of cultures. Relevant to 

this thesis, her findings can be seen to closely relate to Carson’s practice. For example, 

she notes that the Nigerian Igbo language has two words for translation: tapia and 

kowa78 (ta and ko mean ‘tell’ or ‘narrate’, pia and wa mean ‘break into pieces’). The 

Nigerian understanding of translation correlates to Carson’s who uses the following 

vocabulary to describe his translation process: ‘restoration’, ‘renovation’, ‘cut’, 

‘interpolate’, ‘interpret’.79 Such vocabulary implies that the ST must firstly be broken 

into pieces, edited and then reinterpreted. 

Finally, Benjamin’s influential essay ‘The Task of the Translator’ calls for an 

alertness to ‘intention upon the language’, an important consideration in Carsonian 

literary translation. Benjamin’s essay argues that ‘the task of the translator consists in 

finding that intended effect [intention] upon the language into which he is translating 

which produces the echo of the original’.80 This is very much in keeping with Carson’s 

approach via a process of ‘tweaking and tinkering’81 to produce some ‘rhyme, chime 

and echo’82 of the original. Carson himself quotes Benjamin’s essay, ‘The Task of the 

 
75 Ibid. p. 217. 
76 Tymoczko, ‘Defining Translation’ in Enlarging Translation: Empowering Translators, p. 68. 
77 Tymoczko gives a clear reasoning of her cross-cultural understanding of translation in the following 

journal article: ‘Trajectories of Research in Translation Studies’, Meta, 50 (4) (2005), 1082–1097. 
78 Tymoczko, ‘Trajectories of Research in Translation Studies’, p. 1088. 
79 Carson (trans.), ILO, p. 13. 
80 Benjamin, ‘The Task of the Translator’, p. 19. 
81 Ibid. p. 13. 
82 J. P. O’Malley, ‘Ciaran Carson on translating Rimbaud’, The Spectator, 2 November 2012 

<www.spectator.co.uk/article/interview-ciaran-carson-on-translating-rimbaud> [accessed 20 May 2021]. 
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Translator’, as an influence on his practice in the ‘Author’s Note’ to ILO, thus doubly 

underscoring this translation theorist’s suitability for inclusion in the thesis.83 

The translation theories of these four, together with a close reading of Carson’s 

unique practices,84 inform this analysis of his translation techniques and are, therefore, a 

prerequisite to authoring the HGT for an investigation into his translation of 

implicature. Chapter One presents distinct translation theories which will be combined 

with linguistic Gricean and neo-Gricean theories examined in Chapter Two. 

Chapter Two 

Bearing in mind Shoshana Blum-Kulka’s observation that ‘Translation should be 

viewed as an act of communication’,85 and that Gricean and neo-Gricean theories are 

based on pragmatic ‘meaning and communication’,86 Chapter Two examines the fitness 

of Gricean and neo-Gricean theories for translation analysis of Carson’s work. The 

chapter then proceeds to meld suitable elements of these theories together with the other 

pertinent translation theories identified in Chapter One, to form an original, four-

principled, neo-Gricean theory called the HGT.  

Chapter Two begins by exploring the foundational study of implicature as 

authored by Grice. In Section 2.0, Chapter Two asks which elements of translation 

theory are suitable for a study of implied meaning in Carson’s translations. In further 

sections (Section 2.1, ‘The position of implicature within pragmatics’ and Section 2.2, 

 
83 In interview with Jenny Malmqvist, Carson has discussed ordering The Archive (a book of Benjamin’s 

personal documents), saying ‘I’ve been fascinated by Benjamin’. See Malmqvist, ‘Interview with Ciaran 

Carson’, p. 56. 
84 Two examples of Carson’s practice in his poetic writings are the aisling and the fetch. An aisling is a 

dream-like vision where the poet is ‘free from conventional discourse’ (The Midnight Court, pp. iv–v). A 

fetch is a translation of a translation, ‘a shadowy counterpart’ to a poem (Carson, From Elsewhere, p. 18). 
85 Shoshana Blum-Kulka, ‘Shifts of Cohesion and Coherence in Translation’, in Venuti (ed.), The 

Translation Studies Reader, 2nd edn (London: Routledge, 2004), pp. 290–306 (p. 291). 
86 Huang, Pragmatics, p. 27. 
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‘A consideration of implicature within Translation Studies’), the chapter then moves, 

firstly, to describe Grice’s theory of implicature and then to position implicature within 

the area of pragmatics (relevant to the linguistics arm of the HGT theory); and, 

secondly, to position implicature within the area of Translation Studies (relevant to the 

Translation Studies arm of the HGT theory). Having established what Grice’s theory is, 

Chapter Two then notes responses to Grice’s theory from a variety of relevant 

Translation Studies and linguistics scholars. Nuanced views from translation scholars 

(for example, Baker and Venuti) are included, since they weigh up the pros and cons of 

applying Gricean theory to literary translation. The views of Gricean advocates (such as 

Chapman, Guerts,87 Neale88) in Section 2.4, and of Gricean detractors (such as Stephen 

Levinson and Laurence Horn who have authored neo-Gricean theories) in Section 2.3, 

are also considered as a prerequisite to forming the HGT. 

Taking into account the views of Gricean advocates and detractors, Section 2.5, 

‘The need for an adaptation of Grice’s Co-operative Principle and Conversational 

Maxims’, argues for combining translation and linguistics theories to form a new hybrid 

theory. Sections 2.6–2.7 then presents the Hybrid Gricean Theory with examples. The 

rationale for authoring the HGT for Carsonian literary translation analysis, based on the 

conclusions drawn in Chapter Two, is as follows: 

1. A study of Gricean and neo-Gricean implicatures is relevant to ‘language in use’ 

and therefore it is relevant to Carson’s writings.  

2. The strengths of the Gricean model as advocated by Chapman, Guerts, Baker, 

Venuti and others, plus its enduring influence, suggest that it is a useful model to 

form an investigative framework in translation analysis. 

 
87 Bart Guerts is a Linguistics scholar and professor of Philosophy at Radboud University. 
88 Stephen Neale is Professor of Philosophy and Linguistics at CUNY and Gricean expert and author. 
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3. Shortcomings of the theory, as addressed by neo-Gricean detractors Horn and 

Levinson, provide useful elements for adaptation within the Hybrid Gricean 

Theory. 

4. The translation theories selected for Carson are pertinent to his work, and (as 

argued by Chapman and Clark) creating a tailored approach to literary analysis 

of implicature can yield useful information.89  

5. While recognising the strengths of Gricean theory, Venuti also recommends the 

idea of modifying linguistics theories such as Grice’s for translation analysis.90 

6. The Hybrid Gricean Theory provides a practical, useful framework to yield 

information in a creative way. Carson himself (speaking of his translation 

activity) advocated the use of a framework, a ‘template’, a ‘constraint’, or a 

‘device’91 to add discipline to a creative process. 

7. This theory is not presented as a final or definitive theory but rather as a non-

arbitrary evolving system for literary translation discovery of Carson’s 

translation practices based on the logical justifications for it set out in Chapters 

One and Two. 

Chapter Three 

Chapter Three, ‘Applying the Hybrid Gricean Theory to Carson’s translation of Dante’s 

Inferno’, offers a deconstruction of selected excerpts of Carson’s translation of Dante 

 
89 Chapman and Clark argue, ‘There is a growing commitment in various branches of linguistic analysis 

to the idea that theorists and analysts should be open to a wide range of possible approaches, adopting 

frameworks which seem to help with specific questions rather than sticking closely to one approach’. See 

Siobhan Chapman and Billy Clark, ‘Introduction: Pragmatic Literary Stylistics’, in Chapman and Clark 

(eds.), Pragmatic Literary Stylistics (New York: Palgrave Macmillan, 2014), pp. 1–18 (p. 7).  
90 See Section 2.2. 
91 In his interview with Carson recorded in From the Small Back Room, on p. 163, O’Neill includes this 

information from a Carson quotation (Ciaran Carson, In the Chair: Interviews with Poets from the North 

of Ireland, ed. by John Brown, 2002). 



21 

 

Alighieri’s Inferno, to determine the creative ways in which Carson translates implied 

meaning. The examination of Dante’s poetry is presented prior to Rimbaud’s in the 

thesis to position the ST poets in chronological order. Carson has translated book-length 

works from French writers Charles Baudelaire, Arthur Rimbaud, Stéphane Mallarmé 

(TAP, 1998), Rimbaud (ILO, 2012), Jean Follain (From Elsewhere, 2014), Italian writer 

Dante (TIDA, 2002) and Irish writers Merriman (The Midnight Court, 2006) and Anon 

(The Táin, 2007). At this juncture, therefore, justification must be provided for the 

selection of Dante in this investigation of Carson’s translation of implicature. In the first 

place, Dante’s poetry has already been identified as an excellent study for implied 

meaning as observed by Eliot, Pound and Sayers,92 which suggests that it will provide 

fertile ground for a study via the HGT. Secondly, Dante’s medieval poetry has been 

analysed by multiple SL scholars who provide a rich critique and informed insight 

useful to this study. Thirdly, Carson’s expert local knowledge of Belfast and first-hand 

experience of life in Belfast throughout the Troubles helps to orientate and explain 

specific points of geographical, historical and political interest described in Dante’s ST 

to Carson’s reader. The narrative in Dante’s ST also facilitates a transposition to the 

cultural context within which Carson’s TT is to be understood.  

Although Carson’s translations of Dante’s poetry could fruitfully be examined in 

terms of any of the HGT principles (Principle of Sufficiency, Principle of Intention 

upon the language, Principle of Manner and Principle of Extension), the PI and PE are 

selected in Chapter Three to illustrate certain important features of his translation 

practice, and to clearly demonstrate how the theory works in practice. Sections 3.2 and 

3.3 discuss an examination of Carson’s translation of Dante’s poetry via the PI and 

Sections 3.4 and 3.5 provide further Carsonian scrutiny via the PE. 

 
92 See Section 3.1. 
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The PI describes actions on the ST and TT including on form, order, lexical 

selections, grammatical structures as well as, significantly in this case, on the choice of 

the language itself. In many interviews, Carson has referred to his own linguistic 

background, often stressing the fact that he was bilingual with the ability (especially in 

his early life) to write and speak fluently in Irish. He has spoken of his father’s interest 

in Esperanto,93 and he has also emphasized his recognition of the richness of his own 

local vernacular, which draws from an interesting conglomeration of Hiberno-English, 

Ulster Scots and Belfast slang. Likewise, Dante possessed the ability to write fluently in 

two languages, in his case, Latin and his local Tuscan vernacular and he too proclaimed 

the virtues of his own demotic speech. Chapter Three draws attention to striking 

connections which exist between Dante the medieval Italian poet, and Carson the 

modern Irish poet. Notably, this is evidenced by the comments of both poets on the 

value of their own vernacular, an important consideration for the PI. For example, 

Carson identified Heaney as the first Irish poet to properly value local, quotidian 

speech. He stated that ‘before Heaney, there was precious little, certainly nothing like a 

poetry which had some tie-up with our own vernacular, with ordinary Ulster speech’.94 

Dante, more vehemently, insisted on the need for poets to write in the Tuscan 

vernacular: ‘since nothing provides as splendid an ornament as does the illustrious 

vernacular, it seems that any writer of poetry should use it’.95 Like Dante, Carson has 

spoken of his appreciation of the aesthetic beauty of the vernacular: ‘a lot of poets, it 

seems to me, are unaware of the beauty and sophistication of “ordinary” speech’.96 As 

described in Chapter Three below, Dante too insists on ‘the excellence of the 

 
93 See Section 0.1, fn. 22. 
94 Rand Brandes, ‘Interview with Ciaran Carson’, p. 79. 
95 Dante, De Vulgari Eloquentia, trans. and ed. by Stephen Botterill (Cambridge: Cambridge University 

Press, 1996), Book II. 2., p. 47. 
96 Ormsby, ‘Interview with Ciaran Carson’, p. 7. 
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vernacular’97 and its ‘eloquence’.98 Dante’s remarks are rather more forceful than 

Carson’s because his De Vulgari Eloquentia was a defensive work, one which made an 

early stand for a minoritized and marginalized tongue.  

Chapter Three also discusses how, in keeping with the ST’s intention upon the 

language, Carson translates the Inferno in terza rima. The terza rima is Dante’s 

interlocking scheme which depends on finding a triplet of rhyming words in the 

following pattern (aba bcb cdc). Carson translates Dante’s hendecasyllabic lines which 

Dante describes as ‘the most splendid’ for its ‘measured scope’99 (which suit the Italian 

language, because here, as a rule, the stress falls on the penultimate syllable of the 

word) into the near-equivalent of the musical rhythm of iambic pentameter. Chapter 

Three notes that the imposition of a strict rhyming scheme and structured syllable count 

promotes increased creativity in Carson’s translation. He describes the advantages of 

such strictures as follows: ‘constraints lead one to strain for better definitions […] 

constraint leads to exploration, adventure, and surprise’.100 

Among other Dantean examples selected for study via the PI, Section 3.3 

focuses on sections from Canto V of the Inferno. These verses have been described in 

superlative terms by poet and translator Wallace Fowlie as ‘the most memorable of all 

the cantos’,101 and by Robert Hollander as ‘one of the most celebrated passages in all of 

literature’.102 These sections merit investigation partly because many readers will 

already be familiar with Canto V’s narrative describing the illicit affair between 

Francesca and Paolo. As Canto V produces ST poetry which is famously full of 

suggestion and implied meaning, Carson’s skilful and imaginative rendering here is 

 
97 Dante, De Vulgari Eloquentia, Book I. IV. 3., p. 33. 
98 Ibid. Book I. I. 3., p. 3. 
99 Ibid. Book II. V. 3., p. 61. 
100 See Malmqvist, ‘Interview with Ciaran Carson’, p. 54. 
101 Wallace Fowlie (trans.), A Reading of Dante’s Inferno (London: University of Chicago Press, 1981), p. 

43.  
102 Robert and Jean Hollander, ‘Introduction’, in Hollander (trans.), Dante the Inferno: A New Verse 

Translation (New York: Anchor Books, 2002), pp. xxiii – xl (p. xxxviii).  
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worthy of attention and comment. In this canto, high expectations of the TT exist, 

making it a demanding section for any translator but Carson’s imaginative rendering 

shows that he follows Benjamin’s advice, where the latter advocates that the language 

of the translation ‘can’ and ‘must’ ‘let itself go’103 making it ripe for HGT particular 

analysis. 

Section 3.4 is titled ‘Making the TT relevant to another time period and a 

different geographical location’. In brief, the PE describes how a translation may be 

related to another place, time, or to a set of events or experiences which are not included 

in the ST, thus creating a new, extended identity for the TT with an enlarged scope. The 

chapter argues that the links that Carson makes to these other places, times and 

experiences are not arbitrary, but logically justifiable. For example, Carson has 

observed the possibility of transposing Dante’s poetry to contemporary times, and he 

has explicitly linked his own experiences to Dante’s, ‘here’s a man, I thought, going 

through things not unlike what goes on here in Ireland, who did his job as a poet really 

well. It’s good stuff and it’s alive for us now.’104 Irish artist Liam Ó Broin105 who has 

created a series of modern paintings based on each canto of the Commedia, has also 

noted the cross-temporal nature of Dante’s work, observing, ‘everything he said 

resonated with the twenty-first century’.106 

Section 3.5 examines a selection of excerpts from various canti where inquiry 

via the PE is revealing. ST lines from Canto XXXIII, which relates the story of 

Ugolino’s demise, provide a significant example which calls for exploration. The same 

 
103 Benjamin, ‘The Task of the Translator’ in Hannah Arendt (ed.) and Harry Zohn (trans.), Illuminations: 

Essays and Reflections (New York: First Mariner Books, 1968), pp. 11–26 (p. 22). 
104 Tim Rutten, ‘New Inferno Translation Weds Irish, Italian Souls’, Los Angeles Times, 18 December 

2002 <www.latimes.com/archives/la-xpm-2002-dec-18-et-rutten18-story.html> [accessed 20 May]. 
105 Liam Ó Broin has created a modern art exhibition producing a lithograph for each of the canti in the 

three canzoni of the Commedia. For further information, see <Liam Ó Broin artist – The official website 

of Liam Ó Broin (liamobroin.com)> [accessed 3 June 2021]. 
106 Dante Alighieri Inferno: A Suite of 34 Lithographs by Liam Ó Broin, online video recording, YouTube, 

University College Cork, 2014. See <www.youtube.com/watch?v=xW00R8Xtric UCC Film Archive 

number 14-010> [accessed 3 June 2021]. 
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canto has also been translated by Heaney who, in a process which literary critic 

Heininger termed as ‘rehistoricization’,107 also extended the scope of the original 

meaning to provide an Irish angle in translation. This provides evidence that the PE 

could, in this case, also be applied to Heaney’s poetry indicating the flexibility of the 

HGT and its possible applicability to other literary translators.  

Almost any line of Carson’s translation of Dante could fruitfully be examined in 

terms of any of the HGT principles. Appendices B to E demonstrate the latter point by 

selecting twenty examples for each of the four principles and providing analysis 

through those particular lenses. Each of these examples are indicative and are designed 

to provide and provoke further analysis of Carson’s practice. 

Chapter Four 

Carson has translated from four French poets in his oeuvre: nineteenth-century poets 

Baudelaire, Rimbaud, Mallarmé and twentieth-century poet Follain. Of these, he has 

produced book-length works consisting of his translations of the work of Rimbaud and 

Follain. In interviews, he has described the enduring effect 108 of nineteenth-century 

French poetry on his psyche: ‘the music of the poems of Baudelaire, Rimbaud and 

Mallarmé had been hovering at the back of my mind ever since I encountered them in a 

school anthology in 1965, when I was seventeen. TAP was an attempt to pay homage to 

that memory.’109 Chapter Four focuses on Rimbaud for analysis because he remains, 

including for Carson, a poet of enduring interest and wide appeal. Rimbaud may not be 

of equal stature to Dante, who, although writing in medieval times, displays what Osip 

 
107 Joseph Heininger, ‘Making a Dantean Poetic: Seamus Heaney's “Ugolino”’, New Hibernia Review / 

Iris Éireannach Nua, 9:2 (2005), 50 – 64 (pp. 62–63). 
108 ‘For All I Know: Ciaran Carson in Conversation with Elmer Kennedy-Andrews’, in Elmer Kennedy-

Andrews (ed.), Ciaran Carson: Critical Essays (Dublin: Four Courts Press, 2009), pp. 13–27 (p.21). 
109 Malmqvist, ‘Interview with Ciaran Carson’, p. 57. 
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Mandelstam describes as a ‘contemporaneity [which] is inexhaustible, measureless, and 

unending’,110 but he is, nevertheless, an enormously influential poet, ‘one of the most 

destructive and liberating influences on twentieth-century culture’.111 It is also notable 

that Carson has translated from Rimbaud at various points in his writing career, ‘Le 

Bateau ivre’ (1993),112 TAP (1998) and the book-length ILO (2012). This return permits 

a consideration of how Carson’s strategies in translation of Rimbaldian implicatures 

have developed over two decades. 

Chapter Four includes commentary on Carson’s TT versions from Illuminations, 

from a selection of sonnets in Les Cahiers de Douai and from ‘Le Bateau ivre’. Irish 

poet Derek Mahon has translated poetry from Les Cahiers de Douai and he has also 

translated sections from ‘Le Bateau ivre’. Beckett has translated ‘Le Bateau ivre’ in its 

entirety. An examination of other Irish writers’ Rimbaldian TTs not only serves as a 

useful comparison to Carson’s methods, but it also demonstrates how the HGT can be 

applied to their poetry.  

Carson’s choice of form is particularly noteworthy in his translation of 

Illuminations (published in ILO). Selected examples from this work are included in 

Chapter Four. Here he transforms Rimbaud’s ST prose poems into Alexandrine113 verse. 

Part of the attraction of the 12-syllable Alexandrine line may have been that Carson was 

already comfortable writing in long lines.114 The long line fits with the musical phrasing 

of traditional Irish music and accommodates ‘the expansive phrasing of oral 

 
110 Mandelstam, ‘Conversation About Dante’, The Selected Poems of Osip Mandelstam, trans. by 

Clarence Brown and W. S. Merwin (New York: New York Review of Books, 2004), pp. 103– 163 (p. 

129). 
111 ‘Introduction’, in Rimbaud, by Graham Robb (London: Picador, 2000), pp xiii–xviii (p. xiii). 
112 ‘Le Bateau ivre’ is translated by Carson as ‘Drunk Boat’ and appears in Carson’s First Language 

(Oldcastle: Gallery Press, 1993), pp. 34–37. First Language is henceforth referred to as FL. 
113 The French Alexandrine is a 12-syllable verse form (6 syllables x 2, divided into 2 hemistichs by a 

medial caesura). The Alexandrine was the dominant verse form in France from the seventeenth century 

until the nineteenth century. 
114 For example, all of the poems in the 1987 collection The Irish for No are written in long lines. This 22-

syllable line is an example of Carson’s long line: ‘I had only come to pass the time of day, so I bought a 

token packet of Gold Leaf’. See ‘Dresden’, The Irish for No (Oldcastle, Gallery Press, 1987). 
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storytelling’.115 As highlighted earlier, Carson does not distinguish between writing 

original poetry and writing translations. Similarly, as he points out in various 

interviews, he does not distinguish between writing poetry and writing prose: ‘I think 

there is really no difference between prose and poetry, or whatever it might be’.116 In 

another interview Carson declared, ‘I would like to blur the distinction between poetry 

and prose’.117 Chapter Four determines the implications of this radical translation shift 

in terms of sufficiency of information transfer (PS) and exotic lexical choices which 

occur due to the constraints of the syllable count and rhyming scheme (PM). 

Having established Rimbaud’s poetic motivations relevant to Carson’s 

translation methods in Section 4.2, the thesis then examines, via the PS, a short 

exemplar of Rimbaldian ST which is translated by six different poets (including 

Carson). Differences in the six TTs are highlighted via the PS, which notes information 

which has been added to, or omitted from, the TT. Amplifications of and reductions in 

meaning are also examined via the lexical choices of each TT. The analysis here also 

refers to translation scholar Popovič’s concept of an ‘invariant core’118 (which states 

that the main kernel of meaning should be preserved from ST to TT).119 The purpose of 

the examination of multiple TT responses to a single excerpt of ST is to demonstrate 

how the same information from the ST may be communicated by a variety of translators 

in completely different ways, potentially producing different implicatures. This 

comparative approach via the PS reveals Carson’s unique signature in translation.  

The subsequent three Sections, 4.3–4.5, use the PS to examine how Carson 

conveys implied meaning from a ST narrative poem (‘Aube’/ ‘As I Roved Out’), how 

he conveys implied meaning from a ST descriptive poem (‘Le Pont’ ‘Bridges’) and the 

 
115 Frank Sewell, ‘Horse, Capall, Cobble, Cobalt, Kobold: Multilingualism in the Poetry of Ciaran 

Carson’, in From the Small Back Room, pp. 112–119 (p. 115). 
116 Laskowski, ‘Inventing Carson: An Interview’, p. 94. 
117 Ormsby, ‘Interview with Ciaran Carson’, p. 8. 
118 Susan Bassnett, Translation Studies, 4th edn (Oxon: Routledge, 2014), p. 36. 
119 See Section 4.2. 
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creative ways in which he translates the Rimbaldian titles120 with a particular emphasis 

on his translation of the ST title ‘Ornières’ as ‘What Goes Round’, rather than the literal 

translation121 (LT: ‘Ruts’) selected by other translators, such as Peschel. Examination of 

these samples of TT, via the PS highlight the effects of Carsonian additions and 

subtractions. A consideration of Carson’s TTs via the lens of the PS, as per these 

examples, inspires in the reader a desire to dig deeper to find hidden correlations and 

correspondences between ST and TT. Deciphering such connections allows an enriched 

reading of Carson’s TTs and an enhanced understanding of Rimbaud’s STs. 

Chapter Four then provides elucidation of Carson’s translation techniques via 

the PM. Rimbaud’s sonnet ‘Le Buffet’ is chosen as an illustrative example in Section 

4.7, since it provides lively, colourful lexical choices and creative allusions to other 

literary texts.122 Contrastingly, Section 4.8 then argues how the PM can fruitfully be 

used to examine subtle shifts of language and cross-linguistic differences from ST to 

TT. An excerpt from ‘Enfance’, ‘On the Road’ is selected for this section for its subtlety 

and understatement. Finally, Section 4.9 examines via the PM, the exotic, foreignized 

lexical choices present in Carson’s translation of ‘Le Bateau ivre’. Other Irish 

translations of this poem, from Beckett and Mahon, are used for comparative analysis in 

this section, demonstrating the possibility of PM analysis for these other Irish writers. 

The analysis in Chapter One below now turns to an examination of where 

Carson’s translation methods can be positioned within the domain of Translation 

Studies. 

 

 

 
120 Appendix J provides an annotated list of ST (Rimbaud) and TT (Carson) titles. 
121 Literal translation: henceforth referred to as LT. All LTs my own unless otherwise specified. 
122 This poem alludes to two books from the Chronicles of Narnia series by C. S. Lewis: The Lion, the 

Witch and the Wardrobe and The Last Battle. 
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Chapter 1: Positioning Carson’s Translation Methods within Translation Theory 

‘Attracted to translation by the lure of the foreign, the exotic, they [translators] 

forget that translation is a return ticket and that homecomings are as important as 

leave takings. Translators must be, at some level, home birds.’1 

1.0 Introduction 

The overall scope of this thesis is to examine the translation of implicature2 from highly 

renowned French and Italian texts into modern English, by Irish writer Ciaran Carson. 

The translations selected for study from Carson’s work are TIDA (2002), from Dante 

Alighieri’s Inferno (1308–21); TAP (1998), from Arthur Rimbaud’s Les Cahiers de 

Douai (1870); and ILO (2012), from Rimbaud’s Illuminations (1886). To examine 

Carson’s translation techniques, this first chapter will investigate where his approach 

fits within established Translation Studies theory but also determine where his unique 

practice goes beyond it. This will allow greater insight into Carson’s translation 

methods.  

The current chapter will contextualize Carson’s modern translation techniques 

within the domain of historic literary translation, aided by the structured approach of the 

relatively recent academic discipline of Translation Studies. Current translation theory 

is built upon foundational statements from the past, therefore this chapter will trace 

historic theories which directly influenced modern thinking on translation, confining the 

 
1 Michael Cronin, ‘“Thou shalt be One with the Birds”: Translation, Connexity and the New Global 

Order’, Language and Intercultural Communication, 2:2 (2002), 86–95 (p. 87). 
2 Paul Grice (1913–88), an English professor of language philosophy identified the space between what 

we say and what we mean as ‘implicature’. Implicature is what is implied, not what is stated.  
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study to those translation theorists most directly relevant to Carson. This chapter will be 

divided into three subsections. Section 1.1 will provide a short excursus on the 

institution of Translation Studies, established by James S. Holmes (1924–86). This field 

has become recognised and structured as an academic discipline, within approximately 

the last fifty years. The inquiry will demonstrate the necessity of a formally structured 

academic charter within which to negotiate translation theory and briefly outline its 

foundation. Reference to the academic area of Translation Studies is vital to this area of 

inquiry since key elements of literary translation research are delineated within the 

discipline.  

Section 1.2 will document the continued relevance of foundational translation 

debates, with examples ranging from Cicero (106–043 BC) and Horace (65–8 BC) in 

Roman times to later influencers such as St Jerome (342–420 AD) and, in the 

eighteenth–nineteenth century, Friedrich Schleiermacher (1768–1834).3 These are 

examples of pertinent historic literary translators whose prescriptive notions of 

translation have influenced modern twentieth- and twenty-first century translation 

theorists. This thesis will explore the enduring relevance of cited examples of historic 

figures, recognising them as key contributors who have shaped and inspired modern 

translation theory. For example, Venuti4 states the importance of acknowledging the 

roots of the discipline as follows: ‘I am suggesting that scholars of translation, as well 

as translators, can significantly advance their work by taking into account the historical 

contexts in which translation has been practised and studied’.5 This opinion is 

reinforced by James S. Holmes. In the introduction to a collection of Holmes’ key 

 
3 Friedrich Schleiermacher (1768–1834), German philosopher, theologian, Bible and hermeneutics 

scholar. 
4 Lawrence Venuti, American translation theorist and author. He introduced the term ‘foreignization’ to 

describe his preferred method of translation: one where the translator is highly visible, bringing the target 

text readers closer to the source text by giving them the experience of reading a foreign text. This is 

achieved through, for example, retaining specific cultural references, using loanwords and calques.  
5 Venuti, ‘Introduction’, in Venuti (ed.), The Translation Studies Reader, pp. 1–9 (p. 2). 
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essays on translation, Raymond van der Broeck remarks: ‘since he [Holmes] was of the 

opinion that the present could be explained only with reference to the past, there was 

scarcely any worthwhile past contribution to translation theory that escaped his 

attention’.6 Emphasised here is the utility of basing an investigation of present theories 

upon past experience and practice. Such a method provides an informed explanation for 

the recent shaping of innovative theories. 

Section 1.3 will illustrate the influence of early translation practice on the 

development of modern Translation Studies. The investigation will then discuss the 

pertinent ideas of such translators as Lawrence Venuti, Mona Baker, Walter Benjamin, 

Maria Tymoczko and others whose theories are highly applicable to Carson’s 

translation techniques.  

1.1 Origination of Translation Studies as an academic discipline 

Despite the importance and influence of translation and the discussion which has long 

centred around its practice, Translation Studies has only been established relatively 

recently. It was founded as a separate academic discipline in 1972, with an initial 

statement, a paper entitled ‘The Name and Nature of Translation Studies’, delivered by 

James S. Holmes. The aim of the founding statement on the subject was that the study 

of translation methodologies should be treated as a discipline in its own right, and that a 

definitive name for the subject should be established and agreed upon. The necessity for 

a disciplined approach was explained as follows by Holmes: 

 
6 Van den Broeck, ‘Introduction’, in Translated!: Papers on Literary Translation and Translation Studies, 

by James S. Holmes, pp. 1–7 (p. 3). 
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the subject of translation has enjoyed a marked and constant increase in interest on the part of 

scholars in recent years, with the Second World War as a kind of turning point. As the interest has 

solidified and expanded, more and more scholars have moved into the field, particularly from the 

adjacent fields of linguistics, linguistic philosophy, and literary studies.7  

Here Holmes acknowledges the exponential activity centring around translation, 

including the multi-disciplinary scholarly interest in the area. In this statement, Holmes 

takes account of the fact that Translation Studies is an umbrella term which overlaps 

with many adjacent areas which may not otherwise be connected. The very nature of the 

field and Holmes’ specific acknowledgement of its diversity in this reference give an 

indication as to why it attracts so much debate and even controversy – each of the areas, 

mentioned by Holmes, has within its own discipline, contested positions and theories.  

In the 1970s there was a keen, but rather haphazard, approach to academic study 

within translation. Holmes was laying the groundwork for his further argument, that 

translation as an academic subject be given an appropriate name and a clearly delimited 

scope especially because of its abstruse nature. He referred to ‘the complex of problems 

clustered round the phenomenon of translating and translations’ and drew attention to 

the ‘great confusion’ within translation studies where there was ‘not even like-

mindedness about the contours of the field’.8 In his view, the questions, confusion and 

contours of translation needed rational order so that they could be probed and debated in 

a structured manner. The starting point was to find a defining name for the subject. 

Within his paper, ‘The Name and Nature of Translation Studies’, having rejected (for 

their inadequacy or lack of precision) other possibilities such as ‘art’, ‘craft’, 

‘principles’, ‘fundamentals’, ‘philosophy’ or ‘science’ of translation,9 Holmes finally 

 
7 Holmes, ‘The Name and Nature of Translation Studies’, in Translated!: Papers on Literary Translation 

and Translation Studies, pp. 67–68. 
8 Ibid. p. 68. 
9 Ibid. p. 69. 
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settled on ‘Translation Studies’ as an accurate, yet adequately broad name.10 The 

rejection of other possible names is highly significant because showing what 

Translation Studies is not, goes some way to defining what it is. Choosing ‘art’, for 

example, may cover certain aspects of literary translation but ignores translation’s 

multi-faceted nature. A more general name was therefore required, and the scope of the 

discipline was defined by Holmes as follows: 

(1) To describe the phenomena of translating and translation(s) as they manifest 

themselves in the world of our experience. 

(2) To establish general principles by means of which these phenomena can be explained 

and predicted.11   

The name Translation Studies became widely accepted and Holmes provided a 

highly regarded founding statement. He is considered as one of the fathers of the 

discipline and certainly helped to delineate a field within which serious academic 

research and debate could be structured. For example, Venuti includes Holmes’ 

founding paper in The Translation Reader, a key text for translators and researchers. 

Venuti’s text is a collection of fourteen carefully selected essays and statements ‘that 

represent many of the main approaches to understanding translation in the West from 

antiquity to the present’.12 Translation Studies (as initiated by Holmes) provides the 

academic framework for the toolset that this research will use to analyse Carson’s 

approach to translation. 

 
10 Ibid. p. 70. 
11 Ibid. p. 71. 
12 Venuti (ed.), ‘Introduction’, in, The Translation Studies Reader, pp. 1–9 (p. 1).  
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1.2 Foundational translation debates 

Translation Studies is a vibrant field which remains in constant evolution, perhaps 

because it is one which attracts counterargument and debate, forcing a given theory to 

prove its validity if it is to remain viable. Translation strategy has long been an emotive 

area of conflicting ideas and disharmony. That the area has been fraught with opposing 

forces is nothing new. Translators have even paid the ultimate price for their art: 

Etienne Dolet (1509–1546) is one such example. During the French Inquisition, he was 

tried, then burnt at the stake, for the addition of three, seemingly innocuous little words: 

‘rien du tout’ (nothing at all) in his humanist translation of Plato.13  

More recently, Baker has discussed risks for contemporary translators.14 For 

example, in a lecture delivered in Fujian Normal University, China, she highlighted 

some of the antipathy and mistrust centred around present-day translators and 

interpreters. She observed that, in the American Army, the name for translators and 

interpreters is ‘combat linguists’, an emotive term, implying violence and self-defence. 

Providing the example of a three-year period in Iraq (2003–2006), she noted that there 

have been 199 translators and interpreters killed and 499 injured. These professionals 

were targeted, i.e. not killed or injured in cross-fire,15 for delivering someone else’s 

message, a literal case of shooting the messenger. While these may be extreme 

 
13 The words, ‘rien du tout’ / ‘nothing at all’, were used in Dolet’s translation of Axiochus (a first-century 

Socratic dialogue erroneously attributed to Plato) to describe what existed after death. This statement was 

judged to be heretical by theologians of the Sorbonne and members of the Inquisition. See ‘Etienne Dolet’ 

<www.britannica.com/biography/Etienne-Dolet> [accessed 12 May 2020] and Munday, Introducing 

Translation Studies, p. 23.  
14 Sadly, this concern is highly pertinent in current times. In a recent article in The Guardian, Labour MP 

Clive Lewis described the plight of interpreters and translators in Afghanistan (August 2021), as 

‘desperate’, saying that they faced execution because they were viewed as ‘collaborators’. See Clive 

Lewis, ‘I saw Afghan interpreters translate so much more than words – now they live in terror’, 

Guardian, 6 August 2021 <www.theguardian.com/commentisfree/2021/aug/06/afghan-interpreters-

britain-racist-history-of-denial-afghanistan> [accessed 28 August 2021]. 
15 Baker, ‘Translation as Renarration’, audio file of a lecture delivered at Fujian Normal University, 

China, in April 2007 (at 4:02) <artisinitiative.files.wordpress.com/2016/08/translation-as-

renarration.mp3> [accessed 15 May 2019]. 

https://artisinitiative.files.wordpress.com/2016/08/translation-as-renarration.mp3
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examples, a translator is someone who re-tells a story, and, where there is doubt if their 

version16 is accurate or truthful, the result may attract antipathy.  

In a different context, Michael Cronin has also referred to ‘the fraught nature of 

translation’,17 acknowledging the controversy it may provoke. Even the vocabulary used 

in discussing translation often reflects its highly charged nature. For example, a sample 

of Venuti’s vocabulary in translation theory includes the following terms: ‘violence’,18  

‘hierarchies of dominance’,19 ‘marginality’,20 ‘forcible replacement’,21 ‘a form of 

resistance’.22 These are certainly not apolitical terms.  

Likewise, Carson also uses emotive vocabulary in his discussions on translation. 

In the introduction to TIDA, he speaks of the possibility of translating the poem in 

rhyming couplets instead of terza rima as a ‘a crippling imposition’.23  He himself is 

apprehensive when embarking on a translation, feeling he must come to terms with the 

project and finally reach a resolution. He has spoken of fear, even terror, in the 

interaction of translating Dante into English: ‘you have to be afraid of it. I was terrified 

of it’.24 This statement implies that he felt a degree of risk in such an undertaking, 

prompting the question – why? Was he intimidated by the import of the reputation of 

the Inferno? Was he concerned about not doing justice to the original? Or might it be 

that he feared an unfavourable reception from Dante scholars, other writers or readers, 

or a combination of these concerns? He has also referred to the ubiquitous image of the 

 
16 ‘Version’ is a precise term here. It is one of two French words used for translation: version, traduction. 
17 Michael Cronin and Sherry Simon, ‘The City as Translation Zone’, Translation Studies, 7:2 (2014), 

119–132 (p. 122). 
18 Venuti, The Translator’s Invisibility: A History of Translation, 2nd edn (Oxon: Routledge, 2008), p. 13. 
19 Ibid. p. 14.  
20 Ibid. 
21 Ibid. 
22 Ibid. 
23 Carson, ‘Introduction’, in Carson (trans.), TIDA, pp. xi–xxi (p. xix). 
24 Carson, A Reading and Conversation with Ciaran Carson, Boston University Center for Study of 

Europe, online video recording, YouTube, 8 April 2013 (at 54:14) <www.youtube.com/watch?v= 

oOtJe7jgdcs> [accessed 30 April 2019].  
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translator as one who betrays, calling to the fore questions of allegiance and positioning 

in translation: ‘many Dante scholars are of the opinion that one should not translate at 

all, since traduttore, traditore’.25 Here, Carson notes that in certain colonial contexts, 

the translator is sometimes regarded as an untrustworthy figure.26 In interview Carson 

has pointed out that the process of translation is not one to be taken lightly, because in 

the process of decoding and recoding it ‘affect[s] our knowledge’.27 As he 

acknowledges: ‘translation is a serious business for me’.28 

Given that translation is not a neutral act, an identification of where tensions lie 

within the area, assists in an understanding of the evolution of its theories. The first and 

most obvious tension in translation exists between source text (the text to be translated) 

and target text (the translated text), otherwise referred to as the translatum.29 Much 

debate centres around this area. An examination of records of translation commentaries 

shows that translators feel obliged to explain their various approaches. Early 

commentators mainly discuss or defend their practice in terms of word-for-word (literal) 

versus sense-for-sense (free) translation.  

For example, in his introduction to De optimo genere oratorum (46 BC), Cicero 

is at pains to explain his translation strategy in the famous orations of Aeschines and 

Demosthenes: ‘I did not translate them as an interpreter, but as an orator, keeping the 

same ideas and forms […]. I did not hold it necessary to render word for word, but I 

preserved the general style and force of the language.’30 This statement suggests that 

Cicero clearly expected criticism or at least comment on the fact that he avoided a 

 
25 Carson (trans.), TIDA, p. xix. ‘Traduttore, traditore’ means ‘translator, betrayer’. 
26 Such ideas are also explored (with relevance to Ireland) in Brian Friel’s play Translations. See Friel, 

Translations (London: Faber and Faber, 1981). 
27 Kennedy-Andrews (ed.), ‘For All I Know: Ciaran Carson in Conversation with Elmer Kennedy-

Andrews’, p. 21. 
28 Ibid. 
29 Hans J. Vermeer is the author of Skopos theory which refers to the purpose of the translation. His term 

translatum has become widely accepted as a term for the target text. 
30 Munday, Introducing Translation Studies, p. 19.  
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pedantic, word-for-word style of translating. Here he provides an early example of a 

translator’s awareness of meaning and impact across languages, idiom and equivalent 

forms, not being hide-bound to mimic the source text exactly, but rather to create a 

type-for-type comparison. Demonstrating an early awareness of the value of delivering 

implied meaning in his translation, he prioritises capturing the very sense of the passage 

rather than doggedly adhering to the exact word pattern of the source material. This is 

an indication that Cicero as a translator desired an informed equivalence31 in translation; 

that he understood the vocabulary and structure of the language he translated – yet he 

chose to translate relatively freely to give a more nuanced translation; and finally, that 

he recognised that translating the sense behind the passage is more important than 

translating the words.  

St Jerome, in his ‘Letter to Pammachius’, demonstrates that Cicero also showed 

his understanding and awareness of cross-linguistic differences. For example, he 

outlined his practice in a logical manner, explaining that his style of translation involved 

‘following the wording only so long as it does not conflict with our idiom’ (my 

italics).32 Here Cicero points out that achieving word-for-word equivalence may not 

always be possible due to differences in expression across languages. This is in keeping 

with Benjamin’s view, as Carson himself has noted: ‘subject matter, Benjamin implies, 

is only one aspect of a text, be it prose or poetry: besides the music of the matter, there 

is the fact that words apparently similar can carry different cultural gravities in different 

languages’.33  

 
31 Equivalence: ‘a key concept in modern translation theory which defines the translational connection 

between either an entire ST and a TT or between an ST unit and a TT unit in terms of degree of 

correspondence between the texts or text units’. See Munday (ed.), ‘Key Concepts’, The Routledge 

Companion of Translation Studies, p. 185. 
32 Jerome, ‘Letter to Pammachius’, in Venuti (ed.), The Translation Studies Reader, pp. 21–31 (p. 23). 
33 J. P. O’Malley, ‘Ciaran Carson on Translating Rimbaud’, The Spectator, 2 November 2012 

<blogs.spectator.co.uk/2012/11/interview-ciaran-carson-on-translating-rimbaud/ > [accessed 2 April 

2019]. 
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Roman poet and translator Horace (65–8 BC) took a similar view in his Ars 

Poetica, a work discussing decorum in writing: ‘do not strive to render word for word 

like a faithful translator’.34 There seems to be an early recognition amongst these 

examples of Roman translators that although ‘faithfulness’ may seem to be an 

admirable quality in many things, it is not always a simple or desirable guide in 

translation. Fidelity to the individual words in the source text may not result, in their 

view, in fidelity to implicature. This opinion is also in accordance with Carson’s 

approach. In examining previous translations of The Táin by other authors (he 

circumspectly does not specify which), Carson comments: ‘I began to discover that 

some “literal” translations did not agree in some aspects of interpretation’.35 He refers to 

an overly literal approach in translation as producing ‘dutiful translatorese’.36 This 

pejorative term is also used by Venuti who mentions ‘translatese’ and ‘translationese’37  

– almost as if ‘translatorese’ is a language in its own right, a rather unnatural language 

existing outside the source language (SL) or the target language (TL).  

The above historic examples give a strong indication that early translators are 

aware of the necessity to capture both the literal meaning and the implied or intended 

meaning of the text. The fact that these translators felt the need to explain their 

translating practice also suggests an early awareness of the position of the translator; 

that is, the non-neutral stance of the translator which involves taking up a position 

which must be defended, justified or at least explained. This stance remains a live topic 

of debate in modern translation theory and has been discussed by theorists such as 

Baker, Tymoczko, Venuti, Benjamin and others, as will be demonstrated in Section 1.3. 

 
34 Jerome, ‘Letter to Pammachius’, p. 24. 
35 Carson, ‘Introduction’, in Carson (trans.), TIDA, p. xix. 
36 Carson, ‘A Note on the Translation’, in Carson (trans.), The Táin (London: Penguin Classics, 2007), pp. 

xxiv–xxvii (p. xxiv). 
37 Venuti, The Translator’s Invisibility, p. 4.  
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The defensive position adopted by some translators is also underlined by the way that 

translators may feel personal affront and anxiety when their work is criticised. To 

criticise a translator is to call into question their understanding of the source material, 

their judgement in lexical choices or their artistry in expressing the source text in a 

pleasing form. 

The case of St Jerome (347–420 AD) provides one example of such criticism. 

His most famous translation statement is ‘I render not word for word but sense for 

sense’,38 echoing the sentiments of Cicero and Horace in terms that are often quoted in 

modern translation theory texts. This famous translation statement appeared in a 395 AD 

letter written by Jerome: Ad Pammachium De Optimo Genere Interpretandi (‘To 

Pammachius on the Best Method of Translating’). This letter was a defence of his 

translation of a previous letter from Pope Epiphanius to John, Bishop of Jerusalem 

which he had translated from Greek into Latin. In the letter to Pammachius, Jerome 

vehemently defended his translation style and expressed his upset at criticism of his 

translation skills. Jerome declared himself to be most offended by ‘the uneducated 

crowd’39 who attacked his translation style: ‘they declare me false […] claiming that I 

did not translate word for word, but wrote “dearest one” for “honourable one”, and that 

– monstrous to say – through a malicious interpretation I chose not to carry over the title 

αἰδεσιμῶτατo𝜈 (most reverend) for Bishop John’.40 Jerome went into a deep level of 

detail in this letter, railing at his critics for their nit picking which, in his opinion, was 

founded on a misunderstanding of what translation entails. His indignance was real, and 

this letter is a form of self-defence because to attack his translation style was (in his 

view), to attack his very character and credibility. What is most significant here is 

 
38 Munday, Introducing Translation Studies, p. 20. 
39 Jerome, ‘Letter to Pammachius’, p. 22.  
40 Ibid. 
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Jerome (like Cicero and Horace) dismissed the word-for-word approach in translation as 

‘overzealousness’. In such cases, he warned, ‘the syntax becomes ridiculous’.41 

Beyond nascent awareness of word-for-word versus sense-for-sense translation 

and an acknowledgement of the personal stake that literary translators demonstrate in 

their work, translators in the late eighteenth century began to demonstrate an awareness 

of the effects of translation upon the recipients of the translatum. This was mainly due 

to the work of Friedrich Schleiermacher. Schleiermacher’s impact on Translation 

Studies has been far-reaching and he remains one of the most influential figures in the 

discipline. In his seminal 1813 essay, ‘On the Different Methods of Translating’,42 he 

discusses the above debates but also introduces a more nuanced approach, widening the 

debate to properly consider the position of the source text and culture in relation to the 

target text and culture. In his approach, translators must intentionally decide on a certain 

position or stance and follow through on that in their translation, with a full knowledge 

of the implications of their choices.  

Consequently, Schleiermacher’s key insight, which has attracted most attention 

and long-term debate, is this: ‘Either the translator leaves the author in peace as much as 

possible and moves the reader towards him [the writer]; or he leave the reader in peace 

as much as possible and moves the writer towards him [the reader]’.43 He argued that 

the translator must decide whether to be affiliated to the source text and culture or 

whether he would remain closer to the target text and culture. This question, which is 

regularly discussed and referred to today, is central within Translation Studies. Venuti’s 

theory of foreignizing and domesticating translations, significant in Carson’s approach, 

 
41 Ibid. p. 24. 
42 Schleiermacher, ‘On the Different Methods of Translating’, in Venuti (ed.), The Translation Studies 

Reader, pp. 43–64. 
43 Schleiermacher, ‘On the Different Methods of Translating’, p. 49. 
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is built upon Schleiermacher’s key question which forms the basis of Venuti’s seminal 

work, The Translator’s Invisibility (1995).  

Following the earlier mentioned commentators, Schleiermacher also stressed the 

futility of word-for-word translation, demonstrating the impossibility of finding exact 

equivalence. In doing so he demonstrated an alertness to cross-linguistic differences. In 

fact, Schleiermacher went further, stating that ‘not a single word in one language will 

correspond perfectly to a word in another, nor does any pattern of declensions in the one 

contain precisely the same multiplicity of relationships as in another’.44 He added: ‘For 

if in any two languages each word in the one was to correspond perfectly to a word in 

the other, expressing the same idea with the same range of meaning [then translation] 

would be as purely mechanical as business transactions’.45  

The following key questions are raised in Schleiermacher’s essay: what effect 

does the translation have upon the target audience? What responsibility does the 

translator have towards the source text and the preservation of its ‘foreign’ nature? 

Should a translator preserve ‘a feeling of the foreign?’46 Why is re-translation 

necessary? He even noted that ‘we must sometimes translate our own utterances after a 

certain time has passed to make them our own again’.47 Each of these points will be 

considered in relation to Carson during this thesis. The third question, on the importance 

of re-translation is especially relevant to Carson’s translation of Dante, since there are 

myriad translations already. This thesis will examine what new contributions to 

Translation Studies Carson brings with his Inferno translation. How does he make 

Dante’s meaning and implied meaning relevant and stylistically fresh to a present-day 

audience? Schleiermacher is not alone in arguing for the necessity of re-translation. 

 
44 Schleiermacher, ‘On the Different Methods of Translating’, p. 46. 
45 Ibid. p. 45. 
46 Ibid. p. 53. 
47 Ibid. p. 43. 
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Michael Cronin, for example, is among the Irish translation theorists and commentators 

who see re-translations (including those by Carson) as periodically necessary: ‘they 

conserve the literature and culture of the past through the new translations that are 

demanded by each age in order for texts to continue their dialogue with the present’.48 

1.3 Modern Translation Theories relevant to Carson’s Practice 

The permanent quest of the translator is ‘the principle of equivalent effect’.49 This 

phrase was coined by Eugene Nida50 (1914–2011) who (before the modern discipline of 

Translation Studies was formally recognised), discussed formal equivalence and 

dynamic equivalence. His work, however, did much to push the subject to the fore, 

raising its profile. Most significantly, he suggested four key requirements for a 

dynamically equivalent translation: 

1. Making sense 

2. Conveying the spirit and manner of the original 

3. Having a natural and easy form of expression 

4. Producing a similar response51 

However, Venuti took issue with Nida’s dynamic equivalence theory, especially his 

third and fourth requirements, arguing that   

when Nida asserts that an ‘easy and natural style in translating, despite the extreme difficulty in 

producing it […] is nevertheless essential to producing in the ultimate receptors a response similar 

to that of the original receptors’, he is in fact imposing the English-language valorization of 

 
48 Cronin, ‘Thou shalt be One with the Birds’, p. 94. 
49 Munday, Introducing Translation Studies, p. 42.  
50 Eugene Nida, American translation theorist, developed the dynamic equivalence theory. 
51 Munday, Introducing Translation Studies, p. 42.  
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transparency on every foreign culture, making a basic disjunction between foreign and translated 

texts which puts into question the possibility of eliciting a ‘similar’ response.52  

Venuti’s refutation of Nida’s theory, stated above, provides the crux of his argument 

against dynamic equivalence translation – he is against the hegemony of an easy 

flowing, unchallenging English-language translation style which removes the reader of 

the translatum from the SC.53 Instead, Venuti urges translators to find equivalences by 

adopting a foreignizing approach in translation, following Friedrich Schleiermacher’s 

preferred translation strategy of moving the translated text reader towards the source 

text culture.54 Therefore, foreignization is a method which brings the target text reader 

(TTR) closer to the source text by means of exotic vocabulary, selected rhythms and 

distinct rhyming schemes, local dialect and slang. It is a counter to the method of 

domestication which is a less disruptive process for the TTR. Domestication aims to 

provide the reader with a smooth, unchallenging read in the translation. Venuti’s 

foreignization method aims to allow readers to have the experience of reading a 

translation which is closer to the foreign text. He is aware that this translation act is not 

an easy process and certainly a disruptive one for the reader: 

Foreignizing translation signifies the differences of the foreign text, yet only by disrupting the 

cultural codes that prevail in the translating language. In its effort to do right abroad, this 

translation practice must do wrong at home, deviating enough from native norms to stage an alien 

 
52 Venuti, The Translator’s Invisibility, p. 16. 
53 Bassnet (who, like Venuti, is critical of Nida’s translation theory of dynamic equivalence) provides an 

example of Nida’s dynamic equivalence where he quotes Roman’s 16:16. ‘The idea of “greeting with a 

holy kiss” is translated as “give one another a hearty handshake all round”’. See Bassnett, Translation 

Studies, p. 36. 
54 Venuti provides examples of foreignization versus domestication in translation by analysing TTs of 

Albert Camus’s novel L’Étranger. The first translator, Gilbert gives several examples of domestication in 

his translation where he fills cultural knowledge gaps to facilitate the TT reader. For example, he 

translated the ST phrase ‘quand il me verra en deuil’ as ‘when he sees me in black’ where Ward, the 

second translator, who uses foreignizing techniques supplies ‘when he sees I’m in mourning’. In his TT 

Ward uses the French word ‘maman’ (not changing it from the ST) where Gilbert in his TT uses the more 

formal English word ‘mother. See Venuti, ‘Translation, Community, Utopia’, The Translation Studies 

Reader, pp. 482–502 (p. 488–491). 
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reading experience – choosing to translate a foreign text excluded by literary canons in the 

receiving culture, for instance or using a marginal discourse to translate it.55  

Venuti challenges the translator to ‘do wrong at home’ i.e. to show allegiance to 

the source text and culture, not to the target text and culture. In his view, anything less 

is to disrespect the source text and to promulgate the hegemony of standard English. A 

foreignizing translation ‘may include lexical and syntactic borrowings and calques’56 

and examples of vocabulary from the SL. In this regard, Venuti was influenced not only 

by Schleiermacher but also by Antoine Berman (1942–1991), a French translator, 

philosopher and theorist of translation. Berman strongly disapproved of pandering to the 

target audience by giving them a familiar or unchallenging read: ‘the properly ethical 

aim of the translating act is receiving the foreign as foreign’. 57 For Berman, the 

‘deforming tendencies’ of translation appear when translators ‘help’ the reader by 

making the translations more accessible. Inspired by this viewpoint, Venuti however 

went further, as if rallying the troops, and made a ‘call to action for translators to adopt 

visible and foreignizing strategies’,58 worrying less about the flow of the translation and 

more about loyalty to the source text. This means sometimes retaining vocabulary in the 

SL, preserving the cultural norms and trying to reproduce a difficult rhythm or rhyme 

without demur. By contrast, ‘a fluent translation is immediately recognizable and 

intelligible, “familiarised”, “domesticated”, not “disconcerting(ly)” foreign’.59 In other 

words, domesticated translations may allow for a pleasant read, but in Venuti’s view, 

they are too tame and inaccurate because they do not act as an honest broker for the SC.  

 
55 Venuti, The Translator’s Invisibility, pp. 15–16. 
56 Munday, ‘Key Concepts’ in Munday (ed.), The Routledge Companion to Translation Studies, p. 189. 
57 Munday, Introducing Translation Studies, pp. 147–148. 
58 Ibid. p. 149. 
59 Venuti, The Translator’s Invisibility, p. 5. 
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Baker is proactive in progressing Venuti’s idea of allegiance and responsibility 

i.e. ‘doing right abroad’. While retrospection in translation theory is useful, Baker 

believes that we are now at a juncture where we must look beyond past theories such as 

those of Venuti and Nida: ‘while holding on to earlier achievements, we can now 

engage with innovative new research’.60 She advocates a prospective approach, lending 

credence to theorists who having considered the value of established wisdom on 

translation, take their ideas forward to investigate new territory. Highlighting that 

Translation Studies is not a static discipline, she explains her position as follows: ‘no 

object of study, including translation and interpreting stands still whilst we elaborate 

better theories of it, it changes because the world changes, and our theories have to 

follow that dynamic’.61 Baker’s argument is reformist holding that Translation Studies 

must continually innovate.  

While many of the previous debates in translation have been binary (word for 

word versus sense for sense, formal equivalence versus dynamic equivalence, 

domestication versus foreignization), Baker (like Carson in his practice) supports a 

more complex view in her theory. In her opinion, examining translation issues via the 

lens of dichotomy is false: ‘as a form of human behaviour, translation cannot be 

productively explained as a consistent choice between two or more discrete sets of 

strategies or options, however nuanced’.62  Here she acknowledges the complexity of 

the process of translation. It is a heterogeneous practice, which is why debates rage 

fiercely in the area and why translators may be mistrusted or even targeted verbally or 

physically for their practice. Baker is of the view that, in translation, ‘everything is a 

distortion, the original can never be reproduced. It is read in a different time and a 

 
60 Baker, ‘Introduction’, in Baker (ed.), Critical Readings in Translation Studies, pp. 1–4 (p. 1). 
61 Ibid. p. 4. 
62 Ibid. p. 1. 
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different place by different people’.63 This statement stresses the impossibility of a 

perfect reflection in translation and demonstrates the variety of factors which mitigate 

against such an ideal. Temporal, spatial and geographical variabilities are bound to 

provoke a different response in translating a source text to a translatum. 

Baker also advocates the notion of outside-the-box thinking. A strong example 

of her innovative standpoint is the introduction of the narrative approach to translation. 

This is one of Baker’s most significant recent contributions to the discipline. Holmes 

pointed out that Translation Studies encompasses a broad spectrum of disciplines, so it 

is unsurprising that Baker turns to Social Theory to progress her research. She designs 

her version of narrative theory drawing directly on a social theory put forward by 

Somers and Gibson.64 Aware that narrative theory in the context of translation is a broad 

term, she pins it down thus, following Somers and Gibson’s original research. Baker 

specifies four types of narrative: 

1. Ontological: a narrative relating to the self, regarding our history, our 

interactions – both social and personal, the place we occupy. (‘We’ can include 

translators and source text authors.) 

2. Public: a narrative relating to larger institutions beyond the self, for example, 

family, religious, educational, political, national institutions. Baker refers 

specifically to the media as an obvious example of public narrative. 

3. Conceptual: initially defined as ‘concepts and explanations that we construct as 

social researchers’. Baker extends this definition ‘to include disciplinary 

narratives in any field of study’, including translation.  

 
63 Baker, Translation as Renarration (at 1hr 15 mins).  
64 American sociologists and academics Margaret R. Somers and Gloria D. Gibson’s theory is termed as 

‘Reframed Narrativity’ and has four core features: ‘temporality, relationality, causal emplotment and 

selective appropriation’. These features are explored fully in Baker, ‘Understanding How Narratives 

Work: Features of Narrativity 1’, in Translation and Conflict, pp. 50–78. 
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4. Meta: these are narratives ‘in which we [including translators] are embedded as 

contemporary actors in history’.65 

The features that may be observed in Baker’s Narrative Approach (as inspired by 

Somers and Gibson) include: relationality (not examining an event as isolated but 

seeing it as part of a larger frame of events or story); causal emplotment (giving 

prominence to single events as examples and allowing them a moral significance – 

which will differ depending on who is viewing the events);66 selective appropriation 

(choosing some events over others in the selective process of constructing the 

narrative): ‘thus, to elaborate a coherent narrative it is inevitable that some elements of 

experience are excluded, and others privileged’.67 Baker draws on a third social theorist, 

Jerome Bruner,68 for another important feature of the narrative approach in translation: 

narrative accrual (‘the process of repeated exposure to a narrative or set of narratives 

leading to the shaping of a culture, tradition, or history’).69 

The narrative understanding of translation theory based on the above extension 

via social theory, involves the translator’s personal response and experience, their ‘take’ 

on the world. Narrative theory is a selective process, privileging some pieces of 

information over others; and, furthermore, it is a biased process, where there is an 

adherence to a set of established beliefs due to an overexposure to those beliefs. In other 

words, translators are not neutral and objective, they are embedded in their own stories, 

and this will affect how they translate, what they choose (or are asked) to translate and 

 
65 Baker, ‘Narratives in and of Translation’, SKASE Journal of Translation and Interpretation, 1:1 (2005), 

4–14 (pp. 5–7).  
66 On p. 9 of Baker’s paper, ‘Narratives in and of Translation’, she further details that the feature of causal 

emplotment explains how we ‘take the same set of events and weave them into very different “moral” 

stories’ according to our own experiences. 
67 Ibid. 
68 Jerome Bruner (1915–2016) American psychologist, social scientist and academic. He used the term 

‘narrative accrual’ to describe how people ‘cobble stories together to make them into a whole of some 

sort’. See Baker, Translation and Conflict, Ch. 5 ‘Understanding How Narratives Work: Features of 

Narrativity 2’ (sec. 5.4), pp. 78–104 (pp. 101–102). 
69 Ibid. 
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what they do not translate. These considerations are of concern in this research, since it 

must be asked why Carson chooses to translate some texts over others. How has his 

embeddedness in modern Irish culture (especially his experiences of the Troubles), as 

well as his own personal tastes and preferences, affected his translation methods?  

Baker sees a consideration of the narrative approach to translation as critical. It 

is for this reason that she describes the narrative as ‘our interface with the world’.70 As 

an example, Carson was commissioned to translate Dante’s Inferno. Crucially, he chose 

to accept the commission which is a form of selection. He described feeling an affinity 

with Dante as someone he could relate to, referring to him as ‘a very modern writer in 

his ability to delineate or summon a character in a few lines. And his concerns about the 

intersection of language, politics and poetry also appeal to me.’71 Here Carson clearly 

suggests that Dante’s writing fitted into his own ontological narrative, which made him 

an attractive choice for him to translate.  

The narrative approach allows for a less prescriptive, but more rewarding 

understanding of translation. Baker describes the advantages of employing this 

approach as follows: ‘as an analyst it gives you a wider range of options to pursue, a 

richer analyses and argument. The narrative approach is fluid, with porous boundaries, 

it cannot be nailed down.’72 She points out that it may be a comparatively less certain 

approach, due to the permeable borders mentioned, but it is certainly more nuanced. A 

certain degree of flexibility is inherent in the narrative. This would appeal to Carson’s 

aesthetics in his translation. For example, any examination of Carson’s translation 

techniques should include the following considerations:  

 
70 Baker, ‘What is a Narrative Approach to Translation?’, audio file of a lecture delivered at British 

Academy/CBRL Translation & Interpreting Studies Workshop, Amman, 2–4 September 2013 (at 14:23) 

<artisinitiative.files.wordpress.com/2014/05/baker-methods-at-manchester-talk-on-narrative.mp4> 

[accessed 29 March 2019].  
71 Kennedy-Andrews (ed.), ‘For All I Know: Ciaran Carson in Conversation’, p. 21. 
72 Ibid (at 34:50). 
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• selection processes in his translation choices 

• his artistic talents and tastes, including his love for languages and his skill as a 

musician (one who played traditional Irish music, endlessly varying the tempo of 

tunes and the order they were played in)73 

• his personal history: he was bilingual in Irish and English, lived for seventy 

years in Belfast, including through the Troubles 

• his academic career as Professor of English at Queen’s University Belfast  

• his witty sense of humour and word play 

• his observational skills and his novel tastes and fascinations, a collector’s love 

for second-hand shops and stalls, a fascination for perfume, fountain pens and 

fine china 

• his wide knowledge of the work of other poets from home and abroad, which 

may have influenced his translation choices74 

• the fact that he was also a novelist, interested in providing alternative versions of 

things (including, for example, the subject of doppelgangers in his writing)75 

In short, Carson, the translator, cannot be separated from Carson, the man, with all his 

human complexity and experience. The narrative approach allows for an insight into the 

unique signature in his work and elucidation into his practice.  

The narrative approach (where Carson’s artistic and cultural tastes and talents, 

modes of expression and personal history are incorporated into his TTs) is also 

connected to Benjamin’s argument for a culturally informed analysis of ST and TT 

vocabulary. In his 1923 essay ‘The Task of the Translator’, Benjamin argues for a 

 
73 Carson’s book, Last Night’s Fun (1996), written about traditional Irish music demonstrates his 

practised expertise and vast knowledge of this subject.  
74 Even from his first book The New Estate (1976), Carson was translating in diverse languages (in this 

book, Early Irish, Early Welsh and Greek). See Appendix A. 
75 The doppelgänger theme is explored in Carson’s mystery novel Exchange Place (Belfast: Blackstaff 

Press, 2012). 
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culturally contextualized understanding of lexicon in a given ST, followed by a cross-

cultural awareness in translation. His statement that ‘the language of a translation can – 

in fact, must – let itself go, so that it gives voice to the intentio of the original not as 

reproduction but as harmony’,76 chimes with Carson’s multi-faceted translation 

strategies.77 As Carson himself has noted, ‘subject matter, Benjamin implies, is only one 

aspect of a text, be it prose or poetry: besides the music of the matter, there is the fact 

that words apparently similar, can carry different cultural gravities in different 

languages’.78  

For example, discussing ‘cultural gravities’ surrounding even very basic 

vocabulary, Benjamin, translating from German to French, points out that ‘brot means 

something different to a German than the word pain to a Frenchman […] these words 

are not interchangeable’.79 Carson addresses precisely the same point in his introduction 

to From Elsewhere, translations and ‘fetches’80 of poems by Jean Follain: 

the only word for ‘bread’ was le pain; his friend, the Breton poet Guilleviv, recounts how Follain, 

with a playful glint in his eye, would insist that no other word could possibly exist for such a thing, 

and in a manner of speaking he is of course correct, since French bread is another matter to 

English bread.81 

At a reading of his work in Boston University, Carson explores the point further, this 

time examining the English translation of the French word, vin: ‘le vin in French is not 

“wine”’. He then discusses connotations of the word, French reverence for le vin, the 

 
76 Benjamin, ‘The Task of the Translator’, p. 22.  
77 Carson’s various approaches in translation, to supplying a similar intention upon the language of the TT 

to that of the ST, are listed in Chapter Three. 
78 J. P. O’Malley, ‘Ciaran Carson on Translating Rimbaud’, The Spectator, 2 November 2012 

<blogs.spectator.co.uk/2012/11/interview-ciaran-carson-on-translating-rimbaud/ > [accessed 15 

November 2019]. 
79 Benjamin, ‘The Task of the Translator’, pp. 16 –17.  
80 A fetch is a translation of a translation, ‘a shadowy counterpart’ to a poem (Carson, From Elsewhere, p. 

18). Carson’s concept of the ‘fetch’ is fully discussed in Section 2.7 (PE). 
81 Carson, ‘Apropos’, From Elsewhere, pp. 11–17 (p. 12). 
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importance of le terroir,82 where the grapes are grown and links to the Catholic faith 

where le vin is of sacramental importance to the (mainly Catholic) French.83 He 

continues the discussion by exemplifying other common vocabulary: ‘l’amour, in 

French, is not “love” as it is in English. It’s a whole other ball game […]. The simplest 

words are the hardest words’ [to translate].84 He ends the discussion on the difficulty of 

translating seemingly straightforward words in an amusing way, by completely refusing 

to translate the French word femme (woman). The serious point that Carson is 

acknowledging is that, working across languages, a word may have a completely 

different import in one language compared to another. Additionally, the translator must 

be aware of possible cultural sensitivities or differences in meaning around vocabulary 

in one language that do not exist in another.  

Benjamin envisages translation as a high-minded ‘task’ and a responsibility 

which creates important (and intentional) linguistic effects. In one of his most famous 

statements from his influential essay ‘The Task of the Translator’, he stresses the 

importance of harmoniously incorporating the intention upon the language of the ST 

into the TT: ‘the task of the translator consists in finding that intended effect [intention] 

upon the language into which he is translating which produces the echo of the 

original’.85 Here he acknowledges the significant task that exists in analysing a ST as a 

stretch of communication, because the translator must fully appreciate the various 

connotations of each ST word, while looking beyond them for other modes of 

expression in the TT.  

As well as a cultural understanding of the ST, a temporally contextualized 

understanding is also required (based on the understanding that translation is a cross-

 
82 Le terroir means land, soil or even region. 
83 Carson, A Reading and Conversation with Ciaran Carson (at 60: 03).  
84 Ibid. (at 60: 04).  
85 Ibid. p. 79. 
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cultural and cross-temporal activity).86 Benjamin warns translators against the idea of 

assuming that the meaning of words remains static: ‘even words with fixed meaning can 

undergo a maturing process’.87 Cross-cultural and cross-temporal considerations are of 

high relevance in this thesis where Carson’s modern Hiberno-English translations of 

medieval vernacular Italian poetry and nineteenth-century French poetry are under 

scrutiny. 

Taking into account Venuti, Baker and Benjamin’s cross-cultural and cross-

temporal translation theories, Carson’s translations should not be viewed as separate TT 

entities, but as part of a larger ST-TT system. The notion of looking at translation within 

a system is formally examined by another translation theorist Tymoczko. Tymoczko 

also values previous discovery and research on translation, and, like Baker, she is 

progressive. In the forward to her book Translation, Resistance, Activism, Tymoczko 

pays homage to the work of Venuti (himself so clearly influenced by Schleiermacher 

and, more recently, Berman), saying that ‘without the work of Lawrence Venuti this 

book would never have been written […] this book rests on the foundation that Venuti 

built, but it attempts to go further’.88 Clearly, she views Translation Studies as a 

discipline which is in constant evolution, and believes that theories must keep pace with 

developments. 

Among her extensive contributions to Translation Studies as a whole, Tymoczko 

adds to the debate the key consideration of the meaning of the word ‘translation’. It 

seems obvious that before one translates, one should settle on a definition of 

‘translation’. What seems like a simple consideration, however, is decidedly complex. 

 
86 Tymoczko has spoken of the cross-temporal and cross-cultural concept of translation saying that 

because ‘translation scholars are currently operating in shifting concepts […] they must expand and 

deepen research’. See Tymoczko, Enlarging Translation, Empowering Translation, p. 140. 
87 Benjamin, ‘The Task of the Translator’, p. 15.  
88 Tymoczko, Translation, Resistance, Activism, (Boston: University of Massachusetts Press, 2010), p. vii. 
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Tymoczko examines in detail the roots of diverse languages’ words for ‘translation’, 

looking worldwide for her definition. Passionate about widening the field away from 

simply a Eurocentric investigation, she argues for a consideration of a broader spectrum 

of cultural values to define translation.89 For example, she points out that the Chinese 

tradition values objectivity in translation. In contemporary China, therefore, it is not 

unusual to have a team of translators work on the same piece of text under supervision, 

thus attempting to eradicate bias in so far as possible.90 The following table, 

summarised from Tymoczko’s insights, elucidates how translation is defined in India, 

Syria and Nigeria:  

 

Country 

 

Words for translation Meaning Comment 

India (Hindi) rupantar 

anuvad 

change in form 

speaking after / 

following 

Does not imply fidelity 

to source text. 

Tymoczko points out 

that the concept of 

fidelity to the source 

text arrived with 

Christianity. 

 

Syria (Arabic) tarjama biography, 

definition 

Tymoczko suggests 

that this casts the 

translator in the role of 

narrator. According to 

Tymoczko, ‘definition’ 

refers to the significant 

Syrian translation of 

scientific and 

mathematical texts 

 

 
89 Tymoczko argues strongly for a more globally inclusive perspective on translation in many of her 

writings. For example, see Ch. 2 (‘Defining Translation’) and Ch. 3 (‘Framing Translation: 

Representation, Transmission, Transculturalism’) of Enlarging Translation, Empowering Translators. 
90 Tymoczko, ‘Ideology and the Position of the Translator’, in Baker (ed.), pp. 224–225. 
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Country 

 

Words for translation Meaning Comment 

Nigeria (Igbo 

language) 

tapia 

kowa 

ta=tell / narrate 

pia=destruction/break it 

up 

ko=narrate / talk about 

wa=break into pieces 

Emphasis on narration. 

Allows for a 

decomposition of the 

source text, then a 

recomposition in the 

target text. 

Table 1: Tabular summary of Tymoczko’s examination of the noun ‘translation’91 

Tymoczko’s examples reveal that in India ‘change’ is inherent in translation. Quite 

clearly, this reveals that change is accepted and even expected in and out of Hindi and 

that the notion of equivalence is challenged. Similarly, the terms ‘speaking after’ or 

‘following’, imply a re-telling, a renarration (a ‘you tell it first and I will re-tell it, as I 

understand it’). The Syrian term tarjama (biography) is understood by Tymoczko to 

mean a form of narration, implying a specific precision (definition) in the translation. 

The Igbo language definition of translation describes an approach where the source text 

is broken into pieces (pia/wa) and then rebuilt via the narration (ta/ko). This Nigerian 

definition of ‘translation’ is helpful in describing Carson’s translation technique. He has 

discussed ‘breaking down’ the source texts (Rimbaud’s prose poems in Illuminations) 

and then rebuilding them in a new way, for example, converting the original prose 

poems to Alexandrine verse form. He uses the following vocabulary to describe the 

process: ‘restoration’, ‘renovation’, ‘cut’, ‘interpolate’, ‘interpret’.92 Such vocabulary 

implies an editing and re-modelling of the original text, the idea that it must be broken 

and then put back together. 

 Upon further investigation into diverse international terms for ‘translation’, 

Tymoczko demonstrates that the English word ‘translation’ comes from the Latin root 

translatio, meaning ‘carrying across’. In the Romance languages (including French 

 
91 Tymoczko, ‘Trajectories of Research in Translation Studies’, pp. 1087–1088. 
92 Carson (trans.), ILO, p. 13. 
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traduction, Italian traduzione, Spanish traducción) it comes from the Latin trans-

ducere, ‘to lead across’.93 The notion of ‘leading across’ gives the idea of travelling or 

shuttling something from one place to another with the translator positioned ‘in 

between’ the source text and the target text. However, Tymoczko strongly challenges 

the ‘in between’ notion (that is in-between ST and TT) in translation arguing that just 

because an idea has often been repeated, does not mean that we should blindly accept it: 

‘we must […] be careful of simply and uncritically accepting such old ideas’.94 Having 

cast doubt on the notion of in-betweenness, Tymoczko proceeds to question what 

position it is that the translator occupies. She disagrees with the notion of an ‘elsewhere’ 

that a translator may speak from, equating the ‘elsewhere’ with the area in-between the 

source text and target text: ‘between has become one of the most popular means of 

figuring an elsewhere that a translator may speak from […] an elsewhere that is often 

seemingly a metaphorical way of speaking about ideological positioning, but that ipso 

facto affords a translator a valorized ideological stance’.95 Similar to Baker’s view of 

the importance of a narrative approach in translation analysis, Tymoczko is strongly of 

the opinion that translators are firmly embedded in their own narrative and that bias is 

unavoidable, even in the very selection of the text to be translated: ‘translation is parti 

pris…translators are engaged, actively involved’.96 Borrowing from the interdisciplinary 

study of Systems Theory to explain her stance, Tymoczko perceives translators as 

operating within a system – not shuttling between source and target texts like a 

dispassionate observer. She argues that a translator ‘can never stand in a neutral or free 

space between cultures’. Here Tymoczko dismisses the notion of a free, neutral, 

objective space between the texts as a myth. She is rather of the opinion that the 

 
93 Tymoczko, ‘Ideology and the Position of the Translator’, in Baker (ed.), pp. 219–220. 
94 Ibid. pp. 221. 
95 Ibid. p. 217.  
96 Ibid. p. 225. 



56 

 

 

translator must encompass source and target cultures (SCs and TCs) and occupy that 

larger space or system: ‘that is, one must conceptualize the translator not as operating 

between systems, but more properly in a system inclusive of both SL and TL, a system 

that encompasses both’.97 In this Systems Theory explanation of translation, Tymoczko 

questions received ideas about the position of the translator. The premise that the 

translator does not reside between two languages or cultures facilitates a more in-depth 

analysis of the translation process and requires a considered exploration of the 

translator’s motivations and stance.  

Carson himself has also mentioned an ‘elsewhere’ in relation to his original 

poetry. The elsewhere that he refers to may come from an unearthly inspiration, for 

example, the aisling98 or from dreams (he mentions this form of inspiration when 

translating both Rimbaud99 and Merriman).100 Carson does not occupy the elsewhere, 

however; for him, it is a Muse-like source of creative inspiration in his work. It is also 

noteworthy that his latest translated work, from the French of poet Jean Follain, 

demonstrates his attachment to the idea of elsewhere since it is entitled From Elsewhere 

(2014).  

Although Carson was, in many ways a ‘homebird’101 – he lived in Belfast for all 

his life, spanning seven decades and his affection for the city is obvious102 – he seems 

equally at ease with ‘inhabiting’ new places through his translations. In the latter he 

demonstrates the capability of expanding his system (as described by Tymoczko), 

incorporating new languages and diverse translation choices from medieval times to the 

 
97 Ibid. p. 223. 
98 Carson, A Reading and Conversation with Ciaran Carson (at 30:23). Carson takes the view that the 

aisling is about ‘elsewhereness’, the place between the real world and the world of the imagination. 
99 Carson, A Reading and Conversation with Ciaran Carson (at 29:20). 

In a dream, Rimbaud instructed Carson to translate in the Alexandrine verse form. 
100 Carson (trans.), ‘Foreword’ in The Midnight Court (Winston-Salem, USA: Wake Forest University 

Press, 2006), pp. i –vii (p. vii).  
101 Cronin, ‘Thou shalt be One with the Birds’, p. 87. 
102 Much of his poetry concerns Belfast, including The Irish for No and Belfast Confetti. 
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present-day. Michael Cronin has mentioned the ‘nomadic’103 mindset of the translator, 

the notion of a translator as a traveller. Carson in his practice, ‘takes flight’,104 in that he 

included translations from at least nine languages in his published poetic works: Irish, 

French, Latin, Welsh, Italian, Japanese, Greek, Romanian and Russian. This is evidence 

of his willingness to engage with other languages and cultures: ‘I’m always interested in 

other models of writing, in other modes of discourse. Japanese haiku, Early Irish 

syllabic verse, the prose of Italo Calvino and Stranislav Lem, the poetry of Baudelaire, 

whatever’.105 He also mentioned that in translation, ‘one must enter that foreign country 

and learn its language anew’,106 demonstrating a keen desire to expand his linguistic, 

cultural and aesthetic horizons.  

Addressing the research gap discussed in Section 0.3, later chapters will 

examine specific examples and case studies of Carson’s translated poetry, with 

particular attention to how his translated works relate to Venuti’s foreignization method, 

Baker’s narrative theory, Benjamin’s intention upon the language and Tymoczko’s 

consideration of the definition of translation and her discussion on the position of the 

translator within an expanding system. This thesis will also provide an exploration of 

Carson’s unique, creative approaches to the nature and practice of translation which 

extend beyond established translation theory. Firstly, however, having established 

which relevant translation theories to include in a framework for analysis, the current 

thesis turns its focus to the area of linguistics, which will combine its pertinent theories 

with the selected translation theories to progress the formation of a neo-Gricean theory 

(the HGT).  

 

 
103 Cronin, ‘Thou shalt be One with the Birds’, p. 87. 
104 Ibid. 
105 Kennedy-Andrews (ed.), ‘For All I Know: Ciaran Carson in Conversation’, p. 18. 
106 Carson (trans.), ‘Foreword’ in The Midnight Court, pp. i– vii (p. vii). 
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Chapter 2: Constructing the Hybrid Gricean Theory, a Neo-Gricean theory for 

Carsonian Translation Analysis 

‘Car le mot, qu’on le sache, est un être vivant. 

La main du songeur vibre et tremble en l’écrivant’1 

2.0 Introduction 

To conduct an informed, contextualized study into the translation of implicature in 

Carson’s translated works, it has initially been necessary to investigate his published 

poetry collections (both original poetry and poetry translations), and then to examine 

translation approaches and methods within his translated poetry. The previous chapter 

has revealed general practices within Carson’s poetic writings. This includes 

documenting his broad use of vocabulary from a wide variety of languages.2 It has also 

identified four main translation techniques which are apparent in Carson’s translated 

works. These techniques, together with Carson’s own unique practices, inform the 

composition of near equivalence in his translations. The four main translation 

techniques employed by Carson, whether he was conscious of these theories or not, are: 

1. Lawrence Venuti’s foreignizing approach using exotic vocabulary together with 

local Irish slang and vernacular. This provides interest and humour in Carson’s 

translations thereby allowing the reader greater engagement with the text. 

 
1 Victor Hugo, ‘Suite’, Les Contemplations (Paris: Librairie Générale Française, 1972), p. 29. 

LT: ‘Because the word, as one knows, is a living being / The thinker’s hand vibrates and trembles writing 

it’.  
2 See Appendix A. 
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2. Mona Baker’s recently proposed narrative approach. For example, Carson draws his 

own experiences and interests into his translations, creating a personally engaged 

relationship with the translated texts.  

3. Walter Benjamin’s3 approach to translation where he stresses the importance of 

harmoniously incorporating the original ‘intention upon the language’ of the ST into 

the TT.4 

4. Maria Tymoczko’s systems theory approach, where the translator is not seen as 

shuttling between ST and TT, but rather as inhabiting both, within an expanding 

system.  

Since the area of implicature is a key element of pragmatics,5 Carson’s translated poetry 

is viewed as a translation system which may be investigated from the perspective of 

pragmatics. In summary, this thesis identifies that Carson is translating within his own 

unique and expanding system (Tymoczko) which incorporates a variety of languages. 

He takes account of the ST author’s original intention upon the language (Benjamin), 

but musically recomposes it in an original way. His translation tasks are selected 

according to his own specific tastes and experiences and include events familiar to him 

(Baker) and his translations are expressed in an exotic and varied local mode of 

expression (Venuti).  

Tymoczko has noted that ‘translation is parti pris’6 i.e. translators are biased and 

subjective and that there is an increasing awareness that objective translation is 

impossible, especially within literary translation. According to Tymoczko, therefore, the 

translator is not a dispassionate conduit, rather a biased participant. To conduct a study 

 
3 Carson often referred to Benjamin as an important influence on his writing (original poetry, prose and 

translations). Carson said of Benjamin, ‘I’ve been fascinated by Benjamin ever since, some twenty years 

ago, I came across a quotation from him which I used as an epigraph for Belfast Confetti: ‘Not to find 

one’s way about in a city is of little interest… But to lose one’s way in a city, as one loses one’s way in a 

forest, requires practice….’. See Malmqvist, ‘Interview with Ciaran Carson’, p. 56. 
4 See Section 1.3. 
5 Pragmatics is the study of language in use. It is a key area of study within linguistics. 
6 Tymoczko, ‘Ideology and the Position of the Translator’, in Baker (ed.), p. 225. 
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into the translation of implied meaning necessitates a consideration of the following for 

both ST and TT: 

1. Relevant details about the author (who) 

2. The subject matter of the writing (what)  

3. The time it was written (when) 

4. The place in which it was written (where) 

Only after considering the above may the thesis progress its methodological approaches 

and begin a pragmatic literary investigation into the translation of implicature in 

Carson’s translations. Having answered these four questions, the study should then 

consider ‘why’ the translations have been selected and ‘how’ they are executed: 

5. The motivation for writing the work (why)  

6. A consideration of the mode of writing (how) 

 In her literary investigations, Violeta Sotirova7 stresses the value of the questions ‘why’ 

and ‘how’, referring to them as the ‘dominant’ considerations in any literary enquiry.8 

Examining ‘why’ implicature is used in a particular example of translated poetry and 

‘how’ it achieves a certain effect are fundamental concerns in this study. 

 Chapman has recently focused on analysis of original texts, applying Gricean 

and neo-Gricean theories of implicature to examples of literature in several separate 

studies.9 She advocates a detailed contextualization of a given piece of literature, 

observing that in recent times, the preliminary task of contextualization is coming to the 

fore: 

 
7 Violeta Sotirova is associate professor of Stylistics at the University of Nottingham. Her scholarly areas 

of research include Literary Stylistics and Literary Linguistics. 
8 Sotirova (ed.), ‘Introduction’, in The Bloomsbury Companion to Stylistics (London: Bloomsbury 

Academic, 2016), pp. 3–21 (p. 16). 
9 As well as a book on Grice: Paul Grice: Philosopher and Linguist (2005), Chapman has published a 

journal article: ‘Towards a Neo-Gricean Stylistics: Implicature in Dorothy L. Sayers's Gaudy Night’ 

(2012) and two chapters ‘“Oh, do let's talk about something else”: What Is Not Said and What Is 

Implicated in Elizabeth Bowen's The Last September’ (2014) and ‘Pragmatics and Stylistics’ (2016). 
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successful pragmatic analysis must take account of the wider context in which a particular 

example [of source text] occurs. This claim has implications for how pragmatic analysis might be 

applied to literary texts, such texts potentially establishing a specific context for their own 

interpretation.10 

To provide context and order, this chapter will firstly present what Grice’s 

theory is and state where and when it entered Translation Studies. It will then discuss its 

utility within translation and how it was received within the discipline of Translation 

Studies. Further sections will examine opinions of Gricean advocates and detractors 

within the broader remit of linguistics. It will explore shortcomings of the theory and 

discuss how further information may be derived from translated texts, with a focus on 

the neo-Gricean theories of Horn and Levinson. The application of Grice’s theory to 

literary texts will be examined, specifically reviewing recent comments from Chapman. 

Examples of translated implicature falling outside Grice’s remit will then be considered. 

The chapter will then assess the suitability of Gricean theory for its application to 

Carson’s translations. Based on the findings of Sections 2.1–2.5, Section 2.6 will then 

present an original neo-Gricean theory called the Hybrid Gricean Theory (HGT). 

Finally, in Section 2.7, an explanation and justification for each of the four principles of 

the HGT will be provided, illustrated by Carsonian TT examples.  

 
10 Chapman, ‘Pragmatics and Stylistics’, in Sotirova (ed.), The Bloomsbury Companion to Stylistics, pp. 

78–91 (p. 79). 
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2.1 The position of implicature within pragmatics 

It is necessary from the outset to stress the fundamental assertion, as supported by 

Shoshana Blum-Kulka, in her study, ‘Shifts of Cohesion and Coherence’,11 that 

translation is ‘an act of communication, and hence both its processes, products and 

effects can and need to be studied empirically within the methodological framework of 

studies in communication’.12 Bearing this in mind, it is unsurprising and logical that the 

current thesis should turn to the area of linguistics and specifically pragmatics for the 

investigation.  

A brief definition of pragmatics is now included, followed by an explanation of 

Grice’s theory of implicature. These practical considerations are a prerequisite for the 

examination of implied meaning, an essential area of pragmatics. Baker defines 

pragmatics as the study of language in use. It is the study of meaning, not as generated 

by the linguistic system, but as conveyed and manipulated by participants in a 

communicative situation.’13 Grice’s theory of implicature is a significant element of 

pragmatics. Huang describes the Gricean paradigm as having ‘revolutionized pragmatic 

theorizing’,14 stating that, to date, implicature ‘remains one of the cornerstones of 

contemporary thinking in linguistic pragmatics and the philosophy of language’.15 This 

underlines the importance of a detailed consideration of implicature within a given piece 

of communication. 

Paul Grice (1913–88), professor of language philosophy, is famous for his 

analysis of the rules of language. He applied his studies to the logic inherent in 

 
11 This essay was selected by Venuti for his book The Translation Studies Reader (pp. 290–303), as 

representative of translation theory in the 1980s.  
12 Blum-Kulka, ‘Shifts of Cohesion and Coherence’, p. 304. 
13 Baker, In Other Words, p. 235. 
14 Huang, Pragmatics, p. 28. 
15 Ibid. p. 28. 
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conversation. In the world of translation, he is best known for his identification of the 

space between what we say and what we mean, which he has termed ‘implicature’. 

Munday defines implicature in a straightforward way as ‘what is being implied not 

stated’.16 Grice developed the concept of implicature throughout the 1960s, presenting 

his philosophical and linguistic observations in a series of lectures called the William 

James Lectures which were presented in Harvard University in 1967.17 Notably these 

lectures had ‘a formidable impact from the very start’.18 Bart Geurts, a strong advocate 

for the Gricean paradigm, explains the background to the initial theoretical description 

of implicature:  

speakers convey information not only by what they say, but also by what they don’t say. In fact, 

the idea is so obvious that we may never know who had it first […]. It was H. Paul Grice who saw 

that this simple idea contains the gist of a general framework for pragmatics, based on the premiss 

that discourse is a joint project undertaken by speakers who expect each other to be cooperative. It 

was this expectation, according to Grice, which gave rise to the pragmatic inferences he calls 

‘conversational implicatures’.19   

Geurts mentions the obvious nature of the concept of implicature yet stresses that until 

this point it had not been included within a comprehensive framework of linguistics. 

Grice was both a philosopher and a linguist and his Cooperative Principle (CP), a 

framework for the discovery of implicature, falls into both disciplines. The CP is 

obviously related to linguistics, but Geurts explains the philosophical side of the theory 

in terms of it being a ‘premiss’, an expectation or an assumption of cooperation within 

talk exchanges. 

 
16 Munday (ed.), ‘Key Concepts’, in The Routledge Companion of Translation Studies, p. 198. 
17 Huang, Pragmatics, p. 27.  
18 Bart Geurts, Quantity Implicatures (Cambridge: Cambridge University Press, 2010), p. 4. 
19 Ibid. p. 1. 
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The term implicature is key to Grice’s CP, which also includes a short series of 

rules known as the Conversational Maxims (CMs). Harking back to Kant’s definition of 

category, which in turn drew inspiration from Aristotle’s work on the subject of 

categorisation,20 Grice borrowed the terms Quantity, Quality, Relation and Manner and 

redefined them in terms of communicative exchange. He drew up a set of rules or 

maxims to describe what takes place during a talk exchange. Initially a theory of the 

spoken word, in particular, of conversation, it consists of four main maxims to aid the 

logical approach to understanding oral communication. Included below are the Gricean 

CP and its related maxims: 

 

The Cooperative Principle: Make your conversational contribution such as is required, at the stage at 

which it occurs, by the accepted purpose or direction of the talk exchange in which you are engaged.  21  

Maxim Category  Maxim instruction(s) 

 

Quantity Make your contribution as informative as required (for the current purposes of 

exchange).  

Do not make your contribution more informative than is required. 

 

Quality Try to make your contribution one that is true  

Do not say what you believe to be false  

Do not say that for which you lack adequate evidence  

 

Relation  Be relevant 

 

Manner Avoid obscurity of expression  

Avoid ambiguity  

Be brief (avoid unnecessary prolixity)  

Be orderly 

 

Table 2: Grice’s Cooperative Principle and Conversational Maxims 

Although the above set of maxims is taken as a generally agreed set of ‘talk exchange’ 

rules, it is accepted that throughout the course of normal exchanges, these rules may be 

 
20 Huang, Pragmatics, p. 29. 
21 Paul Grice, Studies in the Way of Words (Cambridge, Massachusetts: Harvard University Press, 1991), 

pp. 26–27. 
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contravened. Flawless language exchanges adhering to all the above maxims rarely 

exist. In practice, rules are flouted, and complications occur. The talk exchange may be 

equivocal or even obscure. Where the Gricean maxims are violated, implicatures 

emerge.  

In any piece of communication spoken or written, the addressee is constantly in 

a decision-making process, based on the given evidence, as to what the addressor is 

trying to relay or deliver. If the message is unambiguous and involves little or no 

implicature, then it is easy to understand. If one or both people involved in a talk 

exchange flout one or more of the maxims, then there is an added meaning to decipher. 

In translation this can prove doubly difficult. The translator must firstly work out the 

exact meaning of the implicatum22 in the SL and then successfully deliver it into the TL, 

with as little loss of implied meaning as possible. Examples of flouting or violating the 

conversational maxims include: opting out, refusing to cooperate, purposely misleading 

the other party or not having the evidence for a given statement.23 Where there is an 

implicature, there is always a reason for it and the translator must identify and relay this 

intention.  

 Grice identifies Quantity, Quality, Relation and Manner as the main CMs but 

acknowledges that this list is not exhaustive. He frankly admits that while the above 

maxims cover a large body of implicature within a given language exchange, some 

cases of implicature are not included within them. He expands on this by providing 

other examples of maxims which could be added to the list: ‘there are, of course, all 

sorts of other maxims (aesthetic, social, or moral in character) such as “Be polite”, that 

are normally observed by participants in talk exchanges, and these may also generate 

nonconventional implicatures’.24 This is in keeping with his position as a philosopher 

 
22 An implicatum is an example of implicature. 
23 Grice, Studies in the Way of Words, p. 30. 
24 Ibid. p. 28. 
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and a linguist; he acknowledges that his theory cannot be absolute. Language work is in 

constant evolution; it depends on the individual motivation of the communicator and is 

context-driven. Grice demonstrates a sensitivity to the nuances of language while 

indicating an alertness to individual motivations within communication in his 

acknowledgement of the incomplete nature of his theory. This admission, however, left 

the field open for discussion on the subject and, more than half a century later, debate 

continues, demonstrating the enduring interest surrounding of the Gricean principle. 

2.2 A consideration of implicature within Translation Studies.  

In translation, a translator’s first task must be to consider the intention of the ST author. 

The task of translation, therefore, involves scrutiny of what the ST words imply, an 

examination beyond their literal meaning. Since my study uses the Gricean theory of 

implicature, borrowed by translation theorists to facilitate translation analysis, this 

thesis reviews recent thinking within Translation Studies on the utility of the paradigm. 

 As discussed in the previous chapter, Translation Studies began to establish 

itself in the 1960s, declaring its scope and parameters at that time. Baker remarks in an 

interview that although study has been conducted into translation for a very long time,25 

it has only properly been recognised in the UK since the 1980s.26 For that reason, it is 

unsurprising that it took some time for Grice’s theory from the pragmatics area within 

linguistics to filter into Translation Studies’ theory. Discussion centring around Grice’s 

theory of implicature by translation theorists only began in earnest around 1990s among 

 
25 See Sections 1.1–1.2.  
26 Tomás Costal, Interview with Mona Baker, University of Manchester, online video recording, 

YouTube,13 June 2017 (at 1:22) <www.youtube.com/watch?v=C3MqtltX7Ao> [accessed 15 August 

2019]. 
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such scholars as Munday, Baker and Venuti. The basic consensus of these three is that 

Grice’s theory has something innovative to offer, but that it cannot be embraced 

unconditionally into Translation Studies. Certain caveats and considerations raised by 

translation theorists will now be discussed.  

The first thing to note is that just as Grice’s theory caused innovation within the 

world of linguistics, so too did it have an impact in Translation Studies. Modern 

translation theorists continue to discuss the value of drawing on established linguistics 

theory and the benefits of applying Grice’s theory of implicature as an additional aid in 

the discovery of translation methods. Claire Gilbert27 is one such theorist. Referring to 

earlier discussion from linguistics scholar Basil Hatim, she states: 

translation scholars have been strongly influenced by methods in linguistics and related fields 

[...]which include formal linguistic modes of analysis [...]. For example, a pragmatics approach 

using Grice’s conversational maxims (Quantity, Quality, Relevance and Manner) has helped 

scholars of translation describe instrumental uses of translation which can shed light on ideological 

uses of translation across social contexts.28  

In her core translation textbook, now in its third edition, In Other Words: A 

Coursebook on Translation (1992, 2012, 2018), Baker devotes a full chapter to 

pragmatic equivalence in translation. Notably, the majority of her chapter discusses a 

consideration of Grice’s theory of implicature, and it is also noteworthy that this chapter 

remains unedited in the most recent edition, suggesting that even with the evolution of 

Translation Studies over the past decade, the theory still holds relevance for Baker. 

Baker is largely supportive of Grice; however, she pinpoints certain weaknesses in the 

application of the theory for translators, highlighting the issue that the CP with its CMs 

 
27 Claire Gilbert is assistant professor of History at Saint Louis University and scholar of the History of 

Linguistics.  
28 Gilbert, ‘Social Context, Ideology and Translation’, in Sue-Ann Harding and Ovidi Carabonell Cortés 

(eds.) The Routledge Handbook of Translation and Culture (Oxon: Routledge, 2018), pp. 225–242 (p. 

233). 
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may not have ‘the same value in different cultures’.29 Baker’s main concern is that 

meaning is culturally bound. She criticises the universality of the maxims as reflecting 

ideals ‘valued in the English-speaking world, for instance sincerity, brevity and 

relevance’.30 She backs up this objection by evidencing that ‘different cultures have 

different norms of “polite’ behaviour”’.31 Referring to cultural observations from Clyne 

and Loveday, Baker gives three cultural examples: 

1. German discourse is non-linear and favours digressions. 

2.  Arabic is well known to use repetition as a major rhetorical device.32 

3. ‘No!’ almost constitutes a term of abuse in Japanese and equivocation, exiting or even lying is 

preferred to its use.33 

In her research within pragmatic linguistics, Chapman makes a similar point, drawing 

attention to different expectations of the CP across Japanese culture: ‘Yoshiko 

Matsumoto […] considers politeness phenomena in Japanese and notes that a socially 

and situationally adequate level of politeness and adequate honorifics must obligatorily 

be encoded in every utterance’.34 However, Chapman defends Grice against cross-

cultural criticism of the CP, quoting Leech as follows: ‘no claim has been made that the 

CP applies in an identical manner to all societies’.35 

Despite these reservations, which are useful considerations for the cross-cultural 

translation of implicature, it is notable that notwithstanding her hesitation to 

unconditionally embrace Grice’s theory of implicature, Baker continues to regard it as a 

useful tool in translation. She also values the discipline of categorization within 

translation research and for that reason favours the logic of Grice’s paradigm: ‘scholarly 

 
29 Baker, In Other Word, p. 250. 
30 Ibid. p. 253. 
31 Ibid. p. 250. 
32 Ibid. p. 252. 
33 Ibid. p. 250. 
34 Chapman, Paul Grice: Philosopher and Linguist (New York: Palgrave Macmillan, 2005), p. 204. s 
35 Ibid. p. 199.  
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research cannot completely avoid drawing on some form of categorization’.36 She 

evaluates Grice’s contribution to Translation Studies and linguistics is as follows: ‘one 

of the most important notions to have emerged in text studies is that of implicature – the 

question of how it is we come to understand more than is actually said’.37 Furthermore, 

she assesses his contribution to the area of Translation Studies arguing ‘I believe that 

Grice’s views do have important applications in translation’.38 

Venuti also refers to Grice’s theory within his scholarly work on translation. He 

acknowledges the uses and value of a Gricean approach to translation but, like Baker, he 

draws attention to an obstacle: that Grice favours the values of the English cultural 

habits in conversation over others. The issue that Venuti has with Grice’s theory reflects 

one of his main preoccupations within Translation Studies, that is, the power 

relationship that necessarily exists between languages: ‘any language use is thus a site 

of power relationships because a language, at any historical moment, is a specific 

conjuncture of a major form holding sway over minor variables’.39 He dispels the notion 

of equality in translation: ‘translating can never simply be communication between 

equals because it is fundamentally ethnocentric’.40 He is concerned that translators do 

not simply provide a smooth, easy read, reiterating the power of, for example, the 

English-speaking world. In keeping with his work on foreignizing and domesticating 

strategies within translation, Venuti is unafraid ‘to shake the regime of English’.41 

Venuti recommends that in translation there should be a consideration for the minor 

language and that, where possible, a minor language should be protected. For this 

reason, he advises that while the pragmatics-linguist’s approach is, in his view, valid, a 

 
36 Baker (ed.), ‘Introduction’, in Critical Readings in Translation Studies, p. 4. 
37 Baker, In Other Words, p. 240. 
38 Ibid. p. 241. 
39 Venuti, ‘Translation, Heterogeneity, Linguistics’, Traduction, Terminologie, Rédaction, p. 91. 
40 Ibid. p. 93. 
41 Ibid. p. 93. 
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translator should proceed with caution when employing a Gricean approach. In his 

essay ‘Translation, Heterogeneity, Linguistics’, Venuti reiterates Baker’s observation 

that the Gricean maxims are not culturally universal. Suggesting that translators may 

proceed with the Gricean approach with caution, he recommends a considered, multi-

cultural and heterogeneous approach: 

I do not wish to suggest that such approaches be abandoned, but rather that they be reconsidered 

from a different theoretical and practical orientation – one that will in turn be forced to rethink 

itself, bearing in mind, as Baker did, that ‘that maxims can differ within any community’.42  

 Both Baker and Venuti recommend a nuanced approach while applying Grice’s 

theory of implicature to translation. The main concern is that translators must not apply 

an identical set of standards for SC and TC. Literary translation is at least a bi-cultural 

(and often a multi-cultural) activity; therefore, it should be that Grice’s maxims ought to 

be applied to the ST and the TT with different expectations. Each of the two (or more) 

cultures will have distinct linguistic and behavioural expectations. This is compatible 

with the nature of translation, which is that it necessarily involves the translator holding 

in mind at least two ideas simultaneously and that there will be a degree of negotiation, 

done by the translator, in the power relationship between ST and TT. The observations 

from Baker and Venuti on the CP and CMs are informative, since they highlight cross-

cultural and cross-linguistic differences. Questioning the universality of the Gricean CP 

and CMs can be an aid to a translation analyst in detecting mistakes and anomalies, 

however, it does require a thorough knowledge of the SL and SC. By demonstrating 

cultural awareness, a translation analyst can turn a possible shortcoming of Grice’s 

theory into a way of eliciting more information from the translation. Venuti 

demonstrates this by giving the example of Rachel May’s analysis of an English 

 
42 Ibid. p. 104. 
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translation from a Russian text.43 Applying the Gricean approach, May identifies what 

she perceives as an inaccuracy in the translation, due to ‘clashing cultural attitudes’.44 

This demonstrates her alertness to the cross-linguistic differences in the translation of 

implicature from Russian into English. May criticises the translator (Glenny) for trying 

to fill the gaps purposely left by the original author (Bulgakov) as demonstrated below 

(Ginsburg’s version is also supplied for comparison):  

Bulgakov: Следовало бы, пожалуй, cпpocить Ивана Николаевича, пoчему он пoлаraeт, чтo 

пpoфeccop имeннo нa Mocквe-peкe, a нe rдe-нибдь в дpyroм мecтe. Дa rope в тoм, чтo 

cпpocить-тo былo нeкoму.  

Ginsburg: One might, perhaps, ask Ivan Nickolayevich why he assumed that the professor would 

be precisely near the Moskva River and not anywhere else. But the trouble is that there was no one 

to ask this. 

Glenny: Somebody should of course have asked Ivan Nikolayich why he imagined the professor 

would be on the Moscow River of all places, but unfortunately there was no one to ask him.45 

May argues that Glenny, in his translation, fills in the gaps left by Bulgakov (which are 

not filled by Ginsburg) and ‘rephrases the question to allow for the possibility that there 

might not be an interlocutor available (by using the indefinite “somebody”)’.46 She 

states: ‘his version [Glenny’s] makes sense, but sense is decidedly not the point here’.47 

May draws attention to what she perceives as an error as an example of ‘an internal 

struggle between translator and narrator for control of the text’s language’.48  

Another translation theorist, Munday, is also supportive of a Gricean approach 

in Translation Studies. In his view, Grice offers an organised method of deciphering 

implicature in translation. Munday makes a case for the value of a logical approach, 

 
43 Ibid. pp. 109–10. 
44 Rachel May, The Translation in the Text: On Reading Russian Literature in English (Illinois: 

Northwestern University Press, 1994), p. 59. 
45 Ibid. 
46 Ibid. 
47 Ibid. p. 151. 
48 Ibid. p. 59. 
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arguing that the paradigm ‘has proven extremely helpful to practising translators’.49 He 

also stresses the importance of conveying implied meaning to allow a more enlightened 

translation: ‘the meanings which are implied and not stated could be the last court of 

appeal in assessing adequate equivalence’.50 The basic task of a translator is to make a 

source text comprehensible to the reader. To achieve this, Munday states that a detailed 

consideration of implicature will provide a fuller meaning.  

2.3 Gricean detractors  

Although Grice remains a highly esteemed philosopher of language, as acknowledged 

by many leading translation theorists and commentators, his theory has engendered 

much counter-debate. In response to his work and the subsequent debates, neo-Gricean 

theories of conversational implicature have been developed by significant pragmatics 

theorists. Huang51 explains the case as follows, stating that Grice’s theory (originally a 

classical theory inspired by Immanuel Kant’s categories) has engendered much 

argument. It has undergone ‘reinterpretations, revisions and reconstructions’52 as well as 

being ‘subject to various attempts at reduction’.53 It is notable, however, that even 

Grice’s critics acknowledge the value of his investigative work into the study of 

implicature. In his seminal work Pragmatics, for example, Stephen Levinson, a neo-

Gricean reductionist, notes that the ‘notion of conversational implicature is one of the 

 
49 Munday (ed.), ‘Key Concepts’, The Routledge Companion of Translation Studies, p. 198. 
50 Ibid. p. 198. 
51 Yan Huang is a prominent pragmatics scholar in his own right; however, it is worth noting (in this 

context) that Stephen Levinson (1947–), a linguistics specialist of world-wide renown, was his PhD 

supervisor at Cambridge. 
52 Huang, Pragmatics, p. 43. 
53 Ibid. 
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single most important in pragmatics’,54 noting that it is ‘essentially a theory about how 

people use language’.55 

Stephen Levinson and Laurence Horn56 are two of the main examples of neo-

Gricean reductionists. In the Hornian system, Grice’s maxims are reduced to two 

principles57  while in the Levinsonian system, Grice’s maxims are reduced to three 

principles.58 Dispensing with Grice’s maxim of Quality, Horn’s two-pronged approach 

to deciphering implicature proposes the Q[uantity]-principle which incorporates 

elements of the Gricean maxims of Quantity, and Manner59 and the R[elation]-principle 

which incorporates elements of the Gricean maxims of Quantity, Relation and 

Manner.60  Horn’s Q- and R-principles are as follows: ‘a. The Q-principle:  Make your 

contribution sufficient; Say as much as you can (given the R-principle), b. The R-

principle: Make your contribution necessary; Say no more than you must (given the Q-

principle).’61 

Levinson called Horn’s attempt at a summary of Grice’s maxims to the Q and R 

principles into question. In Levinson’s view Horn did not provide a ‘clear separation 

between pragmatic principles governing an utterance’s surface form and pragmatic 

principles governing its informational content’.62 In order to address the lack of detail 

caused by this lacuna, Levinson proposed a three-pronged approach replacing Grice’s 

original maxims. In the Levinsonian system the three neo-Gricean principles proposed 

 
54 Stephen C. Levinson, Pragmatics: Cambridge Textbooks in Linguistics (Cambridge: Cambridge 

University Press, 1983), p. 97. 
55 Ibid. p. 101. 
56 Laurence Horn (1945–), pragmatics and semantics theorist. Formerly professor of linguistics at Yale 

University. 
57 The Q[uantity]-principle and the R[elation]-principle (See Huang, Pragmatics, pp. 44–49). 
58 The Q[uantity]-principle, the I[nformativeness]-principle and the M[anner]-principle (See Huang, 

Pragmatics, pp. 49-66).  
59 Huang, Pragmatics, p.45. 
60 Ibid. p. 48. 
61 Ibid. p. 45. 
62 Ibid. p. 50. 
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are: the Q[uantity]-principle, the I[informativeness]-principle and the M[anner]- 

principle: 

a. The Q-principle (simplified) 

Speaker: Do not say less than is required (bearing the I-principle in mind). 

Addressee: What is not said is not the case. 

b. The I-principle (simplified) 

Speaker: Do not say more than is required (bearing the Q-principle in mind) 

Addressee: What is generally said is stereotypically and specifically exemplified 

c. The M-principle (simplified) 

Speaker: Do not use a marked expression without reason. 

Addressee: What is said in a marked way conveys a marked message.63 

 

This translation analysis in this thesis will specifically include Levinson’s M–

Principle where he discusses the importance of a detailed consideration of marked 

expressions. Marked expressions are used to ‘indicate an abnormal, non-stereotypical 

situation’,64 and examples of these include repetition and double negatives. For 

example, if we say that ‘the timetable is not unreliable’, there is a suggestion that the 

timetable is less reliable than if we had simply said ‘the timetable is reliable’.65 Such 

examples will provoke useful debate in this study.  

The proposed neo-Gricean theories of both Horn and Levinson received much 

attention following their publication. They too, however, are not without their critics. 

Levinson himself criticised Horn’s theory for its lack of clarity, and Geurts66 criticised 

Levinson’s theory arguing that ‘Levinson’s views on conversational implicature are 

neither univocal nor consistent’.67 Despite reductions and possible amendments to 

 
63 Ibid. p. 62.  
64 Ibid. p. 62. 
65 Ibid. p. 63. 
66 Bart Geurts is a Linguistics scholar and professor of Philosophy at Radboud University. 
67 Geurts, Quantity Implicatures, p. 87. 
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Grice’s original formulation, the latter’s philosophical theory remains foundational and 

enduring. It forms a major component of pragmatics linguistics, an aid in Translation 

Studies, and a theory which has made its way into literary stylistics. However, additions 

and reductions proposed by neo-Gricean theorists such as Horn and Levinson must be 

next considered, as they may address gaps in Grice’s original theory. 

2.4 Gricean advocates 

Recently, Chapman has begun investigation into the utility of the Gricean theory and 

neo-Gricean theories for investigating aspects of literary texts. Chapman has devoted 

much of her study and attention to Grice, describing the reception of the latter’s work in 

linguistics as his ‘big success story’.68 She was attracted by ‘the ambition and elegance 

of his proposed solution to a range of linguistic problems, as well as by the questions 

and difficulties it raised’.69 This statement is the kernel of the tension centring around 

Gricean theory – the Gricean paradigm is simple, and as Chapman puts it ‘elegant’, but 

it cannot hold a completely water-tight solution to all linguistic questions centring 

around implied meaning. Chapman has published widely on Gricean and neo-Gricean 

theory.70 An advocate of the Gricean paradigm for literary analysis, she points out that 

the theory is a good fit and a useful tool in literary investigation. She quotes many 

successful instances of persuasive literary investigation using Grice’s approach, 

including examples undertaken by a variety of commentators on selected sections from 

Jane Austen (Emma), William Shakespeare (Hamlet, Macbeth and Othello), James 

 
68 Chapman, Paul Grice: Philosopher and Linguist, p. 185. 
69 Chapman, ‘Preface’, in Paul Grice: Philosopher and Linguist, pp. vii–viii (p. vii). 
70 See Chapter Two, fn. 9. 
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Joyce (Finnegan’s Wake), Samuel Beckett (Waiting for Godot).71 In her own work she 

speaks of ‘using pragmatic theory in the Gricean tradition to explain how characters and 

narrator implicate more than they say and therefore how they address central themes 

implicitly’.72 

Geurts is another strong advocate of the Gricean paradigm. Much of his work is 

centred on the maxim of Quantity and the effects of quantity based implicature. 

Defending the robustness of Grice’s theory, Geurts comments that it follows what he 

terms a ‘standard recipe’. He challenges Grice’s detractors saying: ‘with some 

ingenuity, we can concoct all sorts of scenarios in which the standard recipe produces 

the wrong results. But they are merely exceptions not counter examples’.73 Geurts also 

supports the philosophical side of Grice’s thinking within the theory, pointing out that 

‘Grice’s theory is deeply imbued with such psychological intentions as belief and 

intention’.74 In his own words Geurts is a firm supporter of Gricean theory: ‘but is it a 

good theory? My answer to this is an unqualified yes… I believe that the Gricean 

approach is eminently plausible in every sort of way.’75 Geurts takes pains to test the 

psychological plausibility of Grice’s theory: ‘it is one thing to assume that hearers 

reason about the speaker’s beliefs and desires all the time. It is another thing to claim 

that, on top of that, hearers take into account alternative expressions that the speaker 

might have used but didn’t.’76 

 Geurts describes Grice’s paradigm as an intuitive system and while initially that 

may sound insubstantial, he demonstrates that the paradigm can be tested scientifically. 

 
71 See Chapman, Paul Grice: Philosopher and Linguist, p. 189; and Chapman, ‘Pragmatic and Stylistics’, 

in Violeta Sotirova (ed.), The Bloomsbury Companion to Stylistics, pp. 78–91 (p. 80). 
72 Chapman, ‘“Oh, do let’s talk about something else”: What Is Not Said and What Is Implicated in 

Elizabeth Bowen’s The Last September’, in Chapman and Clark (eds.), Pragmatic Literary Stylistics 

(London: Palgrave Macmillan, 2014), pp. 36–54 (p. 53). 
73 Geurts, Quantity Implicatures, p. 35.  
74 Ibid. p. 67. 
75 Ibid. p. 68. 
76 Idid. P. 77. 
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He shows that in conversation, addressees do, in fact, have strong psychological 

expectations of what word will/should come next in a sentence, citing this example 

(among others) from a 1994 study by Kutas and Hillyard: ‘Jenny put the sweet in her 

mouth/pocket after the lesson’.77 This sentence was tested on subjects to see how their 

brain function would react to the word ‘mouth’ or the word ‘pocket’. Both the words 

make sense in the context of the statement; however, the study proves by examining the 

brain function results, that the subjects expect to hear the word ‘mouth’ in the sentence. 

They react with surprise when their expectation is not met. Geurts explains: ‘they found 

that “pocket” elicits a stronger N40078 than “mouth” which agrees that the first word, 

though perfectly coherent, is less expected’.79 Geurts expands on this experimental 

result as follows: ‘the experimental evidence shows that hearers have strong 

expectations about what the speaker is going to say next and that these strong 

expectations are checked and re-adjusted on a word-by-word basis’.80 In short, Geurts 

points out that an addressee is constantly second-guessing what the addressor is 

thinking and predicting what they might say next. They quickly note what they could 

have said but did not and this provokes a reaction of surprise.81 Geurts uses this as 

evidence to support his idea that Grice’s system of implied meaning is intuitive and, 

therefore, useful in research in areas of pragmatic enquiry. 

Another defender of the multi-disciplinary character of Grice’s work, including 

its philosophical nature, is Stephen Neale82: ‘the work of Grice’s that has found its way 

into Studies [in the Way of Words] constitutes a major contribution to philosophy and 

 
77 Ibid. p. 78. 
78 ERPs (Event-Related Brain Potentials) are a scientific measure of brain wave activity ‘roughly 

characterised as a measure of the surprise factor of a given event’. One of the multiple waveforms is the 

N400 which is used as an indicator in this example. (See Geurts, Quantity Implicatures, pp. 78 –81). 
79 Ibid. p. 78. 
80 Ibid. p. 81. 
81 Ibid. pp. 81–2. 
82 Stephen Neale is distinguished professor of Philosophy and Linguistics at CUNY and Gricean expert 

and author. 



78 

 

 

linguistics; as such its appearance will help to ensure that Grice is remembered as one of 

the most gifted and respected philosophers of the second half of the twentieth century… 

No one with a serious interest in language should be without a copy of this book. The 

work of the late Paul Grice (1913–1988) exerts a powerful influence on the way 

philosophers, linguists, and cognitive scientists think about meaning and 

communication.’83  

Bearing in mind the researched support of many academics and theorists 

described in the previous sections from both the disciplines of linguistics and 

Translation Studies, there are good grounds for this thesis to proceed using a modified 

neo-version of Grice’s CP and its four maxims as a tool for uncovering implicature in 

translation. Theorists have demonstrated that where Grice’s theory is applied in a 

considered way, it can be a useful model for elucidating methods and techniques within 

translation. However, shortcomings in the theory must also be analysed here. Serious 

consideration must be given to both the neo-Gricean reductionist theories and the 

translation theorists who have identified the cross-cultural applicability of the CMs as a 

possible issue within translation. A use of Grice’s theory together with a reference to 

later concerns surrounding his theory will provide the opportunity for a nuanced 

approach to the translation of implicature within translation. The following sections will 

investigate the applicability of Grice’s theory in conjunction with neo-Gricean and 

relevant translation theories to the translation of implicature in Carson’s poetry. 

 
83 Neale, ‘Paul Grice and the Philosophy of Language’, Linguistics and Philosophy, 15 (1992), 509–59 (p. 

556). 
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2.5 The need for an adaptation of Grice’s CP and CMs for the purposes of this study 

Mona Baker has stated that ‘one of the most important notions to have emerged in text 

studies is that of implicature – the question of how it is we come to understand more 

than is actually said’.84 A contextual approach is also essential however, and in 

Translation Studies the analyst must consider two separate contexts, relating to both the 

TT and ST. In her chapter entitled ‘Pragmatic Equivalence’,85 Baker demonstrates 

exactly where analysts must look beyond Grice’s CP and CMs, detailing four conditions 

which allow an addressee (TTR) to succeed in deciphering implicatures: 

1. The conventional meaning of the words and structures used (i.e. a mastery of the language system), 

together with the identity of any references that may be involved. 

2. The context, linguistic or otherwise, of the utterance. 

3. Other items of background knowledge.  

4. The fact (or supposed fact) that all relevant items falling under the previous headings are available to 

both participants, and both participants know or assume this to be the case.86 

All four of the above conditions, stipulated by Baker, are essential elements, worthy of 

attention in the adaptation of Grice’s theory for any study on Carson’s translations, 

however, the first point relating to a mastery of (source-text and target-text) language 

system is a matter of primary concern. 

The discussion (in Sections 2.1–2.4 directly above) has already highlighted the 

utility of the Gricean CP and CMs in literary translation inquiry. However, while 

proceeding with some of the central ideas posited by Grice in his framework for 

analysis of implicature, the concerns already raised by Gricean detractors (Section 2.3) 

and advocates (Section 2.4) point to the necessity of adapting the Gricean model to 

 
84 Baker, In Other Words, p. 240. 
85 Baker, ‘Pragmatic Equivalence’ in, In Other Words, pp. 235–278. 
86 Ibid. p. 245. 
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form a useful evaluative framework for analysis of specific translations. In order to fully 

address the concerns surrounding Grice’s original philosophical theory, while still 

embracing the proven utility87 of the original CP and CMs, this research now proposes a 

modified theory, specifically applicable to Carson’s literary translations. Modifications 

are deemed necessary because of the concerns surrounding cross-linguistic differences 

(discussed in Section 2.2), problems raised by Gricean detractors88 (see Section 2.3) 

and, in addition, the need to fully address the consideration that this thesis falls into the 

area of Translation Studies. The proposed modified theory will be termed the Hybrid 

Gricean Theory (HGT). The latter is so called because firstly, it relies on Grice’s 

original theory, as this has proven to be a valuable and enduring analytical framework; 

secondly, it marries elements from the fields of linguistics and Translation Studies; 

thirdly, the HGT also encompasses key ideas, ‘reinterpretations, revisions and 

reconstructions’,89 from Horn and Levinson from within the remit of linguistics, as well 

as relevant elements from the translation theories of Venuti, Tymoczko, Baker and 

Benjamin. The aim in producing the HGT is that it may serve as a specific and 

pragmatic tool for the literary analysis of a poet like Carson’s translations. Only a 

thorough background analysis of both Carson’s entire poetic oeuvre together with a 

detailed investigation of his translation methods allow for the HGT (germane to 

Carson), to be applied in this thesis.  

An openness to breaking through established authorities to encompass a variety 

of theories may initially seem like a daring trajectory, however, this is an 

interdisciplinary study. Therefore, it is necessary to thoroughly investigate the literary 

 
87 This view is supported by Venuti, Baker, Guerts, Gilbert, Neale, May, Chapman, Clark and others. (See 

Chapter 1 and the current Chapter). 
88 Grice’s main detractors include Levinson and Horn (although their theories are highly influenced by 

Grice’s original theory), however his advocates have also raised various concerns surrounding the CP and 

CMs. (See Chapter 1 and the current Chapter). 
89 Huang, Pragmatics, p. 43. 
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points of interrogation. Linguistics theorists Siobhan Chapman and Billy Clark 

encourage and support an openness to selecting a variety of approaches where required: 

there is a growing commitment in various branches of linguistic analysis to the idea that theorists 

and analysts should be open to a wide range of possible approaches, adopting frameworks which 

seem to help with specific questions rather than sticking closely to one approach.90 

Here Chapman and Clark demonstrate that adopting a selection of established 

linguistics theories is not without precedent. They point to an unapologetic reworking of 

existing theories, within linguistics, to suit the mode of literary analysis required for an 

individual writer or translator. These ideas proposed by Chapman and Clark are in 

themselves practical and applicable, in keeping with Huang’s basic definition of 

pragmatics as ‘the study of language in use’.91 Baker also encourages a degree of 

flexibility and selectivity in the application of Grice’s theory: ‘I therefore propose to 

play down the inadequacy of Grice’s theory of implicature in terms of its application to 

written discourse in order to explore its general relevance to translation’.92  

The technique of combining a variety of approaches, with, as Chapman and Clark 

say, the common impetus to ‘share a commitment to some version of the distinction 

between “what is said” and “what is implicated”’,93 fits closely with the basic meaning 

of pragmatics. The aim of this thesis is to use, not an idealized, single method, but 

rather to select overlapping approaches, apparent within Carson’s own translation 

approach. In other words, the tools employed for analysis must be suitable to the task. 

This admission allows for the ‘theoretical and methodological eclecticism’94 which is 

realistically required in such a specific area of study.  

 
90 Chapman and Clark, ‘Introduction: Pragmatic Literary Stylistics’ in Chapman and Clark (eds.) 

Pragmatic Literary Stylistics, pp. 1–15 (p. 7).  
91 Huang, Pragmatics, p. 1. 
92 Baker, In Other Words, p. 241.  
93 Chapman and Clark, Pragmatic Literary Stylistics, pp. 1–15 (p. 4). 
94 Ibid. p.7. 
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Chapman and Clark are at pains to emphasize that:  

different approaches should not necessarily be seen as ‘competing’ approaches from which a 

‘winner’ needs to be chosen. Rather, we would suggest that specific approaches adopted should be 

those which provide insights into the specific phenomena being considered. 95 

In other words, at this juncture it is appropriate to move beyond discussion on possible 

shortcomings in Gricean theory and rather to investigate which elements of his CP and 

CMs should be retained for the purposes of this particular investigation and which 

elements of theories and approaches of other pragmatics theorists and translation 

theorists should be included to provide a workable framework. 

2.6 Introduction to the HGT 

The skopos96 of the new HGT is pragmatic utility – it is designed as a practical aid to 

isolate and investigate features evident in Carson’s literary translation of implicature, 

thus further elucidating his practice. Susan Bassnett97 stresses the need for a pragmatic 

link between theory and practice. In her view, translation theory should never be 

visualised as isolated from the practice: 

I affirmed the need for a close relationship between the theory and practice of translation. […] The 

mechanic who spends a lifetime taking engines apart but never goes out for a drive in the country 

is a fitting image for the dry academician who examines the how at the expense of what is.98 

 
95 Ibid. 
96 Skopos is a Greek word meaning ‘purpose’ or ‘aim’. For a detailed definition, see Jeremy Munday, 

‘Key Concepts’, in Munday (ed.), The Routledge Companion of Translation Studies, p. 226. 
97 Susan Bassnett (1945–), scholar of comparative literature and translation theorist. Professor of 

comparative literature at the Universities of Glasgow and Warwick. 
98 Bassnett, Translation Studies, p. 88. 
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In addition, when Grice first penned his theory of implicature, he was at pains to point 

out that his was not the final word on the subject. He was fully aware of the possibility 

of further development of the theory: ‘there are, of course all sorts of other maxims 

(aesthetic, social or moral in character)’.99 The complexity of what Grice called ‘the 

way of words’100 reflects his philosophical viewpoint, namely that ‘language serves 

many important purposes besides those of scientific inquiry’.101 Yet Grice’s theory 

attempts to categorize and make sense of implied meaning within language to some 

degree. His practical and philosophical approach to deciphering meaning in language is 

addressed by other linguistics theorists also. Baker synthesises Grice’s main definition 

of implicature as follows: ‘implicatures, then, are pragmatic inferences […] they are 

aspects of meaning that are over and above the literal and conventional meaning of an 

utterance’.102  

In accordance with Grice, Chapman and Clark dismiss the notion that any new 

theory should be considered ‘final’. They rather share the practical stance of Bassnett 

who prefers to examine translation in practice. Chapman and Clark clearly state the 

point of modifying Grice’s theory: ‘the main aim is to account for the phenomenon 

being explored rather than to develop as accurate a theory as possible [ensuring that] it 

helps to explain the particular features being considered’.103 These commentators are 

realistic in their emphasis on the specific approach that is necessary in literary 

translation analysis. A synthesized framework is necessary, though it must be selected 

with care. There can be no ‘one size fits all’, rather an acknowledgement that unique 

approaches must be employed to extricate deeper meanings from a text. Tymoczko, for 

example, values a systematic approach together with a judiciously selected framework: 

 
99 Grice, Studies in the Way of Words, p. 28. 
100 Taken from the title of Grice’s book: Studies in the Way of Words. 
101 Grice, Studies in the Way of Words, p. 23. 
102 Baker, In Other Words, p. 243.  
103 Chapman and Clark, ‘Introduction’, in Pragmatic Literary Studies, pp. 1–15 (p. 9). 
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‘although no one frame can suffice to illuminate all translations, a frame that is well 

chosen may illuminate a significant type of translations or a significant facet of the 

process of translation’.104  

This research proposes the following HGT as an evaluative tool, designed to 

examine treatment of implicature in Carson’s translated poetry. The theory is 

unapologetically derivative, but necessarily so. Deriving new theories from established 

theories has precedent. Grice derived his theory from Kant; Baker derived her narrative 

theory from Somers and Gibson and discusses the importance of extending new theories 

from established theories;105 Tymoczko refers to Venuti saying that some of her theories 

would not exist without his; and Venuti’s theories are clearly developed from those of 

Schleiermacher and Berman106. As discussed in Chapter One, there is a value in basing 

present theories on past experience. Therefore, the HGT is expressly designed for 

specific analysis of Carson’s literary translations. The introduction of novel and 

innovative ideas by Carson in his literary translations, such as the incorporation of the 

aisling and the fetch, call for a deviceful approach. Carson’s work has necessitated a 

completely original extension of Grice’s theory.  

 
104 Tymoczko, ‘Trajectories of Research in Translation Studies’, p. 1090. 
105 See Section 1.3. 
106 Antoine Berman (1942–1991), French translator and translation theorist. Highly influenced by 

Schleiermacher and influential on Venuti. 



85 

 

 

2.7 HGT framework for analysis of implicature in Carson’s literary translations 

General Overarching Principle107  

i. To describe the phenomena of Carson’s literary translations within Translation 

Studies as they manifest themselves in the world of the target text reader’s 

(TTR’s) experience 

ii. To establish specific principles by means of which the phenomena of translating 

implicature can108 be analysed and elucidated to uncover aspects of Carson’s 

literary translation methods.109 

 

1. Principle of Sufficiency110  

• The informational content of the TT is as complete as possible  

• No information has been added or omitted in the TT111 

 

2. Principle of Intention upon the language112 

• The TT’s intention upon the language is congruent to the ST’s intention upon 

the language  

• The TT represents ST intention upon the language as fully as possible  

• The form and order of the ST are represented in the TT in an equivalent113 way 

 
107 The GOP is based on a foundational statement by Holmes in his essay ‘The Name and Nature of 

Translation Studies’. See Section 1.1. 
108 ‘I have used ‘can’ and not ‘may’ in the spirit of Holmes, who sees Translation Studies as an ‘empirical 

discipline’. An empirical study relies on practical experience or evidence which fits with this pragmatic 

study. See Holmes, ‘The Name and Nature of Translation Studies’, in Translated!: Papers on Literary 

Translation and Translation Studies, p. 71. 
109 Ibid. Holmes provides the inspiration for the General Overarching Principle adapted for Carsonian 

analysis here. 
110 Horn and Guerts both refer to sufficiency as a consideration when discussing the Gricean concept of 

Quantity. 
111 Derived from Grice’s maxim of Quantity. 
112 Benjamin discussed the translator’s intention upon language in his influential 1923 essay, ‘The Task of 

the Translator’.  
113 Equivalence remains a highly debated and live subject in Translation Studies. 
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3. Principle of Manner114 

• The TT is representative of the source text culture (STC) 

• The source text translator (STT) demonstrates an awareness of cross-linguistic 

differences  

• To mark or highlight a section of translation, exotic or surprising lexical choices 

including slang, vernacular expressions, multi-linguistic and culturally specific 

vocabulary may be used115  

• ‘Marked’116 expressions are used specifically to create a distinctive meaning for 

the target text reader (TTR) 

 

4. Principle of Extension117 

• The STT’s direct experiences or interests which are recognisable to the TTR 

may be included in the TT for a specific reason118 

• The TT may be placed in, or made relevant to, a different time-period 

• The TT may be placed in, or made relevant to, a different geographical location 

• The TT (first ‘afterlife’)119 may be re-translated to produce a new ETT, creating 

a second ‘afterlife’ for the ST  

 
114 This is derived from Grice’s maxim of Manner. 
115 This concept owes much to Venuti’s identification of foreignization in translation and also to Carson’s 

inventive use of language. 
116 Levinson invented the term ‘marked expression/message’ which forms part of his pragmatic M[anner]-

principle. 
117 Original principle necessitated by observations on Carson’s unique translation methods. 
118 Investigating the reason is of high importance in this study. 
119 This term originates in Benjamin’s essay ‘The Task of the Translator’. 
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Explanation of the HGT theory 

The following sections in this chapter will demonstrate how the specific elements 

included in the HGT template have been selected and demonstrate why they are 

necessary for an analysis of Carson’s treatment of implicature in literary translation. 

The structure of the HGT, outlined above, is modelled on the CP and CMs designed by 

Grice. In place of Grice’s CP, a General Overarching Principle (GOP) is introduced in 

two parts (see above). The content of this GOP owes much to the two central objectives 

of Translation Studies as specified by Holmes:120  

• To describe the phenomena of translating and translation(s) as they manifest themselves 

in the world of our experience. 

• To establish general principles by means of which these phenomena can be explained and 

predicted.121   

The HGT framework uses a modified version of Holmes’ general principles (from his 

foundational statement on Translation Studies) as the origin of the GOP (see start of 

Section 2.7 above) specific to Carson. Point (i) of the proposed GOP is included as a 

pragmatic necessity to contextualize Carson’s translation practices within the world of 

Translation Studies. This is to link the framework more closely to the area of 

Translation Studies and to locate Carson’s translation work within it. Point (ii) of the 

GOP is designed to explain the introduction of specific principles which may then 

address phenomena identified in Carson’s translations. The GOP is intended as a 

straightforward and lucid introduction to the HGT, just like Holmes’ stipulations for 

delineating the area of Translation Studies are coherent and comprehensible. Having 

 
120 See Section 1.1: Origination of Translation Studies as an academic discipline. 
121 Holmes, ‘The Name and Nature of Translation Studies’, in Translated!: Papers on Literary 

Translation and Translation Studies, p. 71. 
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introduced the GOP for the discovery of implicature in Carson’s literary translation, this 

study will now discuss each of the principles in turn to clarify their purpose and to 

demonstrate their utility. 

Principle of Sufficiency (PS) 

• The informational content of the TT is as complete as possible  

• No information has been added or omitted in the TT 

The first principle in the framework of the proposed HGT is the Principle of Sufficiency 

(PS). It is reliant on Grice’s maxim of Quantity,122 and in addition, owes much to Horn 

and Levinson’s Q-Principles,123 themselves based on Grice’s maxim of Quantity. The 

basic assumptions of the TTR must be that the TT is at least an adequate reflection of 

the content of the ST and that extraneous information is not supplied. Inclusion of the 

Gricean maxim of Quantity is essential and this is evidenced by the fact that it is 

included in all other neo-Gricean reworkings of the theory. Chapman points out that 

even with all the revisions and discussions centring around the Gricean CP and CMs, 

newer versions (including reduced versions) ‘all retain some notion of quantity’.124 For 

example, the Gricean maxim of Quantity is re-expressed in both Horn and Levinson 

neo-theories as a Q-principle. Guerts, a strong Gricean advocate, has devoted an entire 

book-length work to the subject of Quantity implicatures, demonstrating that he 

prioritises this maxim. It is from Horn’s Q-principle that the HGT borrows the word 

‘sufficient’, which fits with the notion that in translation a reliable degree of equivalence 

 
122 Grice’s maxim of Quantity: Make your contribution as informative as required (for the current 

purposes of exchange). Do not make your contribution more informative than required. 
123 Huang, Pragmatics, p. 45 and p. 51. 
124 Chapman, ‘“Oh, do let’s talk about something else”: What Is Not Said and What Is Implicated in 

Elizabeth Bowen’s The Last September’, in Chapman and Clark (eds.), p. 41. 
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is expected. A basic expectation in translation must be that the communication will be 

sufficient. In his neo-Gricean version of Quantity implicatures, Horn enjoins the speaker 

to ‘make your contribution “sufficient”’125 – with the basic premise that what needs to 

be communicated should be communicated, in order to give a complete picture of that 

communication. Further investigation reveals that Guerts also uses the word ‘sufficient’ 

in his assessment of Quantity Implicatures: 

surely, if a speaker (translator) wants to be cooperative, it would be a good idea for him to make 

his utterances (translations) sufficiently informative, speak the truth, and so on and surely it is 

reasonable for hearers to expect speakers to behave in conformity with such patently sensible 

rules. In brief, the banality of the maxims strongly speaks in their favour.126  

Guerts’ use of the word ‘banality’ suggests that the notion of a maxim of Quantity is 

both obvious and expected, which underscores the necessity of its inclusion in the HGT. 

An example selected from Carson’s translation of a Rimbaldian sonnet127 is 

included below to highlight the use of the PS in practice: 

 

Rimbaud  

 

Fowlie Carson 

Un soldat jeune, bouche 

ouverte, tête nue / […]  Dort… 

(‘Le Dormeur du val’, L 5 and 

7).128 

A young soldier, his mouth open, 

his head bare / […] Sleeps… 

(‘The Sleeper in the Valley’, L 5 

and 7).129 

 

A soldier sleeps there, tousle-

headed, mouth agape’, /   

(‘The Sleeper in the Valley’ L 

5).130 

Table 3: Illustrative example of the PS applied to Carson’s TT 

 
125 Huang, Pragmatics, pp. 36–54 (p. 45). 
126 Bart Geurts, Quantity Implicatures, p. 11. 
127 Further examples of analysis via the PS for Rimbaldian STs may be found in Sections 4.2–4.5 and 

Appendix F. 1–20. 
128 Rimbaud, in Carson (trans.), TAP, p. 14.  
129 Ibid. p. 57. 
130 Carson (trans.), TAP, p. 15. 
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This example is selected from Rimbaud’s Alexandrine sonnet ‘Le Dormeur du Val’ 

which is translated by Carson as ‘The Sleeper in the Valley’.131 Fowlie’s (almost) word-

for-word translation is included, firstly, to provide a plain, accurate version of the ST 

and, secondly, to provide a useful comparison with Carson’s TT. Analysis via the PS 

directs the TTR to take note of any additional information provided by the translator 

and to observe any information which has been omitted. Crucially, scrutiny via the PS 

encourages the TTR to investigate the effects achieved by such additions or omissions. 

In this example, the register of the ST is one of objective observation, yet, as further 

details emerge, the ST tone conveys tenderness for the young soldier and outrage at his 

senseless demise. By his imaginative rendering of the text, however, Carson seems to 

present the abstract ideas implied by the ST, yet at the same time, he manages to convey 

the three pieces of core information within it:  

1. There is a sleeping soldier (the implication is that he is dead) 

2. He is bare headed (the implication is that he is not wearing a cap or a helmet) 

3. His mouth is open (the cinematic implication here is that this is a young man 

who has been ‘stilled’132 mid-action)  

Carson’s version manages ‘to speak the truth’133 of the ST, being sufficiently 

informative and giving a complete picture of the original communication, however the 

vocabulary he chooses adds extra layers of information. For example, as per analysis via 

the PS, Carson omits ‘young’ in this example, but images it by exchanging ‘nue’, 

meaning bare (headed), for the adjective ‘tousle-headed’, which implies that the soldier 

is barely out of childhood. This supply of additional detail has the double effect of 

 
131 Rimbaud, ‘Le Dormeur du Val’, Poésies, Une Saison en Enfer, Illuminations, 2nd edn (Paris: 

Gallimard, 1984), p. 53.  
132 Carson is an artistic observer of ‘still life’. His last book of poetry, Still Life provided poetic 

representations inspired by seventeen famous paintings. 
133 Guerts, see fn. 126 above. 
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creating an emotive translation and clearer visual image while intensifying the senseless 

tragedy.  

Carson’s specific TT detail ‘mouth agape’ is a striking play on words which 

takes on an inclusive scope and one suggestive of collective responsibility. ‘Agape’ is 

an accurate (and sufficient) translation of ‘open’ and is a reasonable, and fairly 

common, way of describing an open mouth (‘bouche ouverte’). Yet Carson selects this 

word as a clever pun: the Greek word for selfless, universal love is also ‘agape’. The 

shock value of this secondary association, therefore, adds a political implicature: a 

comment on the senseless waste of a young life in a war situation. Therefore, the word 

‘agape’ is clearly a more emotional term than ‘open’. It adds layers of revulsion and 

horror to Carson’s translation because it brings to the fore universal themes of 

childhood, love, death and waste. Carson’s emotive translation creates a deeper and 

more emotional engagement with the text by this additional information in the TT. 

These breaches of the PS maxims do not mean that Carson’s is an ‘incorrect’ 

translation, but rather they permit a way of demonstrating how Carson treats the ST and 

to what effect. Using the PS as per the above example is intended as an organised 

method of examining such repeated deviations with the expectation of finding, and 

noting, unexpected differences (from the information provided in the ST) in the 

translation. A literal rendering of the original might be a ‘correct’ version of the 

vocabulary but may ignore, or de-emphasize, deeper layers hidden within the ST as a 

whole. Translation is a process of weighing up priorities and of choosing where to place 

highlights, as Carson noted on translating Dante: ‘I began to discover that some “literal” 

translations did not agree in some important aspects of interpretation’.134 Similarly 

Benjamin commented that the ‘hallmark of bad translation is simply the transmission of 

 
134 Carson, ‘Introduction’, in Carson (trans.), TIDA, pp. xi–xxi (p. xix). 
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information’.135 Therefore, beyond the process of conveying the literal meaning, other 

textual and contextual considerations should not be ignored. These will be discussed 

within the following three principles of the HGT. 

Principle of Intention (PI)136  

• The TT’s intention upon the language is congruent to the ST’s intention upon 

the language137 

• The TT represents ST intention upon the language as fully as possible  

• The form and order of the ST is represented in the TT in an equivalent way 

Chapter One of this research has drawn attention to the fact that translating is a 

dangerous activity.138 In the past lives have been lost and at the very least translators 

have been treated with suspicion. Common sayings exist in various languages to prove 

that this mistrust is widespread. Examples include (from Italian) traduttore, traditore, 

‘translator betrayer’, a phrase to which Carson makes reference;139 and (from 

Hungarian) fordítás, ferdítés, ‘translation is distortion’. The question in the mind of the 

TTR is, how can they be sure that they are receiving an accurate, truthful rendition of 

the ST if they only have the STT’s word to go on? In his essay ‘The Task of the 

Translator’ (1923), Benjamin attempts to restore the reputation of the translator. He sees 

translation as a worthy and dignified activity, referring to the ‘high purposiveness’140 of 

the act, arguing for ‘the essential nature and the dignity of this literary mode’.141 

 
135 Benjamin, ‘The Task of the Translator’, p. 11. 
136 The intention referred to here is the literary intention upon the language of the source text writer STW/ 

source text translator STT. 
137 Benjamin, ‘The Task of the Translator’, p. 19. 
138 See Section 1.2. 
139 Carson, ‘Introduction’, in Carson (trans.), TIDA, p. xix. 
140 Benjamin, ‘The Task of the Translator’, p. 14. 
141 Ibid. p. 19. 
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Deciding upon the intention of a ST writer (or a translator) can be fraught with 

controversy, however, in this thesis, the PI will examine the intention upon the 

language142 that the translator is translating into, based on their assumption of the 

original intention of the ST writer upon the language of the ST. Relying on Benjamin’s 

view that the key concern (‘task’) of the translator is to relay the original intention upon 

the language of the ST, the first maxim of the PI calls for an intention upon the 

language of the TT which is congruent (albeit expressed differently) to the original 

intention upon the language of the ST.  

Such viewing of the translation as the ‘echo of the original’ is in keeping with 

Carson’s methods. For not only does he wish to reflect a congruent intention of the 

STW upon the language in his translation, he also aims to reflect it as fully as possible. 

In an interview with J. P. O’Malley, he discusses his struggle to get the right technique 

in translating Rimbaud, finally settling on translating the prose poems of Rimbaud into 

Alexandrine verse: ‘Without that constriction of form, I could get no angle of attack on 

the material. I wanted the dreamlike imagery to rhyme, chime, and echo: to make some 

kind of music to my ear.’143 

The following excerpt from ‘Cities’ (‘Villes’) provides an example of Carson’s 

‘rhyme, chime and echo’ in translation, where he recomposes the musical acoustics and 

effects of the ST. Peschel’s TT is provided, for comparative purposes,144 as a close 

translation of Rimbaud’s ST: 

 

 
142 See Chapter One.  
143 J.P. O'Malley, ‘Ciaran Carson on Translating Rimbaud’, The Spectator, 2 November 2012 

<blogs.spectator.co.uk/2012/11/interview-ciaran-carson-on-translating-rimbaud/ > [accessed 15 

November 2019]. 
144 Further examples of analysis via the PI for Rimbaldian STs are found in Appendix G. 1 –20. 
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Rimbaud 

 

Peschel Carson 

dans des vêtements et des 

oriflammes éclatants comme la 

lumière des cimes. 

(‘Villes’ I, L 8–9).145 

with vestments and oriflammes 

as dazzling as the light of the 

summits. 

(‘Cities’ I, L 7–8).146 

in their oriflammes and 

vestments dazzling with the 

light / that falls upon the 

mountain peaks of celestite. // 

(‘Cities’ I, L 11–12).147 

 

Table 4: Illustrative example of the PI applied to Carson’s TT 

At the beginning of this excerpt, Carson retains Rimbaud’s original intention 

upon the ST language in obvious ways: firstly, he intentionally closely echoes 

Rimbaud’s ST lexicon with an acoustically similar word choice and direct translation 

for ‘vêtements’ (‘vestments’); and secondly, he repeats Rimbaud’s exotic word 

‘oriflammes’.148 This unusual borrowing reflects his desire to fully recreate Rimbaud’s 

original decadent and exotic intention upon the language in the TT. Peschel also 

translates with ‘vestments and oriflammes’. By these actions Carson certainly aligns his 

intention upon the language of his TT to Rimbaud’s intentions upon the language in the 

ST. Notably, however, he changes the order of these two words leading the way with 

the blazing lexical choice ‘oriflammes’. The re-ordering of these words is a way of 

‘acting out’ the meaning of ‘oriflammes’ in the TT. An oriflamme is a flag or standard 

which catches the eye and leads the charge in battle. This deliberate translation decision 

in Carson’s TT provides an intentional emphasis on blazing light and drama. 

The ST phrase ‘la lumière des cimes’ is translated literally by Peschel as the 

‘light of the summits’. Carson, however, translates with the wordier and more dramatic 

 
145 Rimbaud, in Peschel, A Season in Hell, The Illuminations, trans. by Enid Rhodes Peschel (Oxford: 

Oxford University Press, 1974), pp.136–139 (p. 136). 
146 Ibid, p. 137. 
147 Carson (trans.), ILO, pp. 21–22 (p. 21). 
148 Oriflamme means ‘sacred banner’. This ‘ancient battle standard of the Kings of France’ was usually 

made from red or orange silk. Etymology: The Middle French term oriflamble comes from ‘Old French 

‘orie flambe’ and from ‘Latin aurea flamma, “golden flame”’. See <www.etymonline.com/word/ 

oriflamme> [accessed 18 June 2021]. ‘The original oriflamme was the banner of Saint Denis, a patron 

saint of France who is said to have been the first bishop of Paris. Middle English speakers referred to this 

red or reddish orange banner using the Middle French term oriflamble, from Old French ori flambe, 

meaning “small flag”’. See <www.merriam-webster.com/dictionary/oriflamme> [accessed 10 February 

2021]. 
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‘the light / that falls upon the mountain peaks of celestite’. As per analysis via the PI, 

Carson’s use of sibilants ‘peaks of celestite’ is in musical harmony with Rimbaud’s ST 

‘cimes’. Partly, this is to fit with the rhyming scheme that he has imposed on his TT. He 

has transformed the prose poem into an Alexandrine poem with rhyming couplets and 

the Alexandrine metre (12 syllable lines).149 Rhyming ‘light’ with ‘celestite’ has the 

effect of dazzling the TTR, when they have already witnessed the blazing light from the 

‘oriflammes’. In Carson’s example the light does fall on the mountain summits as per 

the ST, but it is intensified (more than sufficiently) by the effect of its refraction through 

the heavenly (celestial) sky-blue mineral ‘celestite’.150 Changing the original form and 

order of Rimbaud’s ST has the effect of ‘playing with the light’ thus amplifying its 

effects. Since ILO is presented by Carson as a play in two acts, it is appropriate that he 

should, as ‘stage director’, change the lighting in his version of the ST. In this way he 

can create a TT which ‘does not cover the original [ST], does not block its light’ but 

rather put his own stamp on a TT which allows his own version of the language ‘to 

shine upon the original all the more fully’.151 

The above is just one example of the many creative solutions that Carson has 

found in his TTs. Part of this creativity is forced by the form’s rhyming schemes that he 

selects in translation.152 Carson has often spoken of the struggle of finding the correct 

intention upon the language, or as he puts it ‘what he [STW] had first in mind to say’.153 

In an interview for his Festschrift he describes forcing himself to think outside the box 

and even having to employ strict self-imposed constraints, to achieve the desired 

effects: 

 
149 Although Carson uses the 12-syllable Alexandrine rule as a general guide, he does not adhere to this 

strictly, on occasion using anywhere between 10 and 15 syllables. 
150 See ‘The Mineral Celestite’ <www.minerals.net/mineral/celestine.aspx> [accessed 21 August 2021]. 
151 Benjamin, ‘The Task of the Translator’, p. 22. 
152 Terza Rima for Dante, Alexandrine verse for Rimbaud. 
153 Malmqvist, ‘Interview with Ciaran Carson’, p. 54. 
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on the other hand, the constraint of the form often led me to consider the original in ways I never 

would have done, just as the constraints of a sonnet forces the writer to reconsider what he first 

had in mind to say. Constraint leads to exploration, adventure, and surprise. I don’t want to keep 

writing what I think I know. I want to find out.154  

The ’adventure’ in finding congruent and full intention upon the language is part of the 

quest for some form of equivalence between ST and TT. As discussed in Chapter One, 

the search for equivalence has troubled translators throughout the ages and has been 

approached and discussed in a variety of ways. Carson’s approach to finding 

equivalence is uniquely agile, inventive and at times experimental. Benjamin’s 

statement that ‘the language of a translation can – in fact, must – let itself go, so that it 

gives voice to the intentio of the original not as reproduction but as harmony’,155 could 

equally have been stated by Carson who has discussed a similar intention upon the 

language. Carson quotes Benjamin in his introduction to ILO and is much influenced by 

him, as is illustrated in an interview with O’Neill: ‘I could go back to Benjamin’s work 

and quote you reams that seem appropriate if applied to my own writing’.156 The 

language in Carson’s translations clearly demonstrates an ability to ‘let itself go’, 

producing a text which is an echo of the original ST. He described the process as 

follows: 

 the form is as much part of the meaning as the words, so I felt I could sometimes deviate 

somewhat from the ‘literal’ meaning. I was translating what the poems meant to me; if that 

included echoes of my experience of Ireland, so be it.157 

 
154 Ibid. p. 55. 
155 Benjamin, ‘The Task of the Translator’, p. 22. 
156 O’Neill, ‘Interview with Ciaran Carson: From Both Sides of the Track’, p. 166. 
157 Malmqvist, ‘Interview with Ciaran Carson’, p. 57. 
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Carson’s translation of the title of Rimbaud’s prose poem ‘Fleurs’158 (simply meaning 

‘Flowers’), into ‘Snow’,159 the title of a well-known Irish poem by Louis MacNeice, is a 

clear example of using a literary allusion in translation to create equivalent effect, 

echoing what Carson perceives to be Rimbaud’s original intention upon the language. It 

may seem counterintuitive that such a deviation from literal meaning could provide 

intentional equivalence upon the language but as Benjamin points out, ‘kinship does not 

necessarily involve likeness’.160 

Principle of Manner (PM) 

• The TT is representative of the STC 

• The STT demonstrates an awareness of cross-linguistic differences  

• To mark, or highlight, a section of the translation, exotic or surprising lexical 

choices including slang, vernacular expressions, multi-linguistic and culturally 

specific vocabulary may be used161  

• ‘Marked’ expressions are used specifically to create a distinctive meaning for 

the TTR 

It is the manner of a translation which gives it its character and reveals the unique 

signature of the translator. Yet, as the first maxim within this PM states, beyond the 

individual signature of the STT the STC must also be represented. This is very much the 

position of Venuti with his uncompromising insistence that the translator should ‘do 

 
158 Rimbaud ‘Fleurs’, in Peschel (trans.), A Season in Hell, The Illuminations, p. 148. 
159 Carson (trans.), ‘Snow’, ILO, p. 20. This intentional title change is explored in Appendix G. 2. 

Carson’s affection for Louis MacNeice’s poem ‘Snow’ is well documented. He chose to perform at a 

reading for the Arts Council of Northern Ireland to celebrate the fiftieth anniversary of MacNeice’s death. 

See Carson, Celebrating Louis MacNeice, online video recording, YouTube, 18 September 2013 

<www.youtube.com/watch?v=Q3UYQv5n-4k&t=316s> [accessed 2 February 2021]. 
160 Benjamin, ‘The Task of the Translator’, p. 16. 
161 Each literary translation is creative with the unique signature of source text translator (STT). 
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wrong at home […] to do right abroad’.162 In order to achieve this aim, the translator 

must, as Baker argues, be in full possession of ‘the conventional meaning of the words 

and structures used (i.e., have a mastery of the language system), together with the 

identity of any references that may be involved’.163 Carson has discussed cross-

linguistic differences within translation, and he takes full advantage of them to add 

layers of meaning which allow for additional implied meaning: ‘at any rate I think I 

must have pondered the comparative weights and measures of words in different 

languages from an early age’.164  

Elements of foreignization, vernacular vocabulary, allusions of local interest, 

Irish patterns of speech and cultural references are all familiar features of Carson’s 

translation style. Foreignizing translations may lead to a less safe, less stable form of 

translation, however the surprise they create, causes in the TTR a closer involvement 

with the TT. This scientifically proven effect of the brain engaging more fully with 

surprising speech patterns has been included by Guerts in his writings and is described 

in Section 2.4 of this thesis. 

The Dantean example included below is provided to demonstrate how the PM 

can be used in practice for analysis of Carson’s translations.165 The Hollanders’ 

translation provides a closely translated version of the ST and a useful comparison to 

Carson’s TT: 

 

 
162 Venuti, The Translator’s Invisibility, pp. 15–16. 
163 See Section 2.5 above. 
164 O’Neill, ‘Interview with Ciaran Carson: From Both Sides of the Track’, p. 163. 
165 Further examples of analysis via the PM for Dantean STs may be found in Appendix D. 1–20. 
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Dante 

 

Hollander Carson 

‘Taci, maladetto lupo! / 

consuma dentro te con la tua 

rabbia’. // 

(VII. 7–9).166 

‘Silence, accursèd wolf! / Let 

your fury feed itself inside you’. 

// 

(VII. 7–9).167 

‘Down, you overgrown pup! 

And shut your gob / Or go and 

tie your larynx in a knot’! // 7. 

(VII. 7–9).168 

 

Table 5: Illustrative example of the PM applied to Carson’s TT 

In this example, Virgil’s formal reprimand to Plutus, where he refers to the latter as a 

‘lupo’ (‘wolf’), is translated informally and in an exotic (rich) and surprising way by 

Carson. The Irish poet uses the disparaging expression ‘overgrown pup’. The 

implicature, with this modification, is that Plutus is threatening, but about as harmless 

as a pup. Carson continues his surprising translation using the term ‘shut your gob’!169 

This phrase has been adopted into the Ulster dialect from Irish and has the meaning 

‘mouth’ or ‘beak’.170 Carson’s choice to translate using the terza rima171 is partly 

responsible for this colourful display of language (as per the interlocking terza rima’s 

demands: ‘gob’ rhymes with ‘job’ and ‘mob’). Much of the effect created by this rough 

delivery of vernacular, that might be heard any street in Ireland, is comic, but it must 

also be remembered that such rough language also tallies with Dante’s ‘guttersnipe’172 

Tuscan vernacular. Carson also supplies concrete details in the phrase ‘tie your larynx in 

a knot’, which makes for a comical, offensive version of telling Plutus to be silent.  

The fourth maxim within the PM (‘marked’ expressions are used specifically to 

create a distinctive meaning for the TTR’) notes the importance of the inclusion of 

‘marked’ expressions to add implicature in a given stretch of language. The notion of a 

 
166 Dante, in Hollander (trans.), Dante the Inferno, p. 132. 
167 Ibid. p. 133.  
168 Carson (trans.), TIDA, p. 43. 
169 See ‘Gob’, in Dr C. I. Macafee (ed.), A Concise Ulster Dictionary (Oxford: Oxford University Press, 

1996), p. 149. 
170 ‘Beak’ <www.focloir.ie/en/dictionary/ei/beak> [accessed 28 April 2021]. 
171 First used by Dante, the terza rima is an interlocking three-line rhyme scheme which follows the 

pattern (aba, bcb, cdc). 
172 Carson ‘Introduction’, in Carson (trans.), TIDA, p. xix. 
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‘marked’ expression comes from Levinson’s M-principle173 where he proposes that a 

‘marked expression’ must only be used with a reason for doing so and that this will 

convey a ‘marked message’.174 The marking of the message is an intentional act 

designed to convey implied meaning. ‘Marked’ expressions are a hallmark of Carson’s 

translations. It is notable that he makes liberal use of capital letters, for example, to 

mark a given expression, lending it more weight. An example of this occurs in ‘High 

Society’175 (‘Scènes’),176 where he translates the phrase ‘La féerie manœuvre’177 (‘The 

magic spectacle’)178 as ‘The Faery Spectacle’,179 capitalizing his translation to lend it 

increased importance and using the archaic form of the word for ‘fairy’ (‘Faery’), to 

doubly highlight it.  

Elsewhere, Carson marks expressions by using alliteration. One such example 

occurs in ‘Twenty Years A-Growing’180 from ILO, the translation of Rimbaud’s prose 

poem ‘Jeunesse’,181 where a young woman abandoned by her lover is referred to as a 

‘desperate drama queen’.182 This is firstly a marked expression because it is a local 

vernacular expression. In the north of Ireland, the word ‘desperate’183 is used as a 

common intensifier, so ‘desperate drama queen’ means ‘terrible’, ‘dreadful’ or ‘such a’ 

drama queen. Conventionally, ‘desperate’ can also mean to be in a grave or hopeless 

state. Carson makes use of the double-meaning of the word in this example. The 

expression is secondly ‘marked’ by the alliteration ‘desperate drama queen’. Finally, 

the expression is thrice ‘marked’ by the slang-word ‘drama-queen’ which is perhaps a 

 
173 Huang, Pragmatics, pp. 62–63. 
174 Ibid. p. 62. 
175 Carson (trans.), ‘High Society’, ILO, p. 53. 
176 Rimbaud, in Peschel (trans.), ‘Scènes’, A Season in Hell, The Illuminations, pp. 158–159 (p. 158). 
177 Ibid. 
178 Peschel supplies this translation on p. 159. 
179 Carson (trans.), ‘High Society’, ILO, p. 53. 
180 Carson (trans.), ‘Twenty Years A-Growing’, ILO, pp. 55 –57. 
181 Rimbaud, in Peschel (trans.), ‘Jeunesse’, A Season in Hell, The Illuminations, pp. 174–177. 
182 Carson (trans.), ‘Twenty Years A-Growing’, ILO, pp. 55–57 (p. 55). In his translation of the same 

phrase John Ashbery supplies ‘a distraught woman in a melodrama’. See ‘Youth’, in Ashbery (trans.), 

Illuminations (New York: Norton, 2011), pp. 130–135 (p. 131). 
183 See ‘desperate’, in C. I. Macafee (ed.), A Concise Ulster Dictionary, p. 95. 
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surprising lexical choice, given that Carson is translating from nineteenth-century 

French poetry. This ‘marked’ expression is used to create an obstacle (to the smooth 

flow of reading) for the TTR, which will induce surprise, some working out, auditory 

interest, amusement and therefore further engagement with the text.  

Principle of Extension (PE) 

The PS, PI and PM may be applied to examine Carson’s translations based on a 

systematic, observational approach. The final principle, the PE, is deemed necessary 

because it is highly specific to Carson’s creative approach to translation. His unique 

approach to extension works on both a micro and a macro level. On a micro level, he 

introduces individual elements from his own culture, interests and experiences to extend 

the meaning and scope of the ST and of his poetic translations.184 On a macro level, he 

makes use of a concept which he calls the ‘fetch’, where he takes a whole translated 

poem and then re-translates it (the translation) in its entirety.185 The ‘fetch’ shares 

features with the original ST in terms of subject matter and elements of the content 

which it conveys, however, it follows its own trajectory in terms of geographical 

location, placement in time and inclusion of specific cultural details, often pertaining to 

the TC. If we term the first translation the first ‘after-life’186 of the ST, this new process 

of extension creates a related but second ‘after-life’ for the original ST, further 

extending the reach of the ST:  

• The STTs direct experiences or interests which are recognisable to the TTR may 

be included in the TT for a specific reason 

 
184 Examples of his using extension by micro level approach are examined in 3.5. 
185 Eighty-one examples of fetches can be found in Carson’s translations and fetches of Jean Follain’s 

poems in From Elsewhere (2014). 
186 Benjamin’s term. See ‘The Task of the Translator’, p. 13. 
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• The TT may be placed in, or made relevant to, a different time-period 

• The TT may be placed in, or made relevant to, a different geographical location. 

• The TT (first ‘afterlife’) may be re-translated to produce a new ETT, creating a 

second ‘afterlife’ for the ST.  

Given the above, a thorough investigation of Carson’s unique and inventive approaches 

to translation calls for this fourth maxim, the PE.  

Kwame Appiah commented that even if a writer could ‘per impossible, meet all 

the constraints of the Gricean meaning and all the literary conventions, we would not 

have produced the perfect translation’.187 Carson, as discussed earlier, has freed himself 

of a predictable approach in translation, yet he has also employed other self-imposed 

constraints. Paradoxically, this has had the effect of freeing the language in his TT. It 

was Benjamin who first termed the TT the ‘after-life’ of the ST, conveying the intention 

that the TT should continue with a new life, while remaining intrinsically linked to the 

original: ‘we may call this connection a natural one, or, more specifically a vital 

connection […]. A translation issues from the original – not so much from its life as 

from its after-life…their translation marks their stage of continued life.’188 

However, any TT is necessarily a deformation of the original to some degree 

(there is truth in the Hungarian saying fordítás, ferdítés). Benjamin regards this as a 

vital and positive change, ‘for in its after-life – which could not be called that if it were 

not a transformation and a renewal of something living – the original undergoes a 

change’.189 Other theorists have expressed similar views, adopting the notion of 

 
187 Kwame Anthony Appiah, ‘Thick Translation’, in Venuti (ed.), The Translation Studies Reader, pp. 

389–401 (p. 397). 
188 Benjamin, ‘The Task of the Translator’, p. 13. 
189 Ibid. p. 15. 
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translation as ‘after-life’. Bassnett is one such example: ‘translation ensures the survival 

of the text. The translation becomes the after-life of a text.’190  

The first maxim of the PE (that direct experiences or interests which are 

recognisable to the TTR may be included in the TT for a specific reason) is immediately 

obvious to a reader of Carson’s translations. As a poet who lived all seven decades of 

his life in Belfast and experienced the duration of the Troubles, it is inevitable that his 

highly charged personal experiences and observations have found their way into his 

translations. He acknowledges this point freely in numerous writings and interviews. 

For example, in his introduction to TIDA, he likens the thirteenth- to fourteenth-century 

war between the Guelfs and the Ghibellines to battling factions in the north of 

Ireland,191 thus making it relevant to a completely different time period and a fresh 

audience. He likens the landscape of Belfast, with its hills and flags, to the Florentine 

landscape of medieval Italy, thereby connecting two separate geographical locations.192 

In this way he expands or extends the scope of his translation beyond that of the STC to 

include the TTC in a way which creates a larger and more extended system. Notably, 

this is in keeping with Tymoczko’s systems theory approach to translation as discussed 

in Section 1.3 (above).  

Many examples of literary allusions, from a variety of sources and cultures, also 

expand his work. For example, Carson translates Rimbaud’s poem ‘Ma Bohème’193 as 

‘On the Road’,194 referencing Jack Kerouac’s 1950s Beat Generation novel of the same 

name. This has the effect of linking feelings of restlessness and desire for freedom 

pertaining to Rimbaud, in the late-nineteenth century, with similar feelings of youthful 

 
190 Bassnett, Translation Studies, p. 10. 
191 Carson, ‘Introduction’, in Carson (trans.), TIDA, p. xiii. 
192 Ibid. p. xi. 
193 Rimbaud, in Wallace Fowlie (trans.), Rimbaud: Complete Works, Selected Letters (Chicago: The 

University of Chicago Press, 1984), p. 62. 
194 Carson (trans.), ‘On the Road’, TAP (Oldcastle: Gallery Press, 1998), p. 23. 
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rebellion and the rejection of authority and institutions described by Kerouac (and felt 

even in Ireland) in the 1950s. In this way, Carson’s translation avoids a hackneyed 

approach and is made fresh for a new audience. He extends the scope of Rimbaud’s 

original, by moving dynamically across time and place, going ‘beyond the transmittal of 

subject matter’.195 

Cronin has spoken of the translator being a ‘virtual traveller’,196 one who ‘takes 

flight’197 in his work. This is applicable to Carson via his ‘fetch’ which he described as 

‘a translation of translation’ concept thus: ‘a “fetch” is the apparition, double, or wraith 

of a living person. A shadowy counterpart, as my poems might be to those of 

Follain’.198 Although the focus of this thesis is centred on Carson’s translations of 

Dante’s Inferno and on selections from Rimbaud’s poetry, it is useful here to provide 

one brief example of how Carson creates a translation, a TT from an original ST, and 

then to demonstrate how he extends his TT by providing a related poem which is not a 

translation, but rather a related version of his own TT (a ‘fetch’). Not only does this 

illustrate Carson’s creativity and inventiveness in his approach to translation, but it also 

demonstrates the wider uses and applicabilities of the HGT.199 An example of a 

Carsonian TT followed by his ‘fetch’ based on Follain’s ST is included below to 

demonstrate this point: 

 

 
195 Benjamin, ‘The Task of the Translator’, p. 18. 
196 Cronin, ‘Thou shalt be One with the Birds’, p. 87. 
197 Ibid. p. 87. 
198 Carson (trans.), ‘Apropos’ in From Elsewhere (Winston-Salem: Wake University Forest Press, 2015), 

pp. 11–17 (pp. 13–14). 
199 Examining an excerpt of Follain’s poetry begins to address research question 5, outlined in Section 

0.3: Beyond the context of Carson’s translations, how widely applicable is the HGT? 
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Follain ‘Un soir se refait’200 (ST) 

 

Carson ‘Reprise’,201 (TT) Carson ‘The Odds’202 (fetch) 

Un soir se refait 

dans les tremblements d’herbes 

battements de portes 

armoires vidées 

An evening recoups its losses 

in the shuddering of wheatfields 

hammerings on doors 

armoires emptied 

A burst of gunfire 

in the bookmaker’s shop 

where men are smoking  

watching the horses 

 

Table 6: Illustrative example of the PE applied to a ‘fetch’ 

Notably, Carson translates the ST title of the poem ‘Un soir se refait’ with the French 

word (and also a borrowing) ‘Reprise’ (also often a musical term), meaning 

‘resumption’ or ‘reprisal’. Yet, in the first line of the poem, he translates the same 

phrase ‘correctly’ as ‘an evening recoups its losses’. Carson provides extended 

information in his translation of the title, but this is to create an effect – one which links 

back to Follain’s lived experience of WW2 and simultaneously links forwards to the 

Troubles. His TT title ‘Reprise’ reminds the reader of repeated outbreaks of violence, a 

familiar pattern which bridges Follain’s title with Carson’s own experience of the 

Troubles. The latter subject is regularly addressed throughout the body of his entire 

poetic oeuvre. Staying with this theme of bloodshed, Carson translates ‘herbes’ which 

means grasses or herbs, as ‘wheatfields’. The correct literal French term for wheatfields 

is ‘champs de blé’. However, Carson’s use of the term ‘wheatfields’ introduces a 

completely new layer of meaning as he intensifies the meaning of ‘herbes’ to a specific 

variety of grass – one which includes the notion of harvest (in the case of Carson’s TT 

implying macabre harvesting of human life).  

The subsequent ‘fetch’ describes a well-known atrocity which occurred in 

Belfast in 1992.203 It describes an attack on Sean Graham’s bookmakers where five 

 
200 Follain, ‘Un soir se refait’, Espaces d’Instants (Paris: Editions Gallimard, 1971), p. 87. 
201 Carson (trans.), ‘Reprise’, From Elsewhere, p. 44. 
202 Carson (trans.), ‘The Odds’, From Elsewhere, p. 45.  
203 In this atrocity, five members of the public (including a fifteen-year-old boy) were shot dead by the 

Ulster Freedom Fighters. The UFF later released a statement saying that this was a reprisal for another, 

earlier atrocity, the Teebane killings, where eight construction workers who had been working at a 

military army base, were murdered in a bomb attack on their van by the Irish Republican Army (IRA). 
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people were shot dead and nine wounded. Obviously, this ‘fetch’ is based on an 

authentic event, contextualised by Carson’s observation and one which is known to 

many of his intended audience.204 Carson implicitly connects the atrocities which 

occurred during the German Occupation of WW2 to the horror of the events he 

describes. In so doing, he extends the ST’s original scope, making the events relevant in 

themselves and also to a different time and another geographical location. In this way, 

he creates a second ‘afterlife’ for the translation. As writer and publisher, Jefferson 

Holdridge observed on the subject of Carson’s use of the ‘fetch’ in relation to Follain’s 

poems, ‘the implications of Follain’s poems are often made arrestingly explicit in 

Carson’s versions’.205 By no means a standard translation form, Carson’s ‘fetch’ is 

certainly a distillation, or even a re-application, of the implicature in the original. 

An example of how the PE may be applied to Carson’s translation of Dante’s 

poetry is now provided to demonstrate its use in Carson’s TIDA: 

 

Dante  

 

Hollander Carson 

E io a lui: ‘Poeta, io ti 

richieggio / per quello Dio che 

non conoscesti, / a ciò ch’io 

fugga questo male e peggio’, 

// 

(I. 130–132).206  

And I answered: ‘Poet, I 

entreat you / by the God you 

did not know, / so that I may 

escape this harm and worse’, //  

(I. 130–132).207 

 

‘O Poet, by that God who was 

unknown / to you”, I said, “I beg of 

you to lead the rout / from this 

increasingly contentious zone’, //  

(I. 130–132).208 

Table 7: Illustrative example of the PE applied to Carson’s TT 

 
See ‘A Chronology of the Conflict: 1992’ <cain.ulster.ac.uk/othelem/chron/ch92.htm.> [accessed 28 

November 2019]. 
204 I was at Queen’s University Belfast at the exact time of this attack, a couple of streets away from the 

incident. I witnessed the shock of friends in my Italian class who had directly witnessed the shootings. 

Therefore, as a TTR, I relate to and feel included in Carson’s expanded system with this ‘fetch’, part of 

his extension of the ST. 
205 Holdridge’s comment is included on the inside cover of From Elsewhere. 
206 Dante, in Hollander (trans.), Dante the Inferno, p. 11 
207 Ibid. p. 12 
208 Carson (trans.), TIDA, p. 7. 
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In his introduction to the translation of TIDA, Carson has described how the blackened, 

troubled streets of Belfast reminded him of scenes from the Inferno.209 The specific 

language in this example – ‘lead the rout’ and ‘contentious zone’ for the more general 

Italian, ‘ch’io fugga’ (‘that I may escape) and ‘male e peggio’ (‘harm and worse’) – is 

reminiscent of the tensions of The Troubles in Ireland. Therefore, by examining this TT 

via the PE, one can see that the TT creates another parallel (or expanded) system which 

incorporates Dante’s original ST. This provides a TT with additional, new meanings 

and fresh implicatures. 

Given that the Dantean ST describes the conflict and squabbling between 

medieval Guelfs and Ghibellines in Florence, the description in the table above could be 

superimposed onto any area of conflict at any given time. Sayers says of Dante, ‘every 

line he ever wrote is the record of an intimate personal experience’; she further argues 

that these personal experiences influence how he ‘interpreted the universe’.210  This 

thesis argues that both Dante’s and Carson’s works are deeply contextualized in their 

own places and times and the above example encapsulates that point. Their rootedness, 

however, does not limit their writing historically or geographically, rather it permits 

them to demonstrate a universal perspective, since their experiences are applicable to 

others and to elsewhere.211 

The following Chapters will apply the HGT to Carson’s translated poetry, using 

each principle as a lens to discover how Carson identifies implicature in the ST, how he 

translates it in the TT, and what this reveals in terms of Carson’s techniques and 

methods in translation. 

 
209 Carson, ‘Introduction’, in Carson (trans.), TIDA, p. xi. 
210 Sayers (trans.), The Divine Comedy 1: Hell (London: Penguin Books, 1949), p. 10. 
211 James Joyce, who was an admirer of Dante’s work made a similar argument for a thorough 

understanding of one’s own context: ‘for myself, I always write about Dublin because if I can get to the 

heart of Dublin I can get to the heart of all the cities of the world. In the particular is contained the 

universal.’ Quoted in William T. Noon, Joyce and Aquinas: Yale studies in English, Vol.133 (New 

Haven: Yale University Press, 1957), p. 61. 
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Chapter 3: Applying the Hybrid Gricean Theory to Carson’s Translation of 

Dante’s Inferno (1306–1321) 

‘At its heart is Dante’s deep hunger for social justice, and human love in both the 

personal and global sense’1 

3.0 Introduction 

This chapter offers analysis of Carson’s translation, The Inferno of Dante Alighieri 

(2002),2 from Dante Alighieri’s Inferno (1306–1321), via an application of the Hybrid 

Gricean Theory (HGT).3 As explained in Chapter Two, the HGT theory derives from a 

melding of Gricean and neo-Gricean linguistic theory with targeted translation theory 

pertinent to Carson’s contextualised writing. It has been developed from a study of 

Carson’s œuvre as a poet and translator, together with thorough background work on 

appropriate linguistic and translation theory.4 Here, the HGT is used as a technique to 

elucidate Carson’s treatment of implied meaning in Dante’s work and to determine how 

he conveys additional implicatures in his translation.  

To prevent this chapter from becoming unwieldly by applying all four of the 

HGT principles together to analyse selected passages of TIDA, instead two of the HGT 

principles have been selected to provide a focused investigation into the utility of the 

theory: the Principle of Intention upon the Language (PI) and the Principle of Extension 

(PE). The PI has been chosen since the Inferno was originally written in Dante’s Tuscan 

 
1 Liam Ó Broin, ‘Introduction: Dante’s Commedia – Towards a Just Society and a Personal Salvation’, in 

Ó Broin and Brian Mc Avera (eds.), La Commedia Divina, 100 Lithographs, Dante’s Divine Comedy 

(Dublin: Office of Public Works, 2021), pp. 1–6 (p. 3). 
2 Henceforth referred to as TIDA. 
3 See Sections 2.6–2.7. 
4 See Chapters One–Two. 
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vernacular (rather than Latin), which in translation analysis, correlates fruitfully with 

Carson’s Hiberno-English version. The PE has been selected because Carson has so 

clearly extended Dante’s descriptions of the discord within the city and among the 

people of medieval Florence to correlate with his own experiences of living in Belfast 

throughout the Troubles. By such extension, he also makes his TT universally 

applicable to other centres of conflict, demonstrating the relevance of the ST across time 

and place. That the Principle of Sufficiency (PS) and the Principle of Manner (PM) 

could equally be applied to TIDA, is evidenced by a detailed analysis of twenty Dantean 

examples for each of these principles provided in Appendices B and D.5 This chapter, 

however, will focus chiefly on analysis of Carson’s TIDA via the PI and PE. In Chapter 

Four an examination via the Principle of Manner (PM) and the Principle of Sufficiency 

(PS) will be used in analysis of Carson’s translation of Rimbaud’s poetry. Detailed 

analysis via the PI and PE for Carson’s translation of Rimbaud’s poetry will also be 

provided in Appendices G and I.6  

The PI is concerned with features of the ST, including form, order and 

discipline, for consideration by the literary translator. It demands vigilance from the 

translator regarding linguistic and structural choices, in the selection of certain modes of 

expression, a specific rhyming scheme (if chosen) together with a register of language 

that communicates the original ST’s meaning. With regard to the PI, the translator 

focuses on how they can create equivalences7 with the implicatures suggested by the 

STW’s intention upon the language. Chapman has defined implicatures as follows: 

‘implicatures are implicit meanings that can be explained with reference to what a 

 
5 See Appendix B. 1–20 and Appendix D. 1–20. 
6 See Appendix G. 1–20 and Appendix I. 1–20.  
7 See Chapter One, fn. 31. 
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speaker might have said on a particular occasion but chose not to’.8 The restraint and 

discipline required in producing a TT with an intention upon the language which is 

congruent to that of the ST, releases implicatures, which, due to cross-linguistic 

differences in translation among other reasons, may vary from those in the original. 

Conversely, the PE recognises the need, sometimes, for freedom and inventiveness in 

translation. It permits a more dynamic form of equivalence.9 It gives licence to a certain 

creativity and a flexibility which goes beyond those of the source text ST system10 and 

allows for extensions to generate a new target text TT system and therefore new 

implicatures. Here, the STT’s personal context (which may include a combination of 

their linguistic, historical and geographical interests) comes to the fore, adding extra 

elements to the TT. Therefore, the PI and the PE have been paired for this Chapter as 

they present opposing forces, the creative tension between them forcing new 

implicatures to emerge in Carson’s translation. The following section introduces 

Dante’s Inferno, its significance in worldwide literature and its relevance as a study for 

implied meaning.  

3.1 The ongoing relevance of the Inferno as a study for the translation of implied 

meaning 

The Inferno is the first part of La Divina Commedia, a trilogy in verse form, in which 

Dante gives an account of his journey through Hell (Inferno), Purgatory (Purgatorio) 

 
8 Chapman, ‘“Oh, do let’s talk about something else”: What Is Not Said and What Is Implicated in 

Elizabeth Bowen’s The Last September’, in Chapman and Clark (eds.), Pragmatic Literary Stylistics, p. 

37. 
9 ‘The dynamic equivalence model focuses on the receptor of the TT, i.e. the audience. Dynamic 

equivalence can be achieved using various adjustment techniques such as additions, subtractions and 

alterations.’ See Munday (ed.), The Routledge Companion of Translation Studies, pp. 166–240 (p. 184).  
10 See Chapter Two. 
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and finally Heaven (Paradiso). The literary figure Virgil11 is Dante’s guide and mentor 

on his journey through Hell.  

Dante wrote the Commedia in his own Tuscan vernacular having written a 

treatise on this subject: De Vulgari Eloquentia (DVE).12 His aim, in this discourse, was 

to declare the linguistic superiority, literary suitability and eloquence of the Tuscan 

vernacular over Latin and all other Italian vernaculars. Given that, in medieval times, 

Latin was the language of the Church, of literature and of erudition, Dante’s choice of 

the Tuscan vernacular was surprising, but he was making an early stand for a 

minoritized tongue.13 By elevating the Tuscan vernacular he sought to acquire ‘cultural 

authority’14 for a marginalised language and ‘challenged its subordination’.15 The 

significance of the Tuscan vernacular will be discussed more fully in the PI section of 

this chapter (Section 3.2). 

The ongoing literary significance of the Commedia is immeasurable. Many 

prominent authors cite it as having had a huge influence on their own writing. Some 

prominent examples of these include Ezra Pound16 and T.S. Eliot and, in Ireland, 

Seamus Heaney, Samuel Beckett and James Joyce17, but there are countless others. The 

Dante effect is strong. As Bergin notes: ‘the Commedia may fairly claim to be the 

greatest poem of our tradition. T.S. Eliot says that after Shakespeare and Dante “there is 

no third”’.18 Heaney has spoken of his ‘love’19 for Dante and, most influentially for 

 
11 Virgil (070 BC–019 BC), born in Lombardy, Italy, ancient Roman poet and author of the Aeneid. 
12 De Vulgari Eloquentia means: ‘Concerning Vernacular Eloquence’. It is an unfinished treatise on 

poetry and language identifying the Tuscan vernacular as the superior language for poetry writing. 
13 At that time, the Tuscan Vernacular was considered to be a minority language in literary writing due to 

the hegemony of Latin. 
14 Venuti (ed.), ‘1990s and Beyond’, The Translation Studies Reader, pp. 325–335 (p. 329). 
15 Ibid. 
16 Pound’s poetic work The Cantos was influenced by Dante. He also wrote literary essays on Dante 

including ‘Hell’ which is in T. S. Eliot (ed.), Literary Essays of Ezra Pound (London: Faber and Faber, 

1974), pp. 201–214. 
17 Dante’s influences on Joyce’s work are well documented. For further information see James Robinson, 

Joyce's Dante: Exile, Memory and Community (Cambridge: Cambridge University Press, 2016). 
18 Bergin, p. 213. 
19 Seamus Heaney, Desert Island Discs, BBC Radio 4, 19 November 1989 (at 34: 20) 

<www.bbc.co.uk/sounds/play/p009mdcy> [accessed 20 June 2020]. 
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Carson, has translated sections of the Inferno. Dante’s influence is clearly evident in 

some of his writings.20 Echoes of a Dantean Hell are also apparent in Beckett’s plays.21   

Earlier authors have also demonstrated the enormity of the Commedia’s 

influence, which notably began shortly after its completion. These include fourteenth-

century writers Giovanni Boccaccio (1313–1375) and Geoffrey Chaucer (1340s–1400). 

Chaucer, like Dante, eschewed writing his poetic narrative tale The Canterbury Tales in 

Latin, preferring his own late Middle English London dialect. Chaucer also 

demonstrated his admiration for the Inferno by recounting an episode from it in ‘The 

Monk’s Tale’.22 Likewise, Dante paved the way for Boccaccio to write his work, The 

Decameron, in his native Tuscan vernacular. In 1373, Boccaccio further confirmed 

Dante’s influence by giving a series of lectures which were collected in a critical 

analysis of the Commedia.23 

In his celebrated essay ‘A Talk on Dante’,24 T.S. Eliot, articulates his 

appreciation of Dante’s poetic prowess and gives what he calls the two lessons of 

Dante: 

That is one lesson: that the great master of a language should be the great servant of it. The second 

lesson of Dante – and it is one which no poet, in any language known to me, can teach – is the 

lesson of width of emotional range. Perhaps it could be best expressed under the figure of the 

spectrum, or of the gamut. Employing this figure, I may say that the great poet should not only 

 
20 ‘Ugolino’, a translation of parts of Canti XXXII and XXXIII, appears in Heaney’s collection Field Work 

(London: Faber and Faber, 1979), pp. 60–63; and his own original poem ‘The Flight Path’, which also 

refers to Dante’s Ugolino character, is included in The Spirit Level collection (London: Faber and Faber, 

1996), pp. 22 –26.  
21 Much has been written on Dante’s influence on Beckett’s œuvre. See, for example, Daniela Caselli 

‘“God that Old Favourite”: Issues of Authority in “How it is”’, Samuel Beckett Today ‘Beckett and 

Religion’, Vol. 9 (2000), 159–172. 
22 In ‘The Monk’s Tale’ (VII. 2460–62) from The Canterbury Tales, Geoffrey Chaucer advises his readers 

to read Dante’s Inferno: ‘Redeth the grete poete of Itaille / That highte Dant, for he kan al devise / Fro 

point to point; nat o word wol he faille’. See Chaucer, ‘The Monk's Tale’, in The Canterbury Tales, ed. by 

Jill Mann (London: Penguin Books, 2005) pp. 566–596 (p. 584). 
23  Boccaccio’s collection of lectures was collated in a commentary on Dante: Esposizioni sopra la 

Commedia di Dante. 
24 Eliot is widely regarded as an authority on Dante and his extended essay ‘A Talk on Dante’ (1952), is 

recommended as useful source for Dante scholars. 
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perceive and distinguish more clearly than other men, the colours or sounds within the range of 

ordinary vision or hearing; he should perceive vibrations beyond the range of ordinary men, and be 

able to make men see and hear more at each end than they could ever see without his help.
25

 

In these ‘lessons’, Eliot identifies contributory factors, such as Dante’s evocation of 

colours, sounds and vibrations, which confirm the suitability of the Commedia as a 

subject for the study of implied meaning. Dante can make his readers ‘see and hear 

more’. In other words, through his linguistic skill, Dante’s words suggest something 

more for his readers. He can make them feel things. These feelings are not solely 

communicated by the literal meaning of the words, but rather, by what is implied in 

their overall effect. Ezra Pound reinforces Eliot’s point, stating that Dante wrote ‘TO 

MAKE PEOPLE THINK’26 (Pound’s capitalization). This emphatic statement firstly 

establishes that implied meaning is core to Dante’s writing and secondly underscores 

that Dante’s Commedia is a highly suitable subject for a study of implicature. 

Furthermore, in the introduction to her 1949 translation of the Inferno, Dorothy L. 

Sayers, who influenced Carson’s own translation significantly (he places her name first 

on the list of translations of the Inferno which assisted his work),27 reiterates the 

observations of Eliot and Pound. She states that for an understanding of Dante, ‘the 

literal meaning is the least important part of it’.28  

This is daunting indeed for any translator who, together with the literal meaning, 

must carry Dante’s implied meaning forward into their translation. Huang has pointed 

out the ‘huge gap between the meaning of a sentence and the messages actually 

conveyed by the uttering of that sentence’, further stating that ‘the linguistically 

encoded meaning of a sentence radically underdetermines the proposition a speaker 

 
25 T. S. Eliot, ‘A Talk on Dante’, The Kenyon Review, 14: 2 (1952), 178–188 (p.187). 
26 Pound, Literary Essays of Ezra Pound (London: Faber and Faber, 1974), p. 204. 
27 Carson, ‘Acknowledgements’ in Carson (trans.), TIDA (London: Granta Publications, 2004), p. ix. 
28 Dorothy L. Sayers, ‘Introduction’, in Sayers (trans.), The Divine Comedy 1: Hell, by Dante Alighieri, 

pp. 9 – 69 (p. 14). 
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expresses when he or she utters that sentence’.29 Translation of implicit meaning 

presents a considerable challenge for the translator; in this case, particularly so, since 

Dante relies so heavily on implicit expression. It also explains why Carson quotes the 

famous phrase traduttore, traditore (translator, traitor) in his introduction to the work.30  

As well as the weighty endeavour of translating an epic poem where so much of 

the meaning is implied, Carson admits to a further obstacle, that on embarking on the 

task, he was ‘almost completely unfamiliar with the Italian language’,31 let alone 

Dante’s Medieval Tuscan vernacular. For these reasons he was reluctant to translate the 

work. However, following a positive reception to his translation of Canto XXXI in the 

Times Literary Supplement,32 he was encouraged to translate the work in its entirety. He 

was fully aware of the enormity of the task before him and has discussed how he 

overcame the difficulties he encountered.33 In keeping with his deeply contextualised 

style of writing, he gets around the problem in various inventive ways. His first 

resolution is to focus on authenticity. An authentic translation of Dante must firstly look 

at the language of the STW. Carson was surprised that so many did not: ‘many 

translations seem to forget that Dante wrote vernacular’.34 

Approaching this medieval masterpiece, which has been translated countless 

times, requires an original angle. In preparing for this momentous task, Carson was 

unimpressed by the LTs that he read. Indeed, he discovered that the literal approach 

ignored many of what were, for him, the key hallmarks (the music, the ‘strangeness’ of 

Dante’s poetry, the vernacular) of the original work: ‘literal translations did not agree in 

some important aspects of interpretation’:35 this initial problem provided, for Carson, its 

 
29 Huang, Pragmatics, p. 7. 
30 Carson, ‘Introduction’, in Carson (trans.), TIDA, p. xix. 
31 Carson (trans.), ‘Acknowledgements’ in TIDA, pp. ix–x (p. ix) 
32 Ibid. p. ix. 
33 Carson, A Reading and Conversation with Ciaran Carson (at 53:00 minutes).  
34 Carson, ‘Introduction’, in Carson (trans.), TIDA, p. xix. 
35 Ibid. 
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own resolution: a well-judged pairing of medieval Tuscan vernacular with modern 

Ulster dialect. Carson quotes Pound’s description of the real, quotidian speech of 

Dante’s writing: ‘Dante, small guttersnipe, or small boy hearing the talk in his father’s 

kitchen’.36 It gave Carson licence to correlate Dante’s thorny and complex Italian 

Tuscan vernacular (which from the outset he acknowledged as ‘difficult and strange to 

many Italians’)37 with his own local vernacular which draws from a rich mélange of 

Hiberno-English,38 Ulster Scots39 and Belfast40 slang. Added to this are rhythmic 

influences from Irish ballads and an inventive range of northern English,41 French42 and 

Italian43 expressions. There is also Dante’s range of linguistic styles to consider. Dante 

employs swooping language which lurches from dolce stil novo44 to Tuscan lingua 

volgare45. Carson, too, provides dizzying register shifts, switching from the language of 

courtly love to local banter.  

As well as felicitous correspondences between Dante’s medieval Tuscan dialect 

and Carson’s modern Ulster vernacular, Carson also establishes parallels between the 

political divisions in the north of Italy and Ireland. A lifetime resident of Belfast, 

Carson draws on his intimate experience of that troubled city to provide a deeply 

contextualized and layered translation. He alludes to congruences between ancient 

rivalries within Guelfs, Ghibellines and their splinter groups on the streets of medieval 

Florence and local sectarian hostilities in twentieth-century north of Ireland. To fully 

 
36 Ibid. 
37 Ibid. 
38 Hiberno -English: ‘I near collapsed’, ibid. XIII. 45, p. 86. 
39 Ulster-Scots: ‘the girning of her bairn’, ibid. XIV. 102, p. 96. 
40 Belfast slang: ‘This big yahoo’, ibid. XXXI. 185, p. 219. 
41 Northern English: ‘I’m saying nowt’, ibid. X. 131, p. 69.  
42 French: ‘I’ve got us both a passe-partout’, ibid. XXI. 90, p. 144. 
43 Italian expression: ‘make it presto’, ibid. XVII. 40. p. 114. 
44 Dolce stil novo (or nuovo): ‘sweet new style’. According to Sayers, the dolce stil novo ‘was already 

revivifying the conventional lyric of “courtly” love with a springtime freshness of personal feeling’. 

Sayers, ‘Introduction’, in Sayers (trans.), The Divine Comedy 1: Hell, p. 27.  

‘a spiritual and idealized view of love and womanhood in a way that is sincere, delicate, and musical’. 

<www.britannica.com/art/dolce-stil-nuovo> [accessed 3 May 2020]. 
45 Lingua volgare: the common language of the streets, everyday language, the vernacular. 
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appreciate and comprehend Dante’s Inferno, it is essential to note that the work is 

deeply contextualised within Dante’s cultural, social and political milieu. Sayers has 

described knowledge of Dante’s background and experiences as essential. In her view, 

they provide the ‘critical apparatus’46 for an understanding of the Inferno. Robin 

Kirkpatrick underscores this point in the introduction to his translation of the work, 

stating that ‘the Inferno – the first volume, or cantica, of Dante’s three-part poem – is 

punctuated by agonizing evidence of all that Florence, for good or ill, meant to Dante’.47 

It is informed by his local language, his extensive involvement in local politics, his love 

of music and literature and the important (especially political and religious) Florentine 

figures of the day. Many of the people that Dante encounters during his journey through 

the Inferno were very well known to him personally or by reputation.48 Likewise, 

Carson’s translation is deeply contextualised within his own experiences, and he states 

this explicitly in the introduction to his work. For Florentine inspiration, he says: 

‘usually I’d head for the old Belfast Waterworks’.49 Here he found unusual links across 

time and space between views from a North Belfast park (the Waterworks) and the 

medieval city-state of Florence. 

Below is a list of Carson’s translation methods relating to the PI: 

1. Using specific rhyme schemes from the ST in his translations, for example 

translating into Alexandrine verse (for Rimbaud) and into terza rima (for 

Dante)50  

 
46 Sayers, ‘Introduction’, in Sayers (trans.), The Divine Comedy 1: Hell, p. 9. 
47 Robin Kirkpatrick (trans. and ed.), ‘Introduction’, in Inferno: The Divine Comedy 1, by Dante Alighieri 

(London: Penguin Classics, 2010), pp. xi – civ (p. xiii). 
48 Ibid. p. xi. In Florentine politics: ‘he had played an increasingly important role in the political life of 

the Florentine commune and in 1300 was elected to the governing authority of the city, the Council of 

Priors […]. In 1301 Dante’s party was ousted from power by a coup d’ état, and the poet […] was 

condemned to exile. He never returned to Florence. Accused – falsely, one presumes – of the corrupt 

exercise of his public office’. 
49 Carson, ‘Introduction’, in Carson (trans.), TIDA, p. xi. 
50 For example, see Appendix C. 1. 
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2. Radically reconstituting the structure of the ST, for example translating 

Rimbaud’s prose poems in Illuminations to Alexandrine rhyming couplets to 

create a distinct intention upon the language of the TT51 

3. Creating clear musical analogies (especially from Irish traditional music and 

Irish folk songs) between ST and TT. For example, relating the music and 

rhythms of Irish ballads to Dante’s medieval poetry52 

4.  Using Hiberno-English, Belfast vernacular, Ulster Scots and a variety of other 

languages and dialects in the TT to create parallels between the ST and the TT 

lexicons53 

5. Rhyming, chiming and echoing54 in translation: including a clear musical 

acoustic intention upon the language by use of internal rhymes, sibilance, 

assonance, repetition and creating echoes by placing like-sounding words 

together55 

6. Placing an emphasis on the performative nature of language, for example, 

transforming his translation of Illuminations into a two-act play.56 

Demonstrating an awareness that Dante’s medieval poetry was designed to be 

performed and choosing a lexicon which provides a certain drama which is 

implied in the ST57 

7. Using cross-linguistic differences between ST and TT to create puns, wordplay 

(for example, near anagrams), marked expressions, archaisms, neologisms, 

 
51 For example, see Appendix G. 8. 
52 See Section 3.3 and related fn. 139. 
53 See Section 3.3, Guido da Montefeltro’s meeting with Virgil and Dante.  
54 J. P. O’Malley, ‘Ciaran Carson on translating Rimbaud’, The Spectator, 2 November 2012 

<www.spectator.co.uk/article/interview-ciaran-carson-on-translating-rimbaud> [accessed 15 December 

2020]. 
55 See Appendix G. 7. 
56 See Appendix J. 1. 
57 See Section 3.3, Francesca’s manipulative speech to Dante. 
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exaggerations and litotes in his TTs to create related effects with the STs (for 

example to emphasize a sense of comedy or tragedy)58 

The next sections (3.2–3.3) will examine how Carson delves beneath Dante’s original 

words using marked expressions, multilingual vocabulary and local dialects, while 

operating within the disciplined parameters of the terza rima via HGT. 

3.2 Making the TT’s intention upon the language congruent to the ST’s intention 

upon the language  

HGT’s Principle of Intention upon the language59 

• The TT’s intention upon the language is congruent to the ST’s intention upon the language 

• The TT represents ST intention upon the language as fully as possible  

• The form and order of the ST is represented in the TT in an equivalent60 way 

 

As discussed in Chapter Two, identifying a writer’s intention can be fraught with 

difficulty. Intention is a subjective motivation, and a translator cannot assume privileged 

insight into a writer’s mind. For that reason, the HGT examines intention upon the 

language61 in Dante’s ST and Carson’s TT, as a more specific method for uncovering 

implicature. The determination of intention upon the language in the ST is an essential 

consideration for the translator and it is also helpful in analysis of the resulting TT. 

 
58 See Section 3.3, Dante’s encounter with Minos. 
59 Benjamin discussed the translator’s intention upon language in his influential 1923 essay, ‘The Task of 

the Translator’.  
60 Equivalence remains a highly debated and live subject in Translation Studies. 
61 How lexical and grammatical choices, rhythm, rhymes, orders and structures are employed to achieve 

the desired effects of the STW and how are these translated, reverberated or echoed in the TT. 
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Benjamin, whose literary criticism and commentaries Carson read widely62, defined it 

as the ‘task of the translator’.63 This section demonstrates the applicability of this 

enduring consideration in literary translation to Dante’s ST and to Carson’s TT. Useful 

considerations for an analysis using the PI are, for example, the structure of the text 

(including the number of syllables per line, the rhyming scheme employed and the 

layout of the canti),64 lexical choices, tense selections, register of language and themes. 

The STT must gauge what the original intention upon the language might be, so that it 

may be carried forward in the TT to produce some ‘echo of the original’65 as discussed 

by Benjamin. Furthermore, in this study, distinctions between the intention upon the 

language of Dante and Carson must also be determined. In the area of implied meaning, 

this is particularly relevant since the re-expression of ST ideas in translation will often 

generate new implied meanings. These new implicatures may be, as in Carson’s case, a 

contextualised reflection of his own experiences and interests. Benjamin explains this 

notion thus: ‘the intention of the poet is spontaneous, primary, graphic; that of the 

translator is derivative, ultimate, ideational’.66 From the ST, Carson examines a story, 

an original idea and a form, from this he derives his TT which reflects his conception of 

Dante’s original intention upon the language. A reading of TIDA reveals that Carson 

reproduces the original intention upon the language in a modified way, releasing new 

meanings and implicatures. According to Benjamin, this is a desired effect of 

translation: ‘the language of a translation, can – in fact, must – let itself go, so that it 

 
62 Carson has discussed Benjamin’s influence on him on several occasions. For example, J. P. O’Malley, 

‘Interview: Ciaran Carson on translating Rimbaud’, Spectator, 2 November 2012 

<www.spectator.co.uk/article/interview-ciaran-carson-on-translating-rimbaud> [accessed 2 July 2020]. 
63 As discussed in Chapter Two, Benjamin introduced this consideration for literary translators in his 

essay ‘The Task of the Translator’, which is considered to be one of the key statements on literary 

translation and continues to influence Translation Studies to this day. 
64 A canto is a lyric poem or one section of a long poem (plural form canti). A cantica is a long, narrative 

poem (plural form cantiche). 
65 Benjamin, ‘The Task of the Translator’, p. 19. 
66 Ibid. p. 80. A general definition of ‘ideational’ is that it is related to ideas. In this case, it is suggestive 

of creativity in translation and underscores the creative individual response of a literary translator to a ST. 
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gives voice to the intentio of the original not as reproduction but as harmony, as a 

supplement to the language in which it expresses itself, as its own kind of intentio’.67  

An investigation into intention upon the language in Dante’s ST (and thereby 

Carson’s TT) firstly requires an understanding that Dante was breaking new ground in 

the language of the Inferno. This early fourteenth-century work is written in the Tuscan 

vernacular rather than Latin. This was a considered and courageous decision on Dante’s 

part and so he defended it robustly and proactively. Prior to writing the Commedia, he 

authored an (unfinished) treatise, DVE,68 explaining in detail his appreciation of the 

Tuscan vernacular. The treatise, in which Dante discusses language and poetry, was 

written in Latin, but lays the groundwork for literary writing in the vernacular. In fact, 

Dante contentiously declares that, for Italian writing in the literary form, Latin is 

inferior to the Tuscan Vernacular. His premise for the opinions in this treatise is clearly 

explained by Stephen Botterill in the introduction to his translation of DVE: 

A natural, spoken, living language – like Italian – is, axiomatically, superior to an artificial, 

unspoken, dead one – like Latin. This is a moment of extraordinary significance in Italian, indeed 

Western, cultural history; it is the Declaration of Independence of the ‘modern languages’.69 

As Botterill explains, Dante describes a literary medieval tension which exists 

between a ‘living’ and a ‘dead’ language and demonstrates a strong preference for the 

living language. He prefers ‘naturalness’ and not artificiality, however in DVE, he is at 

pains to demonstrate that selecting the ‘natural’ does not suggest a careless use of 

language. In fact, the adjectives that Dante applies to the Tuscan vernacular are 

‘eloquent’, ‘noble’,70 ‘illustrious’, ‘cardinal’ ‘aulic’ and ‘curial’.71 These adjectives, 

 
67 Ibid. p. 81. 
68 DEV (1303–1305). This text predates Dante’s Commedia. 
69 Stephen Botterill (trans. and ed.), ‘Introduction’, in De Vulgari Eloquentia, by Dante Alighieri 

(Cambridge: Cambridge University Press, 1996), pp. ix–xxvi (p. xviii). 
70 Ibid. p. 3. 
71 Ibid. p. 41. ‘Both ‘aulic’ and ‘curial’, of course, have an immediate etymological derivation from the 

names of political institutions [Latin aula and curia]’. Botterill, pp. ix–xxvi (p. xxiii). 
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usually related to the Church, to the court and to Royalty, lend a high status and a 

dignity to the vernacular. In this way, Dante eschews the attitude that the vernacular was 

common (vulgar) and therefore inappropriate for erudition and great literary works. It 

should also be noted that within the Italian language, the Tuscan vernacular is not a 

random choice, but is according to Dante, the best choice (and perhaps, given that it is 

his own vernacular, a biased choice). 

 In DVE, he examines all the vernaculars that he identifies in Italy (‘we see that 

Italy alone presents a range of at least fourteen vernaculars’)72 and then systematically 

dismisses all but the Tuscan dialect from this chorus, deeming it the most suitable for 

his elevated writing. Dante states what our intention clearly is in communication: ‘if we 

wish to define with precision what our intention is when we speak, it is clearly nothing 

other than to expound to others the concepts formed in our minds’.73 Dante’s accurate 

transmission of his intention upon the language therefore was predicated upon his use of 

the Tuscan vernacular since it was most accessible to him.  

As well as the key consideration for Dante of which language to use in writing 

the Inferno, Dante gave enormous importance to the structure of the work. This is also 

highly relevant to intention upon the language since the poetic language must be 

marshalled to fit within his poem’s strict structure. The structure of the Commedia is 

orderly to a numerological degree, with the number three holding important 

significance. Three is a divine number which represents the Holy Trinity (Father, Son 

and Holy Spirit), so this number and its multiples were of enormous religious 

significance to Dante and his readership. Hell, Heaven and Purgatory are each divided 

into nine circles. The Commedia itself is divided into three cantiche, each of which 

 
72 Ibid. p. 25. 
73 Ibid. p. 5. 
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contains thirty-three canti.74 This makes ninety-nine canti and, with the addition of one 

introductory canto in the Inferno, the total number is brought to one hundred canti. The 

work is written in a rhyming scheme of three, strictly adhering to the interlocking 

scheme of terza rima (aba, bcb, cdc). Dante favours the hendecasyllablic line length, 

declaring it a feature of the best poetry,75 so each tercet (3 lines x 11 syllables) contains 

a total of thirty-three syllables: 

of all these [metrical] lines the most splendid is clearly the hendecasyllable, both for its measured 

movement and for the scope it offers for subject matter, constructions and vocabulary; and the 

beauty of all these features is most greatly magnified by this metre, as will be readily apparent; for 

whenever things of value are magnified, their value itself is magnified also.76  

With Dante, precision is key. At the time of writing, Dante (the pilgrim) is represented 

as being thirty-five years old:77 ‘nel mezzo del cammin di nostra vita’,78 at the exact 

midpoint on life’s path.79 

In translating Dante, Carson, unlike some other translators, chose to conserve 

the terza rima, in keeping with the original ST form. The question of whether or not to 

translate in the terza rima seems to be a taxing consideration for many Dante 

translators. Retaining the hendecasyllabic length of the lines is generally dismissed in 

English translations as unsuitable, due to the pronunciation of Italian word endings. 

Some sort of compromise must therefore be reached in the restructuring of Dante’s line 

length in translation. It is an important consideration for intention upon the language. 

For example, Clive James translated the work using iambic pentameter as Carson did, 

 
74 This number is also deliberately chosen as it was the number of years that Jesus Christ lived. The 

Commedia is a religious poem, and the Inferno begins during the night of Maundy Thursday in the year 

1300, just before dawn on Good Friday 
75 Dante, quoted in Botterill (trans. and ed.), De Vulgari Eloquentia, p. 61. 
76 Ibid. 
77 Although the verse explains that Dante (the pilgrim) was thirty-five years old, Dante (the poet) was in 

his forties.  
78 Dante, in Sapegno (ed.), La Divina Commedia, I. 1, p. 4. 
79 Psalm 90.10 promises the duration of a life to be seventy years: ‘threescore years and ten’. 
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but unlike Carson, he presented his work in rhymed quatrains. Commenting on this 

translation decision by James, literary critic Nicholas Lezard notes that, ‘the terza rima, 

which is Dante’s basic unit for the poem, transfers naturally enough to English iambic 

pentameter, which is not strange to our ears’.80 Longfellow translated the full 

Commedia in blank verse but also in iambic pentameter.  

Contrastingly, Osip Mandelstam81 points out the accessibility and facility of 

Italian rhymes:  

would you like to become acquainted with the lexicon of Italian rhymes? Take the entire Italian 

dictionary and leaf through as you please. Here everything rhymes. Every word cries out in 

concordanza.
82

  

Conversely, in English (and it must be remembered Carson is working from a 

conglomeration of Belfast vernacular, Ulster Scots and Hiberno-English among other 

influences) rhymes are less easily found and require more of a stretch. But Carson 

defends his striking approach as follows (and the production of his language shows 

clear intention): ‘some of us expect translations to sound like translations and to 

produce an English which is sometimes strangely interesting’.83 This ‘strangely 

interesting’ effect, arguably a deviation from Dante’s ‘natural’ intention, is arrived at, 

very deliberately, in a variety of ways. It is useful to acknowledge that Carson was an 

accomplished musician, using a musical ear and head for compositional structure. As an 

expert on Irish traditional music, he found that the melody and pattern of the Irish ballad 

matched Dante’s rhythm.  

 
80 Nicholas Lezard, ‘The Divine Comedy by Dante, translated by Clive James: Clive James’ translation of 

Dante is an impressive feat’, Guardian, 22 July 2013 <www.theguardian.com/books/2013/jul/22/divine-

comedy-dante-clive-james-review> [accessed 10 May 2020]. 
81 Osip Mandelstam (1891–1938), Russian poet and essayist. 
82 Mandelstam, ‘Conversation about Dante’ in The Selected Poems of Osip Mandelstam, trans. by 

Clarence Brown and W. S. Merwin, p. 106. 
83 Carson, ‘Introduction’, in Carson (trans.), TIDA, p. xix. 
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Another relatively recent translator of the Inferno, Robert Pinsky84 is also a 

musician, although his genre is jazz. For him, jazz music was as an ‘in’ to improvising 

his own version of Dantean language. Pinsky, who identified pace as a key feature in 

Dante – ‘Dante moves along’85 – found the repeated patterns within jazz a useful 

method of capturing rhyme in his own poetry and translations: 

I think the rhythms in a lot of my writing are an attempt to create that feeling of a beautiful, 

gorgeous jazz solo that gives you more emotion and some more and coming around with some 

more, and it’s the same, but it’s changed, and the rhythm is very powerful, but it is also lyricism.86  

The circling back and forth between patterns in the jazz music became an intentional 

way of mimicking the terza rima for Pinsky. He also discusses small compromises in 

terza rima translation. This, however, allowed him the power of subtle variation, for 

instance, varying the vowel to create half-rhymes: ‘hammer, Summer and glimmer’ not 

‘hammer, glamour and slammer’.87 Carson’s terza rima is even more convoluted and 

fresh, using a variety of linguistic influences to achieve the triple rhyme. The following 

examples show how Carson regularly employs words from other languages (in this case 

Italian and French) to achieve his rhymes: Zanche / astray / away;88 and, contrition / 

frisson / logician.89  

The following section provides scrutiny, via the PI, of selected Dantean poetry 

from Carson’s TIDA. 

 
84 Robert Pinsky (1940–), American poet and translator. 
85 Pinsky, Dante and the Problem of Translation, online video recording, YouTube, 24 April 2012 (at 

00:41 seconds) <www.youtube.com/watch?v=HByzmkqi4Ww> [accessed 4 July 2020].  
86 Pinsky <www.poetryfoundation.org/poets/robert-pinsky updated 2010> [accessed 8 July 2020]. 
87 Pinsky, Dante and the Problem of translation (at 01:20 minutes). 

<www.youtube.com/watch?v=HByzmkqi4Ww> [accessed 4 September 2021].  
88 Carson (trans.), TIDA, p. 151. 
89 Ibid. p. 191 
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3.3 An analysis of selected translations in Carson’s TIDA via the PI 

This chapter now offers a reading of selected sections from Canto V in Dante’s Inferno, 

using the PI as a method for identifying Carson’s translation of implicatures.90 The first 

selected passage describes the dramatic lead up to Dante’s encounter with Francesca da 

Rimini and her brother-in-law and lover Paolo,91 and then examines Francesca’s 

manipulative language in the subsequent dialogue. This section analyses, via the PI, 

how the famously beautiful Francesca manipulates language to persuade Dante (the 

pilgrim) of the injustice of her plight. It examines, via the PI, how Carson uncovers and 

relays Francesca’s implicatures in a modern rendering. This is a passage replete with 

suggestion and understatement, which is designed to create the maximum impact 

through its implicature. Part of Dante’s success in creating maximum impact in this 

scene is to provide a slow, carefully structured build-up. Dante could say more but, by 

intentionally holding back, he makes us feel more, as Eliot suggested in his Dante 

lessons.92 Hollander has declared this to be ‘one of the most celebrated passages in all 

of literature’.93 

At the start of Canto V, Dante and Virgil enter the second circle of Hell. This is 

the circle of the lustful, the second of five circles where sins of incontinence are 

punished. Presiding over this part of Hell is Minos who, in Greek mythology, was King 

of Crete and later judge of the Underworld: 

 

 
90 For further examples of analysis via the PI for Carson’s translation of Dante see Appendix C. 1–20. 
91 Sayers summarizes Francesca and Paolo’s story thus: ‘[F]or political reasons she (Francesca) was 

married to the deformed Gianciotto, son of Malatesta da Verucchio, lord of Rimini, but she fell in love 

with his handsome, younger brother, Paolo, who became her lover. Her husband, having one day 

surprised them together, stabbed them both to death’. See Sayers (trans.), The Divine Comedy 1: Hell, p. 

102. 
92 T.S. Eliot, ‘A Talk on Dante’ (178–188), p. 187. 
93 Hollander, ‘Introduction’, in Hollander (trans.), Dante the Inferno: A New Verse Translation, p. xxxix.  
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Dante, V. 4. 

 

Carson, V. 4. 

Stavvi Minòs orribilmente, e ringhia94  Minos the terrible, with grinning face, 

Squats 

 

Table 8: Examining Carson’s translation of Canto V. 4 via the PI 

Hollander’s translation, ‘There stands Minos, snarling, terrible’,95 is translated more 

closely and more literally, including in word order, than Carson’s version; and a 

comparison between Dante’s intention upon the language and Carson’s also shows 

significant differences. Dante uses the present tense (sta) from the verb stare which 

means: to be, to stay, to be situated. It suggests an ongoing state of presence reinforced 

by ‘vi’, meaning ‘there’. Placed together with the adverb ‘orribilmente’, an immediate 

sense of a threat is lent to Minos’ presence. According to Treccani,96 the adverb 

‘orribilmente’ (horribly) is intended to create ‘un profondo turbamento psicologico’ 

(‘great psychological distress’).97 Carson conveys this ‘psychological distress’ via his 

depiction of Minos’ stance, and by using a free translation of Dante’s original adverb: 

he intensifies stare, to the verb ‘to squat’ and, in addition, gives Minos a title, resulting 

in ‘Minos the terrible… squats’. This is expressed in the present tense. The verb ‘to 

squat’ has a more menacing implicature than stare; it is suggestive of squalor, vulgarity 

and ugliness. Dante’s use of an adverb ‘orribilmente’, gives a sense of intent, of action 

rather than a state of being; it is something that Minos is doing. Carson provides a 

shift98 in translation here, changing the adverb and completely altering the grammatical 

 
94 LT: ‘there stands Minos horribly, snarling’. Carson’s use of ‘squats’ rather than ‘stands’ in his TT is 

reminiscent of the threatening stances of ‘gross-bellied’and ‘angry’ frogs in Heaney’s poem ‘Death of a 

Naturalist’. See Heaney, ‘Death of a Naturalist’, New Selected Poems 1966–1987 (London: Faber and 

Faber, 1990), pp. 3–4. 
95 Dante, in Hollander (trans.), Dante the Inferno, V. 4, p. 101. 
96 The Enciclopedia Italiana di Scienze, Lettere ed Arti (Italian Encyclopedia of Science, Letters, and 

Arts), is better known as Treccani. Online Treccani has made The Enciclopedia Dantesca (1970- 1975) 

available online, thus providing excellent Italian language insight and research into Dante’ works. 
97 Treccani: <www.treccani.it/vocabolario/ricerca/Stavvi-Min%C3%B2s-orribilmente-e-ringhia-/> 

[accessed 5 May 2020].  
98 The term ‘shift’ originates from J. Catford’s A Linguistic Theory of Translation’ (1965). A ‘shift’ 

means a change, and this change may, for example, be grammatical or lexical. 
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structure here by giving Minos a title. In this way he uses a marked expression. The use 

of a marked expression implies an ‘abnormal situation’.99 This provides a moment of 

inquiry, thus creating a three-stage stop-process-and-understand sequence, in the mind 

of the reader. This actively involves the reader and has the effect of intensifying the 

feeling of threat. The effect of Carson’s translation of this line is to release and enhance 

the sense of foreboding that Dante has created by his original intention upon the 

language. In addition, Carson lends Minos an intimidating grandeur, a sense that his 

reputation, as indicated by his title ‘Minos the terrible’100 is far reaching and generally 

understood. This reminds readers of Minos’ frightening reputation throughout 

mythology. 

The Italian verb ringhiare means ‘to growl’ or ‘to snarl’. Carson takes radical 

action upon the language at this point. Cross-linguistic differences are relevant in the 

translation of this verb. To pronounce the word ringhiare in Italian, necessitates that the 

mouth forms an oblong shape, which requires, for a second, all the teeth to be shown 

(bared). Carson identifies that the action of growling or snarling requires a physical 

arrangement of the face into an expression with bared teeth. This, he takes one stage 

further by translating ‘ringhia’ as ‘grinning’ (this is almost an anagram, and the letters, 

although rearranged, interlock the words more closely together). The shape of the mouth 

is relevant since in medieval times the populace relied on the oral tradition of 

storytelling or song to hear these tales. This would have allowed for a certain amount of 

drama in the telling or singing of a story and a focus on the face of the person 

performing it. This further links Dante’s verb to Carson’s translation, which is the 

parody of a grin. An increased sense of horror and menace is added to the scene. Taking 

pleasure in another’s pain is sadistic. ‘Indeed, Arthur Schopenhauer argues that to feel 

 
99 Huang, Pragmatics, p. 62. 
100 The title ‘Minos the terrible’ (Carson does not add capitalize ‘terrible’), is an echo of ‘Ivan the 

Terrible’ hinting that Minos was perceived as a tyrant. 
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envy is human, but to enjoy other people’s misfortune is diabolical. For Schopenhauer, 

pleasure in others’ misfortune is the worst trait in human nature, since it is closely 

related to cruelty’.101 An added PI implicature here is Minos’ intensified cruelty in 

Carson’s translation. While the intention of the TT is congruent to the intention of the 

ST, it goes further, modifying the meaning. Carson has exaggerated Dante’s original 

language, thus amplifying the meaning of this verb. 

The relayed sense of menace communicated distinctly by both ST and TT is 

warranted. The damned souls tell their sins to Minos, in a full and streaming confession 

and he, in a ghastly image, wordlessly coils his tail around his body. Each coil 

represents the circle of Hell to which ‘l’anima mal nata’,102 ‘the wretch’,103 will be 

damned. Here Minos wordlessly implies a doom-laden fate for each soul. 

The short conversation between Minos and Dante which follows, provides 

further implicatures in Carson’s translation. Minos warns Dante, as Carson has it, in 

dour, threatening Ulster tones, to ‘mind himself’. ‘Mind how you enter, mind with 

whom you be’.104 This colloquial Ulster piece of dialogue is a laconic warning ‘to pay 

close attention’105 and to take care. Hollander observes that ‘Virgil obviously 

understands that Minos’ words were meant to scare Dante off (and perhaps he 

understands the implicit insult to himself contained in them)’.106 Carson’s version 

clearly implies the following: 1. Minos does not care about whether Dante ‘minds 

himself’ or not;  2. there is a prophetic element to the words, and a sense of 

 
101 Dr Aaron Ben-Zeév, ‘Why are we pleased with others’ misfortune?’, Psychology Today (30 January 

2009) <www.psychologytoday.com/us/blog/in-the-name-love/200901/why- are-we-pleased-others-

misfortune> [accessed 18 July 2020].  
102 LT: ‘ill-born soul’. See Dante, in Sapegno (ed.), La Divina Commedia, V. 6, p. 53.  
103 Carson (trans.), TIDA, V. 6, p. 31. 
104 Ibid. V. 19. 
105 C. I. Macafee (ed.), A Concise Ulster Dictionary, p. 223. 
106 Dante, in Hollander (trans.), Dante the Inferno, p. 102. (Note also that ‘mind’ means to ‘object to’, for 

example: ‘do you mind’). 
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Schadenfreude; and 3. Minos does not hold Vigil in high esteem, if he hints that he is 

not up to the job of ‘minding’ Dante. 

Listening to each ‘moan’, ‘curse’, ‘swear’, ‘bawl’, ‘howl’ and ‘shriek’,107 Dante-

pilgrim understands that the mortal sin that is punished in this circle is lust:  

 

Dante, v. 37–39. 

 

Carson, v. 37–39. 

Intesi ch’a così fatto tormento 

enno dannati i peccator carnali, 

che la ragion sommettono al talento.108 

And then I learned such torments are incurred 

by those who like to practise carnal sin, 

when reason is by furtive lust ensnared. 

 

Table 9: Examining Carson’s translation of Canto V. 37–39 via the PI 

 He is unequivocal in his description of the lustful as i peccator carnali109 (carnal 

sinners). They have subjugated reason to their desire, ‘reason is by furtive lust 

ensnared’,110 which is contrary to the Aristotelian notion of continence as outlined in the 

respected Nichomachean Ethics.111 Continence is a virtue which Dante highly prized. 

And what is the result for ‘they who make reason subject to desire’,112 who practice 

incontinenza?113 They are doomed to eternal damnation.  

Although, according to Sapegno, in Dante’s text ‘al talento’ (in line 39, quoted 

above) means ‘passion’ or ‘appetite’,114 in modern Italian usage, it means ‘talent’. In 

other words, a modern reading might assume a predilection based on ability for this sin. 

Carson’s translation ‘those who like to practise carnal sin’, implies the following: 

firstly, they repeatedly commit the sin with full knowledge (they practise it); and 

 
107 Carson (trans.), TIDA, V. 35–36, p. 31. 
108 LT: I understood that to such torments / are condemned the carnal sinners /who subject reason to 

passion //. 
109 Ibid. V. 38, p. 31.  
110 Ibid. V. 39, p. 31. 
111 This is Aristotle’s best-known work on ethics. 
112 Dante, in Hollander (trans.), Dante the Inferno, V. 39, p. 93. 
113 Sapegno (ed.), La Divina Commedia, p. 55. 
114 Ibid. 
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secondly, the sinners find it rewarding. They are aware that this is a carnal sin, but they 

commit the sin knowingly and they ‘like’ it.  

Dante’s use of the Tuscan dialect with the specifically Tuscan form of the verb 

‘enno’ is also worthy of note in PI analysis. This is a Tuscan dialectal part of the verb 

‘to be’, essere, the equivalent of sono meaning ‘are’. This old, localised form of the 

verb is still in use in Tuscany (‘forma ancor viva nei dialetti toscani’)115 and is a stamp 

of ownership on the text for the Tuscan people. Given Dante’s high regard for his own 

dialect, it has the dual effect of creating a cross rhyme with ‘talento’, while anchoring 

his work firmly within his own linguistic culture, elevating the dialect. 

One of the most evocative and beautiful passages of Dante follows the Minos 

encounter. Here Dante employs a powerful simile, likening the lost, lustful souls who 

have allowed themselves to be buffeted about by their passions without temperance, to a 

murmuration116 of starlings:  

 

Dante, V. 40–45. 

 

Carson, V. 40–45. 

E come li stornei ne portan l’ali 

nel freddo tempo, a schiera larga e piena,  

così quel fiato li spiriti mali 

 

di qua, di là, di giù, di sù li mena; 

nulla speranza li conforta mai, 

non che di posa, ma di minor pena.117 

As starlings, when the evenings draw in, 

assemble in tremendous seething flocks, 

so are those dark souls gathered by the wind, 

 

and hurtled to and fro in random flecks, 

devoid of hope of rest, or rest from pain, 

to which they are eternally transfixed. 

 

Table 10: Examining Carson’s translation of Canto V. 40–45 via the PI 

This familiar scene from nature creates a collective implicature, indicating the 

aggregate, and relentlessly hopeless, fate of this collection of individuals. To fully 

 
115 Ibid. 
116 Carson has mentioned a ‘murmuration’ in his own poetry as representing the confused thoughts when 

facing a serious illness: ‘the head is full of verbal murmuration’, Carson, ‘Joachim Patinir, Landscape 

with Saint Jérome’, Still Life, pp. 32–35 (p. 35). 
117 LT: And as starlings are carried on the wing / in cold weather in a wide and dense formation / so this 

breath the bad spirits // here, there, down, up, drags them / no hope ever comforts them / neither of rest 

nor lesser pain. 
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appreciate the power of Dante’s original image, it is extremely useful to watch a 

murmuration.118 A viewing of such a dramatic natural event demonstrates the 

cacophony of confused sounds, the dizzying effect of endless wheeling motion. 

However, Dante’s air is ‘freddo’119 (cold), the spirits are bad (‘li spiriti mali’),120 and 

there is no hope or comfort (‘nulla speranza’).121 A murmuration conveys the idea of 

architecture and structure via martial diction in the language. For example, schiera 

means ‘rank’ and is a military term.122 This word carries the meaning of large army 

numbers with no individuality between the souls. They are disciplined in the sense that 

together they behave in the patterned way that birds fly together as a flock (formation), 

however, they are at the mercy of the winds of Hell. In his translation, Carson flouts the 

PI here, removing Dante’s military imagery and impoverishing Dante’s clear intention 

upon the language in this case. He recovers some ground with the phrase, ‘seething 

flock’,123 which very clearly implies a furious swelling and shrinking of the flock, but 

the evocative military image, created by Dante, is lost.  

There is a collective discipline to the flight, but it is governed by desire and the 

blowing of a Hellish wind. ‘Fiato’ means ‘breath’. For example, Treccani suggests that 

Dante means this as an exhalation (in other words, an outward puff of air).124 

Hollander’s translation of the word ‘blast’125 is a stronger expression of this idea. 

 
118 Flight of the Starlings: Watch This Eerie but Beautiful Phenomenon: Short Film Showcase, National 

Geographic, online video recording, YouTube, 15 November 2016 <www.youtube.com/watch?v= 

V4f_1_r80RY> [accessed 18 June 2020]. 
119 Dante, in Sapegno (ed.), La Divina Commedia, V. 41, p. 55. 
120 Ibid. V. 42, p. 56. 
121 Ibid. V. 44. 
122 Alessandro Niccoli, ‘Schiera’, Enciclopedia Dantesca 1970 

<www.treccani.it/enciclopedia/schiera_%28Enciclopedia-Dantesca%29/> [accessed 14 June 2020]. 
123 Carson (trans.), TIDA, V. 41, p. 32. (The usual Italian word for a ‘flock of birds’ is ‘stormo’). 
124 Lucia Onder, ‘Fiato’, Enciclopedia Dantesca (1970) 

<www.treccani.it/enciclopedia/fiato_%28Enciclopedia-Dantesca%29/> [accessed 5 July 2020]. 
125 Dante, in Hollander (trans.), Dante the Inferno, V. 42, p. 93. 
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Carson’s translation as simply ‘wind’126 is in concordance with Sapegno’s analysis of 

the word as ‘vento’ which is also ‘wind’.127 

He takes poetic licence, however, in his translation of ‘nel freddo tempo’128 

which simply means ‘in the cold weather’. This is translated in another way by Carson 

as ‘when the evenings draw in’,129 a more evocative way of expressing Dante’s original 

idea. Carson’s translation implies less light, in keeping with the physically dark scene of 

Hell, and colder weather, in keeping with Dante’s ‘freddo’.  

In his 1989 lectures to QUB Italian undergraduates, Professor Ghan Shyam 

Singh, poet, critic and academic, often declared this to be Dante’s most beautiful 

passage, partly due to Dante’s marshalling of the language where he created symbols of 

enormous literary power and also because of his use of interior rhymes: 

‘di qua, di là, di giù, di sù li mena’130  

‘Here, there, down, up, drags them’ (LT) 

Carson’s translation of this line reads ‘and hurtled to and fro in random flecks’131 

avoiding internal rhymes in this line but retaining a musical rhythm with clipped 

syllables. His painterly TT ‘random flecks’ is an implication of the collective 

helplessness of the souls and of their anonymity. Sayers’ translation captures Dante’s 

linguistic intention very closely: ‘Hither and thither, and up and down, outworn’.132 She 

echoes Dante’s internal double rhyme very successfully (di qua ,di là /di giù, di sù) 

with her ‘englishing’133 of the rhyme (hi/thi and ther/ther). Her ‘outworn’ implies the 

exhausting and helpless fate of these souls. 

 
126 Carson (trans.), TIDA, V. 42, p. 32. 
127 Sapegno (ed.), La Divina Commedia, p. 56. 
128 Ibid. V. 41. 
129 Carson (trans.), TIDA, V. 40, p. 32. 
130 Dante, in Sapegno (ed.), La Divina Commedia, V. 43, p. 56.  
131 Carson (trans.), TIDA, V. 43, p. 32. 
132 Sayers (trans.), The Divine Comedy 1: Hell, V. 43 p. 98. 
133 Pinsky believes the term ‘translate’ is a misnomer. He prefers to use the old word ‘englishing’ when 

translating into English. When providing his ‘englishing’ of the Inferno his aim was the following: ‘you 

try to be as faithful as possible to the literal meaning and you try to devise an equivalent for the form’. 

See Dante and the Problem of Translation (at 02: 30 minutes). 
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Having figuratively blown us away, with his ‘wing-borne, wind-borne’134 

starlings, Dante uses further bird imagery, to reinforce his earlier image of forlorn and 

comfortless misery: ‘nulla speranza li conforta mai’135 (no hope ever comforts them). 

This time, he narrows his focus, redirecting from the enormous flock of starlings, to 

concentrate on a single line of cranes. In modern terms, it is as if Virgil hands Dante 

(and therefore the reader, by default), a pair of binoculars or a powerful telescope: 

 

Dante, V. 46–48. 

 

Carson, V. 46–48. 

E come i gru van cantando lor lai, 

faccendo in aere di sé lunga riga, 

cosí vid’io venir, traendo guai,136 

And as the cranes go honking by in trails 

across the sky, so did those shadows travel, 

uttering the loneliest of wails, 

 

Table 11: Examining Carson’s translation of Canto V. 46–48 via the PI 

These cranes emit plaintive cries into the wilderness, which Dante refers to as ‘lai’137 

(lays). To fully appreciate Dante’s meaning here it is helpful to listen to the plaintive 

call of cranes.138 Carson captures the sounds of the crane as ‘honking’ (perhaps more 

suggestive of wild geese and a more poignant sound to the Irish) and ‘the loneliest of 

wails’. Here he translates Dante’s intentional notion of a wailing cry but does not 

specifically mention ‘lai’139 which is a respected and evocative form of musical 

performance. An Irish musical equivalent for the mournful cry of the cranes as they 

create their melodic variation might be sean-nós singing.140 Dante’s original intention of 

 
134 Sayers (trans.), The Divine Comedy 1: Hell, V. 41, p. 98. 
135 Dante, in Sapegno (ed.), La Divina Commedia, V. 42, p. 56. 
136 LT: And as the cranes go singing their lays / making a long line in the air / so I saw them approaching, 

emitting woeful cries. 
137 Sapegno (ed.), La Divina Commedia, V. 46, p. 56. 
138 Cranes: Autumn migration of birds. David Attenborough’s opinion, online video recording, YouTube, 

5 June 2013 <www.youtube.com/watch?v=8FcCJIpsH0U> [accessed 3 June 2020]. 
139 <www.britannica.com/art/lai-musical-form> [accessed 2 August 2020]. 

 ‘Lai: medieval poetic and musical form, cultivated especially among the trouvères, or poet-musicians, of 

northern France in the 12th and 13th centuries but also among their slightly earlier, Provençal-language 

counterparts, the troubadours’. 'Lay' is also a common poetic term in English and Irish literature. An 

example of its use in Irish literature is the Lays of the Fianna, relating tales of Fionn mac Cumhaill. 
140 Tomás Ó Maoldomhnaigh, ‘Amhranaiocht ar an Sean-nos', Comhaltas 

<comhaltas.ie/music/treoir/detail/amhranaiocht_ar_an_sean_nos/> [accessed 2 August]. Carson has said 
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communicating the crane song in a moving way loses something of its specific message 

in Carson’s translation, however, it could be argued that the ‘loneliest of wails’ is 

evocative and suggestive of a type of unaccompanied singing, and even that Carson is 

elevating the natural sound of the crane to the singing of a lay, to relay the plight of 

these souls. An examination of other translators’ version of this phrase is fruitful. All of 

them, as steered by the original, directly refer to music: Sayers (‘harsh lay’), Longfellow 

(‘their lays’), Hollander (‘their mournful songs’), Kirkpatrick (‘singing lamentations’). 

André Pératé’s French translation provides the closest LT. However, given that 

translating Italian into French is the translation of one Romance language into another, 

this is unsurprising: ‘et comme grues qui vont chantant leur lai’.141 Crane songs from 

Dante’s original are slightly modified and changed by each translator but each 

reinforces, for TTRs, Dante’s message of lamentation. It may be that Carson 

deliberately decided to leave his meaning implicit in this case, or it could simply be that 

his choices were curtailed by the terza rima, where he loosely rhymes pain/ trails / 

wails.142 Sapegno stresses that in this section of Dante’s poetry, the key points to note 

regarding the defining features of the starlings are their vast numbers and fast 

movement (moltitudine / velocità) and that the cranes’ main characteristic is their 

plaintive cries (grida lamentose).143 Carson has clearly fully communicated both of 

these elements. 

Each crane represents a character from mythology who has succumbed to the sin 

of lust. Dante anachronistically refers to them as ‘le donne antiche e’cavalieri’,144 ‘the 

ladies and the knights of old’,145 whereas Virgil identifies these individuals as characters 

 
that ‘the Irish sean-nós songs lie at the back of a great deal that I write’. See Malmqvist, ‘Interview with 

Ciaran Carson’, p. 58. 
141  Dante, La Divine Comédie de Dante Alighieri, trans. by André Pératé (Paris: Chez Jean de Bonnet, 

1971), V. 46, p. 40.  
142 Carson (trans.), TIDA, V. 44, 46, 48, p. 32. 
143 Sapegno (ed.), La Divina Commedia, p. 56. 
144 Dante, in Sapegno (ed.), La Divina Commedia, V. 71, p. 58. 
145 Dante, in Hollander (trans.), Dante the Inferno, V. 71, p. 95. 
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from ancient mythology including Dido, Helena, Paris, Tristan and Achilles. His 

intention upon the language here is to set the scene for an exemplar of courtly love. 

Turning away from the line of cranes, the field of vision is further narrowed to focus on 

two doves flying closely together: 

 

Dante, V. 70–75 

 

Carson, V. 70–75 

Poscia ch’io ebbi ‘l mio dottore udito 

nomar le donne antiche e cavalieri, 

pietà mi giunse, e fui quasi smarrito. 

 

I’cominciai: ‘Poeta, volentieri 

parlerei a que’ due che ‘nsieme vanno, 

e paion sí al vento esser leggieri’.146 

When he had finished allocating blame 

to all those ancient dames and cavaliers, 

a rush of pity caused me to exclaim: 

 

‘I fain would to that twosome speak, who steer 

so lightly by the starless wind, they seem 

a ghostly gondola and gondolier!’ 

 

Table 12: Examining Carson’s translation of Canto V. 70–75 via the PI 

In his intention upon the language, Carson’s use of ‘fain’,147 meaning ‘desirous’ or 

‘inclined’ in its archaic sense148  is a deliberate and skilful choice. In its delicacy and 

courtesy, it is immediately suggestive of courtly love and links back to the language of 

‘ancient dames and cavaliers’.149 Here, Carson is speaking the language of courtly love 

in order to amplify Dante’s original intention upon the language on that theme and, in 

so doing, he provides a strong intimation of the courtly love theme. The word ‘fain’, in 

a modern translation, also creates a lexical interference or obstacle which demands 

greater reader engagement with the text. This word produces greater attention and 

cognitive effort on the part of a modern reader. 

Incongruously, and in a departure from Dante’s ST, Carson then introduces 

Francesca and Paolo as though they are a courting couple in a gondola. This is an 

 
146 LT: And when I had heard my doctor / name the knights and ladies of old, / pity overcame me, and I 

was almost lost. // I began: ‘Poet, I would gladly / speak to those two who go together, / and seem to be so 

light upon the wind’. 
147 Carson (trans.), TIDA, V. 73, p. 33. 
148 <www.merriam-webster.com/dictionary/fain> [accessed 16 May 2020]. 
149 Carson (trans.), TIDA, V. 71, p. 33. 
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intentionally clichéd, witty image, designed to evoke a stylized vignette of Italy and 

Venice. The reality of the scene is in stark contrast to Carson’s flight of fancy: there is 

no water and there are no stars. This translation is a tourist’s view of Venice and Carson 

wittily implies that Dante is a tourist in Hell, with Virgil as a tour guide. Through faux 

tourist’s wonder, this tongue-in-cheek image has the effect of introducing humour, and 

cleverly debunks what Francesca is about to say, before she says it. 

Dante introduces Francesca as a captivating, beautiful woman, a mistress of 

persuasion, eloquence and suggestion. He demonstrates clear intention upon the 

language in his description of Dante the pilgrim’s reactions to her, and this is closely 

echoed by Carson’s rendition. Her refusal to accept personal responsibility for her 

adultery and her readiness to blame her affair on ‘love’ is emphasised by her repetition 

of the word ‘amor’. Dante’s intention upon the language is to convey her argument that 

love made her do what she did. In other words, she places herself at one remove from 

her sin. The grammatical arrangement of Francesca’s words is an attempt to absolve 

herself from all guilt. On three separate occasions, in the first word of three separate 

consecutive tercets, she repeats the word ‘love’ (‘amor’) as the subject of her sentence 

and three times across one line she refers to it:  

‘Amor, ch’a nullo amato amar perdona’150 

‘Love begets love; I was seized by love’151  

Dante’s implication by placing ‘love’ at the start of each line vertically, and then 

referring to it directly three times horizontally, similarly relayed by Carson, suggests a 

woman overwhelmed by her emotions, yet unable to accept responsibility for her 

actions. 

 
150 Dante, in Sapegno (ed.), La Divina Commedia, V. 103, p. 62. 
151 Carson (trans.), TIDA, V. 103, p. 35. 
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The oral tradition is important here, as a performance of a canto whether sung or 

spoken would require drama and emphasis on key words, including through repetition. 

Francesca employs all her powers of persuasion in her account of events, the 

pronunciation of the medieval word ‘amor’ requires the mouth to open widely and then 

to narrow into a definite pout. The effect of this is to mimic the action of a kiss or of 

flirtation. This is especially effective with the medieval form of the word ‘amor’ since 

the end of the word does not release the lips but necessitates that they finish the word 

with a strong pout. (In contrast, the modern form ‘amore’ allows the pout to be 

released). Francesca’s pout is coquettish and suggestive; however, it is also pettish and 

manipulative. This is implicit in the poetry, so a translator must use all the clues they 

can to understand and, in any way, mimic Dante’s original intention upon the language. 

Repetition of this ‘kissing’ action on the part of Francesca is hypnotic and mesmerising. 

Carson’s humour is at its best here. The implication is, in his version, to use a modern 

expression, that Francesca is quite literally ‘killing it’ in her performance for Dante who 

becomes so overcome that he collapses: ‘I fell, as a dead body falls’.152 

Dante, who has intentionally set up this canto as a tale of courtly (and therefore 

illicit)153 love, adds the detail that the couple succumbed to their adulterous affair while 

reading Lancelot. Carson includes this specific detail, but he adds wry, modern humour 

as a device to reveal something more of Francesca’s nature – ‘I’ll be one of those who 

weep and tell’154 – which reminds modern readers of ‘kiss and tell’ celebrities in the 

tabloids, who seek to achieve status, fame and perhaps sympathy through retelling their 

version of an illicit relationship.155 In this way, he reveals something more of 

 
152 Ibid, V. 142, p. 36. 
153 C. S. Lewis, ‘Courtly Love’ in The Allegory of Love (Cambridge: Cambridge University Press, 2013), 

pp. 1–55 (p.3). 

 Lewis emphasizes this point. ‘This love […] is ‘dishonourable’ love. The poet normally addresses 

another man’s wife’. 
154 Carson (trans.), TIDA, V. 126, p. 36. 
155 Carson’s version, ‘kiss and tell’, is also partly chosen because of the strictures of the terza rima which 

he has imposed on the structure of his TT (he rhymes ‘kiss and tell’ with ‘hell’ and ‘dwell’). Carson’s 
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Francesca’s untrustworthy nature and gives a hint of her lack of true refinement. In the 

recollected scene during which Francesca and Paolo kiss and stop reading, Dante does 

not disclose what happens next, but rather implies it and Carson does likewise in a line 

which is heavily laden with implicature: ‘that day the rest of it [the book] remained 

unscanned’.156 

Focussing on Canto XXVII, this chapter briefly presents another historic figure, 

Guido da Montefeltro, and his ultimate demise: this provides a further example for 

analysis via the PI. Guido had been a soldier, a cunning strategist and a Ghibelline, who 

had a conversion and became a Franciscan friar. Pope Boniface VIII sought him out as a 

military advisor in the battles against Ghibellines, saying that he would be absolved of 

any sin if he gave false advice to their enemies. Guido advised Boniface to promise the 

Colonna family amnesty in an ongoing feud, and then to renege the promise once they 

had emerged from their fortress. Boniface’s promise of a dispensation did not save 

Guido. He was condemned to hell by a ‘logical’ devil for giving fraudulent counsel.  

Guido wants to put on a good face (‘fare bella figura’) even in his desperate 

state; therefore, Dante’s introduction of Guido is strategic. He firstly describes the 

sounds made in Guido’s tortured corner of Hell as like those of the victims of medieval 

torture. The Sicilian Bull, for example, was a torture device, the victim placed inside 

and roasted. The screams they emitted sounded like a bellowing bull. Dante compares 

the tortured cries of the damned to this particular screaming. When we meet Guido, he 

is represented as a shrieking flame. At first, he cannot form words, but only provide 

‘language of the roaring class’.157    

 
musical influences are also at play. In interview he has mentioned how in writing any line of poetry the 

structure of the language is key (PI), ‘it has to conform to a pattern of sounds’. See ‘Ciaran Carson on 

Whistle and Prose, online video recording from 2003, YouTube, 26 September 2017 

<www.youtube.com/watch?v=gAWxWhNba9w> [accessed 6 June 2019]. 
156 Carson (trans.), TIDA, V. 138, p. 36. 
157 Carson (trans.), TIDA, XXVII. 15, p. 186. 
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This episode opens with Guido mimicking Virgil, who was from Lombardy in 

the north of Italy: 

 

Dante, XXVII. 21–24  

 

Carson, XXVII. 21–24 

dicendo ‘Istra ten va; piu non t’adizzo’,  

 

‘perch’io sia giunto forse alquanto tardo,  

non t’incresca restare a parlar meco; 

vedi che non incresce a me, e ardo!’    

 

‘Aff ye gang, ah need nae mair advice’; 

 

‘I’ve been a little slow in saying ciao, 

But pleased don’t be annoyed, and talk to me; 

I’m not annoyed, though I’m all burning brow!’ 

Table 13: Examining Carson’s translation of Canto XXVII. 21–24 via the PI 

Lombardy is further north than Tuscany and this vernacular was looked down 

on. Occasionally, Dante uses this specific dialect to identify Virgil; here however, Dante 

shows Guido (the speaker) disrespectfully putting words in Virgil’s mouth.158 The word 

‘istra’ meaning ‘now’ identifies this line as a northern dialect (as distinct from the 

Tuscan dialect). Carson reflects this by using Ulster Scots, also a distinct mode of 

expression, thus providing an implicature for a local audience. In this way Carson uses a 

way of speaking that is recognisable, especially to people in Ireland, but which also has 

specific cultural connotations.  

The line ‘perch’io sia giunto forse alquanto tardo’, which has the literal meaning 

‘although I have got here perhaps somewhat late’, is apologetic; however, using the 

Italian subjunctive suggests a lack of certainty (or sincerity) in the apology. Instead of 

using the subjunctive, Carson carries a similar undermining intention through a glib and 

comical response: ‘I’ve been a little slow in saying ciao’. His foreignization of the line 

 
158 Guido is mimicking Virgil’s broad accent and common Lombard dialect which Virgil slips into in a 

moment of anger. To draw a parallel with Ulster Scots (as Carson does in this TT), for example, when 

discussing Ballyclare writer Archibald Mc Ilroy’s use of Ulster Scots, linguist John Erskine notes that Mc 

Ilroy observed that when a speaker is emotional they will deliver a more pronounced and fluent dialect: 

‘when we are excited, it oozes from us, like water from the rock’. See ‘The Languages of Ulster’, Episode 

2, BBC iPlayer (at 19:00) <www.bbc.co.uk/iplayer/episodes/b09g3gnf/languages-of-ulster> [accessed 30 

August]. 
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with the use of the ubiquitous Italian word ‘ciao’ is noteworthy here. Via litotes, its use 

provides a joke. This reinforces the idea that Guido is in a bit of a spot, creating a dual 

reaction of horror and amusement from the TTR. This is followed by surprise at such a 

suave reaction to a desperate situation: ‘I’m burning’ changes, in Carson’s version, to 

‘I’m all burning brow’. This section of the translation provides humour, exaggeration 

and engagement. In Chapman’s essay on The Last September, she discusses how an 

implicature can be created by the playing down of a serious situation, for example 

‘using vague and unspecific terms’ to describe a dangerous situation such as ‘The 

Troubled Times’ in Ireland in the early 1920s. Likewise, Carson’s Guido is clearly 

playing down his predicament. There are definite differences between Dante’s Guido 

and Carson’s. Dante’s Guido is more direct, Carson’s has a disingenuous manner of 

speaking, which matches his fraudulence and deceit.  

As with the Francesca dialogue, Dante is not overly explicit: the logical 

conclusions must always be supplied by the reader. As a poet, Dante is understated, his 

implicatures are delicate and evocative yet at the same time he is a master of poetic 

expression, clear, concise and structured. Carson’s equivalences often closely echo the 

Italian poet’s, but with Carson there is also the delivery of implied meaning through an 

introduction of added humour in his translation.  

The following section provides scrutiny, via the PE, of selected Dantean poetry 

from Carson’s TIDA. 
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3.4 Making the TT relevant to a different time-period and to a different geographical 

location 

HGT’s Principle of Extension159 

• The source text translator’s (STT’s) direct experiences or interests which are recognisable to the 

TTR may be included in the TT for a specific reason160 

• The TT may be placed in, or made relevant to, a different time-period 

• The TT may be placed in, or made relevant to, a different geographical location 

• The TT (first ‘afterlife’)161 may be re-translated to produce a new ETT, creating a second 

‘afterlife’ for the ST  

Below is a list of features which Carson uses to extend his TTs, useful to this analysis 

via the PE: 

1. Extending the TT by means of creating cross-temporal,162 cross-cultural163 and 

cross-geographical connections with the ST164 

2. Incorporating culturally Irish events, places and people into his translation to 

create unities and links between STC and TTC165 

3. Creating connections between the ST and the TT by incorporating Irish 

historical events (for example, the Famine) and more recent events (the 

Troubles) into his translations166 

4. Linking the landscapes and weather in Dante’s medieval Hell to those of Ireland 

(the bog, the rain, the relentlessly bad weather)167 

 
159 My own principle necessitated by observations on Carson’s unique translation techniques. 
160 Investigating the reason is of high importance in this study. 
161 This term originates in Benjamin’s essay ‘The Task of the Translator’. 
162 For example, see Appendix E. 14. 
163 For example, see Appendix E. 5. 
164 For example, see Appendix E. 1. 
165 For example, see Appendix E. 11. 
166 For example, see Section 3.5, Dante’s meeting with Ciacco and Dante’s meeting with Ugolino.  
167 For examples, see Appendix E. 7 and Appendix E. 9. 
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5. Alluding to other writers such as MacNeice, Kerouac and C. S. Lewis to create 

broadened literary links from a different place and another time168  

6. Including culturally Irish symbols in his translations, for example, the colour 

emerald, the harp and the shamrock169  

7. Using the titles of poems as a means of incorporating other musical, artistic, 

literary or cinematic genres, thus modifying and broadening the scope of the 

original ST title170 

This section will consider the use of the PE as a tool that is highly valid in an in-depth 

examination of Carson’s translation methods. It will also elucidate how he delivers 

additional implied meaning, via an inventive range of extension techniques, in his 

translation of the Inferno. Conducting such an exploration will aid in a description of 

specific phenomena present in Carson’s translations as they manifest themselves in the 

world of the TTR’s experience, as per the General Overarching Principle as set out in 

Chapter Two. In other words, the hallmarks of the PE present in Carson’s translations, 

and the diverse techniques he uses offer fruitful material for analysis in this current 

chapter. 

In her discussion on the move towards employing modified Gricean and Neo-

Gricean techniques as a tool in literary analysis, Chapman states: 

by constructing an utterance in a particular way […] a speaker may encourage a hearer to expand 

the context, with the expectation that the extra processing effort involved will result in some 

increase in contextual effects, specifically in some additional implicatures.
171

 

 
168 For examples, see Appendix J. 4, Appendix J. 31 and Section 4.7.  
169 For example, see Appendix I. 9. 
170 For example, see Section 4.3, ‘As I Roved Out’. 
171 Chapman, ‘Marked forms and indeterminate implicatures in Ernest Hemingway’s Fiesta: The Sun Also 

Rises’, in Chapman and Clark (ed.), Pragmatics and Literature, 2019 (Amsterdam: John Benjamins, 

2019), pp. 21–43 (p. 36).  
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Applying the above established assumption by Chapman and other linguistic 

theorists,172 we can transpose Gricean, neo-Gricean theories, and modified versions of 

these, to analyse prose, poetry and drama (see Chapman).173 This allows us to modify 

the above statement to the following: ‘by composing a phrase in a particular way, a 

writer may encourage a reader to expand the context, with the expectation that the extra 

processing effort involved will result in some increase in contextual effects, specifically 

in some additional implicatures’.174 As a Dante-translator Carson must firstly be an 

attentive Dante-reader. He admits that for him, this also involves reading several of 

Dante’s translations as an aid to understanding the medieval Italian. By gaining a surer 

understanding of the original meaning he further can interpret and extend Dante’s work 

in the light of his own contextual experience. Therefore, his dual role is, firstly, to 

interpret what Dante says in the literal meaning of his words and secondly, to relay his 

(Carson’s) contextualization of their implications in his own translation. Drawing on his 

own (and our) direct experiences and interests and making the Dantean events relevant 

to his own time-period and to places from his own geographical location, Carson, in his 

translation, creates additional implicatures which are recognisable to the modern TTR.  

In examining the use of the PE as an explanatory device in Carson’s translation 

of the Inferno, it is important to emphasize that Dante’s original work lends itself to a 

scope which goes beyond the literal meaning of the text. Firstly, Dante chooses an 

expansive subject area, harnessing philosophical and religious curiosity, and exploring 

some of the most universal questions of humankind: what will happen to a person after 

death? How do our actions on earth affect our fate in the next life? As Sayers has it, The 

 
172 This idea is also supported by Clark in his ‘Introduction’ to Pragmatic Literary Stylistics. 
173 In the quotation above, Chapman refers to utterance/s, but her comment is still relevant to literary 

texts. In this case, much of the Inferno is written as a conversation between Dante and Virgil, or between 

Dante and the sinners, Dante also speaks directly to the reader. 
174 My adaptation of Gricean theory to form the HGT is influenced by Chapman’s work on this subject. 
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Divine Comedy is ‘precisely the drama of the soul’s choice’.175 Secondly, Dante 

thoroughly engages the reader by exploring broad emotions to which every person can 

relate, including fear, sorrow, joy, love, envy, desire and ambition. This evokes strong 

reactions and personal engagement, even identification, from the TTR.  

In interview, Heaney has discussed his own engagement with Dante’s work, and 

he has (warily) spoken of the ongoing hold Dante had on him. In an unexpected 

expression he refers to Dante as the ‘atom bomb’.176 The analogy between Dante and an 

‘atom bomb’ is intriguing, suggestive of expansion, extension, and reverberation. 

Besides violence, it signifies on-going effect and future impact. Mandelstam, acclaimed 

Russian poet and Dante commentator, well-known for his extended essay ‘Conversation 

about Dante’,177 has also used analogies of war and future impact in his discussion of 

Dante: ‘it is unthinkable to read the cantos of Dante without aiming them in the 

direction of the present day. They were made for that. They are missiles for capturing 

the future. They demand commentary in the futurum.’178 Again, the metaphor of 

targeted violence is surprising. Mandelstam’s likening of each canto to a ‘missile’ 

clearly demonstrates that he believes that Dante had a directed and precise aim or 

intention. Mandelstam saw Dante’s Commedia as non-static, with the ability to propel 

forwards even through the centuries, untethered to a particular place or time: ‘his 

contemporaneity is inexhaustible, measureless and unending’.179 Mandelstam wrote this 

statement in 1934 and yet it retains a modern resonance. It outlines the timeless nature 

of Dante’s masterpiece and argues that it equally has relevance for medieval times as for 

future times and also for places outside Tuscany. 

 
175 Sayers (trans.), The Divine Comedy 1: Hell, p. 11. 
176 The Atom bomb was also seen as the great solution, the use of which ended the Second World War. 

However, Heaney’s reference to the atom bomb suggests the power to shake and cause ongoing 

trembling, a power that makes other writing seem weak by comparison. 
177 Mandelstam wrote this impactful essay on Dante between 1934 and 1935. 
178 Mandelstam, ‘Conversation About Dante’, p. 129. 
179 Ibid. 
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Before translating the Inferno, Carson was initially unfamiliar with Dante and 

Italian, however, he was fully aware of the enormity of the task before him. He 

instinctively approached the work by moving outside, by walking. His ‘in’ to the 

Inferno was to go ‘out’, to walk the streets of Belfast, as a way of expanding his 

horizons. In so doing he happened upon correspondences180 between twentieth-century 

Belfast life and the medieval politics of Florence. His daily habit of walking is also 

reminiscent of Dante’s actions. Dante was a poet in constant motion. Exiled from 

Florence for political reasons he became a wanderer-poet.181 In ‘Conversation on 

Dante’, Mandelstam points out Dante’s habit of walking: ‘the question occurs to me – 

and quite seriously – how many sandals did Dante wear out in the course of his poetic 

work?’182 Carson found walking to be a good method to unravel the complex SL; it 

helped him, as he said himself, to occupy the story, to ‘tell the story in your [his] own 

words’.183 He used his expert local knowledge to draw and find parallels between the 

everyday sights and sounds of Belfast city and those of medieval Italy and medieval 

Hell.  

Carson translated the Inferno more than a decade after the Good Friday 

Agreement;184 however, bigotry, sectarianism and factionalism continued to exist at the 

time of his writing this translation. Carson however makes no judgement, in his work, 

on the Troubles and their aftermath. He prefers to observe the events and then to 

incorporate them into his work, as a journalist might: ‘I can’t, as a writer, take any kind 

 
180 ‘Correspondances’ is the French title of a Baudelaire poem translated by Carson as ‘Coexistences’. See 

TAP, pp. 70–71. 
181 According to Kirkpatrick, due to his exile, Dante remained ‘a voice in the wilderness, travelling from 

place to place in Northern parts of the Italian peninsula’. (p. xi). 
182 Mandelstam, ‘Conversation About Dante’, p. 107. 
183 Used in both senses: 1. He tells the story as he understands it. 2. He uses his own language, the words 

that he has heard in everyday life, to tell the story. 
184 ‘On Good Friday, 10 April 1998, after almost two years of negotiations the Northern Ireland multi-

party talks resulted in a political agreement between the parties present at the negotiations. The 

Agreement was later referred to as the ‘Good Friday Agreement’ <cain.ulster.ac.uk/othelem/glossary.htm 

> [accessed 5 August 2020]. 
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of moral stance on the Troubles, beyond registering what happens’.185 By bilocating the 

original fourteenth-century Italian work to a familiar place, Carson created links by 

imagining the city of Belfast as a fractured Florence; while the peace walls and 

blackened city streets reminded him of Dante’s descriptions of the sights of Hell. 

Carson makes Dante’s Inferno recognisable to himself and therefore to modern TTRs 

who ‘get’ the references. The surprise186 that he compares the view from Belfast 

Waterworks over to the Westland with its UFF graffiti187 and the hills beyond, as a 

reimagining of views of the fractured city state of Florence, extends Dante’s work. It 

provides new or additional meaning and inference for a local audience, creating greater 

engagement with the text. In the north of Ireland and in other centres of conflict, flags 

and symbols held enormous significance in medieval Florence. The ideological 

distinctions between the Guelfs and Ghibellines were symbolised by subtle differences 

in their flags: a white lily on a red field for the Ghibellines and (reminiscent of the Red 

Hand of Ulster flag) a red lily on a white field for the Guelfs. Sayers points out that 

sometimes crosses were used instead of lilies. In-fighting was rife, and tensions were 

further exacerbated by splits within the parties themselves. For example, the Guelfs 

were split into Black (i neri) and White Guelfs (i bianchi). Dante himself was a White 

Guelf. Bitter conflict existed between the two factions, and black and white emblems 

and flags declared opposing allegiances. Those who have lived through the Troubles in 

the north of Ireland understand all too clearly the tensions caused by subtle differences 

in flags and factionalism between loyalist and republican groups.188  

 
185 See <www.troublesarchive.com/artists/ciaran-carson> [accessed 6 May 2020]. 
186 The effects of surprise in language on brain function are discussed in Section 2.4 of the current thesis. 
187 To gain insight into what Carson’s memories of Belfast are (including murals on gable walls, riots and 

some of the ‘blackened’ streets in times of violence), see Ciaran Carson on his poem ‘Belfast Confetti’, 

online video recording, YouTube, 16 December 2016 (at 1:16–1:42) 

<www.youtube.com/watch?v=3XA2CH6izNA> [accessed 7 May 2020]. 
188 ‘Loyalist paramilitary groups still in existence are: the Ulster Defence Association (UDA) and its 

associated group the Ulster Freedom Fighters (UFF), the Ulster Volunteer Force (UVF) and its associated 

group the Red Hand Commando (RHC); and the Loyalist Volunteer Force (LVF)… the main Republican 

paramilitary groups still in existence are: the Irish Republican Army (IRA) and a group believed to be 
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Irish local knowledge for the translator and the TTR provides clear insight for a 

deep engagement with and a clear understanding of this translation. A detailed 

knowledge of a Belfast roadmap is beneficial, even down to recognising the very bumps 

in the road, because Carson uses these details to connect his landscape to Dante’s. 

Residents of North Belfast, for example, know that the walks within the Waterworks 

comprise short, steep hills which are surrounded by deep trenches. These are 

reminiscent of Dante’s malebolge which make up a large area of Hell. The frozen 

Winter lakes in the Waterworks could represent a frozen Lake Cocytus: ‘un lago che per 

gelo/ avea di vetro e non d’acqua sembiante’,189 ‘a lake so cold / it was not wet, but 

looked like glass instead’.190 Residents of the city can envisage the exact scene, which 

Carson said inspired him in creating his TT, from the Waterworks to the Belfast hills, 

where the flags and gable murals of foreground housing estates with Loyalist graffiti 

and flags may be likened to a scene from medieval Florence. An understanding of the 

complex political situation and the history of the Troubles also allows a fuller 

appreciation of Carson’s translation and a clearer understanding of some of the 

motivations for his particular kind of translation:  

the north end of the Waterworks happens to lie on Belfast’s sectarian fault lines. Situated on a rise 

above the embankment is the Westland housing estate, a Loyalist enclave, which, by a squint of 

the imagination, you can see as an Italian hill town. Flags proclaim its allegiance. A gable wall 

bears the letters UFF – Ulster Freedom Fighters – flanked by two roundels, each bearing a Red 

Hand within a white star of David on a blue ground […] 

I see a map of North Belfast, its no-go zones and tattered flags, the blackened side-streets, cul-de-

sacs and bits of wasteland stitched together by dividing walls and fences. For all the blank 

 
associated with it Direct Action Against Drugs (DAAD); Continuity Irish Republican Army (CIRA); and 

the Irish National Liberation Army (INLA)’. Martin Melaugh and Brendan Lynn, ‘A Glossary of Terms 

Related to the Conflict’, last update, April 2019 <cain.ulster.ac.uk/othelem/glossary.htm > [accessed 6 

August 2020]. 
189 Dante, in Sapegno (ed.), La Divina Commedia, XXIII. 23–24, p. 352. (LT: ‘a lake that for ice (so 

frozen), seemed like glass not water’). 
190 Carson (trans.), TIDA, XXIII. 23–24, p. 223. 
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abandoned spaces it feels claustrophobic, cramped and medieval. Not as beautiful as Florence, 

perhaps […].191 

 In a manner similar to Levison’s neo-Gricean M-principle which indicates an 

‘abnormal, non-stereotypical situation by using marked expressions that contrast with 

those you would use to describe the corresponding normal, stereotypical situation’,192 

Carson extends the Inferno in an unconventional and, at times, humorous marked 

manner to create his own implicatures within the Dante-system.193  If one draws on 

Tymoczko’s systems theory of translation, this allows for a medieval Italy and Inferno 

system to be drawn into a modern Belfast and Ireland while in turn the modern Belfast 

and Ireland are transposed to Dante’s Medieval Italy and Inferno. This occurs on a 

macro level as per the examples of the geography of Belfast and comparisons between 

medieval Italian and modern Northern Irish political situations, but also on a micro level 

in the use of a short phrase or even a single word.194 Striking examples of this occur in 

the encounter between Dante and the ‘colossi’ in Canto XXXI, where Carson’s 

translations of these giants almost seem like lexical gifts to the inhabitants of Belfast 

city describing them variously as: ‘molte alte torri’195 ‘high-rise towers’196 and ‘come 

albero in nave’197 ‘like some titanic mast’.198 Immediately, local readers envisage Divis 

Flats protruding like ‘such a hulk’199 over the bottom of the Falls Road. Memories of 

the Titanic are evoked, deeply significant to local history (but also universally 

recognisable) and part of the ship building identity of the city. These ‘extended’ 

 
191 Carson, ‘Introduction’, in Carson (trans.), TIDA, p. xi – xii. 
192 Huang, Pragmatics, p. 63. 
193 I use the phrase Dante-system to link with Tymoczko’s idea of the ST and TT as expanding systems. 

See Chapter One of this thesis. 
194 Although Carson does provide highly specific references in TIDA which are pertinent to Belfast, any 

reader can see and enjoy his links to another city or place. If Dante’s Hell-Florence can be bilocated to 

Belfast, it can equally apply to any zone, from any time which has experienced conflict. 
195 Dante, in Sapegno (ed.), La Divina Commedia, XXXI. 20, p. 342. 
196 Carson (trans.), TIDA, XXXI. 20, p. 216. 
197 Dante, in Sapegno (ed.), La Divina Commedia, XXXI. 145, p. 348. 
198 Carson (trans.), TIDA, XXXI. 145, p. 221. 
199 Ibid. XXXI. 60, p. 217. 
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examples provide recognition, surprise and delight for the TTR but also, crucially, a 

sense of ownership of the text. These giants are described as ‘yahoos’200 and tall, fierce 

‘geeks’,201 in the sense that they are quite obviously misfits. Using another sense of the 

word ‘geek’, where a person is obsessively knowledgeable about a certain defined area 

of interest, Belfast ‘geeks’ can have a field day with this translation, identifying 

landmarks, people, points of history and vocabulary that are specific to the city.202 They 

suddenly have their own local claim on Dante’s Hell and its inhabitants.  

The following section provides detailed analysis of selected translations as per the PE. 

3.5 An analysis of selected translations in Carson’s TIDA via the PE 

In TIDA serendipitous connections are made between Carson’s home city and Dante’s 

Inferno. Carson calls to mind Belfast shipbuilding at Harland and Wolff in his 

description of the Venetian Shipyards: ‘ships of every nation […] workmen hammering 

at stern and bow […] heated by God-power’.203 Coincidentally, deeper investigation 

reveals that ‘the first ship to be launched from the shipyard was the Venetian’,204 

creating a further link between Belfast and Venice. Dialogues in the Inferno can 

suddenly take a Belfast turn (thanks to Carson) as per the excerpt below, where Dante 

converses with Ciacco,205 the glutton. Ciacco is sharing, with a fellow-citizen, his 

 
200 Ibid. XXXI. 85, p. 219. 
201 Ibid. XXXI. 84, p. 219. 
202 Although Carson does provide highly specific Belfast references in TIDA, any reader can see and 

enjoy his links to another city. If Dante’s Hell-Florence can be bilocated to Belfast, it can equally for 

example, be moved to Bosnia or wherever it sheds light on human darkness. 
203 Carson (trans.), TIDA, XXI. 9–16, p. 141.  
204 Culture Northern Ireland, ‘Shipbuilding in Belfast: An Overview of the Historic Shipbuilding Industry 

in Belfast’<www.culturenorthernireland.org/features/heritage/shipbuilding-belfast> [accessed 1 August 

2020]. 
205 Uncertainty centres around the meaning of the name ‘Ciacco’. According to Hollander, ‘Ciacco’ was a 

fourteenth century word meaning ‘pig’ or ‘hog’. In this case, it is used as a nickname. He notes that da 

Buti pointed this out in his medieval commentary on the Inferno. See Hollander (trans.), Dante the 

Inferno, p. 124. This is backed up by Treccani and also Sapegno, who state that in medieval Tuscan, 
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feeling of hopelessness about his own riven city, Florence; however, his words could 

equally apply206 to another century and unresolved tensions in Belfast: 

 

Dante, VI. 58–63 

 

Carson, VI. 58–63 

Io li rispuosi: ‘Ciacco, il tuo affanno 

mi pesa sí, ch’a lagrimar mi’nvita; 

ma dimmi, se tu sai, a che verrano 

 

li cittadin della città partita; 

s’alcun v’ è giusto; e dimmi la cagione 

per che l’ha tanta discordia assalita’.207 

I answered: ‘Jacko, your condition fills 

my eyes with tears, no matter what your sins; 

‘but tell me truly, if it’s possible, 

 

what holds the future for the citizens 

of my divided city? Is there one just man  

in it? Or are they all sectarians?’  

 

Table 14: Examining Carson’s translation of Canto VI. 58–63 via the PE 

Reading this section of the poem aloud (and in a Belfast accent) provides a new 

landscape for Dante’s Inferno, transposing it to a different time and location. In 

addition, and crucially, it provides a new emotional implicature, creating unspoken 

equivalences between the suffering in one time and place (medieval Florence) and 

another (twentieth-century Belfast). Specifically, by implying that his own city has been 

torn apart by sectarianism, Carson makes the emotional suffering of the souls in Hell at 

one with the suffering of the people of Belfast and vice-versa. 

Carson further links the Florentine Ciacco to Belfast by echoing the sound of his 

name in translation. In a serendipitous cross-linguistic pairing, Carson notices that 

Ciacco208 sounds like ‘Jack’ and then gives ‘Jack’ a nickname, ‘Jacko’. This is a 

 
‘ciacco’ meant ‘pig’ and the nicknamed ‘Ciacco’ was condemned to Hell for his greed. See Sapegno 

(ed.), La Divina Commedia, p. 113.  
206 ‘The triple rhyme of ‘sins’, ‘citizens’, and ‘sectarians’ here is itself a succinct, and depressing, 

commentary upon the political condition of post-Agreement Belfast’. See Alexander, ‘Babel-babble: 

Language and Translation’, in Ciaran Carson: Space, Place, Writing (Liverpool: Liverpool University 

Press, 2010), pp. 175 – 215 (p. 202). 
207 LT: I answered him: ‘Ciacco, your worry / weighs on me so, that it invites me to weep; / but tell me, if 

you know, what will see // the citizens of the divided city; / if any of them there are just; and tell me the 

cause / why so much discord has assailed it’ //. 
208 Note, although ‘Ciacco’ is a homonym for ‘Jacko’, it does not mean ‘Jack’. The Italian equivalent for 

the English name ‘Jack’ is ‘Gianni’, which is the shortened form of ‘Giovanni’ meaning ‘John’. 

According to Treccani and also Sapegno, in medieval Tuscan, ‘ciacco’ meant ‘pig’ and the nicknamed 

‘Ciacco’ was condemned to Hell for his greed. See Sapegno (ed.), La Divina Commedia, p. 113.  
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typically Belfast way of changing a male name and it is often used between friends – 

which is fitting because Dante knew Ciacco personally.209  This also tallies with the 

masculine ending on Italian male names (common examples include: Marco, Paolo, 

Guido). It is an unlikely linguistic synchronicity, yet all the more effective for it.  

The above provides a clear example of Tymoczko’s proposal, discussed in 

Chapter Two, where previously separate systems combine, in translation, to provide a 

larger, more inclusive system.210 The PE is key to an exploration of implied meaning 

within the Dante-Carson system created in this translation. This is a translation which 

simultaneously harks back to medieval Italy, providing an accurate rendering of Dante’s 

original but at the same time, as in this example, it propels forwards and backwards to 

specific points in Irish history.211 

As well as providing analogies with the sights that Carson has seen, using 

recognizable musical sounds is also a Carsonian vehicle for extension. Carson translates 

the original 11-syllable lines into 10-syllable lines, employing the beat of iambic 

pentameter. He has translated Dante’s musical rhythms by putting them into the rhythm 

of a Hiberno-English ballad. The energy of Carson’s terza rima is propelled by the 

energy of a Hiberno-English ballad ‘relentless, peripatetic, ballad-like energy, going to a 

music which is by turns mellifluous and rough, taking in both formal discourse and the 

language of the street’.212 This results in what Nick Havely has called a ‘fiercely 

articulate rendering’213 via the precise rhythm of the music of Irish ballad makers from 

the eighteenth and early nineteenth-centuries. Carson has even demonstrated the 

 
209 Hollander (trans.), Dante the Inferno, p. 125. 
210 Ibid, p 223. 
211 These include the Famine, Penal Times and the Troubles. 
212 Nick Havely, ‘Hell for Poets’ The Cambridge Quarterly, 32:4 (2003), 373–376 (p. 375). 
213 Ibid. 
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suitability of Dante’s poetry for this by singing short sections of the Inferno in the 

original Italian.214  

One particular episode provides an example of Carson’s application of the PE: 

the story of Ugolino della Gherardesca (1220-89). The events described by Dante in 

Canti XXXII and XXXIII of the Inferno are based on a well-documented215 true story, one 

which has captured the attention of other writers also, including Chaucer and Heaney. 

Ugolino, born into an influential Ghibelline family in Pisa, was an Italian 

nobleman, a count. Cultured and powerful, he rose to become podestà216 of Pisa. 

Involved in local politics and power hungry at any cost, he intrigued with the Guelfs to 

advance his own political and personal position. In an action reminiscent of the Sicilian 

Mafia, he further conspired with Archbishop Ruggieri della Ubaldini, a Ghibelline, 

against his own maternal grandson Judge Nino Visconti, a Guelf, forcing him out of 

Pisa. Following this act of treachery on his own grandson, his co-conspirator Ruggiero 

turned on Ugolino and had him imprisoned for acts of betrayal. Ugolino was placed in a 

grim prison tower together with two of his children and two of his grandchildren. 

Eventually the door was nailed shut, and they were left to starve.217 These events, well 

known to Dante, caused a furore and scandal throughout Italy at the time. 

From the outset, Dante makes it clear that Ugolino is a traitor, a side-switching 

opportunist, flitting back and forth from the Ghibellines to the Guelfs when it is to his 

advantage. Ugolino has no qualms about betraying his own political party and even his 

own family if it advances his cause. For these reasons he is condemned to the frozen 

 
214 This is demonstrated by Carson in A Reading and Conversation with Ciaran Carson in Boston 

University, where he begins to sing the first line of the Inferno, demonstrating its versatility and 

overlapping Hiberno-Irish ballads and the music of troubadours familiar to medieval times: ‘Nel mezzo 

del cammin di nostra vita / mi ritrovai per una selva oscura’.214 
215 In Treccani, G. Ballistreri gives the history of this real-life Italian figure: 

<www.treccani.it/enciclopedia/ugolino-della-gherardesca_(Dizionario-Biografico)> [accessed 4 August 

2020]. 
216 Podestà: mayor (modern meaning), chief magistrate (medieval meaning).  
217 See Sayers (trans.), The Divine Comedy 1: Hell, pp. 282–283, and Hollander (trans.), Dante the 

Inferno, pp. 616–621. 
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floor of hell for the sin of tradimento (treachery or betrayal). Carson latched onto the 

historical feuding between the Guelfs and Ghibellines because, having lived through the 

entirety of the Troubles, such feuding was familiar to him. As he explained in his 

introduction, ‘the terms Guelf and Ghibelline became a signifier for local factions and 

family feuds’.218 Subtle differences between the Guelf and the Ghibelline, such as ‘cut 

of the doublet’ or ‘the angle at which he wore a feather in his cap’, are compared by 

Carson to an unspoken understanding in parts of Belfast: ‘Natives of Belfast claim they 

can tell each other’s identity – Protestant or Catholic – by a combination of accent, 

vocabulary, clothes, bearing and gesture’.219 Such distinctions are also used among the 

inhabitants of Hell; by these ‘they epitomize their past lives’.220 Elucidated thus by 

Carson, there is the implication in his text that the medieval Ghibelline Ugolino could 

just as easily be reimagined as an untrustworthy, modern political figure in the city of 

Belfast during the Troubles.  

Dante introduces Ugolino and Ruggiero together in Canto XXXII in a striking 

tableau of pure horror. This is, after all, a compelling horror story.221 Ugolino is 

cannibalising Ruggiero in a Dantean punishment known as contrapasso.222 A close 

analysis of Dante’s and Carson’s lexical choices via the PE is rewarding here: 

 

 
218 Carson ‘Introduction’, in Carson (trans.), TIDA, p. xii. 
219 Ibid. p. xii. 
220 Ibid. p. xii. 
221 Hollander has noted that ‘Almost all admire the horror of this scene’. See Hollander (trans.), Dante the 

Inferno, p. 616. 
222 Contrapasso:  literal meaning: to suffer the opposite. In the Inferno each sinner suffers in a way that is 

appropriate to their sin (it either closely resembles their sin, or it is the opposite of it). In Ugolino’s case 

he preyed on others for his own advancement, so his punishment, of being bound eternally to Ruggiero in 

an act of cannibalism, is fitting. 
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Dante XXXII. 133–134. 

 

Carson XXXII. 133–134. 

O tu che mostri per sì bestial segno 

Odio sovra colui che tu ti mangi,223 

 

O you who with such savage doggedness 

lays bare his hatred for his human entrée, 

Table 15: Examining Carson’s translation of Canto XXXII. 133–134 via the PE 

In a horrifying image, Dante uses precise language to inform the reader that Ugolino is 

gnawing on the exact place where the brain meets the spinal cord at the nape of the 

neck. He describes this action as a ‘bestial segno’224 (bestial sign). Implicit throughout 

the scene is the message that this episode is describing a scene of hatred and vendetta on 

a scale not yet witnessed in the earlier scenes of damnation. Italian literary critic 

Sapegno quotes De Sanctis who, in his commentary on this section, says that Ugolino 

represents ‘colossale statua dell’odio, di un odio che rimane superior a quel “segno 

bestiale”’,225 (LT: ‘a huge hate figure, of a hatred which surpasses even the idea of a 

“bestial sign”’). This allows the reader an insight into the magnitude of the evil that 

Dante wishes to convey. Carson’s translation of ‘segno bestiale’ as ‘savage 

doggedness’226 may initially seem to have a weaker implication than Dante’s original, 

however, closer examination reveals that Carson, via animalistic vocabulary 

(‘doggedness’), is reinforcing Dante’s later vocabulary of  ‘rodo’227 with its association 

to rodents from rodere: to gnaw (translated by Carson as ‘feed’) and ‘guasto’228 from 

guastare: to spoil, break or ruin (translated by Carson as ‘laid waste’).229 He is also 

conveying the implicit enthusiasm and determination in Ugolino’s action: like a dog 

with a bone, Ugolino will not let go. Dantean commentator Sapegno has also identified 

 
223 LT: O you who shows by such a bestial sign / deep hatred for the one you are eating /. 
224 Dante, in Sapegno (ed.), La Divina Commedia, XXXII. 133, p. 359. 
225 Sapegno (ed.), La Divina Commedia, p. 362. 
226 Carson (trans.), TIDA, XXXII. 133, p. 228. 
227 Dante, in Sapegno (ed.), La Divina Commedia, XXXIII. 8, p. 363. 
228 Ibid. XXXIII. 3, p. 363. 
229 Carson (trans.), TIDA, XXXIII. 3, 229. 
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that voluttà230 (sensual pleasure or delight) is implicit in this scene. The implicit 

meaning of finding joy in committing such evil, in this scene, emphasises the magnitude 

of Ugolino’s transgressions.  

Proof that Carson has further incorporated the implied relish that Dante has 

suggested, via his animalistic verb choices, is provided in Carson’s translation via his 

description of Ugolino’s enjoyment of his ‘meal’. Black humour,231 used as a coping 

mechanism in the face of horror, is a hallmark of everyday Belfast conversation, and 

Carson employs it to foreignize and intensify Dante’s understated ‘colui che tu 

mangi’232 (which literally means ‘he that you eat’), to ‘his human entrée’.233 In this 

ghastly extension, apart from partly echoing the sound of the word ‘entrails’, Carson is 

describing Ruggiero’s brain stem as the delectable starter for a meal and implying 

incongruous fine French dining on the frozen floor of Hell. This precise vocabulary 

reiterates the care and precision that Ugolino takes in his cannibalistic task and therefore 

reinforces the epicurean delight he takes in the suffering that he inflicts on others. This 

word selection has the two-fold effect of extending and amplifying Dante’s original 

meaning, but critically, it also introduces a black humour which does not exist (nor is it 

implied) in these ST lines. 

Having created a grotesque image of the two treacherous souls joined together in 

an act of cannibalism at the end of Canto XXII, Dante allows Ugolino, in the first line of 

Canto XXIII, to lift his mouth from Ruggiero’s nape, to use it for a different purpose: to 

tell his version of events. Throughout the scene, Dante, by his every word and visual 

 
230 Sapegno (ed.), La Divina Commedia, p. 359. 
231 Katie Markham, ‘Humour as Black as a Black Taxi: Joking About the Troubles’, Irish Times, 4 April 

2018 

<www.irishtimes.com/culture/books/humour-as-black-as-a-black-taxi-joking-about-the-troubles-

1.3448041> [accessed 16 May 2020]. Carson has himself stressed that ‘black humour’ features in 

everyday Belfast conversation, saying ‘Belfast is used with a certain amount of black humour’. See 

Ciaran Carson on his poem ‘Belfast Confetti’, online video recording, YouTube, 16 December 2016 (at 

1:56) <www.youtube.com/watch?v=3XA2CH6izNA> [accessed 7 May 2020]. 
232 Dante, in Sapegno (ed.), La Divina Commedia, XXXII. 134, p. 359. 
233 Carson (trans.), TIDA, XXXII. 134, p. 228. 
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image, wishes to imply the understanding that this is a power-hungry egotist who will 

stop at nothing to gain power and garner sympathy which he will use to his advantage. 

At the start of Canto XXXIII, he achieves this by word-placement. Canto XXXIII 

significantly begins with the word ‘bocca’ meaning ‘mouth’: 

 

Dante, XXXIII. 1. 

 

Carson, XXXIII. 1–2. 

La bocca sollevò del fiero pasto234 / 

 

 

From that appalling plate the sinner raised / 

His mouth, 

Table 16: Examining Carson’s translation of Canto XXXIII. 1–2 via the PE 

Dante’s implied meaning looms large behind the position of the word. In an act of 

dislocation, and as an example of metonymy where the mouth is used as a distinct 

concept, he separates Ugolino’s mouth from the rest of his body. By placing the word 

for ‘mouth’, ‘la bocca’ as the subject of the verb and in an uncompromising position at 

the start of the first line of Canto XXXIII, Dante is implicitly underscoring its 

importance. Ugolino’s mouth is used for various nefarious purposes: for horrific 

cannibalism and for elegant, manipulative speech when he believes it will further his 

cause. The mouth is also for withholding speech when he withholds any words of 

comfort from his own children and grandchildren as they starve to death. Carson places 

‘mouth’ at the start of the following line, also isolating it, but it is not the subject of the 

sentence and this position weakens Dante’s original implication.235 

 As ‘la bocca’ begins to speak, Dante conveys that Ugolino is attempting to 

garner sympathy: 

 

 
234 LT: The mouth lifted from that fearsome meal. 
235 In one of Carson’s own poems, he uses the mouth as the defining characteristic of a victim of the 

Troubles where the human body becomes a collection of individual parts with exaggerated attention on 

one part. Carson explains the background to the fearful episode thus: ‘There was this head had this mouth 

he kept shooting off. Unfortunately.’  See Carson, ‘The Mouth’, Belfast Confetti, p. 70. 
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Dante, XXXIII. 4–9. 

 

Carson, XXXIII. 4–9. 

Poi cominciò: ‘Tu vuo’ch’io rinovelli 

disperato dolor che ‘l cor mi preme 

già pur pensando, pria ch’io ne favelli. 

 

Ma se le mie parole esser dien seme 

che frutti infamia al traditor ch’i’ rodo, 

parlare e lacrimar vedrai inseme’.236 

Then he began: ‘You ask me to renew 

a grief so desperate that the very thought, 

before I voice it, breaks my heart in two. 

 

But if my speech is seed from which the fruit 

is infamy on whom I feed, 

with words of vengeance shall my tears be fraught’. 

 

Table 17: Examining Carson’s translation of Canto XXXII. 4–9 via the PE 

Dante uses alliteration, a rhetorical device which demonstrates Ugolino’s skill with 

words, as he describes his sufferings ‘disperato dolor’,237 ‘a grief so desperate’. Already 

these words hint at a man with narcissistic tendencies. Ugolino’s words (‘tu vuo’’, ‘you 

want me’) engage the listener, making them complicit with the implicit meaning: ‘I’m 

doing this for you’. Carson’s appeal is, in the Ulster way, more direct: ‘you ask me’238 

and therefore stronger and more self-justifying. He also strengthens Dante’s ‘‘l cor mi 

preme’239 which means presses my heart, translated by Hollander as ‘racks my heart’,240 

to the more dramatic ‘breaks my heart in two’.241 For modern readers of the translation, 

Carson’s depiction of Ugolino is uncompromising and cinematic. It calls to mind a 

Mafia man image, a man with blood on his hands, steeped in treachery, weeping 

proverbial crocodile tears for the fate of his family, while his own actions have brought 

about their demise.  

Ugolino’s speech swivels on the word ‘ma’, ‘but’, to reveal his true nature 

which is subhuman and animalistic. Carson reveals Ugolino’s first words as nothing 

other than a vulgar plea for sympathy by adding ‘words of vengeance’ to demonstrate 

 
236 LT: Then he began: ‘You want me to renew / A grief so desperate that it presses my heart / even to 

think of it, before I relate it. // But if my words are the seeds that bear / infamous fruit to the traitor that I 

gnaw, / You will see me speak and weep together //. 
237 Dante, in Sapegno (ed.), La Divina Commedia, XXXIII. 5, p. 363. 
238 Carson (trans.), TIDA, XXXIII. 4, p. 229. 
239 Dante, in Sapegno (ed.), La Divina Commedia, XXXIII. 5, p. 363. 
240 Dante, in Hollander (trans.), Dante the Inferno, XXXIII. 5, p. 605. 
241 Carson (trans.), TIDA, XXXIII. 5, p. 229. 
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Ugolino’s true manipulative nature. The juxtaposition of a tercet of heartbreak followed 

by a tercet of revenge, uncovers Dante’s implication that the unrepentant Ugolino is not 

a man to be trusted. Ugolino is doubly treacherous, even while cannibalising Ruggiero, 

he threatens to ruin the archbishop’s reputation if Dante will only be persuaded to carry 

Ugolino’s version of events to the living. Wishing to sow the seed which will lead to 

infamy for Ruggiero, he is prepared to commit further sins of treachery even from his 

place in Hell.  

In this study of implicature through extension of Dante’s ST, the name of the 

tower where Ugolino was imprisoned is of huge significance and has engendered much 

speculation among literary critics throughout the ages. Dante has Ugolino name his 

prison La Muda. Its actual, real-life name is la Torre dei Gualandi and this thirteenth-

century tower still stands in Pisa, a present-day symbol of Dante’s work and this 

striking story. Sapegno discusses the speculation around Dante’s name for the tower La 

Muda. Dante’s reason for naming it thus, is not certain. In his exploration of this point, 

Sapegno, in his Italian commentary on the Inferno, refers back to Francesco da Buti,242 

a fourteenth-century Dantean commentator, who firstly defines Muda and then 

speculates on why Dante may have used this word: 

Muda è luogo chiuso ove si tengono li uccelli a mudare. Muda: chiama l’autore quella torre, o 

forse perché cosí era chiamata perché vi si tenessono l’aquile del commune a mudare; o per 

transunzione, che vi fu richiuso il conte e li figliuoli come li ucceli nella muda.  

(LT): Muda is an enclosure where birds are kept during the moulting season. Muda: perhaps the 

author named the tower thus, either because that is where the local gentry enclosed their birds of 

prey during the moulting season, or, alternatively, it could be used as a metaphor because that is 

where the count and his children were enclosed like moulting birds).243 

 
242 Francesco da Buti (1324–1406), is one of the earliest Dantean commentators. 
243 Sapegno (ed.), La Divina Commedia, p. 364. 
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Alessandro Niccoli’s entry in the renowned Enciclopedia Dantesca (1970), now 

collated online in Treccani, has also treated the selection of the tower’s name (Muda) as 

an important point and (possibly influenced by Sapegno’s 1955 commentary) has also 

made reference to da Buti in his inquiry.244 

As the above evidence demonstrates, this is clearly a point of weight for Italian 

commentators. The implication of the ST must surely be that Ugolino, a proud, 

powerful man, has been brought low, as represented by a moulting245 falcon. The 

process of moulting involves a drain in energy, a period where the birds are at a 

vulnerable stage. Prized hunting birds, such as eagles or falcons, became vulnerable 

during this season and needed dark and quiet to undergo the process. Dante’s name for 

the tower links the powerful and political Ugolino with these proud birds of prey. The 

name Muda also gives a hint of common medieval pursuits such as hunting and falconry 

which relied on these cannibal birds (they feed on other birds). Carson neatly translates 

la Muda as ‘the Mew’,246 a soundalike noun which has the same meaning as the ST 

Italian, an enclosure for moulting birds of prey, and therefore his version carries equal 

implicature. Interpretations from other translators also provide interest: Longfellow: 

‘the Mew’, Sayers: ‘the dreadful den’, Kirkpatrick: ‘Eaglehouse’, and Heaney: ‘that 

jail’. For Ugolino, blinded by his treachery and quest for power and physically blinded 

by starvation, this Tower had a more obvious meaning: ‘la qual per me ha il titolo della 

fame’.247 (LT: ‘which for me had the title of hunger’). Carson provides a telling 

translation of Ugolino’s words: ‘which after me they call the Famine Tower’.248 Carson 

is clearly extending Dante’s analogy, by referring by extension to the Famine in Ireland. 

 
244 Alessandro Niccoli, ‘Muda’, Enciclopedia Dantesca (1970) 

<www.treccani.it/enciclopedia/muda_%28Enciclopedia-Dantesca%29/> [accessed 2 June 2020] 
245 There are many references to falconry throughout the Inferno. 
246 See <www.britannica.com/topic/mews> [accessed 14 June]. 

The royal stables in London, were originally called The Mews, because they were built where the king’s 

hawks were confined at moulting time.  
247 Dante, in Sapegno (ed.), La Divina Commedia, XXXIII. 23, p. 364. 
248 Carson (trans.), TIDA, XXXIII. 23, p. 230. 
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According to Carson the jail is ‘Famine Tower’ and Ugolino is a famine victim (this 

idea is reinforced by his heartfelt words: after me), given that he is placed within this 

tower. ‘Famine Tower’ is translated using a marked expression and is capitalized by 

Carson. This clearly allows analysis via the PE; Carson has linked the suffering within 

the Italian tower with a time of trauma in Ireland. In this way, he extends the scope and 

reach of the ST, moving the image forward in time by several centuries (to the 

nineteenth century) and relocating it to another country (Ireland). The capitals (‘Famine 

Tower’) clearly mark it as a deliberate point, worthy of additional note and significance.  

Irish readers, in particular, can relate to Carson’s emphasis on the word 

‘Famine’, it has salience for them. The painful, historical connotations of the Irish 

Famine (1845–1852) remain a live issue for many; despite the fact that this was a 

nineteenth-century event, it has left scars on the Irish people. Modern Irish creatives 

writing in the twentieth and twenty-first century continue to record their responses to 

the events of the Famine. In his recent novel, Grace, for example, Paul Lynch has 

written a harrowing account based on the Great Hunger (an Gorta Mór). In a recent 

interview with Clíona Ní Ríordáin, Lynch said, ‘we are innately terrified of the Famine. 

It is our national trauma.’249 Irish singer, Sinead O’Connor, has also referred to the 

Famine as having left a legacy of trauma. She describes the Irish people as suffering 

from post-traumatic stress disorder due to the effects of the Famine.250 

In 2002, Joseph Heininger wrote a detailed analysis of Heaney’s translation, 

‘Ugolino’, and particularly noted Heaney’s use of ‘famine victim’ and Carson’s 

‘Famine Tower’ translation:  

 
249 Paul Lynch, ‘Interview with Paul Lynch and Clíona Ní Riordáin: Le prix littéraire des ambassadeurs 

de la Francophonie’ (sur Zoom), 11 June 2020.  
250 The title of Sinead O’Connor’s 1994 song is ‘Famine’. An example of the lyrics: ‘We’re suffering 

from post-traumatic stress disorder / And if there ever is gonna be healing / There has to be remembering 

/ And then grieving’. 
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Heaney’s choice of ‘famine victim’ places us immediately within the Irish acoustic and Irish 

historical circumstances. Further, Heaney's localizing and historicizing phrase is complicated by 

his next reference to Ugolino’s hunger, in which he renders the name of the imprisoning tower as 

‘that jail / Which is called Hunger after me’. Here he turns away from the explicit choice of 

rendering the Italian word ‘fame’ as ‘famine’. Interestingly, another Northern Irish poet of the 

same generation, Ciaran Carson, translates the phrase as ‘Famine Tower’ in his translation of the 

Inferno.251 

For Irish readers, aware of other historic episodes specific to the Troubles, it is 

almost impossible to read this section of Carson’s translation without evoking 

underlying memories, also, of the Hunger Strikes in The Maze Prison (1980-81). At that 

time, via daily news stories and updates, everyone in Ireland, Britain and beyond 

became familiar with the protest of dying by starvation.252 However, it is important to 

note that Carson does not refer directly to the Hunger Strikes in this section. Heaney, in 

his second reference253 to this episode, does establish explicit links between the Ugolino 

episode and the events of the Dirty Protest which culminated in the Hunger Strikes. In 

his commentary on ‘Flight Path’, Heininger discusses Heaney’s reimagining of the 

Dantean scene from an Irish perspective: 

masterfully, Heaney has the excretory and hellish images of Irish dungeons and the self-starvation 

of the IRA hunger strikers’ ‘dirty protest’ recall and rehistoricize the imprisonment and starvation 

of the sons of Ugolino.
254

 

 
251 Joseph Heininger, ‘Making a Dantean Poetic: Seamus Heaney’s “Ugolino”’, New Hibernia Review / 

Iris Éireannach Nua, 9:2 (2005), 50 – 64 (p. 55). 
252 Due to huge coverage on radio and television of the 1980–1981 Hunger Strikes, people understood the 

process of dying through hunger. Even as a young primary school child at the time, I was fully aware of 

the stages of death by hunger including blindness, weakness, sores etc. It was one of many dark times 

during the Troubles and became part of the psyche of the inhabitants of Belfast and beyond. It does not 

seem too much of an ‘extension’ from ‘Muda’ to the Maze, the north of Italy to the north of Ireland. 
253 In a later reference to Ugolino in his poem ‘The Flight Path’ from The Spirit Level, Heaney directly 

links the fate of the prisoners in the Dirty Protest and Hunger Strikes with Dante’s Ugolino’s 

imprisonment. 
254 Heininger, ‘Making a Dantean Poetic: Seamus Heaney’s “Ugolino”’, pp. 62–63.  
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Heininger’s use of ‘recall’ and ‘rehistorize’ for Heaney’s reworking of this scene could 

also be applied to Carson’s reimagining of the ST. These verbs also provide a useful 

vocabulary for consideration within the context of the PE, providing support for the 

validity of using this theory. 

In this ice-cold region of Hell, the weeping eyes of the suffering souls freeze 

over. This causes a refraction in vision which Dante equates to their treacherous and 

distorted way of viewing the world: 

 

Dante, XXXIII. 148–149. 

 

Carson, XXXIII. 148–149. 

‘Ma distendi oggimai in qua la mano; 

Aprimi li occhi’.255 

 

‘But reach your hand to me, and lever off  

these ice-scabs from my eyes!’ 

Table 18: Examining Carson’s translation of Canto XXXII. 148–149 via the PE 

Dante refers to these eye coverings in various ways. One notable example is ‘i duri 

veli’256 (LT: ‘rigid veils’). Cross-linguistic differences are noteworthy on this linguistic 

point. Carson cleverly translates the frozen eye-coverings as ‘rigid blinds’257 using the 

English double meaning of, firstly, window coverings and secondly, ‘the inability to 

see’. Carson then chooses another word for his second translation of the eye coverings, 

and this also has a double meaning: he refers to them as ‘ice-scabs’.258 Heaney has 

connected the words of Ciaran Nugent259 with Ugolino’s story, describing ‘something 

out of Dante’s scurfy hell’.260 (Heininger explains that ‘scurf’ is from the Old English 

meaning ‘scab’). ‘Scab’ is reminiscent of Heaney’s earlier word ‘scurfy’, calling to 

 
255 LT: But now, reach down your hand to me; / Open my eyes /. 
256 Dante, in Sapegno (ed.), La Divina Commedia, XXXIII. 112, p. 368. 
257 Carson (trans.), TIDA, XXXIII. 112, p. 234. 
258 Ibid. XXXIII. 150, p. 236. 
259 Seamus Heaney writes in ‘The Flight Path’, The Spirit Level (London: Faber and Faber, 1996), that he 

met Ciaran Nugent by chance on a train. Nugent was an IRA man who had been imprisoned and took part 

in the ‘Blanket protest’ in the Maze prison in Belfast. Heaney records Nugent’s fury that he was not 

writing ‘something for us’ (referring to his cause). 
260 Heaney, ‘The Flight Path’, The Spirit Level, pp. 22 –26 (p. 25). 
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mind the scabs on the body of a starving person, but given that this particular section of 

hell is the place of punishment for treachery, the word ‘scabs’ carries its own 

implicature: it is also a term of abuse for traitors.261 Arguably, and by extension, Carson 

is implying here that there are ‘ice-scabs’ (i.e. frozen coverings) over the eyes of the 

‘scabs’ (i.e. traitors). The above example is one of many where Carson’s extension 

method creates new implicatures for an audience who understand his contextual 

references. In her post-colonial study on translation, Bassnett draws attention to the 

power of a contextualized understanding of the ST and the TT and also of the 

relationship between them: ‘translation does not happen in a vacuum, but in a 

continuum. It is not an isolated act, it is part of an ongoing process of cultural 

transfer’.262 The cultural transfers made by Carson show extension in translation at work 

and can often be unexpected as the examples here and below demonstrate. 

In a contrasting example of the use of the PE in Carson’s translation, the Irish 

poet makes free with an array of vulgar banter, colourful names and unusual modern 

links to convey Dante and Virgil’s encounter with the clawed devils in Canto XXI. 

Deciphering even the translation of a single name from the ST to the TT can be 

challenging because Carson’s methods are, at times, enigmatic. Deeper investigation 

into his lexical choices can prove fruitful, however. The devils, mentioned above, are 

known as the Malebranche, meaning ‘evil claws’ and as implied by their name, these 

long claws are their defining feature. Carson translates ‘O Malebranche’263 as ‘Yo! 

Kitchen devils!’,264 providing a notion of low-class carelessness and a lack of 

 
261 Etymology of the word scab, see <www.etymonline.com/word/scab> [accessed 18 July 2020]: ‘scab: a 

mid-thirteenth-century word developed from Old English sceabb “scab, itch” and from Old Norse 

“skabb”’. Later meaning: ‘“strikebreaker” first recorded 1806, from earlier sense of “person who refuses 

to join a trade union” (1777), probably from meaning “despicable person” (1580s), possibly borrowed in 

this sense from Middle Dutch’. 
262 Susan Bassnett and Harish Trivedi (eds.), ‘Introduction’, in Post-colonial Translation: Theory and 

Practice (London: Routledge, 2002), p. 2. 
263 Dante, in Sapegno (ed.), La Divina Commedia, XXI. 37, p. 223. 
264 Carson (trans.), TIDA, XXI. 37, p. 141. 
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refinement regarding these malevolent creatures. Initially ‘Kitchen Devils’ is a puzzling 

translation. Perhaps they are so-called because of the ‘kitchen’ type work they must do 

(some of these demons are charged with prodding the sinners down into large, boiling 

cauldrons like pieces of meat). Dante is creating a rough and ready kitchen scene here. 

This, however, does not seem to be explanation enough for Carson’s particular and 

pointed translation, until investigation yields an important piece of information: 

‘Kitchen Devils’ are a well-known brand of black-handled kitchen knives.265 Based on 

this knowledge, this quirky translation suddenly acquires an unusual equivalence. These 

devils work in the ‘kitchens’ of Hell and they have long knife-like claws. By drawing an 

analogy from the most unexpected of objects, Carson has playfully translated Dante’s 

meaning and extended it. The medieval devil claws are transformed, by an unusual 

modern rendering, into a recognisable piece of modern kitchen equipment! 

These devils are untrustworthy or, as a person from the north of Ireland might 

say, ‘sleekit’.266 Dante and Virgil should not be reassured by their Captain’s assertion: 

‘they’re all good fellows, though a little low-brow’.267  They are not easy on the eye: ‘he 

had the features of a poisoned pup’.268 And they use vulgar slang and unsavoury insults: 

‘Dunk this big palooka’,269 ‘Stay down, you bastard, or we’ll give you gyp!’270 Dante 

has bestowed on each devil a meaningful and unflattering name. However, translating 

the individual names for the devils can pose problems of equivalence for the translator. 

Historically, translators have been split on whether to translate the names of the demons 

into English at all: for example, Hollander and Longfellow leave the names in the 

original Italian but Sayers and Kirkpatrick translate them. Carson chooses to translate 

 
265 See <kitchendevils.com/> [accessed 18 July]. 
266 I have included my own word here because it sums up the personality of the devils: ‘sly, cunning, 

underhand’. See C. I. Macafee (ed.), Concise Ulster Dictionary, p. 311. 
267 Carson (trans.), TIDA, XXI. 117, p. 145. 
268 Ibid. XXI. 31, p. 141.  
269 Ibid. XXI. 38, p. 141.  
270 Ibid. XXI. 48, p. 142. 
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them in a comical way, with a decidedly Belfast edge. He admits that he has translated 

the names of the devils ‘somewhat freely’.271 In this examination of implicature via his 

PE, however, his exhilarating translation of these names provides fruitful discoveries. 

The table below presents Dante’s names for the devils and Carson’s translations of 

them: 

 

Dante 

 

Carson 

Malacoda 

 

Captain Stinkytail   

Scarmiglione 

 

Scarface  

Alichino 

 

Harley Quinn  

Calcabrina 

 

Monkeybrass  

Cagnazzo 

 

Ratbreath  

Barbariccia 

 

Buckybeard  

Libicocco 

 

Windass  

Draghignazzo 

 

Dragonsneer  

Cirïatto 

 

Hogshit  

Graffiacane 

 

Ballscratch   

Farfarello 

 

Flit the Moth  

Rubicante 

 

Rabid Dog  

Table 19: Examining Carson’s names for Dante’s devils via the PE 

Carson’s choice of ‘Monkeybrass’ is an amusing translation for ‘Calcabrina’. Working 

back from the meaning for Calabrina (according to Carson ‘Calabrina’ means ‘frost-

trampler’),272 Carson extends his translation using a meaning from an informal English 

colloquial phrase, ‘it is cold enough to freeze the balls off a brass monkey’, to relay the 

implied meaning of cold.  

 
271 Ibid. p. 275. 
272 Ibid. p. 276. 
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‘Buckybeard’, which is a colloquial Belfast expression for someone with a big 

beard, is also a clever choice. The word ‘bucky’ comes from the Ulster Scots ‘buckie’ a 

word for a curled type of sea shell, derived from ‘the whelk Buccinum undatum’ or ‘any 

whorled shell’.273 The curled, unkempt beard of this demon is his trademark and this fits 

nicely with ‘Barbariccia’ which means ‘curly beard’.274 As with the ‘Kitchen Devils’ 

example, further investigation is warranted. A search on Belfast Forums reveals that in 

the 1950s and 1960s (Carson was a young boy, living in West Belfast at this time), there 

was, in West Belfast, an actual tramp (apparently a bad-tempered fellow) named 

‘Buckybeard’275 who was regularly seen near St Paul’s Secondary school, and who was 

well-known to locals. This is an intriguing detail, and, although it would be unsurprising 

if Carson named his devil after a Belfast tramp given that he knew the city intimately, 

he does not mention whether or not he based this name on a real individual. At the very 

least, this knowledge provides a further link276 between Belfast and Dante’s vision of 

Hell, given that this is exactly the type of name that a Belfast person reputedly gave 

someone with a large unkempt beard.  

Going further afield and out of Belfast, or as Carson has it, ‘this Godforsaken 

ghetto’,277 the adverse atmosphere and grim conditions that Dante encounters in Hell are 

also extended to include Irish weather and Irish bogs. A reading of TIDA is made all the 

richer by an understanding that, in Carson’s creation of a new Dante-system, the 

claustrophobic atmosphere and grim conditions of Hell are correlated with the sight of 

sodden Irish bogs, and relentless bad weather: 

 

 
273 C. I. Macafee (ed.), Concise Ulster Dictionary, p. 45. 
274 Carson (trans.), TIDA, p. 275. 
275 See <www.belfastforum.co.uk/index.php?topic=40146.15> [accessed 9 June 2020]. 
276 Carson was famously an expert on Belfast. See, Ciaran Carson at Smithfield, online video recording, 

YouTube, 17 May 2011 <www.youtube.com/watch?v=gAWxWhNba9w> [accessed 12 August 2020]. 
277 Carson (trans.), TIDA, XXII. 21 p. 223. 
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Dante, VI. 7–12.  

 

Carson, VI. 7–12. 

Io sono al terzo cerchio, de la piova 

etterna, maladetta, fredda, e greve; 

regola e qualità mai non l’è nova. 

 

Gradine grossa, acqua tinta e neve 

per l’aere tenebroso si riversa;  

pute la terra che questo riceve.278  

 

I’m in the Third Circle. Atmosphere 

forever bleak; pouring rain, freezing cold; 

environment unchangingly severe. 

 

Giant hailstones, needling sleet, and snow 

fall inexhaustibly from darkened skies 

to saturate the stinking bog below. 

Table 20: Examining Carson’s translation of Canto VI. 7–12 via the PE 

The above section from Canto VI reads like a real-time Irish weather report. It provides 

an accurate translation of Dante’s lines, yet there are unmistakeable Irish inflections. On 

numerous occasions, Dante describes the dank, marshy ground of the floor of Hell 

which Carson generally translates as ‘bog’. This immediately provides associations with 

Irish landscapes: ‘the bogland with its stinking atmosphere’ , ‘the horrible bog’. 279 Lest 

we be in any doubt as to Carson’s Irish link, at one point he explicitly refers to the bog 

as Irish: ‘in some Irish bog / collectively immobilised by muck’.280 The depressing 

weather and connections to Irish landscapes contrast unfavourably with ‘sweet, sunny 

Italy’.281 Through the Irish correspondences and the extensions that Carson creates 

within the Inferno, on the one hand, he reveals his weariness with a suffering, complex 

country; on the other, however, there is also a sense of nostalgia in his translation, a 

feeling of love for his ‘dear native place’.282 

 
278 LT: I am in the third circle, of rain / eternal, accursed, cold and heavy; / its rate and quality are never 

new. // Coarse hailstones, tainted water and snow / through the shadowy air pour down; / making the 

earth, which receives it, stink //. 
279 Ibid. IX. 31, p. 58, VII. 128, p. 49.  
280 Ibid. XXXI. 32–33, p. 216. 
281 Ibid. XXVII. 26, p. 187. 
282 Ibid. XIV. 1, p. 92. This phrase is spoken by Dante-pilgrim who is reminded of Florence having just 

met a nameless Florentine suicide. It is readapted by Carson to remind TTR’s of Ireland. He mentions the 

Penal Code, as an Irish reference, in the following tercet. 
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3.6 Conclusion 

Pinsky has discussed the challenges of translating Dante and when asked if, in the 

course of translating the work, there were times where he needed to compromise, he 

answered: ‘absolutely never. And every second.’283 This short answer is revealing and is 

also helpful in understanding Carson’s translation methods. There is also a push-pull 

tension in Carson’s version. Firstly, the analysis in this chapter has been based on the 

restraints imposed by the quest for equivalence, where the STT chooses their intention 

upon the language in a way which chimes with that of the STW, as expressed in the PI 

(pull). Secondly, the chapter has examined freedom in translation, in terms of the re-

expression of contextual considerations. This creates inclusive rehistoricization284 and 

relocation of the TT as investigated via the PE (push). 

While, for analytical purposes, any of the HGT Principles may be employed 

either separately or together in any configuration, the natural pairing of PI and PE in 

this chapter has proven to be fruitful in the examination of implicature. This 

combination of Principles provides a targeted focus to examine implicit translation 

practices and methodologies, themes, implicit strands of language and implied meaning 

within each particular consideration. An analysis of selected passages of TIDA via the 

PI and PE is a way of examining Carson’s treatment of implicature via his lexical 

choices, structure and themes285, which helps to gain further insight into his overall 

methods.  

 
283 ‘Poet Robert Pinsky on Translating Dante’s Inferno’ in Centre Connection: Parents’ Newsletter 

See <www.milton.edu/centreconnection/speaker-february-2020/>  

[accessed 7 August]. 
284 Heininger’s term. 
285 The words ‘structures and themes’ are chosen here since ‘structures’ relates closely to the PI and 

‘themes’ to the PE. 
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Carson has spoken of the tensions that must be considered in translation of 

Dante: ‘if I understood Dante at all, sometimes he talks rough, sometimes he talks high, 

sometimes he talks fantastically. It’s all about heading up and down. It’s Hell. It’s hard 

to say.’286 To reach a resolution in this balancing act, Carson sometimes deliberately 

pulls back, ‘compromising’, as Pinsky said he had to, demonstrating restraint in 

translation. This restraint requires a certain discipline; however, in interview, Carson 

has said that it also creates an advantage. Speaking of how the tension of form helps in 

the creative process, he replies that ‘it makes you say things that would never have 

entered your mind’.287 The discipline that Carson imposes on his version via the terza 

rima, for example, forces new implicatures to emerge, as a result and sometimes his 

vocabulary choices become unusual and inventive. ‘You’d do another spin that 

wouldn’t occur to you because you had to get the third rhyme’288   

Elsewhere, Carson pushes outwards in this translation, as can be scrutinized via 

the PE. He adds his own particular interests and direct experiences to create a variety of 

new implicatures. He shifts the original work forwards and backwards in a time and 

space of his own choosing, at times locating it in medieval Italy, or at others in the 

boglands of Ireland or on the streets of Belfast at the height (or depths) of the Troubles. 

He returns to mythical, ancient times in Rome, to Ireland during the Famine, to Penal 

times (during the sixteenth and seventeenth centuries), to the ship building era in Belfast 

(during the nineteenth and twentieth centuries) and, more recently, to the Troubles. He 

provides familiar landscapes (Irish bogland) and symbols of particular, local 

significance (the Titanic) and archetypes from any era (the politician, the political 

prisoner, the seductive woman, the writer). This makes the narrative relevant to a 

diverse readership but also familiar to a local one, as Carson points out: ‘maybe you 

 
286 Carson, A Reading and Conversation with Ciaran Carson (at 53:32 minutes). 
287 Ibid. (at 56: 29 minutes). 
288 Ibid. (at 55:50 minutes). 
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make yourself the subject [of the story] because it’s a far better story if it happened to 

you’.289 These words ring true to himself as a writer, but also chime with a reader’s 

desire to identify with a character or situation in a given piece of narrative or prose. 

In Carson’s translation there is also a sense of drama and comedy, an awareness 

that the medieval ST was a work written to be seen, heard and performed. Describing 

his way of dramatizing a translation, he speaks of exaggerating the good parts of a 

story: ‘the better you tell the story, the better he [the listener] responds. If he likes a 

certain part or something, the next guy you tell, you'll expand that part the first guy 

liked.’290 

The effect of this combination of restrained discipline and ‘outlandish’,291 

unbridled translation is to recreate, from the ST, an extended envisioning of Dante’s 

Inferno. Carson’s treatment of Dante’s original ST intention upon the language and 

Carson’s intention upon the language in the TT together with his extension methods 

provide a tensegrity292 in translation. That is, the creation of structural integrity as a 

result of a push-pull dynamic. This creates a combination of tension and integrity in his 

translation, lending it a sound structure, on the one hand, but on the other he skirts the 

edge, allowing his signature and voice to express his re-imagining of Dante’s original.  

 

 
289 Laskowski, ‘Inventing Carson: An Interview’, p. 96. 
290 Ibid.  
291 Carson uses this word in TIDA describing Dante’s journey as ‘outlandish’ II. 142. This, of course, 

suggests something unusual or unexpected, but there is also a sense of going ‘out’, beyond a familiar 

land.  
292 A tensegrity structure is an engineering term. It describes a structure composed of solid pieces (with 

very little give) and flexible pieces (with lots of give, but under tension they provide support). These 

pieces are the ‘members’ of the structure. The solid members support compressive forces, while the 

flexible members support tension forces. The balance of these compressive and tension forces allows a 

stable structure to be constructed despite the solid pieces being detached from one another. Tensegrity: 

‘the property of skeleton structures that employ continuous tension members and discontinuous 

compression members in such a way that each member operates with the maximum efficiency and 

economy’. <www.dictionary.com/browse/tensegrity> [accessed 16 August 2020]. 
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Chapter 4: Applying the Hybrid Gricean Theory to Carson’s Translation of 

Rimbaud’s Illuminations (1886) and Les Cahiers de Douai (1870) 

‘Il faut être absolument moderne’1 

4.0 Introduction 

Via an application of the HGT, this chapter offers an analysis of Carson’s translations of 

Arthur Rimbaud’s verse and prose poetry, which were published in TAP (1998), 

featuring poems from Rimbaud’s Les Cahiers de Douai (1870), and in ILO (2012) 

which features poems from Rimbaud’s Illuminations (1886). Chapter Three above has 

demonstrated, via the Principle of Intention upon the language (PI) and the Principle of 

Extension (PE), how Carson translates and communicates implied meaning from 

Dante’s Inferno. Chapter Four now turns to an investigation, via the Principle of 

Sufficiency (PS) and the Principle of Manner (PM), of Carson’s translation of selected 

poems from Rimbaud’s nineteenth-century French. As explained in Chapter Three, the 

rationale for applying two of the principles to each author is to allow a focused and 

detailed study of each principle, thus preventing Chapters Three and Four from 

becoming unwieldy. That all four of the HGT principles may be used in analysis of 

Carson’s Rimbaldian TTs is demonstrated by Appendices F–I which provide twenty 

detailed examples for each of the principles. 

 The PS and PM will be used as tools to explore Carson’s translation of implied 

meaning in Rimbaud’s poetry, and to determine ways by which he may convey 

additional implicatures in his translation. The PS describes the basic and essential 

 
1 LT: ‘One must be absolutely modern’, Rimbaud, ‘Adieu’, from Une Saison en Enfer, in Peschel (trans.), 

Arthur Rimbaud, A Season in Hell, The Illuminations, pp. 102–105 (p. 105).  
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requirement of information transfer in translation from ST to TT. As reasoned in 

Chapter Two, the PS is founded on Grice’s pragmatic category of Quantity which 

requires information transfer to be ‘as complete as necessary’2 in any given 

communicative exchange. It must additionally be emphasised that subsequent neo-

Gricean theories all retain some notion of quantity in their revised theories. For 

example, Chapman observes, ‘neo-Gricean frameworks operate with fewer principles, 

but all preserve some concept of quantity’.3 Neo-Gricean theorists Horn and Levinson 

include what they call the Q[uantity]-principle in their redacted pragmatic theories of 

implicature. Within his Q-principle, Horn clearly specifies and outlines his quantity 

element as follows: ‘make your contribution sufficient; say as much as you can’.4 

 Within the context of the current thesis, the PS is used as an aid to gauge 

whether the translator has sufficiently relayed the salient information from the ST. 

In his introduction to ILO,5 Carson mentions his desire to communicate a 

sufficiency of equivalence in his translations of Rimbaud’s poetry. Within this ideal, 

however, he makes allowance for a certain flexibility: ‘I have “translated” as closely to 

my understanding of the original as I could, when I could’.6 This correspondingly aligns 

to the scope of the PS, which investigates whether ‘the informational content of the 

target text is as complete as possible’,7 as per the recommendations of the PS. In 

observing the ideal of close translation, he certainly aims to communicate his 

understanding of Rimbaud’s original meaning, however, he also adds the following 

caveat: ‘there are instances where I have added to or taken away from the original’ (my 

 
2 Grice, Studies in the Way of Words, p. 26. 
3 Chapman, ‘“Oh, do let’s talk about something else”: What Is Not Said and What Is Implicated in 

Elizabeth Bowen’s The Last September’, in Chapman and Clark (eds.), Pragmatic Literary Stylistics, p. 

37). 
4 Huang, Pragmatics, p. 45. 
5 Carson has included notes on his translation methods in the introductions to The Táin, The Midnight 

Court, TIDA and ILO. (TAP does not include an introduction). 
6 Carson, ‘Author’s Note’, in Carson (trans.), ILO, p. 13. 
7 See Section 2.7 (PS). 
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emphasis).8 Therefore, even taking into consideration sufficient information transfer, 

Carson understands the impossibility, and, in his view, the undesirability, of providing 

an exact copy of the ST.9 This would simply be a form of ‘echolalia’.10  He rather opts 

for a form of representation, which he terms ‘restoration’ or ‘renovation’.11 Such a 

translation process involves constant decision making: a selection of where certain 

important aspects of the text may be foregrounded and others de-emphasised. These 

additions and subtractions also have an artistic effect: they allow for an emergence of 

amplified or reduced implicatures in Carson’s versions.  

An examination of Carson’s practice of reducing or amplifying Rimbaud’s 

original implicatum12 in a particular phrase, further elucidates his translation process. 

For example, a close observation of his translation techniques reveals that the subtle 

addition of implied meanings may be introduced to a translation via an exploitation of 

cross-linguistic differences which add a new layer of meaning for a target audience. 

Reciprocally, subtractions from the ST suggest that Carson considers the omitted item 

of information extraneous to his version. Again, such subtractions alter the initial 

meaning of the ST. Examples of both occurrences will be examined in detail in the 

following Sections (4.2–4.5). 

Where the PS is mainly concerned with sufficiency of information transfer and 

describes a distinctly disciplined process, the PM, conversely, describes a more creative 

signature in translation, not as a means of veering away from the SW’s original text but 

rather as a way of re-expressing or re-interpreting it. Creativity in literary translation 

 
8 Carson (trans.), ILO, p. 13. 
9 Noting Carson’s avoidance of LT and his preference for a more energetic form of translation, Gallery 

Press advertises Carson’s translation of TAP as full of ‘characteristic humour, argot and brilliant rhymes’ 

<www.gallerypress.com/product/the-alexandrine-plan-ciaran-carson/> [accessed 19 March 2021]. 
10 As defined by <www.merriam-webster.com/dictionary/echolalia>, Echolalia is ‘the often pathological 

repetition of what is said by other people, as if echoing them’. Carson uses this term in his poem ‘Grass’, 

FL, p. 16. 
11 Carson (trans.), ILO, p. 13. 
12 Implicatum (as defined by Grice) means ‘what is implied’. See Grice, Studies in the Way of Words, p. 

24. 
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avoids what Venuti terms the ‘illusion of transparency’.13  Writing in the mid-1990s, 

Venuti claimed that many publishers, reviewers and readers only allow a text to be 

‘judged acceptable […] when it reads fluently, when the absence of any linguistic or 

stylistic peculiarities make it seem transparent’.14 The ‘illusion of transparency’ 

describes a translation where the TT includes all the original communicative 

information from the ST, yet it reads like an original version from within the TC, 

thereby eschewing the distinctive features of the SC.  

According to Venuti, strategies such as a removal of the ‘foreign writer’s 

personality or intention’ or ‘essential meaning’15 from a given text, in his view, visit 

violence upon a ST and act as betrayals to the SC, ST and STW. Venuti advocates that 

the translator should be clearly visible and therefore more truly representative of STC. 

This position upholds minority languages and culturally specific modes of expression 

because it insists that they command the same respect in translation as any dominant 

language.16 It also demonstrates respect for the SC, giving it consequence, as will be 

further discussed in Chapter Four, Sections 4.6–4.9 below. Features of such an approach 

include an allowance for marked expressions, cross-linguistic awareness, heterogeneity 

of expression, including exotic or surprising lexical choices, slang, vernacular 

expressions, multi-linguistic and culturally specific vocabulary. Such translation 

strategies advocated by Venuti (and others),17 together with neo-Gricean theories from 

Levinson, who includes consideration of the ‘marked’ expression,18 correspond to the 

maxims within the PM and aid in a scrutiny of various creative features of Carson’s TT.  

 
13 Venuti, The Translator’s Invisibility: A History of Translation, p. 1. 
14 Ibid. 
15 Ibid. 
16 Venuti advocated minoritizing translation to make a translation visible. Defined by Jeremy Munday as 

‘A minoritizing translation strategy’, this theory ‘encompasses the selection of texts (those occupying a 

“minor” or marginal position because of their genre, provenance, stylistic innovation etc..) which can 

disrupt the target language and culture’. See ‘Key Concepts’ in Munday (ed.), The Routledge Companion 

to Translation Studies, p. 208. 
17 These include Friedrich Schleiermacher and Antoine Berman. See Section 1.3. 
18 See Section 2.3. 
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Carson’s respect for Rimbaud’s ST and his ability to translate it in a ‘visible’ 

and culturally sensitive way has been noted by Colin Graham.19 In a tribute to Carson, 

Graham noted, ‘he was a translator in the widest and most profound sense – he allowed 

other texts to live in and through his own words, his own curiosity, his own times and 

places, his own passions’.20 Aware that in 1998, Carson had already translated a 

selection of Rimbaud’s poems from Les Cahiers de Douai, which he had included in 

TAP, Graham, in 2012, invited Carson to give his interpretation of some of Rimbaud’s 

poems from Illuminations for a digital-visual exhibition at the National University of 

Ireland, Maynooth.21   

A translator generally chooses a STW because either they admire the ST or 

because they find some point of contact with it. Translation scholar Josephine Balmer 

refers to the selection process as ‘a response to a stimulus, whether emotional, sensual 

or intellectual – a love affair, a landscape, a political cause’.22 While many translations 

may be commissions, she suggests that the translation selection process goes beyond 

‘sales and the respect of […] peers’.23 Balmer refers to poet Simon Armitage’s pithy 

summary of the selection process of a literary translation: ‘it’s the thought that, yes, I 

want some of that’.24  

What, then, motivated Carson’s ‘yes’ to Rimbaud? As stated, Carson translated 

prose poems selected from Illuminations in 2012 because he was invited to do so, 

however he had made an earlier attempt at translating some of these poems. Rimbaud’s 

 
19 Colin Graham, writer and scholar of Celtic Studies and Philosophy. 
20 Colin Graham, ‘Still Lifes and Belfast Streets – Remembering Ciaran Carson (1948–2019)’, Apollo: 

The International Art Magazine, 5 November 2019 <www.apollo-magazine.com/ciaran-carson-still-life/> 

[accessed, 4 January 2021]. 
21 These poems were chosen to accompany an exhibition to celebrate the opening of a digital-visual 

exhibition space at NUIM called ‘Illuminations’. 
22 Josephine Balmer, ‘What Comes Next? Reconstructing the Classics’, in Susan Bassnett and Peter Bush 

(eds.), The Translator as Writer, pp. 184–186 (p. 184). 
23 Ibid. 
24 Ibid. p. 185. 
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poetry held an intriguing and enduring appeal for Carson: ‘mad stuff’,25 he called them 

admiringly, ‘poems which I had at the back of my mind for many, many years’.26  At 

first, he felt defeated by the endeavour as he judged that his attempts produced mediocre 

results, and so abandoned the venture: ‘what I did seemed inert, flabby, prosaic, and too 

close to whatever English translations I had consulted to augment my passable 

French’.27 It was after Graham’s invitation that Carson had an epiphany, decided on a 

change of technique, and began to translate Rimbaud’s prose poems into the French 

Alexandrine28 form: ‘I had an “illumination” of my own. I would translate the prose 

poems into Alexandrine rhyming couplets.’29 This proved to be a suitable technique, in 

Carson’s view, and one which was in alignment to the originals: ‘the more I examined 

the prose poems the more I found that there were insipient sonnets embedded there, 

rhyming, scanning in the manner of alexandrines’.30 Carson’s decision in 2012 to 

translate nineteenth-century poems from Rimbaud, Mallarmé and Baudelaire in his first 

book-length work of translation TAP, came through his own engagement with the 

language, his interest in the French literary and artistic Decadence movement31 as well 

as his artistic desire to create something transformative: ‘I loved the sounds and the 

rhythms, the decadence, the implication that an aesthetic impulse could change the 

world’.32 Clearly Armitage’s ‘I want some of that’ is present in Carson’s choice here. 

But what exactly was ‘that’? 

 
25 Carson, A Reading and Conversation with Ciaran Carson (at 28:10). 
26 Ibid. (at 28:10). 
27 Carson (trans.), ILO, p. 12. 
28 French Alexandrine 12 syllable verse form (6 syllables x 2, divided into 2 hemistichs by a medial 

caesura per line). Very popular, especially in France, from the seventeenth–nineteenth century. 
29 Carson, ‘Popescu: Ciaran Carson reads Arthur Rimbaud’, The Poetry Society, 2013 (at 1:05) 

<soundcloud.com/poetrysociety/ciaran-carson-poem-and-intro> [accessed 14 December 2020]. 
30 Ibid. (at 1:46). 
31 Decadent Movement: An artistic and literary movement from the latter part of the nineteenth century 

which valued excess and artificiality. 
32 ‘For All I Know: Ciaran Carson in Conversation with Elmer Kennedy-Andrews’, in Kennedy-Andrews 

(ed.), Ciaran Carson: Critical Essays, pp. 13–27 (p. 21). 
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In this study of translation of implied meaning in Rimbaud’s poetry, it is 

necessary to elucidate the origins of the French writer’s poetic motivations. However, 

before providing brief biographical details (in Section 4.1) about the turbulent young 

poet, who famously wrote all his poetry between the ages of sixteen to twenty and then 

suddenly stopped,33 a brief synopsis of the structure of this chapter is provided below to 

outline how it will address the research objectives within its scope (that is, testing the 

efficacy of the PS and PM as applied to Carson’s Rimbaldian TTs). 

 Chapter Four will present analysis of Carson’s Rimbaldian TTs via the PS and 

PM as follows: Section 4.1 will provide an examination of Rimbaud’s poetic 

motivations relevant to Carson’s translation methods. In Section 4.2, an example of how 

analysis via the PS works in practice will be delivered by comparing a short excerpt of 

Carson’s Rimbaldian TT with that of five other poet-translators. In Sections 4.3–4.5, the 

PS will be used to examine how Carson conveys implied meaning from a narrative 

poem and a descriptive poem by Rimbaud and from his TT titles changed from the 

original. Chapter Four will then turn to the PM. Following an explanatory section on the 

PM (Section 4.6), analysis, via the PM, will then be employed to demonstrate how 

Carson conveys implied meaning from a TT Rimbaldian sonnet (Section 4.7), how he 

conveys implied meaning by making minor changes in his TT (Section 4.8) and to what 

effect he uses exotic lexical choices (Section 4.9). Finally, Chapter Four’s conclusion 

will synthesize findings on Carson’s deconstruction of the ST and construction of the 

TT via the PS and PM (Section 4.10). 

 

 
33 Rimbaldian scholar Peschel says ‘no one really knows why or exactly when Rimbaud stopped writing 

poetry’ but that he was probably only nineteen or twenty years old when he stopped. See Peschel (trans.), 

‘Rimbaud’s Life and Work’ in Arthur Rimbaud, A Season in Hell, The Illuminations, pp. 3–33 (pp. 14–

15). 
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4.1 The Relevance of Rimbaud’s poetic motivations to Carson’s translation methods 

Carson, who has said that when reading poems from the Illuminations, ‘one might be on 

a good drugs trip’,34 instinctively understood the need to access Rimbaud’s somewhat 

impenetrable poetry uniquely. He describes his pre-existing translation methods, 

therefore, as necessarily ‘altered’.35 Translating Dante, he had also approached the task 

from an oblique angle – viewing it, as discussed in Chapter Three, through ‘a squint of 

the imagination’. At first glance, however, the tempestuous poetry of a teenage boy and 

that of a man translating in his fifth36 and sixth decades37 may not seem like an obvious 

pairing.  

Giving useful insight into Rimbaud’s psyche, Jean-Michel Djian sums up the 

nature of the young French poet as follows: 

un voyou? Il fugue, se drogue, fait de la prison, vole. Rimbaud conteste partout l’autorité, la 

bourgeoisie, l’académisme, l’hétérosexualité. Toutes les conventions sont mises à mal et 

contestées: sa mère, le monde littéraire et politique, ses employeurs. C’est tout le mythe d’une 

jeunesse indocile, révolutionnaire et anarchiste qui, à travers lui, ne cesse d’être éternelle.  

(LT: Is he a thug? He runs away, does drugs, goes to prison, steals. Rimbaud contests authority 

everywhere, the bourgeoisie, academism, heterosexuality. All conventions are contested and 

rejected: his mother, the literary and political world, his employers. It’s the myth of an unsettled, 

revolutionary, anarchistic youth, who, through his own persona remains eternal).
 38

 

 
34 J. P. O’Malley, ‘Ciaran Carson on translating Rimbaud’, Spectator, 2 November 2012, 

<www.spectator.co.uk/article/interview-ciaran-carson-on-translating-rimbaud> [accessed 15 December 

2020].  
35 Carson, ‘Popescu: Ciaran Carson reads Arthur Rimbaud’ (at 1:40) <soundcloud.com/poetrysociety/ 

ciaran-carson-poem-and-intro> [accessed 14 December 2020]. 
36 Carson was almost fifty years old when he published TAP. 
37 He was almost sixty-four years old when he published ILO. 
38 Jean-Michel Djian, Épisode 2: ‘Rimbaud, le Voyou’ (presented by Jean-Michel Djian at 2:15) 

<Rimbaud, le voyou - Ép. 2/5 - Arthur Rimbaud en mille morceaux (franceculture.fr)> [accessed 15 

December 2020]. 
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Rimbaud was certainly a troubled youth who purposefully altered his own way of 

thinking via a variety of methods. These included experimentation with sex and 

consumption of cocktails of alcohol and drugs – as the young poet himself pointed out, 

‘On n’est pas sérieux, quand on a dix-sept ans’.39 Rimbaud also experimented in other 

ways, for example, via his practise of synaesthesia. In ‘Délires ii, Alchimie du Verbe’, 

he proudly declared ‘j’inventai la couleur des voyelles!’ (I have invented the colour of 

vowels!).40 

At the end of the nineteenth century, it was extremely dangerous to be openly 

homosexual,41 and perhaps for moral, societal or even literary reasons, he was rejected 

by his fellow Parnassian poets. Baronian explains ‘personne ne veut de lui’ (nobody 

wants [wanted] anything to do with him), ‘personne ne veut de sa poesie’ (no one is 

[was] interested in his poetry).42 Baronian believes that this was for moral reasons, 

relating to Rimbaud’s homosexuality.43 Rimbaud was undeterred by this treatment, 

however, and flaunted his relationship with Verlaine. The angst-ridden affair ended 

violently. Verlaine shot Rimbaud in the hand in a mini crime passionnel and was sent to 

prison. Crucially, however, at their final meeting after Verlaine’s release, Rimbaud gave 

him a sheaf of his poems, his Illuminations.44 It was Verlaine who gave the collection 

 
39 LT: ‘No-one is serious at seventeen’. See ‘Roman’ by Rimbaud, in Peter Broome and Graham Chesters 

(eds.), An Anthology of Modern French Poetry, 1850–1950 (Cambridge: Cambridge University Press, 

1985), p. 58–59 (p. 58). 
40 LT: ‘I have invented the colour of vowels’! See Rimbaud, in Peschel (trans.), ‘Délires ii, Alchimie du 

Verbe’, Une Saison en Enfer, p. 77. 
41 One need only think of Oscar Wilde’s trial in England in 1895 to understand the dangers of being 

openly homosexual at that time. 
42 Matthieu Garrigou-Lagrange, ‘La vie errante d’Arthur Rimbaud’ (Jean-Baptiste Baronian speaking at 

31.38) < La vie errante d’Arthur Rimbaud - Ép. 1/4 - Arthur Rimbaud à la croisée de la bibliothèque 

(franceculture.fr)> [accessed 22 December 2020]. 
43 In his poem ‘Délires i: Vièrge Folle, L’Époux Infernal’, in Une Saison en Enfer, Rimbaud commented, 

‘Je n’aime pas les femmes: l’amour est à réinventer, on le sait’ (LT: ‘I don’t like women, love needs 

reinvented, that much is certain’). See Peschel (trans.), A Season in Hell, The Illuminations, pp. 66–75 (p. 

69). 
44 Critics are divided on the meaning of the title of the collection. Louise Varèse explains the divided 

opinions of the critics as follows, noting the sense in which the word ‘plates’ is used: some say it refers to 

the ‘enluminures coloriées, brightly coloured cheap popular prints’ that delighted Rimbaud. Others 

understand I in the ‘figurative, philosophical or religious’ sense as the ‘sudden enlightenment of the mind 

or spirit’. See Louise Varèse, ‘Introduction’, in Varèse (trans.), Illuminations and Other Prose Poems, by 

Rimbaud (New York: New Directions, 1957), pp. vii–xxxv (pp. xi–xii).  
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its title; however, critics are divided on its meaning. C. A. Hackett finds Verlaine’s 

explanation of the title inadequate: ‘Verlaine […] stated that it is an English word 

meaning “gravures coloriées – coloured plates”. All of the Illuminations are, however, 

richer and more complex than Verlaine’s statement suggests.’45 

Carson recognised that to reflect the surreal flashing colours and out-of-body 

experiences described in Rimbaud’s poetry and to correspond his TT to the ST poetry, 

he would have to take some action to change his own thought patterns. Finding 

correspondences between the dream-like features of the aisling and the dazzling 

hypnagogic illusions of the poems in Illuminations, was one starting point between 

Rimbaud and Carson himself. Surprisingly, imposing a new structure on the TT was 

another: ‘the Alexandrine line was a method of trying to alter my brain slightly and 

arrive at a music which I found in the poems’ (my italics).46 Both poets demonstrated 

awareness that a pedestrian or too-conforming approach to writing will not produce 

landmark poetry.  

Relevant to this chapter’s investigation of implied meaning via the PS and PM, 

are two French nouns which are routinely associated with Rimbaud, these not only 

signal Rimbaud’s persona in a number of poems but speak also to his often oblique (and 

sometimes blatantly overt) methods to poetry writing. 

1. voyant (seer)  

2. mystique (mystic) 

What did Rimbaud do to deserve these ‘labels’? The seer label, with no small degree of 

arrogance, was self-applied. In a letter to Georges Izambard, Rimbaud declared his 

literary intentions as follows: ‘maintenant, je m’encrapule le plus possible. Pourquoi? Je 

 
45 C.A. Hackett, ‘Rimbaud, Illuminations: “Aube”’, in Peter Nurse (ed.), The Art of Criticism: Essays in 

French Literary Analysis (Edinburgh: Edinburgh University Press, 1969), pp. 217–225 (p. 219). 
46 Carson, ‘Popescu: Ciaran Carson reads Arthur Rimbaud’ (at 1:40) 

<soundcloud.com/poetrysociety/ciaran-carson-poem-and-intro> [accessed 14 December 2020]. 
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veux être poète, et je travaille à me rendre voyant […]. Je est un autre’ (Now, I’m 

degrading myself as much as possible. Why? I want to be a poet and I’m working to 

make myself a seer […] I is someone else).47 This purposely ungrammatical, rebellious 

pronouncement was intended as a cry of anarchy and a step beyond the sage and 

reasoned Cartesian maxim: ‘je pense donc je suis’ (I think therefore I am).48 Rimbaud 

reiterated this desire to be a seer in his letter to Paul Demeny.49 With these letters, later 

known as ‘the sacred texts of modern literature’,50 Rimbaud demonstrated huge 

confidence in his own poetic ability. However, Jean Paulhan51 judged that that this 

confidence was not misplaced, ‘rien de banal ne germait dans cette tête’ (LT: ‘nothing 

banal ever germinated in his head’).52 This is backed up by Philippe Besson,53 who 

argued that no one has produced poetry like Rimbaud’s before or since, ‘parce qu’il est 

inégalable’ (he is matchless).54 Peschel probes what Rimbaud may mean by voyant: 

‘what is a voyant? For Rimbaud, the voyant is not only a poet-prophet-visionary, but a 

poet who practises “the long, immense and reasoned deranging of all his senses”.’55 She 

also notes that this is ‘intentional and systematic’.56 

Closely linked to Rimbaud le voyant is Rimbaud le mystique. Paul Claudel57 has 

famously described him as ‘un mystique à l’état sauvage’ (a mystic in the savage state). 

 
47 The ‘seer’ quotations come from ‘The Letters of the Seer’, two letters by Arthur Rimbaud, written in 

May 1871. One was written to Georges Izambard, a second to Paul Demeny. In both Rimbaud proclaimed 

that he wanted to become a ‘voyant’, a seer. See Fowlie (trans.), Rimbaud: Complete Works, Selected 

Letters, pp. 302–303. 
48 René Descartes made this philosophical pronouncement in his 1637 autobiographical treatise Discours 

de la Méthode. 
49 Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 306–307. 
50 Robb, Rimbaud, p. 81. 
51 Jean Paulhan (1884–1968) French writer, Rimbaldian scholar, literary critic and translator. 
52 Jean-Michel Djian, ‘Rimbaud en Mille Morceaux’ (5 Épisodes): Épisode 1: ‘Rimbaud, le Génie’ 27 

July 2015 (archive recording of Jean Paulhan at 2:28) <www.franceculture.fr/emissions/rimbaud-en-

mille-morceaux-multidiffusion/1er-volet-rimbaud-le-genie> [accessed 15 December 2020]. 
53 Prolific French writer, b.1967. 
54 Jean-Michel Djian, Épisode 1: ‘Rimbaud, le Génie’ (interview with Philippe Besson at 2:35). 

Philippe Besson (1967–) French author. 
55 Peschel (trans.), A Season in Hell, The Illuminations, p. 7. 
56 Ibid. 
57 Paul Claudel (1868 –1955), French poet and dramatist, nominated for the Nobel Prize in Literature on 

six occasions. 
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Carson unequivocally tethers the voyant / mystique concepts together by translating the 

Rimbaldian poem ‘Mystique’ as ‘Seer’.58 The mystical element of Rimbaud’s persona 

and poetry may be something which particularly attracted Carson. He has mentioned in 

interview that he is more attracted to ‘mysticism’ than ‘dogmatism’.59 He is comfortable 

with what he calls ‘the cloud of unknowing’; yet, in his view, ‘there is a language 

beyond language’ as words cannot fully express ‘the vast and beautiful complexity of 

the universe’.60 Similar features of Carson’s poetry in common with Rimbaud’s also 

include multiplicity, the use of eclectic methods including synaesthesia and a 

willingness not to explain, in other words, to embrace the mysterious ‘Je-Ne-Sais-Quoi’ 

in poetry.61  

Rimbaud’s modern writing and eternally fresh poetic style have appealed to 

many creative thinkers and writers, including Irish writers, for example, Beckett, Joyce 

and Mahon. Rimbaud was also an icon of the 1950s Beat Generation. French-Canadian 

Jack Kerouac, famous for his roman à clef, On the Road, 62 was well-known to be a 

Rimbaud enthusiast.63 Capturing Rimbaud’s essence, Irish poet Mahon refers to the 

‘Muse’s boy’ and protagonist of ‘Ma Bohème’ as ‘rock star in my dreams’64 and it is 

true to say that Rimbaud has acquired rock-star status, influencing such artists as Bob 

Dylan65 and Jim Morrison.  

 
58 Carson (trans.), ILO, p. 23. 
59 Kennedy-Andrews (ed.), ‘For All I Know: Ciaran Carson in Conversation’, pp. 13–27 (p. 16). 
60 Ibid. pp. 16–17 
61 ‘La-Je-Ne-Sais-Quoi’ is the title of Carson’s first poem in FL collection. It is intriguing that Carson has 

selected the feminine definite article in his title for this poem, normally one would use the masculine ‘Le 

je ne sais quoi’. 
62 Carson gave two of his Rimbaud translations the title ‘On the Road’. He also includes references to 

Kerouac in his Baudelairean translations. It is a point of interest in this thesis to note that Kerouac’s 

original title is taken from the first line of Dante’s Inferno: ‘Nel mezzo del cammin di nostra vita’ (LT: 

‘Halfway on the road of our life’). See Willis Barnstone, ‘On the Road from Dante to Jack Kerouac 

(Stopping by Frost, Pound, and Eliot)’, Comparative Literature Studies, 52:02 (2015), 233–253 (p. 233). 
63 Kerouac wrote a poem detailing Rimbaud’s life entitled ‘Rimbaud’. 
64 Mahon, ‘The Hitch Hiker’, Raw Material (Oldcastle: Gallery Press, 2011), p. 46. 
65 Bob Dylan is famously a Rimbaud admirer, his song ‘You’re Gonna Make Me Lonesome When You 

Go’, recorded in 1974, contains the following lyrics: ‘Situations have ended sad / Relationships have all 

been bad / Mine’ve been like Verlaine’s and Rimbaud’. See Dylan, ‘You’re Gonna Make Lonesome When 

You Go’, Blood on the Tracks on Spotify (New York: A & R Recording, 1975). 
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In interview, when asked the question ‘what is a mystic?’, French writer and 

singer Yves Simon, after careful consideration, answered that a mystic is one who sees 

‘l’invisibilité cachée derrière les choses’ (the invisibility [invisible meaning or thing] 

hidden behind things).66 In this way, Simon links mysticism with implied meaning. 

Simon adds that reading Illuminations, Une saison en enfer and ‘Le Bateau ivre’, ‘on 

voit bien qu’il a des visions’ (one can clearly see that he has visions).67 Simon explains 

that, in his view, Rimbaud is a mystic, not in the religious or Christian sense, but in the 

cosmic68 sense of the term, giving himself a god-like status in the cosmos: ‘il a été un 

messager de Dieu, sans le savoir et sans le vouloir ou malgré lui’ (He was a messenger 

from God, without knowing it, without wanting it or in spite of himself).69  

Translating the implied meaning of the poetry written by a voyant and a 

mystique complicates the task of translation. Peschel, providing compelling evidence for 

the importance of a study of implicature in Rimbaud’s poetry, has listed it as one of her 

key areas of concern in translation of Rimbaud: ‘there were other problems of 

interpretation. One for example concerns the implied meaning of words’ (my italics).70 

She identifies that Rimbaud often presents a ‘highly compressed idea’. This can involve 

single and even ‘double implications’71 which complicate the translator’s task. The 

following Sections 4.2–4.9, will examine Carson’s translation of implicature via the PS 

and PM, using selected excerpts from Illuminations, Les Cahiers de Douai and ‘Le 

Bateau ivre’. 

 
66 Jean-Michel Djian, Épisode 5: ‘Rimbaud, le Mystique’ (Yves Simon at 2:30–240) 

<www.franceculture.fr/emissions/rimbaud-en-mille-morceaux-multidiffusion/5e-volet-rimbaud-le-

mystique> [accessed 14 December 2020].  
67 Ibid. (at 2:48). 
68 Jean-Michel Djian, Épisode 5: ‘Rimbaud, le Mystique’ (Yves Simon at 3:25). 
69 Ibid. (Philippe Besson speaking at 1:45). 
70 Peschel (trans.), A Season in Hell, The Illuminations, p. 36. 
71 Ibid. 
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4.2 Principle of Sufficiency72  

• The informational content of the TT is as complete as possible  

• No information has been added or omitted in the TT73 

In translation theory, there exists the expectation that translators will strive for a degree 

of equivalence between ST and TT, a sufficient exchange of information between the ST 

and the TT. In literary translation, it is possible to relay all the information accurately, 

yet still the translation does not sound right. This fracture may occur partly because the 

original implied meaning is not carried through in a convincing way, or partly because 

the artistry (for example, the music, the rhythm, the images) of the piece are not 

communicated. Carson encountered this problem on his first attempt at translating 

Rimbaud’s prose poems in Illuminations: ‘try as I might, I could not arrive at any form 

of words that did justice to the originals, to my understanding of what they might imply 

or mean, or to my sense of their music’.74 He found that even with a translation which 

attempts to convey the content as fully as possible, the result can be ‘inert, dull, lifeless, 

prosaic’.75 His complaint with his own initial translation of poems from Illuminations 

was this: ‘I had no edge on them, I couldn't get any music into them’.76 Surely if a 

translation is to convey information (including implied meaning) sufficiently – it is 

reasonable to have at least the basic assumption that one expression of poetry will be 

exchanged for another.  

In her preface to Helen Waddell’s book of Latin-English translations, Songs of 

the Wandering Scholars, Felicitas Corrigan identified precisely this consideration and, 

 
72 Horn and Guerts both refer to sufficiency as a consideration when discussing the Gricean concept of 

Quantity. 
73 Derived from Grice’s maxim of Quantity. 
74 Carson (trans.), ILO, p. 12. 
75 Carson, ‘Popescu: Ciaran Carson reads Arthur Rimbaud’ (at 00:38) 

<soundcloud.com/poetrysociety/ciaran-carson-poem-and-intro> [accessed 14 December 2020]. 
76 Ibid. (at 01:30).  



185 

 

 

pointing out that Waddell had not only successfully conveyed the meaning but also that 

‘she turned poetry into poetry’.77 In this chapter the conveyance of implicature will be 

scrutinised on a micro (word) level, but it is also useful to consider how information 

exchange may occur on a macro (whole poem) level. 

(Near) equivalence is an area which is of pivotal concern and is at the basis of 

trust between STT and TTR. The TTR is dependent on the STT’s delivery of the text. In 

his 1959 seminal paper, ‘On Linguistic Aspects of Translation’, Roman Jakobson gets 

to the heart of this matter: 

the translator recodes and transmits a message from another source. Thus, translation ideally 

involves two equivalent communicative messages in two different codes. Equivalence in 

difference is the cardinal problem of language and the pivotal concern of linguistics
78

 (my italics). 

Translation scholar Bassnett has also used Jakobson’s decoding and recoding definition 

in her description of the task of the translator: ‘the translator, therefore, operates criteria 

that transcend the purely linguistic, and a process of decoding and recoding takes 

place’.79 In this process of decoding and recoding in translation of poetry, as well as the 

purely linguistic exchange, the translator must look beyond the meaning of the words 

‘uttered’ on the page to the deeper meaning of the poem, that is at how implied meaning 

is communicated. This is not to ‘make clear what is elliptic and ambiguous’,80 as 

Peschel argues but rather to reflect the translator’s understanding of the implied 

meaning which is communicated in the ST. Peschel advocates the preservation of 

implied meaning, not its destruction.  

 
77 Felicitas Corrigan, ‘Preface’, in Helen Waddell, Songs of the Wandering Scholars, (London: Folio 

Society, 1982), pp. 7–14 (p. 13). 
78 Roman Jakobson, ‘On Linguistic Aspects of Translation’ in Venuti (ed.), The Translation Studies 

Reader, pp. 138–143 (p. 139).  
79 Bassnett, Translation Studies, p. 26. 
80 Peschel warns against the dangers of over-explaining in the introduction to her translation of 

Illuminations. See Peschel (trans.), A Season in Hell, The Illuminations, p. vi. 
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Obviously, when considering the preservation of implied meaning, separate 

instances of decoding and recoding will inevitably contribute towards each translator 

having an individual ‘take’ on a ST. Therefore, when each translator attempts to convey 

as much as possible (or even all) the pertinent information into their translation, as per 

the recommendations of the PS, counterintuitively this will not lead to the same (or even 

similar) TTs by individual translators. Bassnett develops this point as follows: 

it is an established fact in Translation Studies that if a dozen translators tackle the same poem, 

they will produce a dozen different versions [my italics]. And yet somewhere in those dozen 

versions there will be what Popovič calls the “invariant core” of the original poem. This invariant 

core, he claims, is represented by stable, basic and constant semantic elements in the text, whose 

existence can be proven by experimental semantic condensation.
81

 

The latter observation raises some important questions which this investigation via the 

PS will investigate: if additional information has been added (or amplified) in the TT 

then why should this be the case, and what effects are achieved by these alterations? If 

information has been omitted or is expressed in a less-emphatic way, then what effects 

does this create in the TT? 

The following is a close examination of a translated excerpt from Rimbaud’s 

‘Enfance iv’ in Illuminations, included to test Bassnett’s assertion. In this example 

Carson’s TT is compared to those of Ashbery, Varèse,82 Peschel, Fowlie and Italian 

translator, Marchetti: 

 

 
81 Bassnett, Translation Studies, p. 36. 
82 When translating Illuminations, Carson used Varèse’s translations as an aid. See O’Malley interview 

<www.spectator.co.uk/article/interview-ciaran-carson-on-translating-rimbaud> [accessed 3 February 

2021]. 
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Poet 

 

Text 

Rimbaud83 Je suis le savant au fauteuil sombre. Les branches et la pluie se jettent à la croisée de 

la bibliothèque.  

Carson84 I am the scholar in the armchair in the dark eyrie. 

Rain and branches beat against the casements of the library.  

Ashbery85 I am the learned scholar in the dark armchair. Branches and the rain hurl themselves 

at the library’s casement window.  

Peschel86 I am the scholar in the dark armchair. The branches and the rain fling themselves at 

the casement of the library.  

Varèse87 I am the scholar of the dark armchair. Branches and rain hurl themselves at the 

windows of my library. 

Fowlie88 I am the scholar in his dark armchair. Branches and rain beat against the library 

window. 

Marchetti89  Sono il sapiente dalla cupa poltrona. Le fronde e la pioggia si scalgiano contro la 

finestra della biblioteca. 

Table 21: A comparison of six TT versions of a Rimbaldian ST 

This excerpt from ‘Enfance iv’ has been deliberately chosen for its clarity. A 

condensation of this original ST shows that it includes five pieces of ‘core’ or 

‘invariant’ information which a TTR might reasonably expect to find in the TT, as per 

the PS: 

1. There is a scholar 

2. There is an armchair 

3. The armchair is situated in a dark place 

4. Rain and branches are beating against the casement window 

5. Implied (it is windy to some degree: translator’s decision) 

 
83 Rimbaud, ‘Enfance iv’, Poésies, Une Saison en Enfer, Illuminations, p. 158.  
84 Carson, ‘On the Road v’, ILO, p. 39. (Note Carson’s title and restructuring of the poem). 
85 Ashbery (trans.), ‘Childhood iv’, Illuminations, p. 29. 
86 Peschel (trans.), ‘Childhood iv’, A Season in Hell, The Illuminations, p. 115. 
87 Louise Varèse (trans.), ‘Childhood iv’, Illuminations and Other Prose Poems’, by Rimbaud (New York: 

New Directions, 1957) p. 13. 
88 Fowlie (trans.), ‘Childhood iv’, in Rimbaud: Complete Works, Selected Letters, p. 219. 
89 Adriano Marchetti (trans.), ‘Infanzia iv’ in Rimbaud, Illuminations, Illuminazioni (Rome: Pazzini, 

2006), p. 29. 
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Close examination reveals that although slight variations do occur in each of the six 

translation examples, all six TTs indeed relay the above five kernels of invariant 

information. The Italian TT has been included with the English language translations to 

demonstrate the comparative ease of transferring sufficiently from one Romance 

language to another. For example, translation from French into Italian requires fewer 

shifts90 of semantic expression. This example highlights the similarities between French 

and Italian grammatical structures as follows: 1. similar use of reflexive verbs 2. similar 

expression of ownership (la croisée de la bibliothèque / la finestra della biblioteca, the 

window of the library).  

Point 5 on the list of invariants, in this example, includes the (unstated but 

implied) information that it is windy. Since this is implied and not explicitly stated, 

variation appears in the translations. The intensity of the wind reflected in the TTs 

depends on the translation of Rimbaud’s violent reflexive verb se jeter à (to throw 

oneself, in this case to throw themselves, the rain, the branches). Carson and Fowlie 

avoid the reflexive verb and with a grammatical shift, translate the phrase as ‘beat 

against’. The other poets avoid a shift and translate with the reflexive: ‘hurl themselves’ 

(Ashbery, Varèse), ‘fling themselves’ (Peschel) and ‘si scalgiano contro’ (fling, hurl 

themselves – Marchetti). ‘Hurl’ and ‘fling’ used in both the English and Italian 

translations are verbs suggestive of force. So far, none of the translators are in breach of 

the PS, despite nuanced verb choices. Carson and Fowlie’s choice ‘beat against’ is 

arguably a more mundane choice and one which gives no indication of an original 

reflexive. In French, to mean ‘beat’, one might be more likely to use an expression like 

(se) battre contre. However, despite providing the key information here, Carson’s (and 

 
90 Shifts in translation: The term, used in Translation Studies, was first used by Catford (1965) and 

denotes ‘departures from formal correspondence in the process of going from SL to TL’. Changes may be 

grammatical or linguistic. See Munday (ed.), ‘Key Concepts’ in The Routledge Companion to Translation 

Studies, p. 225. 
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Fowlie’s) translation creates a different effect, underscoring the implication of the 

repetitive and assiduous task of the scholar. Carson is using pathetic fallacy here, 

linking the mood of the scholar (‘beat’, ‘dark’) to reflect the overall impression or ‘feel’ 

of the line originally created by Rimbaud. Carson will not have missed the fact that 

‘beat’ can also mean ‘exhausted’. In terms of the PS, it is worth considering the effects 

created by such subtle nuancing. By lessening (or backgrounding) the intensity of the 

verb and therefore the implied strength of the wind, Carson foregrounds the mood of the 

scholar. 

Carson’s translation of ‘la croisée de la bibliothèque’ as ‘the casements of the 

library’ (likewise, Peschel: ‘the casement of the library’ and Varèse: ‘the windows of 

my library’), follow the pattern of the possessive form in Romance languages. This 

avoids a grammatical shift in translation, yet also provides a form of diction which has 

the effect of subtly foreignizing the translation by mimicking the rhythm of the original. 

Yet more notable are the ‘liberties’, that is, breaches of the PS, taken by some of 

the translators. Ashbery supplies ‘learned scholar’ intensifying the studious nature of 

the scholar, but this addition seems tautologous and redundant. Carson’s departure, with 

his additional and specific phrase ‘in his eyrie’, gives the ‘dark’ situation of the 

armchair a very precise location. The ‘eyrie’ adds several layers of implied meaning. 

Now, TTRs imagine the scholar as an ‘eagle’ an image which is suggestive of sharp and 

aggressive authority, superiority and intelligence. It also implies height, the implication 

of a lonely ivory tower or even a Yeatsian tower.91 The scholar (and Rimbaud viewed 

himself as the ‘supreme scholar’)92 is separated from the world and feels it. Yves Simon 

points out that, as a poet who, in his view, can manage the French language like no 

 
91 W. B. Yeats had an influential book of poems called The Tower published in 1928.  
92 Rimbaud uses this expression in his Seer letter to Paul Demeny. See Wallace, Rimbaud:Complete 

Works, Selected Letters, p. 305. 
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other, Rimbaud felt that he was ‘à part’ (apart).93 Eyrie also sounds like ‘eerie’ which 

fits the gothic scene and also shows an awareness of, and links to, Rimbaud’s overall 

oeuvre. It is notable that ‘eerie’ is a word that Carson associates with Rimbaud’s work. 

In interview, speaking about the poems in Illuminations, Carson has observed, ‘they 

take you elsewhere. Rimbaud’s poetry certainly does anyway: into a world that is eerie, 

strange, and fantastic.’94  

This short excerpt from one poem illustrates how a text may be examined 

through the PS. In this case, Carson adheres to the first submaxim: ‘the informational 

content of the target text is as complete as possible’ but clearly flouts the second: ‘no 

information has been added or omitted in the TT’. In so doing, he creates additional 

features and effects; and, crucially for the focus of this investigation, where ‘a 

conversational implicature can arise from either strictly observing or ostentatiously 

flouting the maxims’,95 Carson inserts additional implicatures. It is important to state, 

however, that although additional information may be included simply to fit Carson’s 

translation choice of a strict Alexandrine rhyming scheme, these additional implicatures 

are not random but that they are in keeping with the poem as a whole and with 

Rimbaud’s overall persona and themes. In other words, they are deliberately and 

carefully selected by Carson. If one views translation as Popovič does, as a linguistic 

encounter of varied norms and conventions, then change in translation is inevitable (and 

perhaps even necessary): 

A: translation, in other words, involves an encounter of linguistic and literary norms and 

conventions, a confrontation of linguistic and literary systems. The changes that take place in a 

 
93 Jean-Michel Djian, Épisode 5: ‘Rimbaud, le Mystique’ (Yves Simon speaking at 02:10) 

<www.franceculture.fr/emissions/rimbaud-en-mille-morceaux-multidiffusion/5e-volet-rimbaud-le-

mystique>. 
94 J. P. O’Malley, ‘Ciaran Carson on translating Rimbaud’ The Spectator, 2 November 2012 

<www.spectator.co.uk/article/interview-ciaran-carson-on-translating-rimbaud> [accessed 14 March 

2021]. 
95 Huang, Pragmatics, p. 33. 
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translation are determined by the differences between the two languages, the two authors, and the 

two literary situations involved.
96

 (my emphasis).  

The above example in Table 21 illustrates effects of some of Carson’s translation 

techniques in information transfer via the PS which emerge from a short excerpt of his 

translation. Below is a list of Carson’s techniques in general relevant to the PS:  

1. Identifying and establishing equivalences, from various points in history 

between his own Irish culture and nineteenth-century French culture97 

2. Establishing musical parallels via correlation of sounds of words (using, for 

example, alliteration or sibilance) and of metrical rhythms between ST and TT98 

3. Exploiting cross-linguistic phrases, which he can use to add a layer of meaning  

or to amplify or reduce a meaning99  

4. Using marked expressions in various ways as a form of emphasis. For example, 

negating the opposite of a statement to provide the equivalent positive (or 

conversely giving the positive equivalent of a negative statement to provide the 

same meaning),100 using capital letters in unusual places, using hyphenated 

expressions, using striking or anachronistic vocabulary 

5. Drawing thematic equivalences from Irish culture and from a variety of other 

cultures101  

6. Employing literary approaches such as irony, metaphor, overstatement 

(including adding phrases which do not exist in the ST), understatement 

(removing phrases which exist in the ST), tautology, and hyperbole102 

 
96 Anton Popovič, ‘The Concept “Shift of Expression” in Translation Analysis’, in James S. Holmes (ed.), 

The Nature of Translation: Essays on the Theory and Practice of Literary Translation (Berlin: De 

Gruyter, 1971), pp.78–87 (p. 79). 
97 For example, see Appendix F. 19. 
98 For example, see Appendix F. 4. 
99 See PS example in Section 2.7 which discusses ‘agape’.  
100 See Section 4.3, discussion on translating positives with negatives and vice-versa. 
101 Correlating the Irish ballad ‘As I Roved Out’ with Rimbaud’s nineteenth-century prose poem is an 

example of this technique. See Section 4.3. 
102 For example, see Appendix F. 2. 
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7. Using specific creative techniques, for example, the aisling103  

The above translation methods will be examined in Sections 4.3–4.5 below, via the 

PS.104 For the purposes of this chapter, these may be observed from a reading of 

Carson’s translations of Rimbaud from Illuminations and Les Cahiers de Douai. 

4.3 Using the PS to examine how Carson conveys implied meaning from a ST 

narrative poem: ‘Aube’ 

Within the scope of this examination via the PS, an examination of Carson’s translation 

of ‘Aube’ (‘As I Roved Out’105) features many of the above-listed translation 

techniques. It is therefore useful, in this chapter, to firstly take a reading of the poem as 

a whole, and then to highlight selected examples of the techniques which may be 

examined via the PS, demonstrating their effects. These methods are creative means by 

which Carson unlocks and allows the powerful emergence of the ‘invariant core’ of 

Rimbaud’s ST. 

Using his musical expertise and visionary qualities of his own, on reading 

Illuminations, Carson immediately noticed that many of the poems are ‘in the spirit of 

an Irish song’.106 Using this as an entry point and a translation device, he intuitively felt 

he could re-express Rimbaud’s words in the following ‘altered’ way: 

 
103 One example of Carson’s creative devices in his poetic writings is the aisling. An aisling is where the 

poet (protagonist) enters a dream-like vision or state. It is derived from the Gaelic literary genre of vision 

poems where the poet typically meets a beautiful, fairy woman, usually a representation of Ireland. 

Carson has described Dante’s Inferno and all the poems in Rimbaud’s Illuminations as aislings in the 

sense of mysterious, magical, mind-altering poems. For further information on the aisling, see Carson, 

‘Foreword’, in Carson (trans.), The Midnight Court, pp. i –vii (pp. iv – v).  
104 These techniques may also be used for any of the principles but from another angle and in a different 

scope. For example, marked expressions clearly overlap with the PM but here they are examined in terms 

of foreignizing the text. In the PS they are regarded in terms of information transfer. 
105 ‘As I Roved Out’ is a ballad which has retained its popularity. Versions appear on albums by The 

Clancy Brothers, The Boys Won’t Leave the Girls Alone (1962); Planxty, The Well Below the Valley 

(1973); June Tabor, Quercus (2013); and, more recently, Cara Dillon, A Thousand Hearts (2014). 
106 Carson, A Reading and Conversation with Ciaran Carson (at 31:20). 
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Rimbaud ‘Aube’107 

 

J’ai embrassé l’aube d’été. 

Rien ne bougeait encore au front des 

palais. L’eau était morte. Les camps 

d’ombres ne quittaient pas la route 

du bois. J’ai marché, réveillant les 

haleines vives et tièdes, et les 

pierreries se regardèrent, et les ailes 

se levèrent sans bruit. 

La première entreprise fut, dans le 

sentier déjà empli de frais et blêmes 

éclats, une fleur qui me dit son nom. 

Je ris au wasserfall blond qui 

s’échevela à travers les sapins: à la 

cime argentée je reconnus la déesse. 

Alors je levai un à un les voiles. Dans 

l’allée, en agitant les bras. Par la 

plaine, où je l’ai dénoncée au coq. A 

la grand’ville, elle fuyait parmi les 

clochers et les dômes, et, courant 

comme un mendiant sur les quais de 

marbre, je la chassais. 

En haut de la route, près d’un bois de 

lauriers, je l’ai entourée avec ses 

voiles amassés, et j’ai senti un peu 

son immense corps. L’aube et l’enfant 

tombèrent au bas du bois. 

Au réveil, il était midi. 

Carson ‘As I Roved Out’108 

 

I embraced the summer dawn. All was still before  

the palaces, their waters dead forevermore.  

 

Shade after shadow lingered on the woodland road.  

I woke quick, live, warm clouds of breath as on I strode. 

 

Gemstones eyed my passing. Wings arose without sound. 

My first adventure happened on a path I found 

 

already littered with pale glints, wherein a flower 

spoke her name to me. I blinked. It was no known hour. 

 

I laughed to see the Wasserfall dishevelling itself 

in shocks among the pines; climbing shelf by rocky shelf, 

 

I recognised the goddess at the silvered peak. 

Voilà! Veil after veil I lifted from her, not to speak 

 

of how my arms were fluttering as I did so. 

I did it in the lane. And boldly did I go 

 

across the plain where I betrayed her to the cock. 

She fled to the city under the steeple clock, 

 

and beggar-like I tailed her on the marble quays. 

Far up the road, beneath a grove of laurel trees, 

 

I wound her in those recollected veils, and realized, 

just a little, of her massive shape and size. 

 

Then dawn and child, finding themselves in the wood, 

Sank deep down into it. On waking it was noon. 

 

Table 22: Analysis of ‘As I Roved Out’ via the PS 

The first thing to note about Carson’s translation of this poem, in PS investigation, is the 

significant change of title, from ‘Aube’ (Dawn) to the title of an Irish ballad,109 ‘As I 

 
107 Rimbaud, Illuminations, p. 179. 
108 Carson (trans.), ILO, p. 17. 
109 Throughout Carson’s oeuvre, Irish music, folk and traditional, is an important theme and inspiration, 

including metrical inspiration. He was Traditional Music Officer for the NI Arts Council. The Twelfth of 

Never is an example of one of his collections in which Irish music features highly. ‘The Twelfth of Never 

reads both literally and figuratively like a wonderfully irregular air. Literally, the book contains an 

impressive catalogue of musical allusions as poem after poem on page after page makes reference to jigs 

and reels and planxties and ballads; a number of the poems even borrow their titles from the Irish 

repertoire: “The Rising of the Moon”, “Wallop the Spot”, “The Wind That Shakes the Barley”, “Wrap the 

Green Flag Round Me”, “Let Erin Remember”’. Thomas O’Grady, review of Shelmalier (Medbh 

McGuckian), TAP, The Twelfth of Never (Ciaran Carson), Boston Review (Summer 1999) 

<www.bostonreview.net/archives/BR24.3/o’grady.html> [accessed 16 November 2020]. 
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Roved Out’. This choice immediately allows Carson to steer the poem in a secure 

direction of his own making, allowing himself creative control. Popovič stresses that 

such decisions are an authentic and valid processes in translation:  

it is not the translator’s only business to ‘identify’ himself with the original: that would merely 

result in a transparent translation. The translator also has the right to differ organically, to be 

independent, as long as that independence is pursued for the sake of the original, a technique 

applied in order to reproduce it as a living work.
110

 (my emphasis). 

Therefore, even though Carson’s translation might seem like quite a departure – even 

organically different – in terms of sufficiently conveying the ST, it is a valid choice 

according to Popovič’s theory (in order to produce an independent reproduction of a 

living work). The rhythm and music of the Irish ballad is present within the poem (there 

is footage of Carson singing the Irish ballad to explain why he used it),111 and the 

narrative element of the Irish ballad is also present in the original: ‘“Aube” serait un 

texte narrative’ (‘Aube’ would be [is] a narrative text’).112 Carson is finding careful 

ways to identify with the text while simultaneously exercising his own artistic 

independence, not by creating random links, but rather from his desire to produce 

something which chimes with Rimbaud’s oeuvre. In addition, having gone through the 

process of attempting to translate the ST prose with TT prose and saying that these 

versions fell flat, Carson found that the ballad form expressed in Alexandrine verse gave 

his TT new vigour.  

The significance of this steer extends beyond the title and the features of an Irish 

ballad, because Carson skilfully manages to superimpose the vocabulary, narrative and 

themes of this famous Irish folksong onto the French poem in a credible way; one which 

 
110 Popovič, ‘The Concept “Shift of Expression” in Translation Analysis’, p. 80. 
111 Carson, A Reading and Conversation with Ciaran Carson (at 31:32). 
112 André Guyaux, Poétique du Fragment: Essai sur les Illuminations de Rimbaud (Neuchâtel: Éditions de 

la Baconnière, 1985), p. 219. 
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is in keeping with the original dominant ST themes. One could argue that Carson is not 

so much seeking equivalences with Rimbaud’s ST here as creating them, however, 

curiously, the ‘As I Roved Out’ tale related in the Irish folksong is an almost exact (or 

at least sufficient) fit for ‘Aube’. ‘As I Roved Out’ relates the tale of a carefree young 

man enjoying the beauty of nature who suddenly encounters a lovely maiden, whom he 

quickly woos. Expecting a lifelong commitment, she gives him her virtue, however the 

‘false young man’113 later breaks the vow he made with her because he will marry 

another. This results in shame and anti-climax for both parties: the young man, because 

the woman was beautiful and he loved her; the woman, because she has been cast aside. 

In the case of Rimbaud’s ‘Aube’, the young man (the protagonist is a boy on the cusp of 

maturity) likewise enjoys the pleasures of a new dawn. He is initially hopeful and 

enthusiastic and on a ‘headlong quest’.114 In a clear example of why Carson has 

identified this poem as an aisling, the protagonist is sensually caught up in the beauty of 

nature, which becomes personified in the form of a ‘waterfall’ woman. An unveiling 

process, with the implicit meaning of an erotic encounter, occurs. The unfulfilling 

encounter described in ‘Aube’, is similar to one from another narrative poem in 

Illuminations, ‘Bottom’. The latter poem has been described as ‘a sexual fiasco in three 

acts’,115 after which the young protagonist is left feeling inadequate and with a strong 

sense of shame and anti-climax. A similar sense exists in ‘Aube’ which also closely 

links to the sentiment expressed in the Irish ballad: ‘instead of gold sure it’s brass I 

find’.116 

 
113 Lyric from ‘As I Roved Out’. See <genius.com/Cara-dillon-as-i-roved-out-lyrics> [accessed 27 

February 2021]. 
114 Nick Osmond (trans. and ed.), ‘Commentaries’ in Illuminations, by Rimbaud (London: The Athlone 

Press, 1976), pp. 87–183 (p. 121). 
115 Ibid. p. 153. 
116 This is the final line of the penultimate verse of Cara Dillon’s ‘As I Roved Out’. See 

<www.songlyrics.com/cara-dillon/as-i-roved-out-lyrics/> [accessed 2 Dec. 2020]. 
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A less widely known and further connection between ‘Aube’ and another 

familiar song is identified by Italian critic, Marchetti. He points out that the poem has 

clear links with a well-known French children’s song ‘Nous n’irons plus aux bois’117 

with which, as a young child, Rimbaud would almost certainly have been familiar. The 

theme of the song is the dangers of careless love and the line from Rimbaud’s poem 

‘près d’un bois de lauriers, je l’ai entourée avec ses voiles amassées’,118 which speaks of 

laurel branches, clearly links to the children’s song. The symbolism of the laurel119 is 

important because it provides the implication of illicit love (laurel branches were 

displayed over the doors of brothels as a sign).120 The song contains a sens caché 

(hidden meaning) and a dark warning (we will not go to the woods anymore). The sweet 

innocence of a children’s song with its joyful lyrics (‘voyez comme on danse, sautez, 

dansez, embrassez qui vous voudrez’),121 has a darker implied meaning, hidden in the 

‘round’.122 Rimbaud’s implication here is that ‘Aube’ may also be viewed as a 

cautionary tale. Carson may not have been aware of this particular musical link, 

however, at the very least, it certainly demonstrates his attentive ‘ear’ and good instincts 

for Rimbaud’s likely musical inspirations and for the musicality or musical potential of 

the ST. 

Even, at times, by supplying the same meaning, and in keeping with the spirit of 

the PS, Carson can find ways to create a subtly different, but still fitting, effect. An 

 
117 See Marchetti (trans.), Illuminations, Illuminazioni, p. 160. LT: ‘We will no longer go to the woods.’ 
118 Close translation by Peschel: ‘near a group of laurels, I surrounded her with her massed veils’. See 

Peschel (trans.), A Season in Hell, The Illuminations, p. 146. 
119 The song describes the banning of prostitution houses due to the rise in sexually transmitted disease. 

See ‘La face cachée des comptines’ <comptines-card.webself.net/la-face-cachee-des-comptines> 

[accessed 13 December 2020]. 
120 Anne-Gabrielle Roland-Gosselin, ‘Érotisme, torture, cannibalisme… La face cachée des comptines 

françaises’, 26 February 2018, Figaro <www.lefigaro.fr/langue-francaise/actu-des-

mots/2018/01/30/37002-20180130ARTFIG00006-erotisme-torture-cannibalisme-8230-la-face-cachee-

des-comptines-francaises.php> [accessed 12 February 2020]. 
121 LT: see how we dance, jump, dance, kiss who you like’. For further information on this song see Lisa 

Yannucci, ‘Nous n’irons plus aux bois’ (2021) <www.mamalisa.com/?t=es&p=3456> [accessed 15 

January 2021]. 
122 This is in the same way that ‘Ring a Ring o’ Roses’ is a children’s game but contains a stark warning 

about the plague. 
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interesting technique which he sometimes employs is to swap Rimbaud’s negative 

phrase for a positive one (or the reverse) in order to give the same meaning, with all 

information included. In this way, there is an exact trade of information, but it is 

expressed in another way. The following examples are selected from ‘Aube’: 

ST: ‘rien ne bougeait’ (nothing moved), Carson’s TT: ‘all was still’  

ST: ‘ne quittaient pas’ (did not leave), Carson’s TT: ‘lingered’  

By the marked use of this technique in these examples, Carson removes the anxiety of 

the negative to give an equal, but calmer, positive meaning. The result of this is to 

reflect the initial sense that all is well in the poem, together with a sense of fulfilment 

(all), and a sense of security (lingered). This ‘still’, less disrupted diction provides a 

background against which the poem’s later imagery can stand out more clearly and 

avoids ambiguity when there is no need for it. In these two examples, one notes that 

Carson is a poet in control of sufficient information supply; he does not so much breach 

the maxims of the PS as manage them. The effect of this is to hold fire, to avoid 

overwhelming the senses. 

Elsewhere, Carson plays with language in another way. He adds information to 

strengthen an implicature of surprise or to add intensity to a description. His translation 

of ‘l’eau était morte’ (the water was dead) as ‘their waters dead forevermore’ provides 

an intensified meaning. Carson uses forevermore as a narrative device; it is a word 

which is found in the lexicon of fairy tales. Furthermore, by employing a grammatical 

shift – from ‘était morte’ (was dead) to ‘dead forevermore’ – Carson has found another 

way to communicate the imperfect tense in French (which denotes an ongoing situation 

in the past, and in this case is suggestive of a long-term ongoing action). This is an 

adept means of communicating a French grammatical point while achieving (near) 
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equivalence, observing the 12-syllable rhyming scheme (although Carson allows 

himself some flexibility in the syllable count) and maintaining the narrative theme. 

The position of the poem in Carson’s collection is also significant. Fittingly 

(since ‘aube’ means ‘dawn’), Carson places this poem first in ‘Act One’ of his version 

of the collection. Critic Peter Nurse points out that when Baudelaire arranged his poems 

for Fleurs du Mal, ‘the situation of each poem was carefully subordinated to an overall 

design’.123 Carson, too, has structured this Rimbaud collection carefully, designing it as 

a theatrical piece including an ‘Intro’, ‘Act One’, ‘Interlude’, ‘Act Two’ and ‘Coda’. 

Regarding Rimbaud’s original desired order for the Illuminations poems, there 

has been much debate and little agreement. Carson’s use of a theatrical device to frame 

and structure the work creates links with Rimbaud’s overall oeuvre and implies the 

unspoken understanding that Rimbaud’s poetry in Illuminations is theatrical. For 

example, French literary scholar Peter Broome has identified Rimbaud as a ‘metteur en 

scène’.124   

Theatrical effects are partly achieved by animism which has been identified as 

one of ‘Rimbaud’s most persistent themes’. In ‘Aube’, ‘nature is a woman to be 

embraced’,125 senses are heightened, and stones are animated: ‘les pierres se 

regardèrent’ (the stones looked at one another). Carson’s TT, ‘gemstones eyed’, 

provides a freshness in use of language and creates a theatrical, surreal effect, the ‘eye’ 

having a central place in surreal art.126 His switch from a noun to the verb ‘eyed’ is 

further emphasised by a completely original piece of information in blatant breach of 

the PS: ‘I blinked. It was no known hour.’ As with the earlier ‘eyrie’ example, this short 

 
123 Nurse, The Art of Criticism, p. 195. 
124 Broome, ‘From Vision to Catastrophe in Rimbaud’s Illuminations’, Forum for Modern Language 

Studies, XV: 4 (October 1979), 361–379 (p. 361). 
125 Osmond, ‘Commentaries’ in Illuminations, pp. 87–183 (p. 132). 
126 ‘Dalì and the Eye: The Instrument for Seeing Paranoia’ (23 December 2019) 

<www.thedaliuniverse.com/en/news-dali-and-the-eye-the-instrument-seeing-paranoia> [accessed 24 

November 2020].  
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addition adds layers of implicature. The action of blinking, expressed in a crisp two-

word sentence, ‘I blinked’, mimics the shutter movement of a camera. A camera shutter 

snaps down, and clicks open to re-view the image, to capture the moment, or ‘take’ it 

again. The ‘blink’ signals a barrier between illusion and reality – it contains the implied 

question: can this be real? It is therefore an action to test the reality of a situation or the 

action of waking up. The split is between illusion and reality, where the eyelid is the 

thin ‘veil’ between the two. This is the in-between zone, the place where measures of 

time are meaningless: ‘It was no known hour’. Carson has referred to this place of 

confusion in discussion of Illuminations, ‘these poems, I don’t know what they say or 

what they mean, especially, because they are in another world... strange world, wow’!127   

Rimbaud strikingly depicts the waterfall as a sensual, waking woman, 

dishevelled and free as she shakes out her hair (in the ST she is as a blond). She is 

linguistically marked out by the use of German in the ST. Carson’s retains the word 

‘Wasserfall’ and further marks it by capitalization. He does not play with ‘hair’ (water) 

colour to individualize her, as Rimbaud does, however his addition of the capital letter 

‘W’ suggests that he is naming her. Although the basic rule in German is that nouns are 

capitalized, Rimbaud’s ST does not follow this rule. Something more is at work in 

Carson’s translation. The capital ‘W’ provides a sense of deeper connection, a stronger 

link, or perhaps even a desire for ownership of this ‘woman’ who cannot be owned. The 

encounter is an imagined one, the woman is (un) real, but no less sensual for that. The 

lines which follow in Rimbaud’s version are highly suggestive of an intimate encounter, 

as Osmond explains: ‘nature is a woman to be embraced: this is no abstract figure of 

speech, but a felt physical reality’.128 However, this is to be an awkward erotic 

 
127 Carson, A Reading and Conversation with Ciaran Carson (at 30:34). 
128 Osmond, ‘Commentaries’ in Illuminations, pp. 87–183 (p. 132). 
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encounter where the inexperienced protagonist is quite literally out of his depth, and 

Carson’s lexical choices (‘beggar-like’, ‘tailed’) reflect the youth’s sense of shame.  

In his description of the unveiling of the ‘woman’, Carson’s breach of the PS, by 

repeatedly reinforcing a point (see below) does not so much provide extra information, 

as triply underscore information that is already there:  

Rimbaud’s ST: ‘Alors je levai un à un les voiles’  

(Peschel’s close translation: ‘then, one by one, I lifted her veils’),  

Carson’s TT: ‘Voilà! Veil after veil I lifted from her’.  

In Carson’s version, literal and figurative gauzy (voile?)129 layers are taken off. A veil is 

semi-translucent and therefore a good metaphor for implied meaning where the some 

suggests the all. Carson’s triple emphasis is resourceful and is achieved firstly, in an 

obvious way, by doubling the word ‘veil’, and then resourcefully, by using an emphatic 

and soundalike French exclamation ‘voilà!’ (there!) which equates to ‘voile – ah!’ 

When the veils are mentioned a fourth time Carson exploits cross-linguistic possibilities 

and refers to them as, ‘her recollected veils’ (from Rimbaud’s ST: ‘les voiles amasses’, 

meaning ‘gathered/massed veils’). This is a clever and gently humorous pun, the veils 

are gathered again, ‘re-collected’, but they are also remembered, ‘recollected’. Yet how, 

after Carson’s memorable version, could they be forgotten? 

Cross-linguistic differences providing additional implied meaning are not 

limited to the English language. The French language too provides Carson with possible 

implicatures which are not transferrable into English in the same way. In a darker 

theme, one such example is explored by Rimbaldian scholar Guyaux, who posits that in 

‘Aube’, Rimbaud is hinting at a capture and implying a sexual encounter by force, in 

other words, a rape. In his discussion on ‘le thème de la capture, du viol, dans “l’Aube”’ 

 
129 ‘Voile’ is the French word for veil. In English the word ‘voile’ is used to mean a type of semi-

translucent gauzy fabric.  
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(the theme of capture and rape in ‘Aube’), he stresses the strong ‘presence 

anagrammatique’130 (anagrammatic link) which exists between voiler, ‘to veil’ and 

violer, ‘to rape’, arguing ‘de voiler à violer, il n’y a qu’un pas, qui rejoint toute une 

interprétation du texte’. (LT: ‘from veil to rape, there is just one step, which is the final 

piece in a full interpretation of the text’).131 Carson’s version may not imply rape; 

however, it certainly communicates the betrayal and shame inherent in the ST poem. 

Both Rimbaud and Carson leave the reader doubting their grip on reality and wondering 

if the whole experience might have been a surreal dream. Carson’s blunt ending (‘on 

waking it was noon’) is an exact reflection of Rimbaud’s ST, intimating disappointment 

in the dividing light of reality. 

An examination of ‘As I Roved Out’ via the PS reveals that Carson’s version of 

‘Aube’ is more than ‘sufficient’. In the above two examples, Carson’s TT highlights the 

give (additions) and take (subtractions) that are necessarily part of the translation 

process. As per the list of Carson’s methods relevant to the PS described in Section 4.2, 

he has established equivalences and from within his own Irish culture and nineteenth-

century French culture, and he has also established musical parallels between SC and 

TC. He has exploited cross-linguistic phrases to the advantage of the TT and used 

marked expressions in various ways as a form of emphasis or overstatement. The 

following Section 4.4 will examine, via the PS, how Carson conveys implicature from a 

descriptive Rimbaldian poem. 

 
130 Guyaux, Poétique du Fragment, p. 166. 
131 Ibid. p.167. 



202 

 

 

4.4 Using the PS to examine how Carson conveys implied meaning from a ST 

descriptive poem: ‘Les Ponts’ 

In his translation of Rimbaud’s descriptive poems (for example, his city poems), 

Carson’s breaches of the PS, using the translation techniques 1–7 listed at the end of 

Section 4.2, tend to be more subtle, perhaps providing more of a configuration than a 

transfiguration. This is unsurprising given the nature of the poems. ‘Aube’ is a narrative 

poem, whereas, according to Guyaux, ‘“Les Ponts” est un texte descriptif’ (‘Bridges’ is 

a descriptive poem).132 As can be seen from the descriptive city poems in Illuminations 

(for example: ‘Ouvriers’, ‘les Ponts’, ‘Ville’, ‘Villes 1’, ‘Villes 2’ and ‘Métropolitain’), 

Rimbaud shared Carson’s fascination with the city. 

The modern city was an important concept for Carson to explore and this theme 

is prevalent in his work. He is truly a city poet. Writer John Goodby presents him in the 

role of one ‘who walks the city’s [Belfast’s] streets’.133 In Belfast Confetti, 

demonstrating his philosophical interest in the notion of a city as a concept, Carson has 

quoted from Kevin Lynch’s book The Image of the City. Lynch discusses the interaction 

which takes place between city dwellers and their surroundings. Lynch identifies 

aspects of the city that clearly interested Carson: the ‘visual quality’ of the city, the 

‘mental image of the city’ and crucially the ‘“legibility” of the cityscape’.134  

It follows, then, that Carson gives ‘Les Ponts’ a prominent position in his ILO 

collection, placing it as the first poem in Act Two. His TT title of ‘Invisible Cities’, too, 

is highly significant. He does not opt for the precise ‘Bridges’, selected by almost all 

other translators, but rather widens the TT poem’s vista with the title ‘Invisible Cities’. 

 
132 Guyaux, Poétique du Fragment, p. 219. 
133 John Goodby, ‘“Walking in the city”: Space, Narrative and Surveillance in The Irish for No and Belfast 

Confetti’, in Kennedy-Andrews (ed.), Ciaran Carson: Critical Essays, pp. 66–86 (p. 66). 
134 Kevin Lynch, The Image of the City (Massachusetts: The MIT Press, 1960), p. 2. 
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This is a clear allusion to Italo Calvino’s novel of the same name, where he discusses 

the many possible faces of a city.135 Calvino’s city in question is Venice, but Venice 

might represent any city. The broader implication provided by this diffuse title is 

perhaps to establish an early dichotomy between illusion and reality. This is an early 

hint of a dreamlike, magical element and broader scope in Carson’s version. Popovič 

argues:  

the demand to be faithful in translation is a starting point. Its observation, or at least the effort to 

observe it, is the basis upon which stylistic requirements can assert themselves. Thus, shifts do not 

occur because the translator wishes to ‘change’ a work, but because he strives to reproduce it as 

faithfully as possible and to grasp it in its totality, as an organic whole.
136

  

Carson unarguably flouts the PS with this title, adding extra information to the title, and, 

based on the title alone, the TTR has no idea that this poem is about bridges; however, 

his title is in keeping with the overarching theme of the poem (and even an overall 

theme in Carson’s own oeuvre which is the ‘legibility of the cityscape’). 

In the original ST, Rimbaud describes the dizzying design of a London 

cityscape,137 however, as with Calvino’s novel, he could be describing any city. Unlike 

the free, extravagant translations of Rimbaud’s narrative poems, Carson’s version of 

‘Les Ponts’ provides a structured, accurate and surprisingly close translation, which is 

particularly noteworthy given that Carson is translating from prose into the strictures of 

Alexandrine verse. A side benefit of the choice of Alexandrine verse translation is not 

only its foreignizing style but also that it creates its own visually arresting architecture 

 
135 The Italian word for city is città, an invariable word, which does not change in the plural, further 

underscoring that one city can mean many (or any) cities. Although the definite article or an adjective will 

show if the città is singular or plural, this remains a noteworthy nuance. 
136 Popovič, ‘The Concept “Shift of Expression” in Translation Analysis’, pp. 78–87 (p. 80). 
137 Rimbaud spent extended stays in London with Verlaine in 1872 and 1873, and this city inspired his 

city poems. 
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on the page. Creating his own linear structure and architecture via the Alexandrine 

echoes the visual geometry outlined by Rimbaud: 

 

Rimbaud  

 

Carson 

Des ciels gris de cristal. Un bizarre 

dessin de ponts, ceux-ci droits, ceux-

là bombés, d’autres descendant en 

oubliquant en angles sur les 

premiers,  

 

Skies a crystal grey. Bizarre design of bridges, some straight, / 

some humpbacked, others looping down oblique and angulate, 

// 

Table 23: Analysis of ‘Invisible Cities’ via the PS, example 1 

The above example is selected to examine the effects of minor subtractions in Carson’s 

TT. Constrained to some degree by the strictures of the Alexandrine verse, in this poem, 

he skilfully, and economically, manages to bring almost all of Rimbaud’s original 

meaning to the fore, but there are small and significant omissions. For example, in 

describing objects near at hand and further away the French language has an elegant 

solution: ceux-ci and ceux-là. These are economical expressions to communicate the 

idea of ‘these ones here’ / ‘those ones there’. In Old English the words ‘yon’ or ‘thon’ 

are used. These words are still used in Ulster-Scots dialect and denote the idea of ‘a 

further degree of distance (real or figurative) than that or those’.138 However, usage of 

either of these words might perhaps lend a new and unrelated implicature of a certain 

place, or a person who might use ‘yon’ or ‘thon’. Other languages also have uncluttered 

expressions to denote the approximate position of objects in a certain place. In Japanese, 

for example, careful distinctions about placement and perspective are drawn by using 

the words kore (これ) meaning ‘this’, to refer to objects that are close to the speaker, 

sore (それ), meaning ‘that’ to refer to objects that are close to the person you are 

talking to, or are (あれ), meaning ‘that over there’, to refer to objects that are far away 

 
138 C. I. Macafee (ed.), A Concise Ulster Dictionary, p. 399. 
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from both you and the speaker.139 In this poem, Rimbaud uses the expressions ceux-ci 

and ceux- là in a judged way, to imply a sense of depth and (his) perspective. Carson’s 

version from this excerpt (‘some… some’) breaches the PS, giving paucity of nuance by 

the omission of perspective and specification. A closer version in the English might 

have been to use the words ‘these’ and ‘those’,140 as Peschel, in her version, supplies. 

Yet, as demonstrated before in other examples of de-emphasis, Carson’s blander and 

less specific demonstrative pronoun, ‘some’, has the effect of avoiding distractions and 

also of foregrounding the actual adjectives used to describe the shapes of the bridges.  

In a second instance of breaching the PS by omitting information, Carson cuts 

Rimbaud’s’ specific phrase ‘sur les premiers’ from ‘d’autres descendant en oubliquant 

en angles sur les premiers’ (Peschel’s close translation: ‘others descending obliquely at 

angles to the first’). In this example, Peschel’s version supplies all the information 

from the ST and lends a vertiginous perspective. Carson curtails it to ‘others looping 

down oblique and angulate’. Some of the ST’s implied sense of ascending, descending 

and changing direction, however, is salvaged by Carson’s use of the verb ‘looping’ 

which arguably implies going back down. 

Carson has used the verb ‘interpolate’141 to describe one of his translation 

techniques. Interpolation is a mathematical term which describes a process of reckoning 

between anchor points, which is so necessary in translation. In translation, among losses 

and gains, Carson is in a constant decision-making process of gauging what is possible, 

deciding when to hold back and when to accentuate a phrase. The following example 

examines how he translates a striking detail which Rimbaud includes in ‘Les Ponts’: 

 

 
139 See ‘kore, sore, are, dore’ <wp.stolaf.edu/japanese/grammar-index/genki-i-ii-grammar-index/kore-

sore-are-dore-genki-i-chapter-2/> [accessed 28 November 2020]. 
140 Peschel (trans.), A Season in Hell, The Illuminations, p. 133. 
141 Carson (trans.), ILO, p. 13. 
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Rimbaud 

 

Carson 

On distingue une veste rouge, peut- être 

d’autres costumes et des instruments de 

musique. 

 

[…]. You can make out a red coat, / 

perhaps other costumes; musical instruments you may 

note. // 

Table 24: Analysis of ‘Invisible Cities’ via the PS, example 2 

In the first mini-shock in this poem (‘on distingue une veste rouge’ you can make out a 

red jacket), Rimbaud provides a focal point of colour which stands out against a canvas 

of muted greys, whites and fading lights. As critic Osmond notes, ‘Rimbaud has an 

Impressionist’s eye for colour, describing what the eye sees rather than what is 

conceptually known’.142 Carson too is very much interested in art.143 With an artist’s 

eye for special effect, the detail of the jacket stands out like an Impressionist’s daub of 

red paint on a canvas.144 The red jacket, like Turner’s buoy, creates a dramatic, visual 

implicature: a reader is startled, their eye drawn to this eye-catching blob of colour. 

While this example could be fruitfully examined via the PM, it is also helpful to regard 

it via the lens of the PS, to examine effects of sufficiency in terms of information 

transfer. The present tense verbs give a sense of an unreeling of action in real time – 

Carson has said that the poems ‘move in a very cinematic way’145 – and an almost 

journalistic real-time sense of observation and reporting. In the same way that 

Levinson’s marked expressions create lexical bumps to give rise to implicature, the red 

jacket provides optical interest.  

 
142 Osmond, ‘Commentaries’ in Illuminations, pp. 87–183 (p. 122).  
143 Myriad examples of Carson’s interest in art are present throughout his oeuvre. In his final collection 

Still Life, each poem is inspired by a painting. 
144 A small daub of the colour red can create a significant artistic effect. For example, competing with his 

rival John Constable’s ‘scarlet-flecked Thames scene’, JMW Turner daubed a red coloured buoy in the 

middle of his choppy sea-scape. This tiny red daub of paint created an artistic sensation but also led 

Constable to furiously declare ‘He’s been here and fired a gun’. See ‘“He has been here and fired a gun”: 

Turner, Constable and the Royal Academy’, <https://www.royalacademy.org.uk/exhibition/turner-

constable-and-the-royal-academy> [accessed 15 November 2021]. 
145 J. P. O’Malley, ‘Ciaran Carson on translating Rimbaud’.  
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‘On distingue une veste rouge’ is carefully and accurately translated by Peschel 

as ‘one detects a red jacket’, the ‘one’146 lending a more detached air. Carson’s more 

involved and subtly nuanced ‘You can make out a red coat’ draws the reader (you), 

directly into the scene (like a skilful metteur en scène). He also labels the garment in a 

non-specific way using ‘coat’ rather than ‘jacket’. Perhaps Carson used the words ‘red 

coat’ as a reminder of the ‘Redcoats’, a term referring to the red uniform of the British 

Army (dating back to the seventeenth century). However, this ‘insufficient’ information 

creates an implicature from another angle. The word ‘coat’ implies that the observer 

cannot make out the exact type of garment, perhaps due to fading light (the bridges are 

illuminated suggesting that it is evening time) or from a distance. The cumulative effect 

of these subtle nuances gives rise to a more interactive reading of the text in Carson’s 

translation. 

The above shows that using a single small image as an information delivery 

system can be introduced to shattering effect. Another metteur en scène,147 Stephen 

Spielberg used the same technique in his 1993 film Schindler’s List, to iconic effect. In 

this black and white film Spielberg introduced the memorable scene of a nameless little 

girl in a red coat148 playing and wandering along beside a mass of Jews being marched 

out of Kraków Ghetto during WW2. In a dramatic visual implicature the child became a 

powerful symbol to effectively represent the atrocities of the Holocaust. Spielberg 

explained: ‘it was a large bloodstain, primary red colour on everyone’s radar, but no one 

did anything about it. And that’s why I wanted to bring the colour red in.’149 

 
146 ‘On’ meaning ‘one’ is used ubiquitously in French. In English, ‘one’ lends a more formal air. 
147 Depending on context, metteur en scène can mean either ‘film director’ or ‘theatre producer’. 
148 This little girl in the red coat was based on a real child from the time and place as described in the film. 

The child’s name was Genia. She was associated with wearing red (a red coat or hat, stories differ). See 

Shane O’Neill, ‘Schindler’s List: The Little Girl with the Red Coat - The True Story’ (10 November 

2020) <www.looper.com/276703/what-you-dont-know-about-schindlers-list-red-coat-girl/> [accessed 25 

January]. 
149 Steven Spielberg in ‘What is the meaning of the girl in the Red Coat in Schindler’s List?’ (March 6, 

2013) <furtherglory.wordpress.com/2013/03/06/what-is-the-meaning-of-the-girl-in-the-red-coat-in-

schindlers-list/> [accessed 18 January 2020]. 
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Obviously, Rimbaud’s descriptive poem is not dealing with such distressing 

themes, however, ‘une veste rouge’ is a dramatic and notable piece of information in the 

text, nonetheless. Rimbaud understands its power and symbolism. A deliberate decision 

to bring in daubs of red is also included elsewhere in Rimbaud’s oeuvre. It is used in 

‘Le Dormeur du Val’150 to shockingly describe bullet holes in the body of a young 

soldier. Carson’s translation of the lines (quoted below) beckons the reader, 

encouraging them to face facts, even dirty, disturbing facts:  

ST: ‘Il dort dans le soleil, la main sur la poitrine 

Tranquille. Il a deux trous rouges au côté droit.’ 

Carson’s TT: ‘Asleep, left hand on his heart. He’s found peace at last. 

Come closer: there, in his right side, are two red holes.’ 

Unlike Rimbaud’s ST which is purely observational, Carson’s tone throughout his TT is 

teacherly. Such expressions as ‘a few of the said bridges’ and ‘you may note’ lend an 

explanatory air, perhaps, in terms of the second PS maxim (adding information), even 

overly so. This, however, has the effect of guiding us and grounding us amid the 

(un)reality. His objective tone is considered, however, and sometimes used to double 

effect. In ‘you may note’, for example, there is additional information, a double play on 

note (meaning, a musical note and you may notice). 

Rimbaud carefully arranges ‘Les Ponts’, allowing the poem’s effects to develop. 

He draws the STR in and shocks them a little, then, in an existential (and perhaps 

immature) fit of pique, he introduces a second shock at the end: the obliteration of the 

whole scene: 

 

 
150 Rimbaud, ‘Le Dormeur du Val’, Poésies, Une Saison en Enfer, Illuminations, p. 53.  



209 

 

 

Rimbaud 

 

Carson 

‘Un rayon blanc, tombant du haut du ciel, 

anéantit cette comédie. 

 

[…]. A white ray 

Falling from the outer sky annihilates this comedy. 

Table 25: Analysis of ‘Invisible Cities’ via the PS, example 3 

In a fair trade of information, Carson adheres closely to the PS maxims. His 

‘annihilates’ sounds like, and is rhythmically a close match for, ‘anéantit’; likewise, his 

‘this comedy’ for ‘cette comédie’. In this final line of ‘Invisible Cities’, Carson’s TT 

communicates the implicit betrayal of the reader. The reader has been betrayed (well 

and truly), it has all been a trick of the imagination. Ashbery’s translation of ‘cette 

comédie’ as ‘this bit of theatricality’ may be more forgiving, if overblown, however 

Peschel’s Americanized ‘this dumbshow’ perhaps best anticipates reader resentment. 

An examination of excerpts of ‘Invisible Cities’ via the PS has demonstrated 

Carson’s use of interpolation, a process of gauging the measure of words, to provide, at 

times de-emphasis, and, at others, carefully judged emphasis. Investigation using the PS 

has highlighted how Carson’s TT has described perspective and colour in the view of a 

city. This section has also examined how Carson has used, on the one hand, literary 

approaches such as understatement and, on the other, marked expressions to provide 

visual implicature and carefully judged drama. The following Section 4.5 will 

investigate the utility of an examination of Carson’s translation of Rimbaldian titles via 

the PS. 
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4.5 Using the PS to examine how Carson translates Rimbaldian titles 

Section 2.0 discussed the importance of posing the questions ‘why’ and ‘how’ in 

literary analysis. Examining ‘why’ implicature is used in a particular example of a title 

and ‘how’ it achieves a certain effect are fundamental concerns in this section.151  

Applying these questions via the PS provides insight in terms of Carson’s title 

choices.152 The current section will explore why an individual title has been chosen, for 

example, and how might its translation encapsulate the gestalt of a poem? Earlier it was 

noted that Carson translated ‘Mystique’ as ‘Seer’, a telling translation, which speaks to 

the inextricable links between these two aspects of Rimbaud’s persona. On occasion, 

Carson chooses a precise LT into English of a title,153 providing sufficient and 

equivalent information transfer, for example, ‘Villes’ / ‘Cities’ and ‘Vies’ / ‘Lives’, ‘Le 

Dormeur du val’ / ‘The Sleeper in the Valley’. At other times, where Rimbaud’s 

original title is in English, Carson will translate it back into French: ‘Fairy’ / ‘Fée’, 

‘Being beauteous’ / ‘Être Belle’, applying an equivalent foreignizing technique as that 

of Rimbaud’s ST. Some titles are translated with approximate plays on soundalike 

words that are linked to the theme of the poem, removing exact information transfer, but 

suggesting new or additional meaning, ‘Phrases’ / ‘Phases of the Moon’ or ‘Antique’ / 

‘Antic’. Other titles appear to be very free translations with additional, and sometimes 

far-reaching, cultural references such as, ‘Jeunesse’ / ‘Twenty Years A-Growing’154 

 
151 Appendix J provides background information on probable motivations for Carson’s title choices for all 

the poems in ILO and all the Rimbaud poems in TAP. 
152 Since Carson and Rimbaud alternate between English and French in their titles, Carson’s titles are 

included here in bold to avoid confusion. 
153 The titles are selected from Les Cahiers de Douai and Illuminations. 
154 This is a literary allusion to the title of Muiris Ó Súilleabháin’s 1933 book written in Irish, Fiche Blian 

ag Fás, and published in English as Twenty Years a-Growing (London: Chatto and Winduss 1933), which 

tells the story of his ‘jeunesse’ on An Blascaod Mór (the Great Blasket Island).  
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and, interestingly, ‘Enfance’ and ‘Ma Bohème’, which are both translated as ‘On the 

Road’.155 

An in-depth examination of the latter type of free translation demonstrates the 

power of a title. For example, Carson’s translation of ‘Ornières’ (Ruts) as ‘What Goes 

Round’ reveals itself to be particularly intriguing and fruitful. Obviously, Carson is in 

clear violation of the PS here, doubly so. This is firstly because his title does not contain 

a translation of ornières and therefore the information supplied is incomplete, and 

secondly because ‘What Goes Round’ provides additional information.  

Ornières is an acoustically pleasing title, unlike its translation ‘ruts’, which 

sounds blunt and inelegant. A comparison of how other translators translate this title is 

noteworthy: Fowlie, Peschel, Ashbery and Varèse all opt for ‘Ruts’. Yet, interestingly, 

the Italian translator Marchetti translates it in his own way to provide a more euphonic 

version: ‘Carreggiate’ (LT: ‘carriageway’).156 Carson’s title ‘What Goes Round’ also 

demonstrates euphonic awareness and gives a sense of circular movement and trajectory 

to the poem. This title selection chimes with Lynch’s philosophical description of a path 

(‘the apparent “kinaesthetic” quality of a path, a sense of motion along it: turning, 

rising, falling’),157 the word ‘ruts’ calls to mind roadways, with the worn-down grooves 

of carriage wheels, especially given that Rimbaud was writing in the late nineteenth 

century. 

Carson’s title, moreover, carries several further implications. The first one is an 

obvious signalling of the proverb ‘what goes around comes around’, meaning if 

someone treats another badly, they will eventually be treated badly in turn. In other 

words: karma. Secondly, circular motion on different planes is implied and reinforced 

 
155 Jack Kerouac’s influence is obvious here (this is the title of his defining 1957 Beat novel On the 

Road). 
156 This sounds like ‘ca-ray-ja-tay’, with the stress falling on the penultimate syllable. Marchetti does not 

opt for the equivalent Italian word for ‘ruts’, solchi, which sounds like ‘sol-key’. 
157 Lynch, The Image of the City, p. 96. 
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by ‘round’, both vertically (by the upright wheels) and horizontally (by the delightful, 

albeit deconstructed, merry-go-round with gilded horses). This poem goes around, in a 

physical and a figurative sense. Finally, via this title, Carson communicates the circle of 

life from birth to death.  

Yet, despite these various connections with Rimbaud’s overall meaning, the 

literal meaning of the title ‘Ornières’ cannot be ignored, so it is important to note how 

Carson finds ways of reinforcing that in the poem:  

 

Rimbaud: ‘Ornières’ 

 

Carson: ‘What Goes Round’  

A droite l’aube d’été éveille les 

feuilles et les vapeurs et les bruits 

de ce coin du parc, et les talus de 

gauche tiennent dans leur ombre 

violette les mille rapides ornières 

de la route humide. 

 

To the right, the summer dawn awakens the leaves, / 

the mists, the noises of the park, and pales the palings’ sheaves. // 

 

And the slopes to the left hold in their violet shadows/ 

the thousand quickening ruts of the dewy road. // 

Table 26: Analysis of ‘What Goes Round’ via the PS 

Notably, Carson does not avoid a LT of ornières on the second time he encounters it: 

‘the thousand quickening ruts’; however, he has already obliquely reinforced the idea 

by an intriguing and original addition in line 2 where, in a direct flout of the PS, he uses 

the phrase ‘pales the palings’ sheaves’. This is relevant to an examination via the PS for 

several reasons: 

1. It is the addition of a completely original phrase: ‘pales the palings sheaves’ 

2. It provides tautology and acoustic word play: pales the palings 

3. It incorporates the double meaning of sheaves (which can mean ‘sheaves’ 

suggesting sheaves of wheat, or, less obviously, it can mean ‘sheave’ which is a 

kind of pulley).158 

 
158 The definition of sheave, described above is found here: <www.merriamwebster.com/dictionary/ 

sheave> [accessed 30 November 2020]. 
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The third point demonstrates how Carson reinforces meaning via the ST title. By the 

word ‘sheaves’ he manages to convey the sense of generosity inherent in the poem, the 

early sense of joy, wonder and optimism – ‘sheaves’ suggests multiplicity and 

plenitude. At the same time, it calls to mind a deeply grooved pulley, where the rope or 

cable can only follow the path of the indentation. In this case, ‘what goes round’ is the 

sheave. The preordained sense that the rope or belt can only work by remaining in the 

groove of the sheave also intimates a sense of destiny, or at least a track to follow. 

Carson, very much the bricoleur, draws his inspiration from a wide variety of sources 

and subjects, the visual image suggesting the abstract idea. 

Lynch has made the following philosophical observation: ‘the paths, the network 

of habitual or potential lines of movement through the urban complex, are the most 

potent means by which the whole can be ordered’.159 Similarly, through his title choice, 

‘What Goes Round’, Carson, in his translation, orders a poem along the ineluctable 

journey of a lifespan, from birth (‘summer dawn’) to death (the ‘black plumes’ on ‘blue 

and black mares’), encompassing the whole of the poem. 

This final section on the PS, an examination of Carson’s translation of ST titles, 

has highlighted that he has successfully translated Rimbaud’s titles using a variety of 

techniques. These sometimes include employing acoustic word play and musical 

parallels via correlation of syllable counts and sounds of words, identifying and 

establishing thematic equivalences from Irish culture and others, and exploiting cross-

linguistic phrases to add layers of meaning. The following Sections 4.6–4.9, will now 

turn to a new focus, an examination of Carson’s translation methods via the PM. 

 

 
159 Lynch, The Image of the City, p. 96. 
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4.6 Principle of Manner160 

• The TT is representative of the source text culture (STC) 

• The source text translator (STT) demonstrates an awareness of cross-

linguistic differences  

• To mark or highlight a section of translation, exotic or surprising lexical 

choices including slang, vernacular expressions, multi-linguistic and 

culturally specific vocabulary may be used161  

• ‘Marked’162 expressions are used specifically to create a distinctive meaning 

for the target text reader (TTR) 

In making translation decisions, the translator acts as negotiator, striking a balance 

between their perceptions of what the source text is ‘saying’ and what the target text 

wishes to and can ‘say’. This involves a form of doublethink,163 however, a translator 

who is respectful of the ST must also consider their task as an ethical one. Ethics cannot 

be ignored in matters of translation, and, according to translation theorist Antoine 

Berman,164 ‘the properly ethical aim of the translating act is receiving the foreign as 

foreign’.165 Therefore, on the one hand, as Margaret Sayers Peden166 suggests, the 

translator ‘must listen to the “voice” of the ST’,167 and on the other, as Gregory 

Rabassa168 says, the translator should ‘consider that their work is intuitive, and that they 

must listen to their “ear”’.169 Listening to their ‘ear’ includes an attentiveness to the 

 
160 This is derived from Grice’s maxim of Manner, see Section 2.7 (PM). 
161 This concept owes much to Venuti’s identification of foreignization in translation and also to Carson’s 

inventive use of language. 
162 Levinson invented the term ‘marked expression/message’ which forms part of his pragmatic M[anner]-

principle. 
163 This Orwellian term is taken from George Orwell’s (1949) novel Nineteen Eighty-Four. 
164 Berman’s major theoretical work precedes and influences Venuti. 
165 Jeremy Munday, Introducing Translation Studies, p. 147. 
166 Margaret Sayers Peden (1927–2020), American literary translator. 
167 Jeremy Munday, Introducing Translation Studies, p. 149. 
168 Gregory Rabassa (1922–2016), American literary translator. 
169 Munday, Introducing Translation Studies, p. 149. 
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music of the TT, an awareness of its rhythms and genre. Waddell’s instinct for 

translating ‘poetry for poetry’ is an elementary (but elusive) form of equivalence. This 

basic consideration is important, however: even while employing creative devices 

required to form poetry, Carson must translate Rimbaud’s poetry for a recognisable and 

culturally sensitive version of it. 

Claudel, who was both emotionally and intellectually affected by ‘the voice’ of 

Rimbaud’s poetry which he described as life-changing,170 has used two verbs to 

highlight its main features. These are key considerations for any Rimbaldian translator: 

1. révéler (to reveal) 

2. se réveiller (to wake us up)171 

If Rimbaud’s poetry ‘reveals’ and ‘wakes us up’, Carson’s version (or any other) should 

do likewise. Irish poet Paul Muldoon emphasises that, in fact, all poetry should, in some 

way, jolt us out of the mundane: ‘the point of poetry is to be acutely discomforting, to 

prod and provoke, to poke us in the eye, to punch us in the nose, to knock us off our 

feet, to take our breath away’.172 This section, via the PM, will examine the various 

methods by which Carson delivers implicature in such a way.  

To achieve some of the latter desired effects, Carson employs the dynamic and 

vigorous strategy of foreignization frequently throughout his Rimbaud translations. A 

clear (and radical) example of this is his use of the Alexandrine verse form in the 

translation of Rimbaud’s prose poems, thereby demonstrating his regard and respect for 

French literary traditions. This action pays tribute to a longstanding literary convention 

in French literature where Alexandrine verse is venerated. Carson is aware of the 

 
170 Jean-Michel Djian, Épisode 5: ‘Rimbaud, le Mystique’ (Paul Claudel speaking at 9:11) 

<www.franceculture.fr/emissions/rimbaud-en-mille-morceaux-multidiffusion/5e-volet-rimbaud-le-

mystique> [accessed 14 December 2020].  
171 Ibid. (at 9:37). 
172 Muldoon, as quoted by James Fenton in ‘A poke in the eye with a poem’, Guardian, 21 October 2006 

<www.theguardian.com/books/2006/oct/21/featuresreviews.guardianreview6> [accessed 21 February 

2021]. 
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hallowed nature of this verse form and describes his own method as ‘Rimbaud crossed 

with Racine’.173 But how or why is this method appropriate or effective? 

The strictures of this foreignizing strategy via the SC verse form can force or 

allow creative solutions, end words must rhyme appropriately and the twelve-syllable 

per line count can force dynamic lexical choices and unusual diction. By employing 

such unique techniques, Carson is visible as a translator, with his ‘signature’ clearly 

marked on the TT. Occasionally, Carson, keeping himself in plain sight, even 

introduces highly specific, personal details in a playful manner. An example of this is 

the direct reference to his ‘commission’ to translate a selection of poems from the 

Illuminations for the Maynooth exhibition. In an ‘in joke’ between himself and Graham, 

Carson translates a line from Rimbaud’s ST, ‘Vies’, as follows: ‘I really do come / from 

beyond the tomb. Commissions? That I’ve done.’174 This apposite, autobiographical 

detail has the effect of linking the ‘vies’ (lives) of the Irish and the French poet. 

As described by the PM, ‘exotic or surprising lexical choices including slang, 

vernacular expressions, multi-linguistic and culturally specific vocabulary’ are 

characteristics of implicature delivery via a foreignizing approach. One or more of these 

techniques can provide, as Alexander points out, ‘a sidelong, metaphorical relation to 

the original’.175 Idiosyncratically, Carson combines these techniques with local Irish 

slang and vernacular. This, however, prompts the question: if Carson is clearly using 

Irish slang, Ulster Scots phrases and clear references to the history of his own country 

and home city (Belfast), how can it then be claimed that he is foreignizing his 

 
173 Carson (trans.), ILO, p. 12. Seventeenth-century dramatist Racine is synonymous with the Alexandrine 

in French literature. 
174 ST: ‘Je suis réellement d’outre tombe, et pas de commissions’. Ashbery’s translation for comparison: 

‘I’m really beyond the grave, and no more assignments, please’. Ashbery (trans.), Illuminations, p. 49. 
175 Alexander, ‘Babel-babble: Language and Translation’, in Ciaran Carson: Space, Place, Writing, p. 

201. 
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translations? Alexander draws exactly such a distinction and provides a clear 

explanation to this question: 

in a sense, then, foreignizing translations are as much about exploring the alien within as 

respecting the difference of the foreign text, displacing the hegemony of standard usages and 

forms by highlighting the heterogeneity of discourses, registers, and idioms available to the target 

language.176 

Therefore, as Alexander argues, respecting French literary tradition via (the 

Alexandrine), use of French vocabulary and multi-lingual diction, musical links 

(ballads), creative links to Ireland, Belfast and even his own life (as per the amusing 

aside to Graham), allow for a heterogeneous TT. Such strategies give rise to a work 

which is ethical (respectful of SC and TC) and foreignized (heterogeneous and multi-

cultural), and one which broadens its scope to create a more inclusive and universal 

appeal. In this way, the TT may reflect both respect for self and respect for the other.  

None of the above is straightforward, however. Changes to modes of expression 

from the ST, use of one’s own vernacular language and emphasising (or reducing) the 

import of ST expressions can be a vexed matter. Discussions centred around the 

untangling of such matters has created heated debates and strong feelings to the point 

that some writers are suspicious of whether inclusive translation (one which is 

respectful of SC and TC) is a workable proposition at all. Italian writer Pirandello,177 for 

example, is not at all optimistic about the success of inclusive translation: ‘it is like 

transplanting a tree that has sprung from one soil and flowered in one kind of climate 

into a soil that is not its own; its foliage and flowers will be lost in the new climate’.178 

Pirandello’s concern with translation is also related to another issue, one which is highly 

 
176 Ibid. p. 183. 
177 Luigi Pirandello (1867–1936), Italian dramatist and novelist. 
178 Michael Hanne, ‘Metaphors for the Translator’, in Susan Bassnett and Peter Bush (eds.) The 

Translator as Writer, pp. 208–225 (p. 213). 
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relevant to this chapter and to the entirety of the current thesis, that is, the power 

balance between one language and another. For example, does the translator consider 

the SL and SC concerns to rank above those of the TL and TC, or vice versa? Are they 

of equal power? Or might there be a case (for example, a postcolonial case) for 

promoting the TL to a greater degree than the SL, to redress some sort of unjust power 

balance in the past? 

In order to further address matters relating to the power balance between 

languages, and to comprehend the implicatures that may emerge from people, places 

and languages being foregrounded for a translation process, it is useful to include for 

explanatory purposes, in the current thesis, the following example of minoritizing 

translation. That is, the recent example of the translation of the English-language 

libretto of Handel’s Messiah179 accompanied by the Toronto symphony orchestra, by 

the Canadian theatre company Against the Grain.180 This libretto was selected for 

translation to represent, as widely as possible, peoples from the Canadian territories. 

The strategy selected to do so was the inclusion of six different modern and ancient 

languages in the TT: Arabic, Dene, English, French, Inuktitut, and Southern Tutchone. 

The aim of this was to give underrepresented groups a voice. For example, in the 

Messiah, Leela Gilday sings ‘I know that my Redeemer liveth’ as ‘Senewetsıne, godı́ 

ǫt’e bek’eoreshǫ’,181 in the Dene language. She explains her reasons for doing so: ‘to 

reclaim her language’ which she describes as being ‘stripped away’ in a situation of 

‘cultural genocide’.182 French-speaking Tunisian singer Rihab Chaieb, changed the ST 

 
179 1741 Oratorio by George Frideric Handel, with a scriptural text compiled by Charles Jennens from the 

King James Bible. See <www.bl.uk/collection-items/messiah-by-george-frideric-handel> [accessed 8 

January 2021]. 
180 When Canadian writer, Margaret Atwood, guest-edited the Today programme, she highlighted this 

theatre company as producing one of the most significant events of 2020. See ‘Margaret Atwood’s Today 

Programme’, 31 December 2020 <www.bbc.co.uk/sounds/play/p092slb3 > [accessed 4 February 2021]. 
181 ‘The Story of AtG’s Messiah/Complex’, see <atgtheatre.com/upcoming/messiah-complex/ > [accessed 

4 February 2021].  
182 ‘Margaret Atwood’s Today Programme’ (Leela Gilday speaking at 08:38). 
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words ‘He was despised’ representing Jesus, to ‘Elle fut méprise’ (She was despised) to 

represent herself. In this way, she expressed her own feeling as, in her experience, a 

woman despised, due to her gender and her race.183 Promoting minority languages via 

(inward or outward) translation which are under threat of extinction, demonstrates that a 

specifically chosen method of translation can make radical postcolonial comment and 

also highlight issues relating to race,184 gender, politics and religion. 

This is highly relevant to Carson’s translations and their reception. Questions of 

power balances, inter-language dynamics and cultural respect for minority languages 

also emerge on closer examination of his translations. This is obvious in his translation 

of TIDA, as described in Chapter Three, where Dante was already writing in a 

minoritized language (and was marginalized because of it), but also where Carson 

translates into his own vernacular, in a such a way as to foreground various specific 

recent and historic events in Ireland. 

Carson’s translations of Rimbaud’s poetry could certainly be described as an 

entente cordiale which is culturally franco-irlandais, but also one which foregrounds 

elements from other cultures. O’Grady notes an example in Carson’s TAP poem ‘The 

Green Bar’ where the Irish poet transposes ‘the Belgian city of “Charleroi” to 

“Kingstown” (the former name for Dun Laoghaire in south County Dublin)’.185 Here 

Carson retains a hint of the original French placename yet by a process of logic (roi 

means king) affords himself a certain freedom where a Belgian city shares things in 

common with an Irish one.  

 
183 ‘Messiah/Complex Artist Spotlight: Rihab Chaieb’ <atgtheatre.com/messiah-complex-artist-spotlight-

rihab-chaieb/> [accessed 4 February 2021]. 
184 It was also the aim of the project to make a global statement for Black Lives Matter by ensuring that 

all the solo singers involved in the project were from minority groups in Canada. 
185 Carson (trans.), TAP, ‘The Green Bar’ and ‘Au Cabaret Vert’ (Oldcastle: Gallery Press, 1998), pp. 12–

13. 
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In all processes of translation, respect should be central to the act: a considered 

two-way process incorporating ST and TT elements with care. As O’Grady points out, 

‘transplanting is only legitimate with the permission of the people whose garden the 

specimen is taken from, or when no damage is done to the forest in which it originally 

grew’.186 He acknowledges Carson’s care in this process identifying ‘how thoroughly 

Carson both translates –that is, carries across – and then transplants in an altogether 

different soil and climate the richness of those originals’.187 

Another area of considerable interest to an investigation via the PM, is the 

matter of the heterogeneous vocabulary which Carson uses in translation. In a recent 

documentary on Waddell, writer Kate Mosse noted that Waddell had described one of 

her approaches to translation as entering the ‘literary furniture of their [the STWs’] 

minds’.188 In a marked example of this, in the documentary, Professor Norman Vance 

drew attention to Waddell’s fresh and unusual use of the word ‘jargons’ (as a verb) 

relating to the cry of the jackdaw. This grammatical shift (jargon is normally a noun and 

not used as a verb) lends a startling, onomatopoeic and alliterative effect to the structure 

of the TT line: ‘the jackdaw jargons, and clear cries the quail’.189 

Historic translator Quintilian has said that ‘in translating […] a writer can use 

the best words available in his own language (“hos transferentibus verbis uti optimis 

licit”, Institutionis Oratoriae X, 5)’.190 Carson’s approach, however, is widened to 

finding the best words in his own, and in other, languages. Finding diverse vocabulary 

is due to his multi-faceted approach and, as Sewell points out, ‘his abhorrence for 

 
186 Thomas O’Grady, review of Medbh McGuckian, Shelmalier (Oldcastle: Gallery Press, 1998), Ciaran 

Carson, The Alexandrine Plan, (Oldcastle: Gallery Press, 1998), The Twelfth of Never (Oldcastle: Gallery 

Press, 1998), in Boston Review (Summer 1999) <www.bostonreview.net/archives/BR24.3/o’grady.html> 

[accessed 30 November]. 
187 Ibid. 
188 Kate Mosse, ‘Groundbreakers: Helen Waddell: Living the Past’, 2 December 2018 (at 29mins 53sec) 

<www.bbc.co.uk/iplayer/episode/b0btt9pm/groundbreakers-helen-waddell-living-the-past> [accessed 31 

January 2021]. 
189 Waddell, ‘MSS of Canterbury and Verona’, Songs of the Wandering Scholars, p. 205. 
190 Peschel (trans.), A Season in Hell, The Illuminations, p. 34. 
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cliché’.191 O’Grady has noted that ‘a whiff of the “tourdeforcity,”’192 James Joyce’s 

energetic trademark, can also be found in Carson’s poetry. As the verbs in his version of 

Pangur Bán, ‘Catmint Tea’, suggest, finding le mot juste is not so much a word search 

as an active ‘hunt’, a ‘forage’, a ‘rummage through the OED’s delights’.193 However, 

Carson’s ‘cultural pluralism’194 and curiosity about other languages, mean that he does 

not limit himself solely to the OED. As Sewell also observes, ‘he uses dictionaries in 

the plural’.195 For Carson, these are internationalist skills to be honed. Just as Pangur 

Bán is adept at the skill of trapping hapless mice, so too, for the translator, with patient 

and practised word hunts, ‘precision and power develop in this process of re-creating 

the text’.196 

The following features of Carson’s translations of Rimbaud are key to this 

investigation via the PM: 

1. Use of marked expressions via heterogeneous, multilingual or eclectic 

vocabulary choices, surprising diction, unusual grammar and lexical 

combinations197  

2. Allusions to a diverse variety of places, people and literary figures198 

3. His own signature (highly personal events which he puts in for his own interest 

or some effectiveness intrinsic to the TT and the ST)199 

4. Repetition of words to create certain effect200 

 
191 Sewell, ‘Carson’s Carnival of Language: The Influence of Irish and the Oral Tradition’, in Kennedy-

Andrews (ed.), Carson: Critical Essays, pp. 182 –201 (p. 187). 
192 O’Grady, review of Medbh McGuckian, Shelmalier (Oldcastle: Gallery Press, 1998), Ciaran Carson, 

The Alexandrine Plan, (Oldcastle: Gallery Press, 1998), The Twelfth of Never (Oldcastle: Gallery Press, 

1998), in Boston Review (Summer 1999). O’Grady explains that Irish novelist Flann O'Brien used this 

term in relation to Joyce. 
193 Carson, ‘Catmint Tea’, The Twelfth of Never (Oldcastle: Gallery Press, 1998), p. 34. 
194 Sewell, ‘Carson’s Carnival of Language: The Influence of Irish and the Oral Tradition’, p. 198. 
195 Ibid. p. 185. 
196 Peschel (trans.), A Season in Hell, The Illuminations, p. 34.  
197 For example, see Appendix H. 9. 
198 For example, see Appendix F. 15. and Appendix J. 24. 
199 See Section 4.6, the mention of Carson being commissioned to translate a selection of poems from the 

Illuminations for an exhibition in Maynooth. 
200 For example, see Appendix F. 8. 
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5. Reclaiming201 the text via his own Irish culture: including traditional Irish 

musical rhythms, themes and titles, reference to events from Irish history 

6. Using linguistic and grammatical shifts in unusual ways202 

7. Using of a variety of languages and dialects including French, German, Italian, 

Irish, Ulster Scots and local vernacular203 

8. Use of anachronisms and neologisms204 

9. Using literary foreignizing techniques205  

The above translation methods will be examined in the following Sections 4.7–4.9, via 

the PM. For the purposes of this chapter, these may be observed from a reading of 

Carson’s translations of Rimbaud from Illuminations, Les Cahiers de Douai and ‘Le 

Bateau ivre’. 

4.7 Using the PM to examine how Carson conveys implied meaning from a TT 

Rimbaldian sonnet 

In his translation of the Rimbaldian sonnet ‘Le Buffet’,206 Carson demonstrates several 

of the above methods which may be examined via the PM in terms of implicature 

delivery. Section 4.3 provided an examination of implicature via the PS from the full 

TT ‘As I Roved Out’. Likewise, this section takes a macrocosmic view of Carson’s 

 
201 Carson reclaims the text by widening the relevance of the ST to include elements of the TC. An 

obvious example includes his linking of his experiences of the Troubles to TIDA as explained in Chapter 

Three. 
202 Carson employs various grammatical shifts in his translation of ‘Le Buffet’ which is analysed via the 

PM. (See Section 4.7). 
203 In Section 4.9, it is noted that Carson uses exotic borrowing from the French language in his TT 

‘Drunk Boat’. 
204 Section 4.9 also points out neologisms which Carson uses in his TT ‘Drunk Boat’. 
205 For example, see Appendix H. 5. 
206 Carson, ‘Le Buffet’ / ‘The Whatnot’, TAP, pp. 26–27. 
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translation of the full fourteen- line TT, ‘The Whatnot’, to see how an application of the 

PM may uncover implied meaning via Carson’s diverse methods. 

 

Rimbaud ‘Le Buffet’207 

 

Carson ‘The Whatnot’ 

C’est un large buffet sculpté; le chêne 

sombre, 

Très vieux, a pris cet air si bon des vieilles 

gens; 

Le buffet est ouvert, et verse dans son ombre 

Comme un flot de vin vieux, des parfums 

engageants; 

 

Tout plein, c’est un fouillis de vieilles 

vieilleries, 

De linges odorants et jaunes, de chiffons  

De femmes ou d’enfants, de dentelles 

flétries, 

De fichus de grand’mère où sont peints des 

griffons; 

 

-C’est là qu’on trouverait les médaillons, les 

mèches 

De cheveux blancs ou blonds, les portraits, 

les fleurs sèches 

Dont le parfum se mêle à des parfums de 

fruits. 

 

- Ô buffet du vieux temps, tu sais bien des 

histoires, 

Et tu voudrais conter tes contes, et tu bruis 

Quand s’ouvrent lentement tes grandes portes 

noires 

 

It’s a big, broad, carved, antique sideboard in dark oak, 

Contented as a venerable personage; 

It’s lying open now, and I can breathe its smoke 

Of Shadowland, like sniffing in an ancient vintage; 

 

 

 

 

Crammed to overflowing, full of jumbled doo-dahs, 

Odorous yellow bits of kids’ and women’s wear 

Folded linen tablecloths, and my old grandma’s 

Headscarves, oozing blue perfumes of her locks of hair; 

 

 

 

 

O ivory embroidery of cameo, 

O pot-pourri of smells in nostril stereo, 

Which dwell in lavender and wizened pomanders, 

 

 

 

 

You old wardrobe, you! – You’re locked into the story 

Of our former selves, and all our odd meanders- 

As your doors drift open in a calm furore. 

Table 27: Analysis of ‘The Whatnot’ via the PM 

‘Plaire et instruire’ (‘to delight’ as well as ‘to instruct’) was the seventeenth-

century French literary ideal. While the PS ‘instructs’ the reader and provides necessary 

information, the PM ‘delights’ them. Carson’s intention to ‘delight’ is obvious from his 

choice of title for this TT. Where Mahon simply translates the title ‘Le Buffet’ as ‘The 

Cupboard’, Carson, in a more rococo translation, and in keeping with providing a 

 
207 Rimbaud’s ‘Le Buffet’, selected from Les Cahiers de Douai and translated by Carson as ‘The 

Whatnot’ is one of eight Rimbaldian poems by included in TAP. This poem has also been translated by 

Derek Mahon in Raw Material (Oldcastle: Gallery Press, 2011). 
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‘surprising lexical choice’ as per the PM, changes it to ‘The Whatnot’.208 What 

implicature does this provide? A ‘whatnot’ is an insubstantial and slender piece of 

furniture with shelves to display ornaments or knick-knacks, whereas un buffet209 is a 

heavy, oak cupboard, used for storage and decorative purposes and an institution in 

most French households. Typically, le buffet houses family heirlooms, for example, 

linen, treasured knickknacks, family photos and medals. Un Buffet, standing with its 

doors shut, may be viewed as an excellent metaphor for implied meaning. To 

understand its hidden meaning, however, there must be an investigation; the door of le 

buffet must be opened. The scents, sounds and sights housed within may provoke a 

reawakening of long forgotten memories and meanings in a Proustian210 manner.  

A ‘whatnot’, however, could almost be described as the inverse of a un buffet; 

its objects are already on open display. Carson’s seems to be taking implicature away 

with this surprising choice of title (from the first meaning of ‘whatnot’, as a piece of 

furniture). It appears that he has made an early removal of an element of mystery, and 

therefore of implicature, which is present in the ST. However, he redresses this with the 

second meaning of ‘whatnot’ which is an imprecise way of referring to an object. A 

‘whatnot’ is a ‘thingamajig’, that is, the actual meaning of the object is hidden behind 

the vague term. 

The initial loss of mystery is further recovered and developed by the first line, 

‘It’s a big, broad, carved antique sideboard in dark oak’. The ‘whatnot’ is now described 

as an ‘antique sideboard’– a familiar piece of furniture in the latter half of the nineteenth 

century, probably present in Carson’s own home as he was growing up. Making an 

 
208 Carson was initially undecided in his title choice, in an earlier version, he gives the poem, a different 

title, ‘The Sideboard’. See ‘The Sideboard’, Poetry Ireland, The Poetry Ireland Review, No. 56 (Spring, 

1998), pp. 1–16 (p. 7). 
209 Until the early eighteenth century, oak was the main wood used in furniture-making. 
210 In, Du Côté de chez Swann, Proust’s protagonist describes how the sensory experience of tasting ‘une 

petite madeleine’, unlocks a flood of memories: ‘un plaisir délicieux m’avait envahi, isolé, sans notion de 

la cause’ (LT: ‘A distinct and delicious pleasure flooded me, with no notion of its cause’). See Marcel 

Proust, Du Côté de chez Swann (Paris: Éditions Gallimard, 1988), p. 44. 
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appropriate change to a given item from the ST, such as Carson’s alteration to the 

specific nature of the item of furniture, is an acceptable act within a translation 

according to Popovič. He argues, ‘the translator will not strive to preserve all the 

singularities but will try to find suitable equivalents in the milieu of his time and his 

society’.211 As per the PM, Carson is providing variety by his selection of words for 

buffet. Each of his translations (‘whatnot’, ‘sideboard’, and later, ‘wardrobe’), provide a 

subtly different implicatum or approximation.  

There is also an early grammatical shift in the poem, a shift of person. In 

Carson’s stanza one, the third person description of the buffet (‘it’s a big, broad, carved, 

antique sideboard in dark oak’), becomes the active voice of the observer ‘I’ (‘I can 

breathe its smoke’). To achieve his desired effects, Carson is not married to semantic 

loyalty in his text. His version has the effect of personalising the poem for himself and 

the reader and providing a sense of immediacy. In this way, Carson ensures that the 

TTR is literally led into the poem by the nose, ‘I can breathe its smoke... sniffing in’. 

In an oblique reference to C.S. Lewis,212 Carson ‘marks or highlights this section 

of translation’ via a bold translation choice. He transplants another Belfast writer’s 

famous work into this modern translation of a nineteenth-century work. Carson links 

Rimbaud’s ‘ombre’ to the capitalized ‘Shadowland’. As described by the PM, this is a 

marked expression, a striking lexical choice and one which the TTR must puzzle out. 

‘Farewell to Shadowlands’ is the title of the last chapter of Lewis’ final book in 

Chronicles of Narnia: The Last Battle. ‘Farewell to Shadowlands’ provides a reference 

to death and the after-life. In Lewis’ story, following a fatal train crash the Pevensie 

family will leave the ‘Shadowlands’ (earth) but embrace the after-life (Lewis describes 

 
211 Popovič, ‘The Concept “Shift of Expression” in Translation Analysis’, p. 82. 
212 C. S. Lewis (1898–1963), Belfast-born author and literary critic. 
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it as ‘farther up and farther in’).213 Aslan (famously the lion from the second book in 

this series, The Lion, The Witch and the Wardrobe) tells the children: ‘the term is over: 

the holidays have begun’.214 With this literary allusion and marked expression, Carson 

implies a message of optimism, but equally, a savouring of nostalgia and a piercing 

awareness of mortality. There is a simultaneous sense of looking forwards with hope 

and backwards with regret. Additionally, the allusion to Lewis provides a small hint of 

the ‘wardrobe’ to come, which Carson will use as a third translation for ‘buffet’ in the 

fourth and final stanza of the poem. The links that may be derived from Carson’s 

allusion provide a richer and fuller understanding of Rimbaud’s ST. There is the 

implication of good people, ‘si bon’ (so good) moving on to their final reward, yet a 

melancholy acknowledgement of meaningful objects and memories left behind. 

Rimbaud’s ‘tout plein’ (completely full) is translated by Carson in an overstated 

way, ‘crammed’, ‘overflowing’ and ‘full’. This is in keeping with the spirit of 

Rimbaud’s tautologous expression in the following line: ‘vieilles vieilleries’ (old, old 

things). By its very definition, a tautology may be an unnecessary repetition – but here it 

provides musical repetition. Carson responds to ‘vieilles vieilleries’ with his own 

snazzy, musical translation, which could be part of a jazz composition: ‘full of jumbled 

doo-dahs’. This is not only quite clearly an example of ‘exotic’ vocabulary as per the 

PM, but it also provides musical interest. The word ‘doo-dahs’ links back to ‘whatnot’ 

and provides a sense of curiosity. ‘Doo-dahs’ is a deliberately vague term which implies 

the broad sense of a mélange of random objects, but its very uncertainty suggests the 

variety and interest of the items, which tethers the translation right back to Rimbaud’s 

‘vieilles vieilleries’, anchoring it securely to the ST. 

 
213 Lewis, The Chronicles of Narnia: The Last Battle (London: Collins, 2001), p. 215. ‘Farther up and 

Farther in’ is the title of the penultimate chapter of The Last Battle. 
214 Ibid. p. 224. 



227 

 

 

Perhaps with a hint of irony, Rimbaud includes the ‘Ô’ – an old-fashioned cri du 

coeur from French poetry and drama, and beloved by Romantic poets such as Hugo215 – 

in the final stanza of his poem: ‘Ô buffet du vieux temps, tu sais bien des histoires’ (LT: 

‘O, buffet from olden times, you know the stories well’). Carson has obviously spotted 

the visual implications of this smallest of words and pays it homage. In an example of 

foreignization, he evokes an unusual and amusing implicature of melodrama. He then 

echoes this French word, including it doubly on repeated occasions to mimic the ‘oo’ 

sound of wonder and to incorporate end rhymes: 

‘O ivory embroidery of cameo, 

 O pot-pourri of smells in nostril stereo’. 

Just a glance at this example, on a visual level, provides amusement and 

engagement (it wakes the TTR up). Carson has the two ‘Os’ appear vertically on the 

page like rounded nostrils, flared to receive the delicious scents from the ‘lavender’ and 

‘pomander’. This is an audacious form of providing implicature; however, he then 

underscores the visual ‘pun’ with the idiosyncratic expression, ‘nostril stereo’ (in case 

the TTR has missed the obvious!). Perky and attentive sets of nostrils appear elsewhere 

in the poem, in ‘oozing blue perfumes’ and even in ‘doo-dahs’, to further reinforce the 

point. Playfully, Carson communicates his understanding that this is a sensual poem, but 

beyond the sights and sounds, the ‘odorous’ contents of the cupboard remind the TTR 

that the chief sense evoked here is that of smell.  

Having extravagantly awakened the TTR’s senses, Carson translates ‘tu bruis’ 

(you rustle/whisper) as ‘calm furore’. In his version, Mahon translates the verb ‘bruire’ 

(to rustle) with a stronger and more jarring verb ‘you slowly squeal’216 creating an 

 
215 For example: ‘Ô mort, est-ce toi le vivant?’ [LT ‘O death, are you the living one (survivor)?’ See 

Hugo, ‘Horror iii’ in Au bord de l’Infini (livre sixième), in Les Contemplations (Paris: Le Livre de Poche, 

1972), pp. 435–445 (p. 438).  
216 Mahon, ‘The Cupboard’ in Raw Material (Oldcastle: Gallery Press, 2011), p. 45. 
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implied meaning of slowly released desperation. Carson uses a striking oxymoron in his 

grammatical shift, from a verb, ‘bruire’ to a qualified noun, ‘calm furore’. This creates a 

layered euphonic effect, reiterated by the muffled, half-rhymed sounds within ‘furore’. 

There is a sense of troubled calm and controlled panic. The buffet is, as Carson 

translates, ‘locked into’ its own story. Mahon creates a subtly different effect skilfully 

translating ‘tu voudrais conter tes contes’, as ‘I know you’re desperate to tell your 

secrets’217 giving the impression of a cupboard full to bursting with stories.  

This section has exemplified some of Carson’s more audacious translation 

methods via the PM. The TT has displayed heterogeneous, multilingual and eclectic 

vocabulary choices, surprising diction, unusual grammar and lexical combinations, and 

has included an allusion to another literary figure (C. S. Lewis) and is therefore 

suggestive of other places (those of Lewis’ literary world). The PM analysis reveals that 

Carson’s own signature, for his own interest or some effectiveness intrinsic to the TT 

and the ST, is clearly present in his translation of ‘Le Buffet’, producing a TT sonnet 

with additional implicatures and, therefore, an original twist.218 The following Section 

4.8 will examine via the PM how Carson creates nuanced effects by making subtle 

changes between ST and TT.  

 
217 Ibid. 
218 Although Carson certainly uses constraints including conventional poetic structures, metre and set 

rhyming schemes, he is not afraid to play with these and stretch them to meet his poetic purposes. He 

humorously remarked when discussing composing poetry that this equally applies to his addition of 

implicature in this TT: ‘skew the sonnet, baby, that’s what we’re at!’ See Ciaran Carson on his poem 

‘Belfast Confetti’, online video recording, YouTube, 16 December 2016 (at 4:15), <www.youtube.com/ 

watch?v=3XA2CH6izNA> [accessed 7 May 2020]. 
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4.8 Using the PM to examine how Carson conveys implied meaning by making minor 

changes in his TT 

Author 

 

Text 

ST 

Rimbaud, ‘Enfance’, 

Illuminations 

 

C’est elle, la petite morte, derrière les rosiers. – La jeune maman 

trépassée descend le perron.  

LT It is her, the little dead girl, behind the rosebushes. The young 

mum[my] passed away goes down the [mansion] steps. 

  

TT 

Carson, ILO, ‘On the Road’ 

 

That’s her, the little dead girl, behind the bed of roses. 

Mamma, passed away, passes down the steps. To the roses.  

Table 28: Analysis of ‘On the Road’ via the PM 

The above excerpt, selected from ‘Enfance ii’ (‘On the Road’) demonstrates how an 

examination via the PM may be used to elucidate subtle and delicate changes in 

Carson’s translation of Rimbaud’s Illuminations. As earlier established (see Section 

2.7), Carson translates ‘Enfance’ – as he does with all the poems from Illuminations – 

into Alexandrine verse. This imposes a disciplined French structure upon the lines, and, 

therefore a re-structuring of the original poem. For example, in Table 28 above, Carson 

translates the two ST sentences into three TT short sentences in a manner which is true 

to the French SC via the French verse form. This ST excerpt is one of a series of 

seemingly disconnected images within a stream of consciousness which makes up the 

‘Enfance’ poem. It evokes a cinematic, ethereal image composed in two sentences. The 

image describes the ghost of a small female child watching the ghost of her mother 

descend a grand flight of steps. In a very clear example of style indirect libre,219 a style 

which is ‘representative of the STC’ as per the PM, Carson gives the little girl in his 

 
219 Style Indirect Libre: this narrative form combines features of both reported and direct speech. It is a 

manner of expressing the thoughts of a character without using direct speech, revealing their inward 

thoughts. The form was popularised by nineteenth-century French novelist Gustave Flaubert. (The 

English equivalent of Style Indirect Libre is F.I.D, Free Indirect Discourse). 
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translation a voice: ‘Mamma (,) passed away’. Is the child directly stating that ‘Mamma 

passed away’ or is the phrase descriptive (‘Mamma, passed away’)? Arguably the 

comma suggests the latter, however a reading aloud of the poem leaves room for 

ambiguity. An awareness of cross-linguistic differences is useful here: the phrase works 

both ways in English creating an implicature which does not exist in the original 

French. To work both ways in French, an auxiliary verb, and therefore a new structure, 

would be required to say ‘Mum(my) passed away’ (for example, Maman a trépassé or 

Maman est décédée). In Carson’s translation, the addition of this double meaning 

creates a subtle violation of the PS and the PM. Carson is taking advantage of the 

versatility of the English language to create ghostly, blurred lines around the ambiguous 

meaning in his version, using implicature and also repetition (passed away, passes) to 

create a dream-like impression in his translation, which he has identified as an aisling or 

vision. 

The Alexandrine verse form and the use of style indirect libre are clear cases of 

foreignization but his vocabulary choices also reflect foreignization. Carson uses 

‘mamma’ for ‘maman’ partially mimicking the French sound, and at the same time, 

creating an historic effect which echoes the culturally specific, late nineteenth-century 

vocabulary of the original, since ‘mamma’ is a less common word in modern usage than 

‘mummy’ or ‘mum’. His translation follows Venuti’s advice of ‘doing right abroad’220 

by giving the verse a distinctly French, and nineteenth-century, feel. 

The repeated mention of ‘roses’ in Carson’s TT creates disorder by its emphatic 

placement at the end of the second line, but this placement also marks it out. Rimbaud 

had already completed his description of this image at the end of his first sentence, but 

Carson reintroduces the image, stressing the symbol of the rose at the end of the second 

 
220 Venuti, The Translator’s Invisibility, pp. 15–16. 
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line in his verse. Rimbaud was (among other things) a symbolist221 poet, therefore the 

importance of symbols and striking images is elemental in his poetry. Carson carries 

forward the importance of the symbol in his translation, using repetition and word 

placement. In so doing he creates a lulling, hypnotic effect catching the reader between 

dreams and reality, apparitions and solidity. A circular effect, by placing the word and 

image of ‘roses’ at the end of each line of the couplet, creates a subtle feeling of motion, 

echoing the ghostly movements of the mother. There is a delicate balancing act of 

trading information back and forth, creating a gentle, yet emphatic, mystical effect in 

the mind of the TTR. 

Carson creates a parallel effect with Rimbaud’s ST in this cinematic stream of 

consciousness, by adding layers of implicature through subtle treatment of cross-

linguistic differences and word placement. In this example, by his use of the 

Alexandrine, style indirect libre and foreignized vocabulary, Carson blurs the lines 

between his translation and Rimbaud’s source text and culture, embracing French 

influences, practices and vocabulary. 

An examination of this excerpt from ‘Enfance’, analysed via the PM, shows that 

Carson has used the following translation techniques: repetition of words to create 

certain effect, reclaiming the text to contain elements of his own Irish culture (using the 

literary technique of the aisling). He has also employed linguistic and grammatical 

shifts in unusual ways, for example, the creation of a subtle foreignizing effect with 

addition of a single comma (placed after ‘Mamma,’). The following Section 4.9 will 

examine exotic lexicon in Carson’s translation of ‘Le Bateau ivre’.  

 
221 Symbolism was an art movement which was at its height in the latter part of nineteenth century. It 

relied on the power of images and metaphors to express truths indirectly. 
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4.9 Examining exotic lexical choices via the PM 

Before embarking on his book-length translations222 of French poetry, Carson’s earlier 

interest in Rimbaud was reflected by his decision to include a version of ‘Le Bateau 

ivre’ in his 1993 collection, First Language (FL). ‘Le Bateau ivre’ was written in the 

Summer of 1871, when Rimbaud was still only sixteen years old.223 It is remarkable that 

the young poet had such maturity of expression and range of vocabulary at his disposal, 

as is richly displayed in this mobile and vital poem.  

Perhaps because of its dramatic, cinematic effects, or even because one Irish 

poet was inspired by another, this poem has attracted some conspicuous Irish 

translators, including Beckett,224 Carson and Mahon.225 Each of these Irish translators 

seem to plumb the depths of their own vocabulary, providing individual exotic and 

heterogeneous responses to Rimbaud’s original. All three show many of the hallmarks 

listed in the PM, making ‘Le Bateau ivre’ a highly suitable study of implicature. 

The poem is semi-autobiographical.226 Rimbaud reinvents himself as le bateau 

ivre (LT: ‘the drunk boat’): ‘I didn’t give a damn’, ‘I didn’t want a crew’, ‘I’ve been 

immersed’, ‘like a cork I waltzed across the waters’ (Carson’s TT). This adolescent boy 

had never seen the sea but could imagine it. 227 Bursting with talent and turmoil and 

inspired by the thought of his own expanding horizons, he is tossed on ‘granite waves’ 

 
222 TAP (1998), ILO (2012). 
223 This was just at the point where Verlaine invited Rimbaud to join him in Paris, ‘venez, chère, grande 

âme, on vous appelle, on vous attend’ (‘come, dear, great soul, we’re calling you, we await you’). Enid 

Starkie, Arthur Rimbaud (New York: New Directions Books, 1968), p. 131. 
224 Beckett wrote his version, ‘Drunken Boat’, in the early 1930s but it was not published until over four 

decades later: Beckett (trans.), ‘Le Bateau ivre’, ed. by James Knowlson and Felix Leakey (Reading: 

Whiteknights Press, 1976). 
225 Derek Mahon, ‘The Drunken Boat’, Adaptations (Oldcastle: Gallery Press, 2006), pp. 65–66. (Mahon 

translated the poem in part only, perhaps put off by the difficulty of the task). 
226 Baronian, Macklin, Peschel and others have noted that much of Rimbaud’s work is indeed 

autobiographical. The poetry is an autobiography of events in the poet’s life, but also, as Baronian 

stresses, an autobiography of thought, par la pensée. See Matthieu Garrigou-Lagrange, ‘La vie errante 

d’Arthur Rimbaud’ (Jean-Baptiste Baronian speaking at 13:06) < La vie errante d’Arthur Rimbaud - Ép. 

1/4 - Arthur Rimbaud à la croisée de la bibliothèque (franceculture.fr)> [accessed 22 December 2020]. 
227 Starkie, Arthur Rimbaud, p. 132. 
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(Mahon’s TT) and undergoes a whole gamut of experiences, communicated through 

various surreal effects. Initial feelings of hope and freedom, however, give way to 

regrets (‘full of sadness’), and the bateau ivre is reduced to a child’s paper boat ‘as frail 

/ As a moth’ (Beckett’s TTs).  

The following excerpt, stanza eight, is selected from one hundred original lines 

(twenty-five quatrains) of alternate-rhymed Alexandrine verse in order to demonstrate 

how, via the PM, a reading of Carson’s ST communicates Rimbaud’s implied meaning, 

and how he provides specific (sometimes updated) insights of his own. The analysis 

compares Carson’s treatment of implicature to that of Beckett and Mahon. Varèse’s 

near-literal translation is included, as a guide: 

 

Poet Text 

 

Rimbaud228 ‘je sais les cieux crevant en éclairs, et les trombes 

Et les ressacs et les courants: je sais le soir, 

L’Aube exaltée ainsi qu’un people de colombes, 

Et j’ai vu quelquefois ce que l’homme a cru voir!’ 

 

Carson229 ‘I’ve known lightning, spouts, and undertows, maelstrom 

evenings that merge into Aurora’s 

Blossoming of doves. I’ve seen the Real Thing; others only get 

its aura’ 

 

Mahon230 ‘I saw skies split by lightning, granite waves 

shaking the earth, ambrosial dusks and dawns, 

day risen aloft, a multitude of doves – 

and, with a wild eye, archetypal visions’ 

 

Beckett231 I know the heavens split with lightnings and the currents 

Of the sea and its surgings and its spoutings; I know evening, 

And dawn exalted like a cloud of doves. 

And my eyes have fixed phantasmagoria’  

 

 
228 Rimbaud, in Varèse (trans.), ‘Le Bateau ivre’, Poésies, Une Saison en Enfer, Illuminations, pp. 94–97 

(p. 95). 
229 Carson, ‘Drunk Boat’, FL, pp. 34–37 (p. 35). 
230 Mahon, ‘from The Drunken Boat’, Adaptations (Oldcastle: Gallery Press, 2006), pp. 65–66. 
231 Beckett (trans.), ‘Drunken Boat’ in Gerald M. Macklin, ‘“Drunken Boat”: Samuel Beckett's 

Translation of Arthur Rimbaud’s “Le Bateau ivre”’, Studies in Twentieth Century Literature, 27:1 (2003), 

1–26, (p. 25).  
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Poet Text 

 

Varèse232 I know the lightening-opened skies, waterspouts, 

Eddies and surfs; I know the night, 

And dawn arisen like a colony of doves 

And sometimes I have seen what men thought they saw! 

 

Table 29: Analysis of ‘Drunk Boat’ via the PM 

Rimbaud’s simply phrased line: ‘et j’ai vu quelquefois ce que l’homme a cru 

voir!’ (translated literally by Varèse as ‘and sometimes I have seen what men thought 

they saw’!), gives a clear testing ground to demonstrate how Carson uses some of the 

techniques of the PM, listed in the introduction to this section. His translation: ‘I’ve 

seen the Real Thing; others only get / its aura’ uses not only an example of a marked 

expression, providing the implicature of arrogance and superiority, via the PM, but it 

also provides a literary allusion to Rimbaud himself and is therefore ‘representative of 

the STC’. Elsewhere in the poem Carson employs regular capitalization as a technique 

to give consequence to a word or phrase. Two such examples (from many) are Meuse 

(for ST Fleuves, LT: Rivers) and Special Powers (Carson’s own addition). Examples 

such as Special Powers and Meuse (which is a major European river rising in France, 

but which also is a pun on the literary word ‘muse’, implying inspiration) represent 

Rimbaud the poet, inspired by his travels on the rising river (soon to be ocean). Another 

modern writer, novelist Susanna Clarke, has discussed the import of marking nouns in a 

surprising way. Referring to her protagonist Piranesi’s predilection for capitalizing 

nouns, the author explains: ‘he endows the objects around him with capitals […] 

because for him the world in which he finds himself seems imbued with life’.233 In 

Carson’s translation, the capital letters imply the confidence and arrogance of the young 

 
232 Varèse (trans.), ‘Le Bateau ivre’, ‘Drunken Boat’, A Season in Hell and Drunken Boat (New York: 

New Directions Publishing Corporation, 2011), pp. 92–103 (p. 95). 
233 Susanna Clarke quoted in Justine Jordan, ‘I was cut off from the world, bound in one place by illness’, 

(12 Sep 2020) <www.theguardian.com/books/2020/sep/12/susanna-clarke-i-was-cut-off-from-the-world-

bound-in-one-place-by-illness> [accessed 9 February 2021]. 
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man who once wrote, ‘J’ai tous les talents’ (I have all the talents!)234 Clearly Carson is 

linking the protagonist to the wider scope of the poet as voyant-mystique. Mahon’s 

‘wild eye, archetypal visions’ similarly reflects the image of a seer or mystic, but his 

inclusion of ‘wild’ also gives intimations of the precocious enfant terrible of French 

poetry.  

In a very subtle way, the repeated immediacy of ‘I know’ in Beckett’s 

translation, where he closely mirrors the ST, implies the impulsive and even childlike 

personality of Rimbaud – Rimbaud is showing off. Beckett accurately portrays a boy 

(barely out of childhood) writer. Carson’s more reflective ‘I’ve known’, suggests an 

older, more experienced protagonist. A further example of Carson’s maturity occurs 

later in the poem where the poet is enchanted by ‘goldfish / singing fish, John Dorys’. 

He translates: ‘I would have liked the children to have seen them’.235 With this, Carson, 

perhaps inadvertently, gives away his maturity as compared to Rimbaud’s youth. The 

sense here is that Carson is displaying the natural parental desire to show one’s children 

the things of this earth that would delight them. It is a subtle, perhaps semi-

autobiographical implicature based on the fact that the word ‘the’ seems to imply ‘his’, 

that is, the poet’s own children. 

Periodically in his translations of Rimbaud, Carson trades one French term for 

another. While this technique could certainly be fruitfully explored in terms of 

sufficiency of information transfer via the PS, a consideration via the PM lends another 

perspective. One such example, later in the poem, is his translation of ST ‘gouffres’ 

(abysses) to the exotic and euphonically pleasing borrowing ‘oubliettes’ (an oubliette is 

a dungeon with a small opening). Here, the introduction of another French term 

 
234 Varèse (trans.), ‘Nuit de l’Enfer’, Une saison en enfer, p. 31. 
235 To say, for example, ‘I like dogs’ in French, one says ‘J’aime les chiens’. A definite article is required 

in the French example but is not required in the English. Similarly, in the ST: ‘J’aurais voulu montrer aux 

enfants’ means ‘I would have liked to have shown children’. (Not ‘the children’). Carson’s inclusion of 

the definite article creates a subtle but definite change in meaning. 
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demonstrates Carson’s respect for the ST and his accommodation of its culture. An 

examination via the PM shows that Carson communicates the idea of claustrophobia 

and mystery with this translation, it also demonstrates an internationalist lexicon. In a 

further link, ‘Les Oubliettes’ also is the title of an 1859 poem by Victor Hugo. Carson is 

using foreignized vocabulary which was also in keeping with the literary lexicon of the 

Rimbaldian era. Beckett demonstrates similar linguistic sensitivity within the stanza 

eight excerpt, with his line ‘And my eyes have fixed phantasmagoria’. On this point, 

Rimbaldian scholar Gerald Macklin explains the implications of Beckett’s translation as 

follows: 

readers of Rimbaud will know that in Une Saison en Enfer the poet describes himself as ‘maître en 

fantasmagories’ and that this term also appears in ‘Métropolitain’ in the Illuminations. How 

appropriate then that Beckett should include it in English form at this juncture as another ‘bridge’ 

between original and translation, not forgetting its worth as a valuable addition to the euphony of 

‘Drunken Boat’. Is the implication [my italics] of the choice of the word ‘phantasmagoria’ that the 

successful translator of an author must immerse himself in the language of that author’s entire 

oeuvre and not simply that section of it that it is proposed to translate?236  

This is a key point to consider in the translations. As a further example to the 

above quote, Macklin also notes that, later in the poem, Beckett, led by his wider 

reading of Rimbaud’s work, includes the Rimbaldian term ‘oriflammes’ in his 

translation. A reading of Carson’s translations demonstrates a similar receptiveness to 

Rimbaud’s wider lexicon. When Carson was translating French poetry for TAP, he was 

simultaneously working on The Twelfth of Never. It is notable that at this point, 

Rimbaldian vocabulary leaked into his original poetry. Coincidentally, he too borrowed 

the striking word ‘oriflammes’, which is included in ‘Found’, amid an exotic list of 

 
236 Macklin, ‘“Drunken Boat”: Samuel Beckett's Translation of Arthur Rimbaud’s “Le Bateau ivre”’, pp. 

7–8. 
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items: ‘an oriflamme of damask’.237 Another borrowing from the Rimbaldian lexicon 

appears in ‘Eesti’ from Carson’s 1996 collection Opera et Cetera: ‘a carillon impinged 

a thousand raining quavers/on my ear, tumbling’.238 In a third example of possible 

Rimbaldian influences on Carson’s original writing, he names the female character in 

For All We Know, ‘Nina’. Nina is not a particularly common French name; however, 

Rimbaud used it in his poem ‘Les Réparties de Nina’ (Nina’s Replies).239 Such 

borrowings speak to the inclusive activity that translation is (or should be). For a 

creative writer who is also a translator, words leak from one genre to another through 

the porous walls that exist between translation tasks and original writing, one enriching 

the other. Carson has stated that in translation ‘one’s “own” language begins to seem 

another’.240 Macklin balances his earlier points by saying: ‘equally, a strong knowledge 

of Beckett’s fiction and drama can only enhance one’s understanding and appreciation 

of how he has handled Rimbaud’s text’,241 and this could also be applied to Carson who 

very much adds his own contextual interests to his translations. 

Among other exotic lexical combinations which may be examined via the PM 

from the wider poem, is Carson’s novel example ‘mad-cow waves’ for the ST 

‘vacheries hystériques’. This is translated by Peschel as ‘maddened cattle’ and by 

Beckett as ‘maddened herds’. Carson’s neologism, ‘mad-cow waves’, at once shows 

adherence to the ST but also demonstrates the flexibility of his translating style. He 

plucks a (then) topical issue (in 1993, ‘Mad Cow’ disease was at its height across 

 
237 Carson, ‘Found’, The Twelfth of Never, p. 62. The Rimbaldian word, ‘oriflammes’ appears in ST 

‘Villes’: ‘des oriflammes éclatants’, Rimbaud, ‘Villes 2’, Poésies, Une Saison en Enfer, Illuminations, pp. 

172–173 (p. 173).  
238 ‘Carillon’ meaning ‘a set of bells’. Carson, ‘Eesti’, Opera et Cetera (Newcastle upon Tyne: Bloodaxe 

Books, 1996), pp. 7–8 (p. 7). 
239 Fowlie (trans.), p. 41. 
240 Carson (trans.), ILO, p. 13. 
241 Macklin, ‘“Drunken Boat”: Samuel Beckett's Translation of Arthur Rimbaud’s “Le Bateau ivre”’, p. 

19. 
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Britain and Ireland)242 and places it in his version of a nineteenth-century French poem. 

While this conveys an additional (contextual) implicature which is not relevant to the 

Rimbaldian era, it also succinctly implies the lumbering and unpredictable movement of 

the body of water and the continuing implicatures of Rimbaud’s poems.  

A further striking, exoticized phrase occurs in stanza twenty-three of Carson’s 

translation. Having initially faithfully translated the title as ‘Drunk Boat’, Carson 

demonstrates his demotic, declaring ‘the boat is stotious!’ ‘Stotious’ is a word from 

Hiberno-English slang, meaning (very) drunk. As per the PM, this is a surprising, 

vernacular choice, implying a boat full to bursting point and ready to sink. This causes 

the TTR to stop in surprise and read the phrase again (it wakes them up), creating a 

deeper engagement with the text, but it is also a demonstration of the exotic, surprising 

mischief that Carson makes in certain translations. 

In his translation of ‘Le Bateau ivre’, Carson has successfully used several of the 

techniques listed as hallmarks of the PM in Section 4.6. He has delivered implied 

meaning using a variety of languages and dialects, including French, Hiberno-English 

slang and by his use of novel expressions (‘mad-cow waves’). This section has drawn 

attention to Carson’s literary foreignizing techniques in translation by his choices of 

exotic lexicon (which align to choices by Rimbaud and Hugo) which provide useful 

material for PM analysis.  

 
242 ‘About BSE’, Centres for Disease Control and Prevention (9 October 2018) <www.cdc.gov/prions/bse/ 

about.html> [accessed 17 February 2021]. 
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4.10 Conclusion: Carson’s Deconstruction of the ST and Construction of the TT via 

the PS and PM 

In his examination of translating metaphors, translation scholar Michael Hanne has 

explored Peden’s analogy where she compares translation to curation.243 Intriguingly, 

Peden describes the translation process as similar to deconstructing a log cabin, setting 

out all the pieces and then, reconstructing the cabin, log by log.244 This resembles the 

tapia / kowa (ta and ko mean ‘tell’ or ‘narrate’, pia and wa mean ‘break into pieces’) 

Nigerian definition of translation described in Chapter One (Section 1.3). Carefully, and 

by a process of curation, the logs (pieces of information from the ST) may be 

deconstructed, numbered and then reconstructed ‘in new territory’245 (to form the TT in 

the TC). Peden’s warning is not to ‘slather on the plaster’;246 in other words, there is no 

need – and it will do damage – to be overly explicit. Hanne adds an ethical caveat to 

Peden’s analogy, arguing that when it comes to reconstruction, ‘you have to undertake 

the task, not with the original logs, but with timber (language) that is indigenous to the 

target culture’.247 In this chapter, as has been explored via Carson’s TTs, changes in 

information transfer and expression will inevitably occur and cultural differences must 

be accommodated. Based on Carson’s practice, the translator must be prepared to hold 

two sets of processes in their head at the same time, as ‘coexistences’,248 those of the ST 

and those of the TT.  

In its analysis via the PS and PM, via a variety of examples, the current chapter 

has answered research question 3: that is, having drawn up the melded linguistic and 

 
243 Hanne, ‘Metaphors for the Translator’, in Bassnett and Bush (eds), pp. 208–225 (p. 211). 
244 Ibid. 
245 Ibid. p. 212. 
246 Ibid. 
247 Ibid. 
248 Carson has translated Baudelaire’s ‘Correspondances’ on two occasions, once in 1993, (keeping the 

French title) ‘Correspondances’ in FL and later, in 1998, as ‘Coexistences’ in TAP. 
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translation theory, what does a detailed consideration of the HGT model reveal in 

Carson’s translation of implicature? The chapter has revealed that to achieve the desired 

result, or as Carson puts it ‘[to do] justice to the originals’ in order to communicate 

‘what they might imply or mean’,249 there must be sufficient transfer of information. In 

its examination of implicature via the PS, this chapter has examined the sufficient 

nature of information transaction, paying particular attention to additions and 

subtractions of information and the effects that arise from these. Chapter Four has 

shown that in keeping with Popovič’s ‘shift of expression’ theory on this subject, 

Carson has provided the ‘amount of information that it is appropriate to give’.250 

Slavishly counting the Pedenian logs deconstructed in the ST and reconstructed in the 

TT should not be the job of the translator; and slathering on the plaster by making 

explicit what should be left as implicit, would inundate the TTR and is therefore 

undesirable. In the final poem of his Still Life collection and, perhaps even as one of his 

dernières choses (the last things he wanted say), he included the following questions: 

Is it even always an advantage 

To replace an indistinct picture by a sharp one? Isn’t the indistinct 

One often exactly what we need?251 

As evidenced by the questions in the above quotation, a more flexible approach is fully 

in keeping with the spirit of Carson’s oeuvre. This demonstrates that, where appropriate, 

he was comfortable with uncertainty, that there is an allowance for ambiguity in his 

writing. 

As well as communicating the importance of key information transfer from ST 

to TT, this chapter has demonstrated the importance of a consideration of the PM in 

 
249 Carson (trans.), ILO, p. 12. 
250 Popovič, ‘The Concept “Shift of Expression” in Translation Analysis’ pp.78–87 (p. 75). 
251 Carson, ‘James Allen, The House with the Palm Trees, c. 1979’, Still Life (Oldcastle: Gallery Press, 

2019), pp. 70–72. 
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Carson’s Rimbaldian translations and translations in general. Carefully judged and 

measured information supply is essential, but it is evident that Carson felt he had to do 

justice to Rimbaud’s dazzling, cinematic poetry to communicate its imagery and music: 

‘when reinventing, one must find another spin on the language: it’s more a 

renegotiation, perhaps, than a reinvention’.252 In this vein (and taking particular note of 

research question 1: what aspects of modern translation theory should be included in the 

HGT framework for the purposes of analysing Carson’s specific and noteworthy 

techniques in his translation of implicature?), the current chapter has shown, via the 

PM, that Carson communicates the implicit meanings in Rimbaud’s poetry through a 

thorough command of a heterogeneous lexicon. 

As in the previous chapter, where the imposition of the Italian terza rima was 

shown to encourage the emergence of flamboyant rhymes and virtuoso lexical choices, 

the structural imposition of the Alexandrine has been shown in this chapter to energise 

the TT. As Carson commented: ‘yes, the verse was key to the whole project […]. The 

constriction of the verse pushed me to find ways around the poems that I wouldn’t have 

done otherwise.’253 

Via applications of PS and PM, this chapter has examined alterations to original 

ST material and the effects of these on the TT, finding that (as Popovič argues) changes 

from the ST often ‘bring actual gain’ for Carson and his readers.254 The chapter has also 

discussed the transfigurative and configurative nature of translation. In Carson’s case, at 

times the translations may even seem to be transgressive, in the sense that they step 

beyond. The transgressions are carefully judged by Carson, however, and give a sense 

of what Graham meant when he said that Carson was ‘a translator in the widest and 

 
252 J. P. O’Malley, ‘Ciaran Carson on Translating Rimbaud’, The Spectator, 2 November 2012  

< www.spectator.co.uk/article/interview-ciaran-carson-on-translating-rimbaud> [accessed 15 December 

2020]. 
253 Ibid. 
254 Popovič, ‘The Concept “Shift of Expression” in Translation Analysis’, pp. 78–87 (p. 78).  
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most profound sense’,255 because they lead the TTR to an ‘elsewhere’, the place that is 

key to Carson’s oeuvre. 

The judged restraint (described by the PS) and the ‘extraordinary virtuosity’256 

(described by the PM) inherent in Carson’s Rimbaldian translations, are also relevant to 

the idea of tensegrity.257 The opposing forces of the PS (pull) and PM (push) also lend a 

stability and tensegrity to the translations, allowing something of the ‘pure language’, 258  

or Carson’s ‘language beyond language’259 to emerge. 

 

 
255 Graham, ‘Still Lifes and Belfast Streets – Remembering Ciaran Carson (1948–2019)’. 
256 Ibid. 
257 Tensegrity: ‘the property of skeleton structures that employ continuous tension members and 

discontinuous compression members in such a way that each member operates with the maximum 

efficiency and economy’.  

<www.dictionary.com/browse/tensegrity> [accessed 21 March 2021]. 
258 A significant influence on Carson’ s work and a major figure in the realm of Translation Studies, 

Benjamin said: ‘a real translation […] does not cover the original, does not block its light, but allows the 

pure language […] to shine upon the original all the more fully’. See Benjamin, ‘The Task of the 

Translator’, p. 22.  
259 See Section 4.1, also see Kennedy-Andrews (ed.), ‘For All I Know: Ciaran Carson in Conversation’, 

pp. 13–27 (p. 16). 
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Conclusion: Translating from the ‘Elsewhere’ and the ‘Elsewhen’ 

‘it [translation] is potentially a prism that releases, that fires off in different 

directions a series of intercultural and intertemporal moments that challenge and 

enrich spectator reception and experience’1 

5.0 The need for a framework to investigate Carson’s translation methods 

Literary translator Lydia Davis notes poet John Ashbery’s2 poetic prowess by focusing 

on his translation of a Rimbaldian line from ‘Enfance’ in Illuminations, ‘je suis idiot de 

relire, ces livres sans intérêt’3 (LT: ‘I am a fool to reread, these books without 

interest’). Ashbery translates, ‘I’m a fool for rereading, these books of no interest’.4 

She describes his translation as ‘quietly matter-of-fact and dismissive, like the French, 

rhythmically satisfying’.5 Although Carson’s version of ‘Enfance’ (TT: ‘On the Road’), 

was composed after the time of Davis’ critique,6 it is, however, intriguing: ‘I read by 

lamplight, fool enough to con // these boring books again’.7 Typically, and inventively, 

with his use of the word ‘con’, Carson adds layers of implied meaning in his translation, 

thinking outside the box.8 In keeping with ‘relire’ (reread), ‘con’ means ‘to study 

 
1 For ‘elsewhere’ and ‘elsewhen’ and the subsequent quotation see David Johnston, ‘Historical Theatre: 

The Task of the Translator’, p. 62. See also Section 0.2. 
2 Before embarking on his translation of Illuminations, Carson said that he read Rimbaldian versions from 

other poets, including Ashbery. However, although he was an admirer of Ashbery’s other work, he stated, 

‘I was disappointed with his take on Rimbaud, which I felt was ponderously literal and flat’. See J. P. 

O’Malley, ‘Ciaran Carson on Translating Rimbaud’, The Spectator, 2 November 2012, 

<www.spectator.co.uk/article/interview-ciaran-carson-on-translating-rimbaud> [accessed 15 June 2021]. 
3 Rimbaud, ‘Enfance’, in Poésies, Une Saison en Enfer, Illuminations, pp. 156–159 (p. 159).  
4 Ashbery (trans.), ‘Childhood’, in Rimbaud, Illuminations, pp. 23–31 (p. 29). 
5 Harriet Staff, ‘Wow: Lydia Davis on John Ashbery’s Translation of Rimbaud’s Illuminations’, Poetry 

Foundation, 10 June 2011 <www.poetryfoundation.org/harriet-books/2011/06/wow-lydia-davis-on-john-

ashberys-translation-of-rimbauds-illuminations> [accessed 15 June 2021]. 
6 ILO was written in 2012, Davis’ review was written in 2011. 
7 Carson, ‘On the Road’, ILO, pp. 39–42 (p. 42). 
8 Baker recommends that translation scholars should ‘think outside the box’. See ‘Introduction’, in Baker 

(ed.), Critical Readings in Translation Studies, p. 1. 
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closely or memorize’,9 but it is also a word which denotes the evidence for an opposing 

argument (‘pros and cons’). Additionally, it has shadier connotations such as ‘to 

deceive’ or ‘to swindle’.10 Using only one word, Carson succeeds in implying that 

Rimbaud was serious about his work, but that his methods were subversive and 

rebellious. The implication is that he was ‘getting one over’ on the books, and in a way 

despising them.11 This is an isolated example, a mischievous TT, among myriad others 

in Carson’s translations, a demonstration of where he makes free in his translation 

practice, creating new implicatures while innovatively translating from the original. 

Such creativity signals that Carson is a poet-translator whose work is worthy of close 

attention from a Translation Studies perspective. Carson’s inventive strategies in his 

translation of implicature call for an investigative framework as a rational and 

systematic way to ‘track’ or uncover his translation strategies. 

The current thesis examines Carson’s poetic translation strategies via the 

application of a specifically designed Hybrid Gricean Theory (HGT) in order to 

investigate his translation of implied meaning from Dante’s Inferno and Rimbaud’s 

Illuminations, Les Cahiers de Douai and ‘Le Bateau ivre’. The analysis is particularly 

concerned with the investigation of implicature (implied meaning) in literary 

translation. Such work is deemed necessary due to several important factors, including 

the following: 1. the lack of in-depth published material on Carson’s translations, a rich 

area of study;12 2. the need for a cross-linguistically, cross-temporally, and cross-

culturally aware comparative analysis of Dante’s (medieval Italian) ST and Rimbaud’s 

(nineteenth-century French) ST with Carson’s modern English TTs; 3. perhaps most 

 
9 ‘Con’, as defined by Merriam-Webster dictionary. See <www.merriam-webster.com/dictionary/con> 

[accessed 12 June 2021]. 
10 Ibid. 
11 In a letter to Paul Demeny, Rimbaud famously gave an arrogant and disparaging assessment of his 

many poetic forefathers. See Fowlie (trans.), Rimbaud: Complete Works, Selected letters, pp. 305–311. 
12 The lack of study into Carson’s translations is highlighted in the Introduction, Section 0.2.  
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importantly, the desire to foreground and elucidate the singularly inventive translation 

methods of a highly respected modern Irish poet.  

The aim of the thesis is to author a highly effective framework for eliciting 

Carson’s translation of implied meaning; hence, the nature of the research logically led 

to the formation of the HGT13 and then set out to demonstrate its efficacy. The HGT 

consists of four principles which have been freshly derived from selected linguistics and 

translations theories: the Principle of Sufficiency (PS), the Principle of Intention upon 

the language (PI), the Principle of Manner (PM) and the Principle of Extension (PE). 

The HGT theory facilitates elucidation by providing four different lenses through which 

to view Carson’s translations of implied meaning in a structured and systematic way, 

deconstructing his translations to reveal layers of implicature which he has teased out 

from the ST. 

5.1 Research Question 1: What aspects of modern translation theory should be 

included in the HGT framework for the purposes of analysing Carson’s specific 

and noteworthy techniques in his translation of implicature?14 

In response to this question, Chapter One begins by delineating the concept of 

translation and acknowledges the sound argument which James S. Holmes made for an 

organized and systematic study of translation with his founding statement, ‘The Name 

and Nature of Translation Studies’.15 Relevant modern theories in translation, based on 

 
13 The research structure leading to the formation of the HGT is outlined in the Introduction, Section 0.4. 
14 See Introduction, Section 0.3. 
15 Holmes, ‘The Name and Nature of Translation Studies’, in Translated!: Papers on Literary Translation 

and Translation Studies, pp. 67–81. Holmes’ statement on Translation Studies contributes to the General 

Overarching Principle of the HGT as described in Section 2.7. 
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foundational theories of the past, are then examined and emphasized in relation to 

Carson’s practice. 

Critics are quick to point out the ‘abundance’, ‘felicity of expression’, ‘humour’ 

and ‘immense erudition’, which give Carson’s work its ‘wonderful zest and intricacy’.16 

The said qualities derive from Carson’s use of foreignization. His diverse approach is 

apparent in his attitude towards his own and other languages when he declared himself 

‘sceptical about the authority of any one language, or any one take on the world’.17 

Venuti’s foreignizing theory is included as an important element in the HGT chiefly 

because Carson’s translation methods are found to be highly visible and singular. For 

example, the Carsonian TTs examined in this research often foreground a minoritized 

form of English, the Hiberno-English that can be heard on the streets which Carson 

frequented, or, as poet Robert Frost terms such quotidian speech, language which is 

‘caught fresh from the mouths of people’.18 Carson’s use of terza rima and the 

Alexandrine, along with a wide array of foreign language vocabulary, also clearly 

signalled his use foreignization in the TTs. Close examination of Carson’s TTs clearly 

shows that he does not favour a domesticating19 translation strategy. This is because, 

although he contextualizes the TT within his own culture, he does so in a singular way 

which uses minoritized dialects such as Ulster dialect, Belfast vernacular and Hiberno-

English. This distinction is also supported by literary critic Alexander, who clearly 

differentiates between domesticating and foreignizing strategies on these grounds.20 

 
16 Patricia Craig, ‘Ciaran Carson Obituary’, The Guardian, 6 October 2019, 

<www.theguardian.com/books/2019/oct/06/ciaran-carson-obituary> [accessed 9 June 2021]. 
17 Malmqvist, ‘Interview with Ciaran Carson’, p. 52. 
18 Robert Frost, ‘On the “Sound of Sense” and on “Sentence Sounds”’. See <udallasclassics.org/wp-

content/uploads/maurer_files/Frost.pdf> [accessed 3 June 2021]. 
19 Munday explains the term, ‘domestication’ thus: ‘Venuti considers the Anglo-American translation to 

be primarily one of domestication. This strategy is closely related to fluent translation which is intelligible 

and familiarized but, at the same time, such transparent translation may lead to the invisibility of 

translators’. See Munday (ed.), The Routledge Companion to Translation Studies, pp. 183–184. 
20 Alexander, ‘Babel-babble: Language and Translation’, in Alexander, Ciaran Carson: Space, Place, 

Writing, pp. 175–215 (p. 183). See Alexander’s explanation of Carson’s use of foreignizing strategies in 

translation in Section 4.6.  
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The current thesis also uncovers strong links to Baker’s narrative theory21 in 

Carson’s approach to translation. His interviews hint at this approach. For example, in 

one of his interviews he said, ‘I want to write down the yarn, the story’.22 Chapter One 

describes how the narrative approach is an invested method; in Carson’s case, it signals 

his own experiences of the world. The thesis also identifies the narrative theory as 

applicable to examining Carson’s translation methods since, as Baker points out, it is 

particularly applicable to those living within a conflict situation. Analysis via the 

narrative theory is in keeping with Carson’s embeddedness in Irish culture together with 

his experience of living in Belfast through the entirety of the Troubles. 

Benjamin’s writings on intention upon the language in his essay ‘The Task of 

the Translator’ are also influential in selecting appropriate translation theories to 

describe Carson’s methods.23 Benjamin examines ST and TT in terms of ‘relatedness’24 

of languages. There are other links between Benjamin and Carson. Carson has spoken 

of his interest in Benjamin and their own ‘relatedness’, saying that he and Benjamin 

demonstrate overlapping concerns.25 Noting the importance of implied meaning in 

literary texts, Baker highlights that ‘Benjamin proposed that a good translation puts the 

same kind of pressure on the TL that the original puts on the source language, and so 

“to some degree all great texts contain their potential translation between the lines”’. 26 

This assertion highlights the suitability of Benjamin’s observations for a study of 

implicature. 

The current thesis next turns to Tymoczko’s progressive views27 on literary 

translation, where she conceptualizes a translator not as an agent between SL and TL 

 
21 See Section 1.3. 
22 Brandes, ‘Interview with Ciaran Carson’, p. 83. 
23 This is described in greater detail in Section 2.7. 
24 Benjamin, ‘The Task of the Translator’, p. 16. 
25 O’Neill, ‘Interview with Ciaran Carson: From Both Sides of the Track’, p. 166. 
26 Baker, ‘Forensic Translation’, 7 April 2015 <www.monabaker.org/2015/04/08/1331/> [accessed 12 

June 2021]. 
27 See Section 1.3. 
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but as one ‘in a system inclusive of both SL and TL, a system that encompasses both’.28 

She argues that a translator cannot help but be ‘parti pris’29 or biased to some degree 

and therefore ‘can never stand in a neutral or free space between cultures’.30 This is in 

keeping with the cross-cultural, cross-temporal, cross-linguistic methods observed by 

the literary review of Carson’s TTs carried out for the purposes of this investigation.  

This thesis argues that since languages are in a constant state of flux, linguistics 

and Translation Studies present their theories on shifting ground. Therefore, modern 

translation theories, although built upon past corpora, have had to constantly evolve and 

adapt in an agile manner to ‘zeitgeist-shifts’31 in the field. Chapter One stresses the 

constant forward momentum of translation theories and hypothesis. Key translation and 

linguistics theorists advocate taking a progressive, broader view in the development of 

translation theories. As Baker argues, ‘we are now in a position to move safely and 

confidently not only beyond dichotomies and taxonomies, but also beyond the 

foundational literature and scholarly canon’.32 Similarly, Tymoczko asserts, ‘translation 

Studies needs to adopt a broader – in fact, an open – definition of the subject matter at 

the heart of the discipline, namely translation’.33 Core to the argument in this thesis, 

therefore, is the understanding that translation is a mutable concept, but also, and 

crucially, that this sense of development and openness is one which suits Carson’s 

writing. This assertion chimes with poet John McAuliffe’s assessment of Carson, where 

he identifies the latter as ‘the protean shapeshifter of Irish poetry. Rather than retreat 

into mannerism or self-imitation, he has always tried on new ideas for size.’34  

 
28 Tymoczko, ‘Ideology and the Position of the Translator’, in Baker (ed.), p. 223. 
29 Ibid. p. 225. 
30 Ibid. p. 223. 
31 Edna Longley’s term, which is also mentioned in the Introduction, Section 0.2. 
32 Baker (ed.), ‘Introduction’, in Critical Readings in Translation Studies, pp. 1–4 (p. 1). 
33 Tymoczko, ‘Introduction’, in Enlarging Translation, Empowering Translators (Oxon: Routledge, 

2010), pp. 1–12 (p. 8). 
34 John Mc Auliffe, ‘Shapeshifter’s Brilliance Returns the Genie to his Echo’, Irish Times, 16 February 

2013, 

<www.irishtimes.com/culture/books/shapeshifter-s-brilliance-returns-the-genie-to-his-echo-1.1252679> 

[accessed 12 May 2021]. 



249 

 

Baker has used the word ‘reorchestration’35 for describing the concept of 

translation and the thesis has indicated that such musical terminology is certainly 

appropriate to (the musician) Carson’s methods. As the preceding Chapters 

demonstrate, music had an enormous influence on his translation practice and is key to 

the rhythms, rhyming patterns and narrative links from ST to TT. Carson often referred 

to the significance of music in his writing. For him it is an enormous influence, even an 

‘in’ to his translation practice. Relevant to this thesis, he said, ‘the music of the poems 

of […] Rimbaud […] had been hovering at the back of my mind […] my translations 

come largely from Gaelic song’;36 and regarding his translation of Dante’s work, he 

said, ‘I thought of the Irish ballad makers of the eighteenth and nineteenth century […]. 

as I walked the streets of Belfast, I wanted to get something of that music’.37 

This thesis clearly demonstrates musical influences in Carson’s translations, and 

how he channels these as an ‘expressive energy’,38 one that is intricately connected with 

his translation process. Describing his Irish traditional music influences, he once 

referred to the idea of really knowing a piece of Irish traditional music as impossible: 

‘do we ever fully know a tune, or only versions of it, temporary delineations of the 

possible’.39 Just as a replay or cover version of an original piece of music will 

emphasize different aspects of the original and deemphasize others, a TT will provide 

its own rendition of a ST. Carson, who does not differentiate between his original 

writing and translating in general,40 has said that music is not simply a factor in his 

 
35 Baker, ‘Forensic Translation’, 7 April 2015 <www.monabaker.org/2015/04/08/1331/> [accessed 12 

June 2021]. 
36 Malmqvist, ‘Interview with Ciaran Carson’, p. 57. 
37 Carson, ‘Introduction’, in Carson (trans.), TIDA, p. xxi. 
38 Ibid.  
39 Carson, Last Night’s Fun, p. 2. 
40 This point is discussed in the Introduction, Section 0.1. 
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writing but that it is behind his every word: ‘I can't do anything on the page without 

thinking it could be read in a musical way, with poetry as well as prose’.41 

5.2 Research Question 2: In what ways is a Gricean model of implicature a successful 

aid to elucidate literary translation?42 

At the heart of the HGT theory is the understanding that ‘translation is an act of 

communication’43 and that it is therefore closely connected to the pragmatics area of 

linguistics, which is defined as ‘language in use’.44 Having researched the view that 

literary translation analysis must be an adaptable and constantly developing concept and 

one which has a forward momentum, Chapter Two shows that pragmatics is also a 

shifting and expanding concept. Additionally, the chapter clearly establishes that 

original Gricean and neo-Gricean theories have widened their applicability to other 

fields, for example, translation scholars45 have identified their use to apply to literary 

translation analysis and literary scholars have noted their significance in literary 

stylistics.46 Furthermore, certain linguistics scholars have argued for the possibility of 

selecting separate elements of Gricean and neo-Gricean theory and combining them 

‘rather than sticking closely to one approach’.47 Such a Hybrid Gricean approach is 

applied in this thesis as a way of ‘testing’ and ‘shedding light’48 on Carson’s TTs. The 

 
41 Laskowski, ‘Inventing Carson: An Interview’, p. 94. Interestingly, Derek Mahon made a similar 

statement, not long before his death. Speaking of his last work, translating seven translations of Verlaine’s 

poems from Romances sans paroles, he said: ‘I’ve always thought much of Verlaine untranslatable, like 

trying to rewrite music as language; but by (re-)writing language as “music”, perhaps it can be done.’ See 

‘Preface’ in ‘Decadence and Translation’, Volupté, Interdisciplinary Journal of Decadence Studies, 3:2 

(Winter 2020), p. i <volupte.gold.ac.uk/translation> [accessed 18 June 2021].  
42 See Introduction, Section 0.3. 
43 Blum-Kulka, ‘Shifts of Cohesion and Coherence’, p. 304. 
44 Baker and Huang have discussed Pragmatics in these terms, see Section 2.5. 
45 The merits of this have been discussed by Baker, Venuti and others. See Section 2.2. 
46 The thesis draws attention to Chapman’s findings on this point. See Section 2.4. 
47 Chapman and Clark (eds.), ‘Introduction’, Pragmatic Literary Stylistics, pp. 1–15 (p. 7). 
48 Ibid. 
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current thesis makes a thorough enquiry into views from linguistics theorists who have 

tested the efficacy of Gricean theory.49 Views from translation theorists, who have 

discussed how the theory can be applied to the analysis of implied meaning for literary 

translation, are also examined. For example, the caveats from Baker and Venuti, who 

argued that Gricean theory fails to take account of cross-linguistic differences, are a 

persuasive factor for the proposed modification of the original Gricean theory.50 Chapter 

Two dispels the expectation that Gricean theory and neo-Gricean theory may only be 

applied to ‘conversation’. This argument is supported by Chapman, Clarke and others 

who have shown how Gricean and neo-Gricean theories may be applied to literary texts, 

poetry, drama, literature and used as a practical means of yielding maximum translation 

analysis from any given literary text.51 

These viewpoints provide the justification for selecting elements of Gricean and 

neo-Gricean theory to add to the established elements of translation theory, thus 

forming the HGT. In answer to the second part of Research Question 2. (see Section 

0.3: What useful elements of Gricean theory might be included in a neo-Gricean theory 

to elucidate Carson’s literary translation practices?) the following elements are therefore 

selected and retained from Gricean and neo-Gricean theory to aid in the formation of the 

HGT: 

1. Grice’s Principle of Quantity (retained by all neo-Gricean theorists52 in their 

reworkings of the theory) is included in the HGT, as an essential element. 

2. The word ‘sufficient’ which denotes the first HGT principle is borrowed from 

Horn.  

 
49 See Sections 2.3–2.5. 
50 This is fully explored in Section 2.2. 
51 See Section 2.4. 
52 Chapman’s observation is more fully discussed in Section 2.2 of this thesis. 
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3. The word ‘manner’ is borrowed from Grice’s original theory, although in the 

HGT this principle is significantly reworked. 

4. The HGT Principle of Manner borrows from Levinson’s M-principle to include 

the element of ‘marked expressions’. 

5.3 Research Question 3: Having drawn up the melded linguistic and translation 

theory, what does a detailed consideration of the HGT model reveal in Carson’s 

translation of implicature?53 

The findings from the HGT principles are based on the evidence of close observations 

from Carson’s translations of Dante (analysed via the PI and PE in Chapter Three) and 

his translations of Rimbaud (analysed via the PS and PM in Chapter Four), further 

findings and examples are documented in the Appendices for Chapters Three (B–E) and 

Four (F–I), which apply each of the principles of the HGT to Carson’s translations of 

Dante and Rimbaud. The current thesis seeks, as its key concern, to describe the 

phenomena of Carson’s TT and to analyse his methods for translating implicature. In 

answer to research question 3 above, this conclusion will now examine the findings for 

each Principle in turn. All translation examples in this Section 5.3 have been selected 

from the preceding chapters and from appendices (B–I) since they best exemplify the 

findings of the current thesis. 

The overall aim of the thesis is summed up by the General Overarching 

Principle and further defined by its constituent Principles of Sufficiency (PS), Intention 

upon the language (PI), Manner (PM) and Extension (PE): 

 
53 See Introduction, Section 0.3. 
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General Overarching Principle54  

 

1. To describe the phenomena of Carson’s literary translations within 

Translation Studies as they manifest themselves in the world of the target text 

reader’s (TTR’s) experience 

2. To establish specific principles by means of which the phenomena of 

translating implicature can55 be analysed and elucidated to uncover aspects of 

Carson’s literary translation methods 

 

Within the General Overarching Principle there are four main principles: the Principle 

of Sufficiency (PS), the Principle of Intention upon the Language (PI), the Principle of 

Manner (PM) and the Principle of Extension (PE). These, and the findings related to 

them, will now be summarized in turn below. 

 

5.3.1 Principle of Sufficiency (PS)56  

 

• The informational content of the TT is as complete as possible  

• No information has been added or omitted in the TT57 
 

 

The PS is presented as the backbone of what is expected in translation, that is, a fair 

exchange of information between ST and TT, and the presence of a sufficiency of 

information in the TT. This, as explored throughout the thesis, is at the centre of trust 

between the translator and TTR, since the TTR depends on the translator to give as 

complete a picture of the ST as possible. It is also why, as the present thesis highlights, 

translators are treated with mistrust and why sayings such as traduttore, traditore58 are 

commonplace. The PS is drawn up and included as an essential element of the HGT (all 

linguistics theorists include some notion of Quantity in their neo-Gricean theories)59 to 

uncover how implicature is affected by information transfer. It initially seems to be a 

 
54 The GOP is based on a foundational statement by Holmes in his essay ‘The Name and Nature of 

Translation Studies’ as is explained in Section 1.1, see also Section 2.7. 
55 ‘Can’ and not ‘may’ is used here in the spirit of Holmes, who sees Translation Studies as an ‘empirical 

discipline’. An empirical study relies on practical experience or evidence which fits with this pragmatic 

study. See Holmes, ‘The Name and Nature of Translation Studies’, p. 71. 
56 Horn and Guerts both use the word ‘sufficiency’ in relation to the Gricean concept of Quantity. See 

Section 2.7 (PS). 
57 This is directly derived from Grice’s maxim of Quantity. 
58 Traduttore, traditore means ‘translator, betrayer’. Section 2.7 also draws attention to the Hungarian 

expression, fordítás, ferdítés, ‘translation is distortion’. 
59 See Section 2.7. 
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very basic point: information is counted in (ST) and out (TT).60 However, it is 

surprizing to observe the extent of the importance of this principle, and to note the 

revelatory quality of an examination of translation of implicature via the PS in Carson’s 

translations. A detailed examination of Carson’s TTs via the PS elucidates by which 

methods he translates implicature. Such analysis facilitates and offers explanations for 

certain translation decisions, allowing an enhanced and informed reading of the TT. The 

following results are derived by a watchful reading via the PS. 

Firstly, the thesis uncovers that in some of his translations, Carson has ‘added 

information in the TT’ by superimposing his own allusions and, sometimes, narrative (a 

song, a well-known book,61 a familiar historical event62) onto another. A striking 

example of this, as described in Section 4.3, is the TT ‘As I Roved Out’ where he 

superimposes the narrative of an Irish ballad onto the narrative in Rimbaud’s poem 

‘Aube’. Chapter Four highlights that this is not a random decision, but one which is 

explained by the links that Rimbaud had already created in the ST with a French 

folksong ‘Nous n’irons plus aux bois’. The effect of such a narrative approach to 

translation is to ‘reproduce it [the TT] as a living work’,63 adding new vigour and a new 

implied meaning to the TT64, while still chiming or merging with the original narrative. 

‘As I Roved Out’ is a different song from ‘Nous n’irons plus aux bois’ but, as Carson 

points out, ‘stories lie behind the tune’.65 Carson notes the ‘wow’66 factor in Rimbaud’s 

 
60 The concept of a core body of information has been described by others as follows: Popovic’s 

‘invariant core’, Tymoczko’s ‘black box’, Jakobson’s ‘message’. 
61  Examples of book titles for Carsonian TT poem titles include ‘Twenty Years A-Growing’ (Muiris Ó 

Súileabháin), for ST ‘Jeunesse’, ‘On the Road’ (Jack Kerouac), for ST ‘Enfance’ and ST ‘Ma Bohème’ 

and ‘Invisible Cities’ (Calvino) for ST ‘Les Ponts’. An example of a film title used for a TT poem title is 

High Society for ST ‘Scènes’. 
62 Examples of historic events include reference to Penal Times, the Famine and the Troubles in TIDA. 
63 Popovič, ‘The Concept “Shift of Expression” in Translation Analysis’, pp. 78–87 (p. 80). 
64 The vast extent of implied meanings communicated by the story behind the narrative of ‘As I Roved 

Out’ intended by Carson, are described in detail in Section 4.3. 
65 Carson, Last Night’s Fun, p. 7. 
66 Carson describes how impressed he was by the other worldly atmosphere created by Rimbaud’s poems 

in Illuminations. In this reading at Boston University, he exclaims ‘Wow! Strange world!’. See Carson, A 

Reading and Conversation with Ciaran Carson (at 30:44). 
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ST, and the PS shows that reframing the story is a way of reciprocating that 

inexpressible inventiveness in the TT. 

Another key method, uncovered by examination via the PS, is that Carson 

regularly gives (more than) sufficient information in his TT by employing grammatical 

shifts to TT advantage. For example, the research demonstrates that he regularly uses 

this method to emphasize a more immediate sense of drama. One example of this is 

where, in TIDA, Carson translates ‘la paura’67 (LT: ‘fear’) as ‘I shudder’,68 exchanging 

a noun for an active verb. In so doing, he implies a stronger sense of fear and a visceral 

reaction to it. The active TT verb choice ‘shudder’ has the effect of shaking Carson’s 

reader awake and gets them personally involved in the Dantean narrative.  

As recommended by the PS, an alert awareness of the ‘informational content’ of 

the ST versus the TT reveals that Carson regularly employs the method of adding words 

or phrases to the TT. This action has the effect of adding layers of implicature in his 

version. This is a key feature of Carson’s translation practice and therefore highly 

significant. The result of this technique is often to give a dramatic sense of immediacy 

and to achieve the effect of TTR involvement. Linked to this, the current thesis 

emphasizes the theatrical element throughout Carson’s TTs, from the performative 

function of his language to the way in which he has structured his translation of 

Illuminations as a theatrical play, complete with Acts, Scenes, an Interlude and a set of 

characters. Such an observation is in keeping with Broome’s assessment of Rimbaud as 

a skilful metteur en scène.69 A study via the PS draws attention to the fact that Carson’s 

sense of the theatrics also extends to his translation of TIDA where he also takes on the 

role as a regista teatrale.70 In canto I, the additional imperative phrase, ‘Picture for 

 
67 Dante, in Hollander (trans.), Dante the Inferno, I. 6, p. 2. 
68 See Appendix B. 1, selected from Carson (trans.), TIDA, I. 5, p. 1. 
69 Broome, ‘From Vision to Catastrophe in Rimbaud’s Illuminations’, Forum for Modern Language 

Studies, XV: 4 (October 1979), 361–379 (p. 361). Carsonian cinematic and theatrical TT effects are 

further discussed in Section 4.3. 
70 Italian for stage director. 
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yourselves the sight’71 is not a suggestion, but a (stage) direction for the TTR, telling 

them to get personally involved. It directly orders them to use their own imaginations to 

‘picture’ what is implied by the frightful scene. On occasion, Carson makes his 

additional ‘stage directions’ do double duty. For example, in ‘Invisible Cities’ (ST, ‘Les 

Ponts’), his additional and original phrase, ‘you may note’,72 invites the active 

involvement of the TTR, but also reinforces and implies links to the musical theme in 

the original, thus augmenting Rimbaud’s original meaning. 

The PS encourages a more assiduous reading of the TT which proves to be 

revealing. For example, Carson translates ‘spirto di pietade’73 (‘spirit of pity’) as ‘spark 

of pity’,74 where he omits the word ‘spirit’, yet he partially implies it acoustically with 

an ‘sp’ sound and also partially suggests ‘spirit’ with ‘spark’, which gives an 

implicature of the spark of life which is inherent in a ‘spirit’. 

Close investigation via the PS also establishes that Carson uses the technique of 

adding a single word to reinforce a genre (such as, in this case, a fairy tale genre) which 

is implied (therefore, not stated) in the ST. For example, Chapter Four points out that he 

adds the word ‘forevermore’ to his translation of Rimbaud’s ‘l’eau était morte’,75 

providing a more exaggerated meaning with ‘their waters dead forevermore’.76 This 

archaic addition gives the implication of a fairy-tale setting (fitting with the youthful 

love-and-betrayal story in the original). 

An important consideration within a reading via the PS is also how Carson uses 

cross-linguistic differences from ST to TT to intensify or amplify an implicature, or to 

create additional implicatures from ST to TT and from TT to ST. As per the example of 

‘con’, at the start of this Conclusion, a consideration of the TT via the PS encourages an 

 
71 See Appendix B. 2, selected from Carson (trans.), TIDA (I. 44–45), p. 3.. 
72 See Section 4.4 selected from Carson, ‘Invisible Cities’, ILO, L. 8, p. 38. 
73 Dante, in Hollander (trans.), Dante the Inferno, XIII. 36, p. 240. 
74 See Appendix B. 6 selected from Carson (trans.), TIDA, XIII. 36, p. 85. 
75 Rimbaud, in Peschel (trans.), ‘Aube’, L. 2–3, p. 146. 
76 See Section 4.3, selected from Carson, ‘As I Roved Out’, ILO, L. 2, p. 17. 
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examination of the layers of meaning which are implied due to Carson’s individual 

word choices in the TT. A clear example of this, highlighted in Chapter Four, is 

Carson’s translation of ‘ses voiles amassés’77 provided by ‘those recollected veils’78 in 

‘Aube’, where the verbal adjective re-collected has a double meaning: ‘gathered’ and 

‘remembered’. The ‘remembered’ provides an added implicature of nostalgia. Chapter 

Four also draws attention to where cross-linguistic differences fall short in the TT and 

therefore provide less information than is available in the ST. For example, the 

anagrammatic link between ‘voiler’ (‘to veil’) and ‘violer’ (‘to rape’) is possible in the 

SL but not in the TL,79 therefore, this dark implicature remains solely bound to the ST.  

The PS examination also places an emphasis on Carsonian title selections.80 

Every title could be analysed via each of the principles in a separate way (in terms of 

Manner, Intention upon the Language, or Extension). In terms of the PS, however, 

Chapter Four provides, via the PS, an examination of the title ‘What Goes Round’,81 

which is Carson’s inventive translation for ‘Ornières’.82  Avoiding the LT ‘Ruts’ 

selected by most other translators,83 Carson provides manifold implicatures by this 

modified title choice. Along with the sense of the wheels that made the ruts, his title 

implies the circular movement of the ST, the circle of life from birth to death, a sense of 

predestination and a sense of karma. A complete table of Carson’s translations of the 

Rimbaldian titles is included as Appendix J for Chapter Four.  

The PS is an indispensable yet flexible principle. It is one which could be 

applied to the discovery of how implicature is communicated in any line of poetry by 

any writer, since it poses the following crucial questions: is the informational content of 

 
77 Rimbaud, in Peschel (trans.), ‘Aube’, L. 15, p. 146. 
78 See Section 4.3, selected from Carson, ‘As I Roved Out’, ILO, L. 19, p. 17. 
79 The anagrammatic implied link suggested by Guyaux in Poétique du Fragment, p. 166, is discussed in 

Section 4.3. 
80 See Appendix J for analysis of all of Carson’s title selections. 
81 See Section 4.5, selected from Carson, ‘What Goes Round’, ILO, p. 43. 
82 Rimbaud, in Peschel (trans.), p. 134. 
83 Peschel, Ashbery, Fowlie and others have translated the title as ‘Ruts’. 
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the TT as complete as possible? Has any information been added or omitted? Answers 

to these questions would be revealing regarding an examination of any TT. 

  

5.3.2 Principle of Intention upon the language84 

 

• The TT’s intention upon the language is congruent to the ST’s intention 

upon the language 

• The TT represents ST intention upon the language as fully as possible  

• The form and order of the ST is represented in the TT in an equivalent85 way 

 
 

The second principle of the HGT, the PI, moves beyond the basic process of 

information transfer in translation, as described by the PS, to considerations of intention 

upon the language. For the translator, this includes an in-depth examination of the 

‘relatedness’ of the SL and the TL, where the TL ideally produces ‘an echo of the 

original’.86 It also demands an examination of the form and order of the ST. Chapter 

Two explains that the PI is derived from Benjamin’s landmark deductions in his essay 

‘The Task of the Translator’. This important essay has been cited widely since its 

publication and is highly regarded by key translation theorists.87 Indeed, Baker 

advocates Benjamin’s essay as ‘probably the twentieth century’s single most influential 

commentary about the goal of translation’.88  

As Chapter Two notes, Benjamin points out the lesser importance of the literal 

meaning of words and stresses the second-guessing that a translator must do, to some 

degree, in trying to capture what a ST is both saying and not saying at the same time: 

‘the task of the translator consists in finding that intended effect [intention] upon the 

language’.89 With this statement, Benjamin emphasizes the central issue of implied 

 
84 Benjamin discussed the translator’s intention upon language in his influential 1923 essay, ‘The Task of 

the Translator’.  
85 Equivalence remains a highly debated and live subject in Translation Studies. 
86 Benjamin, ‘The Task of the Translator’, p. 19. 
87 Baker, Venuti and others have clearly stated the importance of Benjamin’s essay.  
88 Baker states this in, ‘Forensic Translation’, 7 April 2015 <monabaker.org/2015/04/08/1331/> [accessed 

12 June 2021]. 
89 Benjamin, ‘The Task of the Translator’, p. 19. 
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meaning (implicature) in translation, which is key to this thesis. Felicitously, having 

already selected Benjamin at an early stage of the literary review as a key translation 

theorist for Carsonian analysis, the research subsequently revealed strong links that 

exist between these two writers, which underscored the suitability of Benjamin’s theory 

for inclusion in the HGT. In interview, Carson said that congruences exist between his 

and Benjamin’s thought processes: ‘anything of his [Benjamin’s] that I have read seems 

to corroborate whatever ideas are expressed in my own work’.90  

Firstly, as Chapter Three and Chapter Four describe, Carson practises his 

intention upon the language by deciding on a structure for his translations. For Dante, 

he retains the ST terza rima scheme and for Rimbaud’s Alexandrine sonnets in Les 

Cahiers de Douai he retains the Alexandrine line and the sonnet form. More 

experimentally, in ‘Le Bateau ivre’,91 he exchanges one rhyming scheme and structure 

for another, transforming the French four-line alternate-rhymed Alexandrine stanzas to 

two-line rhyming couplet stanzas, where he uses the long line which is a feature of his 

own original poetry. This choice displays a musical intention upon the language: ‘the 

way the long line moves is not unlike the movement of a reel. The eight-bar basic unit 

of the reel – which can be further divided into smaller units, two or four or whatever – 

responds roughly to the length of, and stresses within, the poetry line’.92 Most 

surprisingly of all, Carson exchanges the prose poems in Rimbaud’s Illuminations for 

Alexandrine couplets in his English version. Carson complained that he had read several 

translations of Rimbaud’s poetry where there was a sufficiency of information, but that 

they were, in his view, ‘lifeless’.93 As Chapter Four discusses, intentional equivalence 

does not just require a slavish translation of the words but also translating ‘poetry for 

 
90 Carson’s ‘ideas’ and translation practices are corroborated by Benjamin’s insights. See O’Neill, 

‘Interview with Ciaran Carson: From Both Sides of the Track’, p. 166.  
91 See Section 4.9. 
92  Rand Brandes, ‘Interview with Ciaran Carson’, p. 82.  
93 Carson, ‘Popescu: Ciaran Carson reads Arthur Rimbaud’ (at 00:38) 

<soundcloud.com/poetrysociety/ciaran-carson-poem-and-intro> [accessed 1 June 2021]. 
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poetry’.94 Carson’s inventive approach to translating Rimbaud’s poetry, having firstly 

detected nascent sonnets (little songs) in the STs, was to inject music into the 

translation. Having established which rhyming and metrical schemes Carson selected, 

the thesis uncovered the following trends in Carson’s TT via a PI reading. 

Further utilizing the PI, this thesis identifies obvious connections between 

Dante’s ground-breaking (and controversial) use of the Tuscan dialect,95 and the 

combination of Hiberno-English, Belfast vernacular and Ulster Scots (as well as a 

variety of other languages) that Carson uses in his TIDA. Several examples of this are 

highlighted in Chapter Three and in the Appendices (and myriad examples exist 

throughout TIDA). For example, Carson’s translation of ‘anima sciocca’96 (LT: 

‘silly/foolish soul’) as ‘hey, head-the ball’97 introduces a lively, idiomatic slang 

expression which gives an amplified implicature of foolishness and also, felicitously, 

‘sciocca’ provides a soundalike word for the English word soccer (ball). Part of 

Carson’s intention upon the language here was to stay sonically true to the original, 

allowing himself to be inspired directly by the sound of the original as well as by its 

sense. While other commentators have remarked on Carson’s use of the phrase ‘hey, 

head-the-ball’,98 none have compared it in detail to the Italian ST counterpart (‘anima 

sciocca’), which must surely be an essential consideration in any translation analysis, as 

this thesis has argued. Another notable PI example is included in this thesis, not only to 

show that Carson inventively uses Ulster Scots but why he does so and how this may be 

 
94 See Section 4.6 in Corrigan, ‘Preface’, in Waddell, Songs of the Wandering Scholars, pp. 7–14 (p. 13). 
95 The title of Dante’s work, De Vulgari Eloquentia means: ‘Concerning Vernacular Eloquence’. It is an 

unfinished treatise on poetry and language, identifying the Tuscan vernacular as the superior language for 

poetry writing. In Dante’s judgement the ‘beauty’, ‘eloquence’ and ‘sophistication’ of the Tuscan dialect 

made it highly suitable for literary endeavours. See Section 3.1. 
96 Dante, in Hollander (trans.), Dante the Inferno, XXXI. 70, p. 570. 
97 This expression could be examined via any of the four principles. Carson (trans.), TIDA, XXXI. 70, p. 

218. 
98 This includes Helen Gibson in her Chapter, ‘“An English that is Sometimes Strangely Interesting”: 

Ciaran Carson Mining Linguistic Resources Using Translation’, in Duncan Large, Mokoto Akashi, Wanda 

Józwikowska and Emily Rose (eds.), Untranslatability: Interdisciplinary Perspectives (Oxon: Routledge, 

2019), pp. 128–142 (p. 130); and Alexander, ‘Babel-babble: Language and Translation’, in Ciaran 

Carson: Space, Place, Writing, pp. 175–215 (p. 204). 
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examined via the PI: Carson supplies, ‘Aff ye gang, ah need nae mair advice’99 to 

translate Dante’s ST, ‘Istra ten va, più non t’adizzo’100 (LT ‘Now, off you go, I will 

incite you [to speak] no longer’). A contextual examination of the medieval Italian is 

critical to understand that Carson’s TT is not just a random, witty Ulster-Scots 

interjection but rather that it is rooted in Dante’s original intention upon the language. 

‘Istra’ is identified as a medieval northern (Italian) way of saying ‘ora’ which means 

‘now’. Dante used this form of the word because Virgil was from Lombardy, and 

therefore, occasionally slips into a northern dialect, especially within the context of this 

example where he is exercised, causing him to revert to a less formal dialogue. The 

Lombard dialect is distinct from Dante’s medieval Tuscan dialect, therefore, Carson 

logically correlates Ulster Scots to the far-northern dialect. This thesis argues that a 

convincing analysis of cross-temporal, cross-cultural and cross-linguistic differences 

must be founded on a thorough analysis and understanding of the ST as compared to the 

TT. 

Other Carsonian techniques, where the Irish poet creates a correlated intention 

upon the language, include an emphasis on acoustic equivalence. For a musical 

translator, this figures highly in Carson’s TT choices. A striking example of acoustic 

correlation is illustrated in Appendix G. 7 of the thesis, where, in the Rimbaldian poem 

‘Métropolitain’, Carson translates ‘cœurs et sœurs’101 as the rhyming words ‘Love and 

Dove’,102 where others have translated literally with ‘hearts and sisters’.103 Carson’s 

version may intend a clichéd ‘lovey, dovey’ implicature and prioritize sound over sense, 

but it also matches Rimbaud’s musical rhyming intention upon the language in a 

distinct, but parallel, way. 

 
99 See Section 3.3 selected from Carson (trans.), TIDA, XXVII. 20, p. 187. 
100 Dante, in Hollander (trans.), Dante the Inferno, XXVII. 20, p. 496. 
101 Rimbaud, in Peschel (trans.), ‘Métropolitain’, L. 16–17, pp. 152–155 (p. 154). 
102 See Appendix G. 7, selected from Carson, ‘Poles Apart’, ILO, L. 19, pp. 25–25 (p. 24). 
103 Fowlie, Ashbery, Peschel and others have translated this phrase literally. 
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Analysis of Carson’s TTs (both Dantean and Rimbaldian) also reveals that he 

incorporates SL expressions within his TT. On occasion these are borrowed and 

repeated directly from the ST to provide an identical intention upon the language for 

example, ‘Quel ennui’104 in ‘On the Road’. More frequently, however, he includes 

additional well-known French and Italian words to reinforce the STC, and also, one 

suspects, to add a Carsonian flourish and good humour. 

In certain cases, as demonstrated by examples in Chapter Three and in 

Appendices C and G, Carson provides a near equivalent intention upon the language, 

yet he completely departs from a LT of the ST. For example, where Dante originally 

writes ‘nel freddo tempo’105 (in the cold weather), Carson’s TT supplies ‘when the 

evenings draw in’,106 enhancing the poetic effect. This is a clear demonstration of where 

Carson has thought beyond the literal meaning of the words to what they might imply, 

in this case, the cold weather implies that time of year when there is less light (and vice 

versa).  

Chapter Three devotes attention to repeated sounds, facial expressions and the 

oral tradition of medieval Italian poetry. As emphasized throughout this thesis, a 

thorough understanding of the ST is instrumental (and essential), especially in this 

analysis of intention upon the language. Correct pronunciation of the Italian word 

‘ringhia’107 (growls), forces the lips to curl back with the roll of the ‘r’, and the teeth to 

bare. With his intentional (almost anagrammatic), yet counterintuitive equivalent TT, 

‘grinning’,108 Carson provides an implicature of the macabre. Facial expressions are 

also relevant, for example, in the scene where Francesca coquettishly and repeatedly 

stresses the word ‘amor’ (love).109 The pronunciation of the medieval Italian word 

 
104 See Appendix G. 12, selected from Carson, ‘On the Road’, ILO, L.19, pp. 39–43 (p. 39). 
105 Dante, in Hollander (trans.), Dante the Inferno, V. 40, p. 92. 
106 See Section 3.3 selected from Carson (trans.), TIDA, V. 40, p. 32. 
107 Dante, in Hollander (trans.), Dante the Inferno, V. 4, p. 90. 
108 See Section 3.3 selected from Carson (trans.), TIDA, V. 4, p. 30. 
109 For a full analysis of the pronunciation and performance of this word, see Section 3.3. 
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‘amor’ requires Francesca’s mouth to suggestively pout, conveying an explicit sense of 

seduction (by using the word ‘amor’) and an implicit seduction by the facial action 

required for saying the word. Carson’s version demonstrates excellent comic timing in 

this section and implies consternation for Dante (the pilgrim) who finally passes out, 

having suffered an implied ‘stroke’ (of pity).110  

Finally, the PS is concerned with a sufficiency of key information from ST to 

TT, but since Benjamin has declared that Intention upon the language is the very ‘task’ 

of the translator, the PI is also foregrounded in this thesis as a matter of central 

importance for poetry translators. Beyond matters of form and structure, the PI 

highlights rhyming schemes, musical and acoustic effects, registers of language and 

dramatic effects, including comedy. 

 

5.3.3 Principle of Manner (PM)111 

 

• The TT is representative of the source text culture (STC) 

• The source text translator (STT) demonstrates an awareness of cross-

linguistic differences  

• To mark or highlight a section of translation, exotic or surprising lexical 

choices including slang, vernacular expressions, multi-linguistic and 

culturally specific vocabulary may be used112  

• ‘Marked’113 expressions are used specifically to create a distinctive meaning 

for the target text reader (TTR) 

 

In drawing up the HGT for Carsonian analysis, the PM is included, from the outset, as 

an obvious component. Lively STs from Dante and Rimbaud call for vibrant TTs, and 

here, Carson, with his knotty, heterogeneous discourse, certainly excels. Carsonian PM 

analysis has proven to be fruitful in this thesis because each surprizing lexical jump 

 
110 Carson (trans.), TIDA, V. 141, p. 36. 
111 This is derived from Grice’s maxim of Manner. See Section 2.7. 
112 This concept owes much to Venuti’s identification of foreignization in translation and also to Carson’s 

inventive use of language. 
113 Levinson invented the term ‘marked expression/message’ which forms part of his pragmatic M[anner]-

principle. 
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provided in a highly visible, foreignized way by the TT produces an implicature which 

engenders a deeper TTR engagement. The thesis emphasizes the importance of 

recognizing that Carson, by his use of the terza rima, Alexandrine form as well as 

heterogeneous discourse, employs a foreignizing strategy in his translations of Dante 

and Rimbaud.  

Chapter Four of the thesis concentrates on a study of Rimbaud’s poetry via the 

PM but further examples of analysis via the PM are drawn up for both Rimbaud and 

Dante in the Appendices for Chapters Three and Four. A key example of PM analysis is 

supplied via Rimbaud’s poem ‘Le Buffet’ where Carson translates ‘ombre’(shadow) as 

‘Shadowland’.114 Although close to a LT, ‘shadow’, with the surprising inclusion of 

‘land’, is highlighted via the PM as a marked expression, and one which (in this case) 

implies literary links to Belfast writer, C. S. Lewis.  

Another example from this poem demonstrates both validation and vindication 

of the need for PM examination: the jazzy TT phrase ‘jumbled doodahs’115 as a 

translation for ST ‘vieilles vieilleries’116 (old, old things). This unusual translation 

produces a modified, musical implicatum which is not present in the ST. Such examples 

from the thesis have displayed Carson’s ‘verbal antics’,117 which are widespread in his 

TTs. With his multi-lingual approach, quotidian Belfast expressions such as ‘big 

man’118 sit alongside easily recognisable Italian words such as ‘presto’119 and 

‘fortissimo’.120  

Carson makes liberal use of marked expressions throughout many of the TTs 

included in the thesis. Frequently, adding capital letters is Carson’s preferred way of 

 
114 See Section 4.7, selected from Carson, ‘The Whatnot’, TAP, L. 4, p. 27.  
115 Ibid. L. 5. 
116 Rimbaud, in Fowlie (trans.), ‘Le Buffet’, L. 5, p. 60. 
117 Carson (trans.), TIDA, XI. 77, p. 74. 
118 See Appendix D. 8 and explanatory footnote 190. See also Carson (trans.), TIDA, XIV. 46, p. 94. 
119 See Appendix D. 12. See also Carson (trans.), TIDA, XVII. 40, p. 114.  
120 See Appendix D. 13. See also Carson (trans.), TIDA, XVII. 118, p. 117. 
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communicating a marked expression, however he uses this technique to provide 

contrasting kinds of implicatures. For example, ‘Sky of Vino’121 and ‘Wastes of 

Thyme’122 are expressed in such a way as to provide the implicature of proper place 

names; elsewhere, the name of a person, ‘Mrs / Nobody’,123 is split by a line break 

which subtly provides the implicature of an (un)important woman, broken by the loss of 

her son. 

A close reading of Carson’s original poetry reveals instances of specific 

Rimbaldian vocabulary that have leaked back and forth between his translations and his 

own original writing. For example, he has incorporated the unusual words 

‘oriflamme’124 and ‘carillon’125 into his own poetry. The PM examination of unusual 

vocabulary in Chapter Four notes that in ‘Drunk Boat’ he translated ‘vacheries’126 as 

‘mad-cow waves’,127 implying that the lumbering movement of infected cattle is 

comparable to the unpredictable motion of the waves. The modern meaning of 

‘vacherie’ is a dirty or rotten trick (here, there is an implicature of unfairness); however, 

research into the word’s nineteenth-century meaning provides the following definition: 

‘partie d’une ferme réservée à l’élevage et à la traite des vaches’128 (area of a farm 

where cattle are reared). Carson succeeds in combining these two meanings, creating his 

own sense, ‘mad-cow’. This is a highly unusual way of giving the French word a 

culturally specific update with its own twist. Here and elsewhere, the PM acts as a 

prompt to encourage the translation analyst to make such elucidating discoveries. 

 
121 See Appendix H. 4, selected from Carson, ‘Poles Apart’, ILO, L. 2, pp. 24–25 (p. 24). 
122 See Appendix H. 3, selected from Carson, ‘After Me…’, ILO, L. 22, pp. 18–19 (p. 18). 
123 See Appendix H. 15 selected from Carson, ‘Sick’, TAP, L. 12–13, p. 19. 
124 For analysis of the use of this word see Section 4.9. 
125 See Section 4.9. 
126 See Section 4.9, Rimbaud, in Fowlie (trans.), ‘Le Bateau ivre’, L. 41, pp. 114–121 (p. 116). 
127 Carson ‘Drunk Boat’, FL, L. 41, p. 35. Carson wrote his translation in 1993, a time when BSE (Mad-

Cow disease) was at its height. See Section 4.9.  
128 See ‘vacherie’, Trésor de la Langue Française informatisé (dictionnaire des XIXe et XXe siècles) 

<stella.atilf.fr/Dendien/scripts/tlfiv5/visusel.exe?12;s=217306155;r=1;nat=;sol=1;> [accessed 16 June 

2021]. 



266 

 

Investigation of Carson’s work via the PM has highlighted his stamp and unique 

signature on the TTs. The present thesis discusses the rôle of poetry in four ways: plaire 

(to please) and instruire (to instruct)129 and se réveiller (to wake us up) and révéler (to 

reveal).130 His delivery of implicature via the methods listed in the PM is his way of 

entertaining (plaire) and shaking the reader awake (se réveiller), but also of 

communicating information (instruire) and revealing implied meaning (révéler) from 

the ST. 

  

5.3.4 Principle of Extension (PE)131 

 

• The source text translator’s (STT) direct experiences or interests which are 

recognisable to the TTR may be included in the TT for a specific reason132 

• The TT may be placed in, or made relevant to, a different time-period 

• The TT may be placed in, or made relevant to, a different geographical 

location 

• The TT (first ‘afterlife’)133 may be re-translated to produce a new ETT, 

creating a second ‘afterlife’ for the ST  

 

The fourth principle of the HGT is one which highlights the most original and 

innovative phenomena of Carsonian translation practice, his openness to other cultures 

and his ability to take his TTRs to an ‘elsewhere’.134 Where foundational canon in 

translation focused on arguments between literal and type-for-type translations135 and 

more recently the merits of foreignized versus domesticating translations have been 

debated, the current thesis stresses that translation theory is fast moving towards, as 

Tymoczko suggests, more open and culturally inclusive approaches which avoid 

 
129 See Section 4.7. 
130 See Section 4.6. 
131 An original principle of this thesis necessitated by observations on Carson’s unique translation 

techniques. 
132 Investigating the reason is of high importance in this study. 
133 This term originates in Benjamin’s essay ‘The Task of the Translator’. 
134 Carson frequently uses the word ‘elsewhere’ in interview and in his writing. He gave one of his 

collections of poetry the title From Elsewhere. 
135 See Section 1.2.  
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‘hegemonic thinking’.136 One of the chief factors for a move in translation towards a 

more open approach is increased globalization which Cronin refers to as ‘the 

compression of the world and the intensification of consciousness of the world as a 

whole’.137  

As Chapter Three and the PE examples in Appendices E and I demonstrate, 

Carson regularly places his TT ‘elsewhere’, thus creating new implicatures by 

‘expanding the context’ of the original. For example, by his use of Irish cultural and 

historical references, and by including references to a variety of cultures and languages, 

Carson creates a bilocated (or even multi-located) TT world which is within easy reach 

(and therefore barred to no one). However, the thesis also highlights extensions where 

Carson speaks of an unreachable land beyond, which can only be referred to in a 

mysterious way, and which provides an implicature of unattainability. Examples of this 

include his use of the word ‘Otherland’138 for the simple French phrase ‘cette région’ 

(this region),139 ‘AWOL’140 which he uses to translate the sense of a contraband 

elsewhere, but which has no direct counterpart in the ST, and in TIDA he translates ‘lo 

cammino alto e silvestro’141 (LT: ‘the high and savage path’) as ‘that deep, outlandish 

journey’,142 giving an implicature which is in keeping with Dante’s wilderness, of a 

place beyond, but using cross-linguistic differences to provide an implicature, also 

implied by Dante’s text, that it is outside ordinary experience. 

Carson is a multi-cultural poet, one who has been identified as displaying a 

‘characteristic pluralism’.143 Yet, it is essential to add, as the thesis emphasizes 

 
136 Tymoczko terms ‘hegemonic thinking’ as one where only Western attitudes toward translation are 

considered valid. See Tymoczko, Enlarging Translation, Empowering Translators, p. 20. 
137 Cronin, Translation and Globalization (Oxon: Routledge, 2006), p. 77. 
138 See Appendix I. 2, selected from Carson, ‘Cities’ I, ILO, L. 44, p.22. 
139 Rimbaud, in Peschel (trans.), ‘Villes’ I, L 33, p. 138. 
140 See Appendix I. 15, selected from Carson (trans.), ‘Drunk Boat’ in Carson, FL, L. 2, p. 34. 
141 Dante, in Hollander (trans.), Dante the Inferno, II. 142, p. 32. 
142 See Appendix E. 1, selected from Carson (trans.), TIDA, II. 142, p. 14. 
143 Sewell, ‘Carson’s Carnival of Language: The Influence of Irish and the Oral Tradition’, p.198. 
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throughout, that any culturally plural elements which are added to Carson’s TTs are 

rooted in logical links with the ST. For example, Carson explains his expansion of the 

ST rhythms and metres in his TTs as follows: ‘I wanted to see how far one could 

accommodate a very French metre, the Alexandrine, in English; and its rhythms didn’t 

seem so far away from that of some eighteenth-century Irish ballads, which were 

themselves derived from Gaelic forms’.144 

As Chapter Three also demonstrates, the creation of culturally plural links is 

immediately obvious in his translation of Dante. In the introduction to TIDA, he makes 

explicit correspondences between the political situation in modern Belfast to that of 

medieval Florence.145 He also found historic links between Ireland and Italy, and he 

makes frequent and all too familiar links to the grim weather in the ditches of Hell with 

its endless rain over Irish boglands.146 Appendix I provides further examples of how 

Carson has extended his translations of Rimbaud’s sonnets and Illuminations poems by 

providing Irish links. Chapter Four highlights that Italian playwright Pirandello 

compared the translation process to ‘transplanting a tree’,147 however he was not 

optimistic about the success of such a venture. Interestingly, Carson makes a similar 

(but more optimistic) link where he describes part of his Rimbaldian translation process 

as ‘transplanting that project to Ireland’.148  

The present thesis demonstrates that the PE is a principle which is relevant to 

Carson (and other translators) who push the boundaries in translation, to place their TTs 

further afield than the ST, while still translating in a way which is relevant to the SC 

and to the ST. It is one where, through a process of ‘recalling’ and ‘rehistoricizing’,149 

 
144 Malmqvist, ‘Interview with Ciaran Carson’, p. 57. 
145 See Section 3.4 and in Carson, ‘Introduction’, in Carson (trans.), TIDA, pp. xxi–xxii. 
146 See Section 3.4. 
147 See Section 4.6. 
148 Malmqvist, ‘Interview with Ciaran Carson’, p. 57. 
149 This term was used by Joseph Heininger, in ‘Making a Dantean Poetic: Seamus Heaney’s “Ugolino”’, 

p. 55. 
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Carson partially ‘transplants’ his French and Italian translations in Ireland. In a form of 

bilocation, he incorporates his own cultural interests on the one hand in the TT, but on 

the other, demonstrates that a translation may be made applicable to another culture, at 

another time. This is highly evidenced by the ‘Ugolino’150 episode where implicit links 

are made with the Irish Famine151 and also with the 1981 Hunger Strikes.152 

Formalizing analysis of Carson’s extensions in translation via the PE provides a vigilant 

way of organizing and investigating the strategies whereby he broadens the scope of the 

TT, updates it and provides cultural enrichment for the TTR. 

5.4 Research Question 4: In the context of Carson’s translations, could the HGT 

usefully be revisited or modified?153  

Overall, the HGT, with its four principles (PS, PM, PI, and PE) proves to be highly 

effective in identifying, categorizing and communicating Carson’s translation methods. 

It allows separate translation techniques, falling under each of the categories (PS, PM, 

PI and PE), to be isolated and analysed separately thus permitting a focused scrutiny of 

the TTs. The examination of separate elements, one after the other, allows for a 

cumulative understanding of Carson’s varied approaches, clearly demonstrating where 

implicature exists in the ST, how it is translated and how the effects of implicature are 

often amplified to dramatic effect. In addition to providing a revealing study of 

Carson’s translation techniques, two further important points emerge from applying 

these four strands of the HGT: 1. the important position that music has in his 

 
150 See Section 3.5. 
151 Ibid.  
152 Ibid.  
153 See Introduction, Section 0.3. 
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translations, and how this contributes to his translation of implicature; and 2. the 

importance of the performative aspect of Carson’s translations. 

The organizational structure of a framework proves very efficacious. Such 

methods for discovery are encouraged by Tymoczko, who argues that ‘classification and 

definition are key elements for Translation Studies to address’.154 The four-way system 

is manageable (not unwieldy), and the principles cover much of the scope of Carson’s 

translation practices. The PS, in particular, proves highly useful because of its logical 

nature (encouraging an alertness to information in and information out). It provides a 

great deal of scope for investigation, since it reveals the extent to which Carson favours 

the technique of adding (more than) sufficient information to his TT. During this 

research, for example, it has been interesting to follow the logical links, suggested by 

the ST vocabulary, as to why Carson created certain pieces of information and, 

therefore, how he arrived at providing new implied meanings in his TT. 

The PI, as inspired by Benjamin’s essay ‘The Task of The Translator’, was taken 

very seriously from the outset of the research (because Benjamin declared it as the main 

business for any literary translator). It points the thesis towards an investigation into 

why Carson decided to translate using the terza rima and the Alexandrine; it directs the 

TTR towards acoustic, and therefore musical, links between ST and TT; and it is useful 

in a comparative analysis of the Tuscan vernacular vis à vis the Irish varieties of English 

of Carson’s TTs. The performative intention upon the language, so often used by 

Carson, is something which could be further developed within this Principle, especially 

given that Dante’s text is from the medieval oral tradition and, therefore, was designed 

to be performed. Analysis of implicatures derived from performance could be developed 

to provide a rich vein for future research. 

 
154 Tymoczko, Enlarging Translation, Empowering Translators, p. 151. 
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The PM highlights Carson’s most overt characteristics as a translator. It proves 

to provide a comprehensive method for examining his foreignizing methods which both 

‘please’ and ‘instruct’ the TTR. The theory, however, could be further modified to 

accommodate the visual architecture that Carson uses (how the poem looks on the 

page), both in terms of the structure of the poem and certain specific, visual effects. For 

example, in ‘The Whatnot’,155 the proliferation of double ‘o’s to provide a visual 

implicature of rounded nostrils receiving a delicious aromatic scent, was examined (in 

Section 4.7 of this thesis) via the PM, but the theory could perhaps be made more 

specific to allow for more of such Carsonian inventions. Another visual example comes 

from ‘On the Road’ where the protagonist’s coat is described as a ‘has-been-through-

the-wars ex-Army greatcoat’.156 The horizontal line of hyphens provides the physical 

appearance of stitches running across the page, which lends an implicature of a tatty 

coat coming loose at the seams. Such examples merit a deep and focused analysis for 

future research. 

The PE is included as an essential element of the HGT and is instrumental in the 

analysis of Carsonian implicature because it is germane to his writing. Carson is a 

multi-cultural, inclusive poet who provides implicatures by reaching beyond physical 

(and imaginary) boundaries in his translation practice, to accommodate other places, 

cultures, languages, and times. Many of Carson’s cultural correlations are with Ireland, 

but this serves to demonstrate that they could be made applicable to other places and 

different times. His translations demonstrate the ‘ongoing’157 effect that is a way of 

keeping STs alive for those who might not have a fluency in the ST language.  

 
155 Carson, ‘The Whatnot’, TAP, p. 27. 
156 Carson, ‘On the Road’, TAP, L. 2, p. 23.  
157 Heaney referred to the effects of Dante’s poetry as ‘ongoing’ like an ‘atom bomb’. Translation is 

required to continue such Dantean reverberations. See Section 3.2. 
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5.5 Research Question 5: Beyond the context of Carson’s translations, how widely 

applicable is the HGT? What other lines of literary enquiry might be pursued 

based on the analysis in this thesis?158 

The flexibility of the HGT is such that it could certainly be applied to other writers. For 

example, Heaney, Beckett and Mahon are examples of Irish writers whose work could 

fruitfully be analysed by any of the four principles. Beckett would make a fascinating 

study particularly since he has, on some occasions, self-translated his work. 

Recommendations of the suitability of the principles for the purposes of studying other 

writers are provided in the present thesis, with brief comparative analysis of Mahon’s 

inventive translation of ‘Le Buffet’, ‘The Cupboard’159 and reference to Heaney’s 

translation of the Ugolino scene160 from Dante’s Inferno. The flexibility of the theory is 

also tested in comparative exemplar tables in the thesis via the PS by examining the 

implicatures provided by five poet-translators other than Carson (in Section 4.2), and 

via the PM by three other poet-translators (Section 4.9) – this proves useful to the 

analysis within the thesis and demonstrates the possibility for reproducing similar HGT-

based studies for other poets. 

The genesis of the HGT was in the construction of a tool to analyse Carson’s 

translations of poetry, and, as Chapters Three, Four and Appendices B–I demonstrate, 

the HGT certainly yields illuminating results. As the analysis has progressed, however, 

it has become apparent that, in addition to poetry translation investigation, this theory 

could also be used for other types of literary translation analyses such as drama or 

prose. The HGT could also be applied to literary translators other than Carson. 

Unarguably, the PS which investigates information in (ST) versus information out (TT), 

 
158 See Introduction, Section 0.3. 
159 Derek Mahon, ‘The Cupboard’, p. 112. For discussion, see Section 4.7. 
160 See Section 3.5. 
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and the PI, which considers intention upon the language (for STWs and translators) 

could be used to analyse any kind of literary translation. However, the PM also 

demonstrates versatility since most literary translators have their unique flourish or 

signature to a greater or lesser degree. The PE may not be applicable for analysis of 

every literary translation, since some literary translators, adopting a faithful approach, 

prefer to remain strictly bound to the place, time and culture of the ST, however, it 

would certainly be applicable to many. For example, Jean Anouilh’s modern French 

translation Antigone (1944) from Sophocles’ (440 BC) Greek tragedy of the same name 

was extended to encourage resistance against the Nazi Occupation of France. More 

recently, a modern reworking by Canadian poet Anne Carson161 of the ancient Athenian 

tragedy (416 BC) Herakles (Hercules) by Euripides, would make an excellent study in 

analysis of implied meaning via the PE. Her H of H Playbook (2021) is presented in the 

form of a scrapbook, with pieces of text appearing to be cut out and stuck down in short 

sections which are interspersed with her own illustrations. She has described her 

creative approach as a way of getting ‘in’ to the Greek words which she describes as 

having ‘a depth in them which goes down and down and down’.162 She extends her TT, 

endowing it with an updated ‘afterlife’163 by creating various modern analogies, for 

example, at one point linking an image of a father’s grief164 to the suffering created by 

the Chernobyl disaster.  

Further examples of future literary enquiry based on the analysis in the current 

thesis are included below: 

 
161 Anne Carson (1950–), Canadian poet, translator and classicist. In addition to her recent translation, H 

of H Playbook (New York: New Directions, 2021), she has also previously translated Euripides’ Herakles. 

See Carson, Grief Lessons: Four Plays by Euripides (New York: New York Review Books Classics, 

2006).  
162 Tom Sutcliffe, ‘Interview with Anne Carson’, Front Row, BBC Radio 4, 2 November 2021 (at 13:11),   

<https://www.bbc.co.uk/sounds/play/m00114cf> [accessed 20 November 2021].  
163 ‘After-life’, a term borrowed from Benjamin. See Section 2.7 (PE).  
164 Carson says that she uses this analogy to correlate the suffering of the character Amphitryon (who 

witnessed the killings of Herakles’ wife and children) with the suffering of the people in Chernobyl.  
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1. The HGT could also be tested for its uses in examination of other genres such as 

drama: for example, Mahon’s translation, Racine’s Phaedra, of Phèdre by 

Racine. Helen Meany notes that in Mahon’s version, ‘Racine’s six-foot, 

Alexandrine metre has been translated into a five-foot line, the iambic 

pentameter, with a freer rhyme scheme’.165 This text would make a promising 

study via the HGT. 

2. The HGT could be used in a comparative study to examine how a translator’s 

practice develops and changes over time. For example, Carson has translated 

Baudelaire’s ‘Correspondances’ on two occasions, once in 1993, as 

‘Correspondances’ in FL, and later, in 1998, as ‘Coexistences’ in TAP.  

3. Carson also translated Jean Follain’s French poetry in a TT collection, From 

Elsewhere (2014). In this book-length work of translation, he firstly provided 

restrained TT versions, and then produced a ‘fetch’ for each of these TTs in two 

separate sections. This book of poetry would be highly suitable for examination 

via the HGT, with a particular focus on the PE for the ‘fetch’ of each translation. 

The application of the HGT provides elucidation and insight into the investigation of 

Carson’s translation of implicature. The creation of such a framework is an example of 

how, as Tymoczko highlights, ‘classification and definition constitute the motor that 

make the entire research enterprise go’.166 The framework is a new linguistics and 

translation hybrid theory which permits a creative and inventive study of implicature. In 

keeping with the spirit communicated in this thesis, that Translation Studies must be in 

a constant state of development and reinvention, the HGT offers a new initiative in 

Translation Studies which is worthy of further development, discussion and (most of 

all) use in literary translation analysis.   

 
165 Helen Meany, ‘Star Wars in the Human Heart’, Irish Times, 1 February 1996 

<www.irishtimes.com/culture/star-wars-in-the-human-heart-1.27286> [accessed 30 June 2021]. 
166 Tymoczko, Enlarging Translation, Empowering Translators, p. 151. 



275 

 

 

 

 

Appendices 

 



276 

 

Appendix A: A Diagram of Ciaran Carson’s Published Translations 

Year Book Title (Ciaran Carson) No. of 

translations 

Source 

Language/s 

Original Author Carson’s Translations from Source Text Page 

No. 

1976 The New Estate 5 Early Irish (3) Anon (3) ‘The Scribe in the Woods’ 1 

     ‘Tuaim Inbir’ 30 

    ‘Winter’ 39 

  Early Welsh (1) Anon (1) ‘Eaves’ 27 

  Greek (1) George Seferis (1) ‘Agianapa 1’ 17 

1987 The Irish for No 0     

1988 The New Estate and other poems 5 Early Irish (1) Anon (1) ‘Tuaim Inbir’ 62 

  Early Welsh (3) Anon (1) ‘Eaves’ 47 

   Robert ab Gwilym Ddu 

(1) 

‘The Lost Girl’ 68 

   Dafydd Jones (1) ‘Epitaph’ 67 

  Greek (1) George Seferis (1) ‘Agianapa 1’ 28 

1989 Belfast Confetti 10 Japanese (haiku) Basho ‘In Kyoto, still…’ 89 

  (10) Basho (2) ‘Wild rough seas tonight…’ 104 

   Buson ‘To Lord Toba’s Hall…’ 32 

   Buson ‘These are wild slow days…’ 41 

   Buson (3) ‘I’ve just put on this …’ 85 

   Chiyo (1) ‘Darkness never flows …’  95 

   Joso (1) ‘Plains and mountains, skies…’ 19 

   Kyoruku (1) ‘As a scarecrow blows…’ 22 

   Shiki (1) ‘Eleven horsemen-…’ 99 

   Yasui (1) ‘I know the wild geese …’ 26 

1993 First Language 7 Irish (1) Seán Ó Ríordáin (1) Second Nature 38 

  Latin (3) Ovid ‘Metamorphoses, V, 529-550’ 21 

   Ovid ‘Metamorphoses, X111, 439-575’ 46 

   Ovid (3) ‘Metamorphoses, X111, 576-619 59 

  French (2) Charles Baudelaire (1) ‘Correspondances’ 39 

   Arthur Rimbaud (1) ‘Drunk Boat’ 34 

  Welsh (1) Anon (1) ‘From the Welsh’ (‘Mountain snow…’) 42 

1996 Opera et Cetera 0     
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Year Book Title (Ciaran Carson) No. of 

translations 

Source 

Language/s 

Original Author Carson’s Translations from Source Text Page 

No. 

1998 The Twelfth of Never 1 Early Irish (1) Anon (1) ‘Catmint Tea’ 34 

1998 The Alexandrine Plan 34 French (34) Charles Baudelaire (17) ‘To You’, ‘Travellers’, ’The Lid’, ‘O Happy Death’, ‘Brief 

Encounter’, ‘Warriors’, ‘Talk to Me’, ’Cats’, ‘Rainy 

Liaisons’ 

30–47 

    ‘Coexistences’, ‘Just Crazy About You’, ‘The Maid of 

Brobdingnag’, ‘Blue Grass’, ‘The Enemy’, ‘I Had a Life’, 

‘The Dongless Bell’, ‘Beauty’ 

70–85 

   Stéphane Mallarmé (9) ‘At the Sign of the Swan’, ‘Recalling the Belgian Friends’, 

‘Stations’, ‘The Sonneteer’, ‘The Riddle of the Pyx’, ‘The 

tomb of Edgar Poe’, ‘The Tomb of Charles Baudelaire’, ‘The 

Tomb of Paul Verlaine’, ‘Aphrodite’s Ghost’,  

50–67 

   Arthur Rimbaud (8) ‘The Green Bar’, ‘The Sleeper in the Valley’, ‘Poster 

Advertising the Amazing Victory at Sarrebrück’, ‘Sick’, 

‘1870’, ‘On the Road’, ‘Miss Malinger’, ‘The Buffet’.  

12–27 

1999 The Ballad of HMS Belfast 0     

2002 The Inferno of Dante Alighieri Entire work 

 

Italian Dante Alighieri 34 Canti  

2003 Breaking News 1 Russian (1) Issac Babel (1) ‘Russia’ 20 

2006 The Midnight Court Entire work Irish Brian Merriman 4 Parts  

2007 The Táin Entire work Irish Anon 13 Parts  

2008 For All We Know 0     

2009 On the Night Watch 0     

2010 Until Before After 0     

2012 In the Light Of 25 French (25) Arthur Rimbaud (25) A selection of 23 poems and 2 prose poems translated from 

Rimbaud’s Illuminations. 

 

2014 From Elsewhere 81 

 

French (81) Jean Follain (81) A selection of 81 poems translated from Usage du Temps 

(1943), Exister (1947), Territoires (1953), Des Heures 

(1960), Appareil de la Terre (1964), D’Après Tout (1967), 

Espaces d’Instants (1971), Présent Jour (1978), Ordre 

Terrestre (1986). 

 

2019  Still Life 0 French (1) Francis Ponge (1) ‘Gustave Caillebotte, Paris Street, Rainy Day 1877’ (after 

Francis Ponge, ‘La Pluie’). 

50–51 

Appendix A: A Table of Ciaran Carson’s Published Translations 
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Note on Appendices B to E  

 

To demonstrate the use of the HGT, twenty examples from Carson’s translations of 

Dante’s Inferno are provided below for each of the four HGT Principles (PS, PI, PM, 

PE). 

Robert and Jean Hollander’s translations1 of excerpts from Dante’s Inferno are 

selected as examples of close translation. In his introductory note on this joint 

translation, Robert Hollander states that, in their translation, they wished to avoid ‘being 

led into the temptation of making the translation sound better than the original allows’.2 

They preferred to provide a ‘faithful’ translation, and have taken great pains to ensure 

clarity and compactness in their practice.3 Their aim was ‘to preserve the beauty and 

power of the original’.4 Readers of the Hollander TT will observe the near word-for-

word rendering from Dante’s original, which, therefore, provides an instructive tool and 

a useful comparison with Carson’s freer and more creative version.  

  

 
1 Carson said that he referred to the Hollanders’ translation (among others) when writing TIDA. See 

Carson, ‘Acknowledgements’, in Carson (trans.), TIDA, pp. ix–x (p. x). He seems to have engaged deeply 

with the Hollanders’ translation. He mentions buying it in a book shop in Brookline, Massachusetts and 

being immediately intrigued by the scent of its pages. See Ciaran, ‘This is What Libraries are for’, Dublin 

Review, 4 (2001), 26–40 <thedublinreview.com/article/this-is-what-libraries-are-for/> [accessed 8 

September 2021]. 
2 Hollander (trans.), ‘Note on the Translation’, Dante the Inferno, pp. xxiii–xv (p. xiii).  
3 Ibid. p. xv. 
4 Ibid. p. xiii. 
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Appendix B: 20 Representative Examples of the PS in TIDA 

Principle of Sufficiency (PS)   

• The informational content of the target text is as complete as possible  

• No information has been added or omitted in the TT  

 

Dante Hollander  Carson Comment 

1. ‘che nel pensier 

rinova la paura!’ 

// 

(I. 6).5 

‘the very thought 

of it renews my 

fear!’ //  

(I. 6).6 

‘I shudder even 

now to think of 

it!’ /  

(I. 5).7 

Popovič’s ‘invariant core’,8 

where the kernel of the 

main message is conveyed, 

is carried through in this 

example. Carson, however, 

modifies his expression by 

employing a grammatical 

shift, changing the noun ‘la 

paura’ (fear) to a verb ‘to 

shudder’, which has the 

effect of lending immediacy 

and therefore the reader’s 

heightened engagement 

with Carson’s TT.  

2. ‘la vista che 

m’apparve d’un 

leone’. // 

(I. 45).9 

‘when I beheld a 

lion in my way’. 

// 

(I. 45).10 

 

‘when suddenly, 

from nowhere, 

sprang a fearsome 

lion! Picture for 

yourselves the 

sight’: // 

(I. 44–45).11 

In breach of the PS, Carson 

takes licence and supplies 

an invented and additional 

phrase to explicitly draw 

the reader in. Carson’s 

playful sense and 

understanding of narrative 

drama is at work in this 

example, where he creates a 

direct interaction with the 

reader, and therefore 

enhanced reader-

involvement in the TT. 

3. ‘“e vedrai color 

che son contenti / 

nel foco”’, 

(I. 118–119).12 

‘“Then you shall 

see the ones who 

are content / to 

burn”’ 

‘“Next you’ll see 

those snug within 

the flames”’, / 

(I. 118).14 

Carson’s TT use of the 

word ‘snug’ for ‘contenti’ 

(content), has the effect of 

adding a layer of security 

and ironic comfort for the 

 
5 Dante, in Hollander (trans.), Dante the Inferno, p. 2. 
6 Ibid. p. 3. 
7 Carson (trans.), TIDA, p. 1. 
8 Bassnett, Translation Studies, p. 36. 
9 Dante, in Hollander (trans.), Dante the Inferno, p. 4. 
10 Ibid. p. 5. 
11 Carson (trans.), TIDA, p. 3. 
12 Dante, in Hollander (trans.), Dante the Inferno, p. 10. 
14 Carson (trans.), TIDA, p. 6. 
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Dante Hollander  Carson Comment 

(I. 118–119).13 souls who according to 

Carson’s version, neatly 

and cosily suffer amid the 

flames of Hell. 

4. ‘“le parole tue 

sien conte”’. // 

(X. 39).15 

‘“Choose your 

words with 

care”’, 

(X. 37).16 / 

‘“Keep your 

conversation 

short, and 

plain”’. // 

(X. 39).17 

The original desired ideal 

of the Gricean Principle of 

Quantity, that is, using 

language ‘with maximum 

efficiency’,18 is explicitly 

addressed in this example. 

Carson translates Virgil’s 

words as ‘keep your 

conversation short, and 

plain’. ‘Le parole tue sien 

conte’ translates literally as, 

‘may your words be 

counted’. In its medieval 

sense, the word ‘conto’, 

according to Italian scholar 

Sapegno, means 

‘convenienti, adattate al 

personaggio e alla 

situazione’ (fitting, adapted 

to the person and the 

situation).19 Virgil, in his 

wisdom and discretion, 

advocates this approach to 

articulating one’s thoughts.  

5. ‘hanno […] / 

pié con artigli, e 

pennuto ’l gran 

ventre; / fanno 

lamenti in su li 

alberi strani’. // 

(XIII. 13–15).20 

‘They have […] / 

taloned feet, and 

feathers on their 

bulging bellies. / 

Their wailing fills 

the eerie trees’. // 

(XIII. 13–15).21 

‘Harpies / are 

talon-toed and 

feather-bellied, 

and sit / uttering 

eerie cries in their 

eyrie trees’. // 

(XIII. 13–15)’.22 

Carson, in his description of 

the Harpies, uses the 

homonym ‘eyrie’ / ‘eerie’, 

to convey the single ST 

word ‘strani’. This 

repetition breaches the PS 

by providing additional 

information in the form of a 

pun. The pun works in 

English, but it does not 

translate cross-linguistically 

into Italian. Carson’s 

breach of the PS, in this 

example, provides an 

 
13 Ibid. p. 11.  
15 Dante, in Hollander (trans.), Dante the Inferno, p. 186. 
16 Ibid. p. 187. 
17 Carson (trans.), TIDA, p. 65. 
18 Huang, Pragmatics, p. 29. 
19 Sapegno (ed.), La Divina Commedia, p. 113.  
20 Dante, in Hollander (trans.), Dante the Inferno, p. 238. 
21 Ibid. p. 239. 
22 Carson (trans.), TIDA, p. 84. 
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Dante Hollander  Carson Comment 

amplified implicature, an 

augmented sense of other 

worldliness. 

6. ‘“non hai tu 

spirto di pietade 

alcuno”’? // 

(XIII. 36).23 

‘“Are you 

completely 

without pity”’? // 

(XIII. 36).24 

‘“were you 

without a spark 

of pity born”’? // 

(XIII. 36).25 

Carson omits the sense of 

‘spirto’ (spirit) from the 

original. However, he 

dissects the word using the 

‘sp’ sound at the start of 

‘spirto’ (a medieval form of 

‘spirito’) to make the 

phrase ‘spark of pity’. 

Finding ways of creating 

near equivalences by 

making incremental 

adjustments, Carson relays 

the salient implied 

information. 

7. ‘“voi non gravi 

/ perch’io un 

poco a ragionar 

m’inveschi”’. // 

(XIII. 56–57).26 

‘“May it not 

offend if I am 

now enticed to 

speak”’. // 

(XIII. 57).27 

‘“please / excuse 

me, should I 

overly explain”’. 

// 

(XIII. 56–57).28 

Dante has learned that 

Virgil prefers 

communications that are 

clear and to the point. 

‘Ragionar’ (the modern 

form is ‘ragionare’), means 

‘to discuss’ or ‘reason’. The 

speaker in this example is a 

soul who has died by 

suicide. Carson enhances 

the soul’s words translating 

‘ragionar’ as ‘overly 

explain’, implying the 

suffering soul’s tortuous 

thought processes (which 

are apparent throughout this 

canto).29  

8. ‘“Brievement 

sarà risposto a 

voi”’. // 

(XIII. 93).30 

‘“My answer shall 

be brief”’. // 

(XIII. 93).31 

‘“the short of it / 

is much too long; 

I’ll only give you 

the gist”’. // 

(XIII. 92–93).32  

This example shows 

Carson’s gentle humour. In 

the wood of suicides, 

belaboured language, 

reflecting the tendency of 

 
23 Dante, in Hollander (trans.), Dante the Inferno, p. 240. 
24 Ibid. p. 241. 
25 Carson (trans.), TIDA, p. 85. 
26 Dante, in Hollander (trans.), Dante the Inferno, p. 240.  
27 Ibid. p. 241. 
28 Carson (trans.), TIDA, p. 86. 
29 Hollander points out, ‘The forest of suicides resembles a dense thicket of briar’. See Hollander, Dante 

the Inferno, p. 251. The speech of the souls in this part of Hell (who are presented as actual trees or 

bushes), mirrors their tangled environment (or embodiment).  
30 Dante, in Hollander (trans.), Dante the Inferno, p. 244. 
31 Ibid. p. 245. 
32 Carson (trans.), TIDA, p. 88. 
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Dante Hollander  Carson Comment 

the souls who reside there 

to over-explain and over-

think, is a point of note. 

Carson’s doubly long TT, 

which is in ostentatious 

breach of the PS, provides a 

tongue in cheek translation 

of the ST. It is reminiscent 

of the saying, ‘to make a 

long story short’, and 

implies that, for the ‘tree’ 

(the speaker), this is 

impossible. 

9. ‘“In tutte tue 

question certo mi 

piaci”’, / 

(XIV. 133).33 

‘“In all your 

questions you do 

please me”’, / 

(XIV. 133).34 

‘“Good 

questions, and 

well put”, 

approved my 

guide”’, / 

(XIV. 133).35 

Virgil’s encouragement, in 

his schooling of Dante, 

comes to the fore in 

Carson’s TT. He affords 

Virgil’s speech the 

adjectives ‘good’ and ‘well 

put’. Here, Carson 

demonstrates the value 

Virgil places, as a poet, on 

word placement and 

selection, so vital for 

sufficiency of information 

transfer. 

10. ‘Luogo è in 

inferno detto 

Malebolge’, / 

(XVIII. 1–2).36 

‘There’s a place 

in Hell called 

Malebolge’, / 

(XVIII. 1–2).37 

‘There’s a 

neighbourhood 

in Hell, called / 

Malebolge’,  

(XVIII. 1–2).38 

‘Neighbourhood’ is a 

specific (and more familiar) 

word than ‘luogo’, which is 

a general word for ‘place’, 

It therefore lends an 

implicature of reassurance. 

However, this additional, 

more specific lexical choice 

is juxtaposed with the 

terrifying scenery of Hell. 

(‘Malebolge’ translates as 

‘Evil Ditches’, so it is 

certainly not a friendly 

neighbourhood). The effect 

of the falsely reassuring 

lexical choice in this TT, is 

to imply a sense of 

 
33 Dante, in Hollander (trans.), Dante the Inferno, p. 266. 
34 Ibid. p. 267. 
35 Carson (trans.), TIDA, p. 98. 
36 Dante, in Hollander (trans.), Dante the Inferno, p. 328. 
37 Ibid. p. 329. 
38 Carson (trans.), TIDA, p. 119. 
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Dante Hollander  Carson Comment 

uncomfortable dramatic 

effect.  

11. ‘Assai 

leggeramente 

quel salimmo;’ / 

(XVIII. 70).39 

‘This we 

ascended easily;’ 

(XVIII. 70).40 

‘It wasn’t 

difficult to climb 

the same;’ //  

(XVIII. 70).41 

Carson retains the original 

sense in this example but 

adds the following layer of 

meaning: what one thought 

might be the case is not. He 

achieves this effect by 

translating a positive 

statement with a negative 

one: ‘It wasn’t difficult’. 

This verbal construction, 

which strengthens his TT, is 

partly necessitated by the 

iambic pentameter and 

terza rima requirements of 

the TT.  

12. ‘“e sai quel 

che si tace”’. // 

(XIX. 39).42 

‘“You know, too, 

what I leave 

unsaid”’. // 

(XIX. 39)”’.43 

‘“you know the 

workings of my 

brain”’. // 

(XIX. 39).44 

Virgil and Dante become 

increasingly at one as their 

journey through Hell 

progresses. Dante is a good 

pupil, and now trusts Virgil, 

for the most part, to 

understand what he leaves 

unsaid. Carson breaches the 

PS, however, by allowing 

Dante an overly informative 

response in this example, 

‘you know the workings of 

my brain’. This is amusing 

because it demonstrates that 

Dante still needs to learn 

economy of speech. At the 

same time, it demonstrates 

Carson’s desire to enter 

Dante’s (the author’s) brain 

to work out what he was 

thinking. In that way, he 

can reproduce the original 

idea, but freshly.  

13. ‘“Non sono 

colui, non sono 

colui che credi”’; 

(XIX. 62).45 / 

‘“I’m not the one, 

I’m not the one 

you think”’. 

‘“I’m not / the 

one you think I 

am, I am not 

he”’. /  

The full repetition in 

Dante’s ST ‘non sono 

colui’ is echoed in Carson’s 

TT (‘I’m not’, ‘I am not’), 

 
39 Dante, in Hollander (trans.), Dante the Inferno, p. 332. 
40 Ibid. p. 333. 
41 Carson (trans.), TIDA, p. 122. 
42 Dante, in Hollander (trans.), Dante the Inferno, p. 346. 
43 Ibid. p. 347. 
44 Carson (trans.), TIDA, p. 127. 
45 Dante, in Hollander (trans.), Dante the Inferno, p. 348. 
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Dante Hollander  Carson Comment 

(XIX. 62).46 / (XIX. 61–62).47 however, it is modified with 

‘I am not he’, so that the 

additional ‘he’ fits the 

constraints of the terza rima 

scheme, rhyming with 

‘convulsively’ and ‘me’, in 

the following tercet. 

Nothing is lost in meeting 

these requirements, in fact, 

Carson’s terza rima, in this 

TT, even rhymes with 

Dante’s ST (‘credi’). 

14. ‘“e già 

iernotte fu la luna 

tonda: /ben ten 

de’ricorda ché 

non ti nocque”’ / 

(XX. 127–128).48 

‘“and recall two 

nights ago / the 

moon, already 

full, did you no 

harm”’, / 

(XX. 127–128).49  

‘“last night, the 

moon was full, as 

must be clear / to 

you, for lunar 

damage did she 

none”’, / 

(XX. 127–128).50 

The inverted order of the 

sentence ‘she did you no 

lunar damage’ to the less 

intuitive ‘lunar damage did 

she none’ is unexpected, 

requiring a certain amount 

of puzzling out, and 

therefore, enhanced reader 

engagement. In his 

discussion on addressee 

expectation in a given 

communicative situation,51 

Guerts has argued strongly 

that ‘experimental evidence 

shows that hearers have 

strong expectations about 

what the speaker is going to 

say next, and that these 

strong expectations are 

checked and re-adjusted on 

a word-by-word basis’.52 

Having forced enhanced 

reader attention, Carson, via 

Virgil words, adds in the 

grounding and explanatory 

phrase ‘as must be clear’. 

This provides signposting 

and has the effect of 

reassuring both Dante and 

the TTR. 

 
46 Ibid. p. 349. 
47 Carson (trans.), TIDA, p. 129. 
48 Dante, in Hollander (trans.), Dante the Inferno, p. 368. 
49 Ibid. p. 369. 
50 Carson (trans.), TIDA, p.139. 
51 Guert’s discussion on addressee expectation is discussed in Section 2.4. 
52 Guerts, Quantity Implicatures, p. 81. 
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15. ‘Lo trafitto ’l 

mirò, ma nulla 

disse’; / 

(XXV. 88).53 

‘The one 

transfixed just 

stared, said 

nothing’. / 

(XXV. 88).54 

‘The victim 

stared; he did not 

girn or grin’, / 

(XXV. 88).55 

 ‘Trafitto’, used as a noun 

in the original ST (it comes 

from the verb ‘trafiggere’, 

meaning ‘to pierce or run 

through’). Carson omits the 

‘piercing’ element of 

‘transfixed’ and instead 

translates it in the sense of a 

fixed stare. For ‘nulla disse’ 

(‘said nothing’), he shifts 

focus from the simple 

meaning and translates 

playfully, rearranging 

letters to give meanings at 

the opposite ends of an 

emotional spectrum. He 

achieves this by contrasting 

the Ulster Scots word ‘girn’ 

with ‘grin’. This 

demonstrates his freedom 

with a variety of dialects 

and languages. He does not 

adhere to a single language 

or dialect but prefers 

heterogeneity. Tymoczko 

has noted that ‘Irish-

language culture was not 

pure, essentialist, singular, 

isolated or untouched by 

other languages or 

cultures’,56 as is true of the 

development of any 

language. 

16. ‘la cima qua 

e là menando’, / 

(XXVI. 88).57 

‘brandishing its 

tip this way and 

that’, / 

(XXVI. 88).58 

‘Flickering its 

tip in fluent 

fashion’, /  

(XXVI. 88).59 

‘Menando (from ‘menare’, 

in its poetic sense), means 

‘agitare’, ‘to agitate’.60 

‘Qua e là’ means ‘here and 

there’ or ‘this way and 

that’. Carson translates with 

a descriptive, alliterative 

 
53 Dante, in Hollander (trans.), Dante the Inferno, p. 88. 
54 Ibid. 89. 
55 Carson (trans.), TIDA, p. 175. 
56 Tymoczko and Colin Ireland (eds.), ‘Language and Tradition in Ireland: Prolegomena’, in Language 

and Tradition in Ireland: Continuities and Displacements (Boston: University of Massachusetts Press, 

2003), pp. 1–27 (pp. 1–2). 
57 Dante, in Hollander (trans.), Dante the Inferno, p. 482. 
58 Ibid. p. 483. 
59 Carson (trans.), TIDA, p. 183. 
60 L. Cassata, ‘menare’, Enciclopedia Dantesca (1970) 

<www.treccani.it/enciclopedia/menare_%28Enciclopedia-Dantesca%29/> [accessed 1 May 2021]. 
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phrase, ‘flickering its tip in 

fluent fashion’. In this way, 

he conveys sufficient 

information transfer, 

finding equivalences with 

Dante’s repetition of the 

‘m’ sound in ‘cima’ and 

‘menando’. 

17. ‘“salvo che 

più feroce par nel 

volto”’. // 

(XXXI. 105).61 

‘“except that from 

his looks he 

seems more 

fierce”’. // 

(XXXI. 105).62 

‘“and twice as 

ugly, though he’s 

twice as vain”’. // 

(XXXI. 105).63 

Carson picks up on the 

implicature provided in the 

ST phrase, ‘par nel volto’ 

(‘by his looks’) and builds 

excitement in the poetic 

narrative with the repetition 

of ‘twice’. He also acts out 

the word ‘twice’ by using it 

two times. This is in breach 

of the PS, however, it has 

the effect of providing a 

hint of comedy via 

exaggeration, and therefore, 

an implicature of increased 

ugliness. 

18. ‘che ben 

cinque alle, / 

sanza la testa, 

uscia fuor de la 

grotto’. // 

(XXXI. 113–

114).64 

 

‘Without the 

added measure of 

his head, / he 

stood a full five 

ells above the pit’. 

// 

(XXXI. 114).65 

 

‘whose torso 

reared above the 

well / some 

twenty-one feet 

high, and nine 

feet wide’. // 

(XXXI. 114).66 

 

Carson provides his own 

form of equivalence in this 

example of more than 

sufficient information. He 

rightly, and economically, 

decides that a body ‘sanza 

la testa’ (‘without the 

head’), is the equivalent of 

a ‘torso’. With great 

authority, Carson converts 

the medieval measurement 

‘alle’ (ells) to ‘feet’.67 In 

breach of the PS, he adds 

the width for good measure, 

thus providing a sense of 

exaggerated comedy. 

19. ‘li occhi lor, 

ch’eran pria pur 

dentro molli, / 

‘their eyes, till 

then moist only to 

the rims, / dripped 

‘a flood of tears 

burst from their 

lids, to freeze / as 

Carson is in breach of the 

PS in this example by 

providing an additional 

 
61 Dante, in Hollander (trans.), Dante the Inferno, p. 572. 
62 Ibid. p. 573. 
63 Carson (trans.), TIDA, p. 219.  
64 Dante, in Hollander (trans.), Dante the Inferno, p. 572.  
65 Ibid. p. 573. 
66 Carson (trans.), TIDA, p. 220. 
67  An ‘ell’ is approximately the length of a man’s arm from the elbow to the tip of the middle finger, or 

about eighteen inches. See: <www.linguee.com/english-italian/search?query=ell > [accessed 1 May 

2021]. 
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gocciar su per le 

labbra, e ’l gelo 

strinse le lagrime 

tra essi e 

riserrolli’. // 

(XXXII. 46–

48).68 

tears down to 

their lips, and icy 

air / then froze 

those tears – and 

them to one 

another’. // 

(XXXII. 47–

48).69 

instantly and 

bond them like 

cement’: // 

(XXXII. 47–

48).70 

 

simile, ‘like cement’. This 

has the effect of enhancing 

the implied sense of 

entrapment. Dante’s ST 

provides the very striking 

implicature that the sinners’ 

vision is refracted by the 

effect of the frozen tears. 

This physically alters their 

perspective, suggesting 

their skewed moral vision 

which caused them to act in 

a sinful manner (in this case 

the sin is betrayal). 

20. ‘Com’io 

divenni allor 

gelato e fioco, / 

nol dimandar, 

lettor, ch’i’ non 

lo scrivo, / però 

ch’ogne parlar 

sarebbe poco’. // 

(XXXIV. 22–

24).71 

‘Then how faint 

and frozen I 

became, / reader, 

do not ask, for I 

do not write it, / 

since any words 

would fail to be 

enough’. 

(XXXIV. 21–

24).72 

‘How cold I grew, 

how numb in 

thought and 

deed, / ask not, 

dear Reader! for 

this I won’t 

contrive / to 

write; no words 

exist for such a 

screed’.  

(XXXIV. 21–

24).73 

In breach of the PS, Carson 

adds in the details of 

‘thought’ and ‘deed’, giving 

a more explicit account 

than the ST (which only 

implies that meaning). 

Using the added detail 

‘dear Reader’ creates a 

closer and more 

affectionate bond between 

TTR and TTW (Dante 

addresses the STR as 

‘lettor’ ‘reader’). With this 

small addition, Carson 

implies that Dante believes 

that the reader cares about 

his fate, and is on his side. 

‘Such a screed’74 is a way 

of communicating that 

providing too much 

information is, in fact, 

counteractive to ideal 

communication.  

Appendix B: 20 Representative Examples of the PS TIDA 

   

 
68 Dante, in Hollander (trans.), Dante the Inferno, p. 588. 
69 Ibid. p. 589. 
70 Carson (trans.), TIDA, p. 224. 
71 Dante, in Hollander (trans.), Dante the Inferno, p. 626. 
72 Ibid. p. 627. 
73 Carson (trans.), TIDA, p. 238. 
74 While ‘screed’ can mean a speech or piece of writing which goes on too long, it also has a second 

meaning, that of a layer of material, such as concrete, applied to level off a floor. Carson’s TT in this 

example (and elsewhere) is enhanced and more attuned to the more modern aesthetics of a ‘concrete’ 

image. This is acted out in terms of his lexical selections in the TT. 
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Appendix C:  20 Representative Examples of the PI in TIDA  

Principle of Intention upon the language (PI) 

• The TT’s intention upon the language is congruent to the ST’s intention upon 

the language  

• The TT represents ST intention upon the language as fully as possible  

• The form and order of the ST is represented in the TT in an equivalent way 

 

Dante  Hollander Carson  Comment 

1. ‘E come que 

che con lena 

affannata, / uscito 

fuor del pelago a 

la riva, / si volge a 

l’acqua perigliosa 

e guata’, // 

(I. 22–25).75 

‘And as one who, 

with labouring 

breath, / has 

escaped from the 

deep to the shore / 

turns and looks 

back to the 

perilous waters’, 

// 

(I. 22–25).76 

‘And, as a sailor 

washed up by 

the tempest / 

flounders gasping 

on the half-

drowned shore, / 

yet turns to watch 

the ocean’s huge 

unrest’, //  

(I. 22–25).77  

 

Carson, in his recreation of 

the ST’s intention upon the 

language, begins by 

observing the rigours of 

terza rima, where he is 

repeatedly required to look 

for three suitable rhymes in 

English. He has 

humorously referred to 

trying to find the third 

rhyme as feeling like ‘the 

shepherd [who] had to go 

out and search for the lost 

sheep’.78 In this example, 

‘tempest’ and ‘unrest’ 

rhyme with the unlikely 

word ‘cyst’, from the 

previous tercet. Dante, in 

his ST, often produces what 

Sayer’s describes as a 

‘thumbnail sketch’,79 where 

he provides a scene which 

gives insight into a 

medieval life, practice or 

event. In this case Dante is 

describing an escape from 

shipwreck or near-

drowning. Carson repeats 

this intention, but enhances 

it, with Shakespearian 

echoes, providing a strong 

 
75 Dante, in Hollander (trans.), Dante the Inferno, p. 2. 
76 Ibid. p. 3). 
77 Carson (trans.), TIDA, p. 2. 
78 Carson, A Reading and Conversation with Ciaran Carson (at 55: 58). 
79 Sayers, ‘Introduction’, in Sayers (trans.), The Divine Comedy 1: Hell, by Dante Alighieri, p. 65. 
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and specific narrative 

including a character (the 

sailor) and a story (the 

tempest). 

2. ‘“I’ son 

Beatrice che ti 

faccio andare; / 

vegno del loco 

ove tornar disio; / 

amor mi mosse, 

che mi fa 

parlare”’. // 

(II. 70–72).80 

‘“I who bid you 

go am Beatrice. / 

I come from 

where I most 

desire to return. / 

The love that 

moved me makes 

me speak”’. // 

(II. 70–72).81 

‘“I am Beatrice: I 

the hand, you the 

glove; / where I 

am from, I wish 

to be once more; / 

as love moved 

me, I speak of 

love”’. // 

(II. 70–72)82. 

Dante famously idealized 

Beatrice, he wrote of her in 

the dolce stil novo (sweet 

new style),83 so that the 

speech he affords her is 

intentionally adoring and is 

set to display her finest 

qualities, particularly her 

divine femininity and her 

delicacy. Carson’s change 

of tone from the pilgrim 

Dante’s temerity to 

Beatrice’s sweet tones 

reflects Dante’s poetic 

intention upon the 

language. Carson reflects 

this intention but 

exaggerates it. He repeats 

the word ‘love’ three times, 

even, resourcefully, 

incorporating it into the 

word ‘glove’. The meeting 

with Beatrice and the 

similarity of the word 

‘love’ repeated three times 

(in Carson’s text only) 

creates a more pronounced 

intention upon the language 

than that of the ST, and 

with it Carson clearly 

linguistically prefigures 

Dante’s meeting with 

Francesca.84 Unlike 

Francesca (and much to 

Dante’s chagrin), however, 

Beatrice’s love interests are 

purely spiritual. 

3. ‘“Dunque: Che 

é? perché? 

perché restai, / 

‘“What then? 

Why, why do you 

delay? / Why do 

‘“what’s up with 

you, you timid 

little newt? / Why 

Virgil, in an echo of 

Beatrice’s sweet ‘ladylike’ 

speech, as derived from the 

 
80 Dante, in Hollander (trans.), Dante the Inferno, p. 28. 
81 Ibid. p. 29. 
82 Carson (trans.), in TIDA, p. 11. 
83 Sayers (trans.), The Divine Comedy 1: Hell, p. 27. 
84 Section 3.3 discusses how Francesca repeats the word ‘amor’ (‘love’) as the first word and subject of 

her sentence three times. See Dante, in Hollander (trans.), Dante the Inferno, Canto V. 100–108, p. 96.  



290 

 

Dante  Hollander Carson  Comment 

perché tanta viltà 

nel core allete, / 

perché ardire e 

franchezza non 

hai”’, // 

(II. 121–123).85 

you let such 

cowardice rule 

your heart? / Why 

are you not more 

spirited and 

sure”’, // 

(II. 121–123).86 

so chicken 

livered? Why a 

rabbit? / Why not 

brave, free and 

resolute”’,   

(II. 121–123).87 

tradition of Courtly Love, 

displays appealing 

vocabulary and the wish to 

find the ideal protector, 

someone ‘brave, free and 

resolute’. In the ST Virgil 

repeatedly – four times – 

quizzes the pilgrim Dante 

(‘perché’ means ‘why’), 

challenging him to be more 

‘manly’. Congruent to 

Dante’s original intention 

upon the language, Carson 

reflects the insistent 

questioning but adds gentle 

animal imagery (a 

menagerie) to further 

display (via Virgil) 

Beatrice’s ‘girlish’ 

character. 

4. ‘Come 

d’autunno si 

levan le foglie / 

l’una appresso 

de l’altra, fin che 

’l ramo / vede a 

la terra tutte le 

sue spoglie’, // 

(III. 112–115).88 

‘Just as in autumn 

the leaves fall 

away, / one, and 

then another, until 

the bough / sees 

all its spoil upon 

the ground’, // 

(III. 112–115).89 

‘Then, as a tree 

in autumn sheds 

its leaves, / first 

one by one, and 

then in showers, 

until / every 

branch is totally 

unsleeved’, //  

(III. 112–115).90 

This is the first half of a 

striking simile where the 

leaves are later compared to 

a scattered crowd of wicked 

sinners. Dante’s intention 

upon the ST language is 

imaginative, poetic, and 

also unusual, he describes 

the branch (‘’l ramo’) as 

actively ‘seeing’ all its 

leaves shed on the ground. 

Benjamin has described any 

ST literary writer’s 

intention as ‘spontaneous, 

primary, graphic’,91 

whereas the translator must 

respond by being among 

other things ‘ideational’ 

(that is, one who creates 

concepts or ideas). In this 

case, Carson seeks 

intentional equivalence 

upon the language by 

personifying the branch 

 
85 Dante, in Hollander(trans.), Dante the Inferno, p. 32.  
86 Ibid. p 33. 
87 Carson (trans.), in TIDA, p. 13. 
88 Dante, in Hollander (trans.), Dante the Inferno, p. 52. 
89 Ibid. p. 53. 
90 Carson (trans.), in TIDA, p. 20. 
91 Benjamin, Illuminations: Essays and Reflections, pp. 11–26 (p. 19). 
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also (it becomes 

unsleeved), but he changes 

Dante’s active voice, ‘the 

branch sees’ to the 

descriptive, ‘is unsleeved’.  

5. ‘Pape Satàn, 

pape Satàn 

aleppe!’ / 

(VII. 1).92 

‘Pape Satàn, pape 

Satàn aleppe!’ / 

(VII. 1).93 

‘Pappy Satin 

Papish Satin 

Alibi!’ /  

(VII. 1).94 

Plutus (god of wealth) 

utters this nonsensical yet 

foreboding statement. 

Kirkpatrick describes 

Dante’s intention upon the 

language here as ‘an 

irrepressible linguistic 

inventiveness with a 

profound sense [of] 

corruptions of mind’.95 

Carson supplies an almost 

identical version of this 

‘poppycock’,96 however, he 

mimics the ‘e’ Italian sound 

(ay), with a ‘y’ in his 

version to form ‘Pappy’ and 

adds an ‘ish’ to create a 

different sound in the 

second ‘Papish’. For the 

seemingly gibberish, 

‘Aleppe’, he supplies 

‘Alibi’. This is intentionally 

puzzling however it is 

suggestive of the devious 

nature of Satan (and his 

many faces). 

6. ‘“Tutti quanti 

fuor guerci / sì de 

la mente in la vita 

primaia”’, / 

(VII. 40–41).97 

‘“All of them had 

such squinting 

minds /in their 

first lives”’, 

(VII. 40–41).98 

‘“This rabble in a 

former life / had 

such a mental 

squint”’,  

(VII. 41).99 

In the Inferno, Dante uses 

the idea of a ‘mental skew’ 

as a way of describing a 

twisted outlook on life. He 

describes his sinners as 

‘mentally cross-eyed’: 

(‘guercio’ means ‘cross-

eyed’). Carson reflects 

Dante’s original intention 

upon the language, 

providing a near, though 

 
92 Dante, in Hollander (trans.), Dante the Inferno, p. 130. 
93 Ibid. p. 131. 
94 Carson (trans.), in TIDA, p. 43. 
95

Kirkpatrick (trans. and ed.), ‘Commentaries and Notes’ in Inferno: The Divine Comedy 1, by Dante 

Alighieri, pp. 315–449 (p. 338). 
96 Carson’s word for Plutus’ gibberish. See Carson (trans.), TIDA (VII. 2), p. 43.  
97 Dante, in Hollander (trans.), Dante the Inferno, p. 132.  
98 Ibid. p. 133. 
99 Carson (trans.), in TIDA, p. 45.  
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arguably less amplified – 

being cross-eyed is worse 

than having a squint – 

equivalent implicature of 

being unable to look at 

things in a straightforward 

way. Carson is in favour of 

employing a ‘squint of the 

imagination’100 in his 

translation practice. He 

advocates its advantages as 

allowing a fresh approach 

to translation. 

7. ‘levò le ciglia 

un poco in suso’; 

(X. 45).101 

‘he barely raised 

his eyebrows’ / 

(X. 45).102 

‘He raised an 

eyebrow’. 10. 45 

(X. 45).103 

In the ST Dante uses a 

description of non-verbal 

communication, that of 

raising both eyebrows (‘le’ 

is plural). Raising both 

eyebrows conveys an 

implicature of surprise and 

scorn. In a slightly 

modified, less subtle 

physical action (Dante’s ST 

describes a subtle action: 

‘un poco’ means ‘a little’ or 

‘barely’), Carson’s TT 

character (either by 

accident or design), 

Farinata, raises one 

eyebrow which reduces the 

implicature of surprize but 

amplifies that of 

disapproval.  

8. ‘e sì ver’ noi 

aguzzavan le 

ciglia / come ‘l 

vecchio sartor fa 

ne la cruna’. / 

(XV. 20– 21).104 

‘they peered at us 

with knitted 

brows / like an 

old tailor at his 

needle’s eye’. / 

(XV. 18– 21).105 

‘from under 

puckered 

eyebrows 

squinting at us, / 

as old tailors do 

the needle’s eye’. 

(XV. 18– 21).106 

Dante supplies an unusual 

simile, the comparison of 

the squinting of the souls in 

Hell to that of an old tailor 

knitting his brows to focus 

on threading his needle. 

This is conveyed sensitively 

and delicately by Carson, 

who seems to frame the 

humble image as a still 

 
100  Carson, ‘Introduction’, in Carson (trans.), TIDA, p. xi. 
101 Dante, in Hollander (trans.), Dante the Inferno, p. 186. 
102 Ibid. p. 187. 
103 Carson (trans.), TIDA, p. 66. 
104 Dante, in Hollander (trans.), Dante the Inferno, p. 276. 
105 Ibid. p. 277. 
106 Carson (trans.), TIDA, p. 100. 
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life.107 He uses the verb 

‘pucker’ to create a striking 

‘thumbnail’108 illustration 

of the old man. 

9. ‘Qual sogliono 

i campion far 

nudi e unti, / 

avvisando lor 

presa e lor 

vantaggio, / 

prima che sien 

tra lor battuti e 

punti’, // 

(XVI. 22 – 25).109 

‘As combatants, 

oiled and naked, 

are wont to do, / 

watching for their 

hold and their 

advantage, / 

before the 

exchange of 

thrusts and 

blows’, // 

(XVI. 22 – 25).110 

‘Just as 

wrestlers, nude 

and oiled, 

endeavour / to 

size up their 

strengths and 

weaknesses / 

before they try 

their moves on 

one another’, // 

(XVI. 22 – 25).111 

Dante has said that he 

prefers a ‘natural’112 

(although not careless) use 

of language. Therefore, he 

often takes a ‘common’ 

example from the 

entertainments and events 

of everyday Florentine 

life.113 In this case he 

compares watching a 

medieval wrestling match 

to the physical wrangling of 

the sinners). Carson 

provides an almost exact 

translation here, 

harmoniously reflecting 

Dante’s teacherly and 

descriptive linguistic 

intention on the text. 

10. ‘a dicer ‘sipa’ 

(XVIII. 61).114 

‘have learned to 

say / “sipa”’ 

(XVIII. 60–61).115 

‘that people who 

say yep for yes’. 

(XVIII. 61).116 

Carson’s TT, ‘who say 

‘yep’ for ‘yes’, includes the 

‘p’ sound of ‘sipa’, echoing 

Dante’s acoustic intention 

upon the language. ‘Sipa’ is 

the third person of the 

present tense conjugation of 

the (ancient) verb ‘to be’.117  

‘Sipa’ is also the ancient 

Bolognese dialectical form 

for “yes”’.118 Treccani, 

describes it as a forceful 

way saying yes.119 In the 

 
107 Carson’s last book-length work is titled Still Life which reflects his interest in poetic descriptions of 

this art form.  
108 See Sayers (trans.), The Divine Comedy 1: Hell, p. 65. 
109 Dante, in Hollander (trans.), Dante the Inferno, p. 294. 
110 Ibid. p. 295. 
111 Carson (trans.), TIDA, p.106. 
112 Dante, De Vulgari Eloquentia, ‘Liber Primus’ (I. 3), p. 3. 
113 Relaying daily events from Florentine life is second nature to Dante, who is steeped in the local culture 

of that city. He said, ‘I drank from the Arno before cutting my teeth’. See Dante, DEV, Liber Primus (VI. 

4 –5), p. 13. 
114 Dante, in Hollander (trans.), Dante the Inferno, p. 332. 
115 Ibid. p. 333. 
116 Carson (trans.), TIDA, p. 122. 
117 Sapegno (ed.), La Divina Commedia, p. 204. 
118 Hollander (trans.), Dante the Inferno, p. 239. 
119 ‘Sipa’, Enciclopedia Dantesca 1970 
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Hiberno-English dialect, ‘so 

it is’, is a near equivalent. 

The fact that the sinners 

identify themselves 

politically by their 

linguistic identity is also 

implied in both ST and TT. 

11. ‘“Taïde è, la 

puttana che 

ripuose / al drudo 

suo quando disse 

“Ho io grazie / 

grandi apo te?”: 

“Anzi 

maraviglioiose!” 

/E quince sian le 

nostre viste 

sazie”’. // 

(XVIII. 133–

136).120 

‘“She is Thaïs, the 

whore who, when 

her lover asked: / 

“Have I found 

favour with you?” 

/ answered, “Oh, 

beyond all 

measure!” / And 

let our eyes be 

satisfied with 

that”’. 

(XVIII. 133–

136).121 

‘“This is the 

harlot Thaïs. 

“And did I thrill 

/ you much?” a 

lover asked her 

with a kiss. / She 

answered: 

“Much? You 

were incredible”. 

And now, I think 

we’ve seen 

enough of this.”’ 

(XVIII. 133–

136).122 

The ST’s sensual, but 

cheap, language is allowed 

only to go so far in this 

example. Carson’s TT 

intention upon the language 

is congruent with Dante’s 

and, although less formal, it 

also displays humour, 

especially because it 

portrays a clichéd 

conversation after an 

uninspiring sexual 

encounter (‘Did I thrill / 

you much? […] ‘Much? 

You were incredible’). 

Sayers has accused Dante’s 

translators and critics of 

hopelessly obscuring his 

humour, 123 but Carson’s 

translation certainly reflects 

and even exaggerates 

Dante’s lively wit in this 

example. Critic Ali Smith 

has described Carson’s 

‘English (because Irish 

really)’, in his version of 

the Inferno, as ‘kickingly 

alive’.124 Dante, in his own 

writing advocates ‘good 

taste’ and he communicates 

this through Virgil 

throughout the Inferno. 

Indeed, on one occasion 

Virgil soundly admonishes 

his pupil Dante for showing 

‘bad taste’ (XXX. 148). 

Virgil, therefore, 

disapproves of any desire to 

 
<www.treccani.it/enciclopedia/sipa_%28Enciclopedia-Dantesca%29/> [accessed 14 June 2020]. 
120 Dante, in Hollander (trans.), Dante the Inferno, p. 336. 
121 Ibid. p. 337. 
122 Carson (trans.), TIDA, p. 125. 
123 Sayers (trans.), The Divine Comedy 1: Hell, p. 63. 
124 Smith’s comment on Carson’s TIDA appears on the back cover of the Granta Books 2004 edition. 
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linger on this ST scene, 

giving the implicature that 

more could be said but that 

to do so would be 

inappropriate.  

12. ‘Una 

medesma lingua 

pria mi morse, / 

sì che mi tinse 

l’una e l’altra 

guancia, / e poi la 

medicina mi 

riporse’; // 

(XXXI. 1 –3).125 

‘The same tongue 

that had stung me 

/ so both my 

cheeks turned red, 

/ had also brought 

my cure’. // 

(XXXI. 1 –3).126 

‘So, smitten by 

the lash of 

Virgil’s tongue, / 

my cheeks burned 

red; but in a flash, 

he smeared / his 

gentle verbal 

ointment on the 

sting’: // 

(XXXI. 1 –3).127 

Virgil admonishes and 

supplies strict instruction 

with a biting comment 

(‘mordere’, means to bite, 

‘mi morse’, ‘bit me’). Yet, 

with ‘una medesma lingua’ 

(the same tongue), where 

required, he is also a 

thoughtful teacher, and one 

who understands the limits 

of his pilgrim student. 

Carson poetically translates 

Dante’s general word for 

‘medicine’, ‘medicina’, 

with ‘his gentle verbal 

ointment’, communicating 

Dante’s original implication 

of ‘healing’ in a more 

specific and focused way, 

imaging the original ST 

idea all the more 

concretely. This is 

underscored by the physical 

action of ‘smearing’, which 

Carson implies 

demonstrates the care that 

Virgil has for Dante. 

13. No such line 

exists in ST. 

No translation 

exists. 

‘instead of that 

incessant blah, 

blah blah!’ 

(XXXI. 73).128 

Carson adds this emphatic 

TT line to his description of 

Dante and Virgil’s 

encounter with Nimrod. 

Nimrod sowed linguistic 

obfuscation by building the 

tower of Babel. Dante 

explained the meaning of 

this in his earlier work De 

Vulgari Eloquentia. Dante 

states ‘hoc est confusio’: 

‘that [Babel] is 

confusion’).129 Obviously, 

 
125 Dante, in Hollander (trans.), Dante the Inferno, p. 566. 
126 Ibid. p. 567.  
127 Carson (trans.), TIDA, p. 215. 
128 Carson (trans.), TIDA, p. 218. 
129 Dante, DEV (Liber Primus, VII. 7), p. 14. 



296 

 

Dante  Hollander Carson  Comment 

this example could also 

fruitfully be examined via 

the PS. An examination via 

the PI, however, shows the 

general intention to convey 

rudeness, thus reflecting 

Virgil’s attitude towards 

Nimrod. Virgil’s words to 

Nimrod have already been 

harsh to the point of 

rudeness in Dante’s ST, and 

Carson emphasizes this 

original intention upon the 

language by steering his 

own path and keeping to his 

rhythm and rhyme scheme 

adding ‘blah, blah, blah’ to 

recreate Virgil’s disgust 

with Nimrod’s nonsensical 

babble.  

14. ‘ma el tenea 

soccinto / dinanzi 

l’altro e dietro il 

braccio destro, / 

d’una catena che 

’l tenea avvinto / 

dal collo in giù, sì 

che ’n su lo 

scoperto / si 

ravvolgea infino 

al giro quinto’, // 

(XXXI. 86–

90).130 

‘his right arm / 

was bound behind 

him, the other one 

in front, / by 

chains that from 

the neck down 

held him fixed. / 

They wound five 

times around his 

bulk / on the part 

of him that we 

could see’. // 

(XXXI. 86–

90).131 

‘one arm was 

twisted up by his 

backside, / the 

other pinioned to 

his collarbone 

/And an iron 

chain wound 

round him five 

times’. // 

(XXXI. 88–

90).132 

This example demonstrates 

Dante’s clear intention for 

precision and order. This 

intention is evident, for 

example, throughout his 

ordering of the cantiche and 

canti, his rhyme schemes 

and his attention to number 

patterns. His display of very 

precise language is a 

Dantesque hallmark. 

Carson delights in echoing 

the logical, mathematical 

almost diagrammatical 

description but adds precise 

details such as ‘pinion’, 

‘collarbone’ to create an 

even sharper and more 

specific envisioning of the 

narrative. 

15. ‘mettine giù 

[…] / dove 

Cocito la 

freddura serra’. 

// 

‘set us down […] 

/ upon Cocytus, 

shackled by the 

cold’. // 

‘and set us down 

where Hell 

freezes over’. // 

(XXXI. 123).135 

Dante’s intention upon the 

language in this ST 

example, is to relay that the 

centre of his Hell is a place 

which is gripped by 

extreme cold. Dante’s 

 
130 Dante, in Hollander (trans.), Dante the Inferno, pp. 570, 572. 
131 Ibid. pp. 573, 575. 
132 Carson (trans.), TIDA, p. 219. 
135 Carson (trans.), TIDA, p. 220 
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(XXXI. 122 –

123).133 

(XXXI. 122 –

123).134 

medieval audience would 

have been startled by this 

notion of Hell. Critic 

Teodolinda Barolini 

explains that ‘ice was no 

more a popular descriptor 

for Hell in the medieval 

cultural imaginary than it is 

in ours. Dante ignores 

popular convention to make 

his point: ice signifies lack 

of all warmth, lack of all 

life, lack of all love’.136 

This is a counterintuitive 

concept for readers, who 

imagine Hell as a place of 

extreme heat. The common 

phrase ‘when Hell freezes 

over’ is taken to mean 

‘never’. Carson’s 

implication by his intention 

upon the language in his 

TT, is to make a joke by 

rejuvenating a cliché, 

explicitly identifying Hell 

as a place, which is, against 

all preconceptions, not fiery 

hot, but frozen solid.137 

16. ‘ché non è 

impresa da 

pigliare a gabbo / 

discriver fondo a 

tutto l’universo, / 

né da lingua che 

chiami mamma o 

babbo’. // 

‘It is no enterprise 

undertaken lightly 

– / to describe 

the very bottom 

of the universe – 

/nor for a tongue 

that still cries 

‘mommy’ and 

‘daddy’. // 

with trepidation 

do I take this 

path/ of words; 

for to describe the 

fundament / of 

all the world is 

no mere bagatelle, 

/nor its depth for 

Dante, combining linguistic 

interest with literary 

creativity, has displayed 

huge interest in how one 

may express oneself.141 

Quite simply, by his use of 

the Tuscan vernacular, 

Dante has stated that ‘our 

intention when we speak is 

 
133 Dante, in Hollander (trans.), Dante the Inferno, p. 574. 
134 Ibid. p. 575. 
136 ‘Inferno 32: Erotic Ice to Frozen Core’, Teodolinda Barolini, Digital Dante. (New York: Columbia 

University Libraries, 2018) <digitaldante.columbia.edu/dante/divine-comedy/inferno/inferno-32/> 

[accessed 6 August 2021]. 
137 Barbara O'Brien explains that the concept of an icy Hell existed in early Buddhism during the first 

millennium BCE. This concept of Hell (Naraka) included undergoing a series of sufferings in both fire 

(hot) and ice (cold) Hells. See Barbara O'Brien, ‘Buddhist Hell’, Learn Religions, Dec. 26, 2020 

<learnreligions.com/buddhist-hell-450118> [accessed 6 August 2021].  

As a prominent intellectual, it is probable that Dante was aware of Eastern religions and ideas via the 

‘Silk Road’ (a trade network of goods and ideas). Such ideas were of high interest at that time. Marco 

Polo wrote of his adventures on the ‘Silk Road’, and his dates (1254 –1324), correspond very closely to 

Dante’s (1265 –1321). See <www.nationalgeographic.org/encyclopedia/silk-road/> [accessed 6 August 

2021]. 
141 Dante devoted a work to the best language for eloquence in communication, DEV. 
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(XXXII. 6–10).138 (XXXII. 6–10).139 baby-babble 

meant’. // 

(XXXII. 6–10).140 

clearly nothing other than 

to expound to others the 

concepts formed in our 

minds’.142 However, he 

says that his attempt to 

describe ‘the fundament / of 

all the world’, as per this 

example, reduces his 

capabilities to mere baby-

babble. He communicates 

this idea by saying that a 

person who would use 

words like ‘mum’ or ‘dad’ 

might struggle (like a child) 

to describe the fundament. 

Carson echoes Dante’s 

acoustic intention upon the 

language here creating a 

near rhyme for ‘babbo’ 

(daddy) with ‘baby-babble’. 

17. ‘’l gelo 

strinse / le 

lagrime tra essi e 

riserroli’ 

(XXXII. 48).143 

‘then froze those 

tears – and them 

to one another’. 

(XXXII. 48).144 

‘to freeze / as 

instantly and 

bond them like 

cement:’  

(XXXII. 47–

48).145 

This example was earlier 

explored via the PS, but it is 

also relevant to PI analysis. 

Dante’s ST is clear and 

prescriptive. His verb 

choices (‘stringere’ 

meaning ‘to squeeze 

together’ and ‘risserare’ 

meaning ‘to clench tightly – 

the additional morpheme 

‘ri’ means ‘anew’, or 

‘again’), are a directive, 

with the purpose of 

providing an easily 

visualized illustration. 

Carson echoes this intention 

upon the language, but also 

provides a simile: ‘bond 

them like cement’. In this 

way he leaves the TTR in 

no doubt of the implication 

that the sinners are very 

firmly locked together. 

 
138 Dante, in Hollander (trans.), Dante the Inferno, p. 586. 
139 Ibid. p. 587. 
140 Carson (trans.), TIDA, p. 222. 
142 Dante, DEV (Liber Primus, II. 3–5), p. 5. 
143 Dante, in Hollander(trans.), Dante the Inferno, p. 588. 
144 Ibid. p. 589. 
145 Carson (trans.), TIDA, p. 224. 
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18. ‘del bel paese 

là dove ’l sì 

suona’, / 

(XXXIII. 80).146 

‘that fair land 

where ‘sì’ is 

heard!’ / 

 (XXXIII. 80).147 

‘the lovely land 

where sì 

resounds’, / 

(XXXIII. 80).148 

Carson provides a faithful 

word-for-word rendering, in 

this example, where Dante 

identifies countries and 

regions as per the languages 

they speak. Elsewhere in 

his writing, for example, in 

DEV, Dante has explored 

how languages are 

differentiated and identified 

by the way in which each 

language says ‘yes’: (Oc is 

spoken in Province, Oïl in 

North-Central France and 

as with this example Sì in 

Italy).149 Here, Dante 

linguistically communicates 

a specific intention upon 

the language saying ‘sì’ 

(yes) for Italy. This is all 

the more amusing for 

Carson, who at that time 

was living in a land where 

‘Ulster says No!’. 

19. ‘E forse pare 

ancor lo corpo sus 

/ de l’ombra che 

di qua dietra mi 

verna’. 

(XXXIII. 135).150 

‘Perhaps the body 

of this shade, who 

spends /this 

winter with me 

here, still walks 

the earth’. 

(XXXIII. 135).151 

‘the body of that 

shade / who 

winters at my 

back is well 

maintained’  

(XXXIII. 135).152 

‘Vernare’ has two 

meanings. Selected Italian 

critics argue that this ST 

example is a possible 

pun.153 The first meaning 

for ‘vernare is ‘to spend the 

winter’ (the modern Italian 

equivalent is ‘svernare’); 

the second meaning is 

‘birdsong in Spring’, to 

imply that the sinners are so 

close, one is singing into 

the mouth of the other, like 

a young bird or fledgling. 

This pun does not work 

cross-linguistically, and it is 

likely that many translators 

are unaware of it (however, 

it is mentioned by Italian 

 
146 Dante, in Hollander (trans.), Dante the Inferno, p. 608. 
147 Ibid. p. 609. 
148 Carson (trans.), TIDA, p. 232. 
149 Dante, DEV (Liber Primus, I. VII. 7), p. 20. 
150 Dante, in Hollander (trans.), Dante the Inferno, p. 612. 
151 Ibid. p. 613. 
152 Carson (trans.), TIDA, p. 235. 
153 Sapegno (ed.), La Divina Commedia, p. 370. 
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critics in Treccani,154 and 

by Sapegno).155 It is highly 

likely that Dante did intend 

a pun here, a linguistic 

intention to include a 

double meaning. In a 

general observation, Sayers 

has pointed out that ‘Dante 

loved puns and conceits’.156 

In English the verb ‘to 

winter’ is less common than 

‘to spend the Winter’. 

Heaney, however, has used 

it in the title of his 1972 

anthology Wintering Out 

and Plath also makes use of 

this verb as the title of one 

of her poems in her 1965 

Ariel anthology, 

‘Wintering’. 

20. ‘Vexilla regis 

prodeunt inferni’ 

(XXXIV. 1).157 

‘Vexilla regis 

prodeunt inferni’ 

(XXXIV. 1).158 

‘Vexilla regis 

prodeunt inferni’ 

(XXXIV. 1).159 

Carson (and other 

translators) do not translate 

the Latin opening of the 

final canto of Inferno, 

intentionally keeping the 

quotation it is. Its literal 

meaning is: ‘The battle 

standards of Hell 

advance’,160 these words 

are spoken by Virgil. The 

first three Latin words 

originate from the first 

verse of a sixth-century 

Latin hymn.161 Dante 

intentionally adds the last 

word to imply that although 

Satan is not physically 

advancing their (Dante and 

Virgil’s) progression 

towards him, makes them 

feel that this is the case. 

 
154 See ‘vernare’, Enciclopedia Dantesca 1970 <www.treccani.it/enciclopedia/vernare_%28Enciclopedia-

Dantesca%29/> [accessed 24 April 2021]. 
155 Sapegno (ed.), La Divina Commedia, p. 370. 
156 Sayers (trans.), The Divine Comedy 1: Hell, p. 62. 
157 Dante, in Hollander (trans.), Dante the Inferno, p. 626. 
158 Ibid. p. 627. 
159 Carson (trans.), TIDA, p. 237. 
160 Kirkpatrick, Inferno: The Divine Comedy 1, p. 449. 
161 This comes from a hymn of the True Cross composed by Verantius Fortunatus. See Hollander (trans.), 

p. 636. 
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Carson’s delivery of this 

implicature is identical to 

Dante’s. Modern readers 

need to research the 

meaning of this line, if they 

do not understand Latin. In 

medieval times, however, 

Latin was the language of 

all literary works. The 

Commedia was a notable 

exception.  

Appendix C: 20 Representative Examples of the PI in TIDA 
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Appendix D: 20 Representative Examples of the PM in TIDA  

Principle of Manner (PM)  

• The TT is representative of the source text culture (STC) 

• The source text translator (STT) demonstrates an awareness of cross-linguistic 

differences 

• To mark or highlight a section of translation, exotic or surprising lexical choices 

including slang, vernacular expressions, multi-linguistic and culturally specific 

vocabulary may be used   

• ‘Marked’ expressions are used specifically to create a distinctive meaning for 

the target text reader (TTR) 

 

Dante Hollander Carson Comment 

1. ‘Diverse 

lingue, orribili 

favelle, / parole 

di dolore, accenti 

d’ira, / 

Voci alte e 

fioche’, 

(III. 25–26).162  

‘Unfamiliar 

tongues, 

horrendous 

accents, / words 

of suffering, cries 

of rage, voices / 

loud and faint’, 

(III. 25–26).163 

‘outlandish 

tongues and 

accents doloroso / 

howls, shrieks, 

grunts, gasps, 

bawls’, / 

(III. 25–26).164 

In this example, Carson 

employs foreignization by 

using easily recognisable 

Italian or Latinate words. 

He employs a grammatical 

shift, converting the ST 

noun ‘dolore’ to the 

adjective ‘doloroso’. In so 

doing, he creates inventive 

rhymes for his terza rima: 

‘doloroso’ rhymes with 

‘woe’ (here the meanings 

also chime) and 

‘crescendo’. The 

heterogeneous display of 

vocabulary in the TT 

creates an implied sense of 

fear, threat and chaos. 

2. ‘non furon 

ribelli / né fur 

fedeli a Dio, ma 

per sé fuoro’. / 

(III. 38–39).165  

‘not rebellious 

and not faithful / 

to God, who held 

themselves apart’. 

/ 

‘those who neither 

were / for God nor 

Satan, but for you-

know-who’. / 

(III. 38–39).167 

‘You-know-who’ is a 

heavily signalled, marked 

expression. This twice 

hyphenated phrase is laden 

with an easily deduced 

 
162 Dante, in Hollander (trans.), Dante the Inferno, p. 46. 
163 Ibid. p. 47. 
164 Carson (trans.), TIDA, p. 16. 
165 Dante, in Hollander (trans.), Dante the Inferno, p. 48. 
167 Carson (trans.), TIDA, p. 16. 
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(III. 38–39).166 implicature. These sinners 

lived for ‘themselves’, 

they were not rebellious, 

but they were self-centred. 

The implicature, or logical 

leap, does not exist in the 

original, where ‘sé’ simply 

means ‘themselves’. 

3. ‘“Non ti noccia 

/ la tua paura”’; 

(VII. 3–4).168 

‘“Do not be 

overcome / by 

fear”’. 

(VII. 3– 4).169 

‘“Fear not the 

jargon-ridden 

jabberwock”’, /  

(VII. 4).170 

Carson supplies an allusion 

to the 1871 nonsense 

poem, ‘Jabberwocky’, 

written by Lewis Carroll. 

This has the effect of 

underscoring the implied, 

nonsensical babbling of 

Pluto (‘jabberwock’ is 

rhymed with ‘poppycock’). 

Carson begins with ‘Fear 

not’…, contradicting 

Carroll’s line: ‘Beware the 

Jabberwock, my son’.171 It 

is important to understand 

that such an example of 

anachronistic allusion is 

also a form of 

foreignization,172  even 

though it is through the 

marked and culturally 

specific allusion to an 

English poem. 

4. ‘io dopo le 

spalle’. // 

(X. 3).173 

‘I come close 

behind him’. // 

(X. 3).174 

‘my good self 

close behind’. //  

(X. 3).175 

Using the well-known 

phrase ‘my good self’, for 

‘io’, is a more emphatic 

and interesting way of 

saying ‘I’. It speaks to a 

poet aware of his physical 

sense of ‘self’. Unlike the 

 
166 Ibid. p. 49. 
168 Dante, in Hollander (trans.), Dante the Inferno, p. 132. 
169 Ibid. p. 133. 
170 Carson (trans.), TIDA, p. 43. 
171 See Lewis Carroll, ‘Jabberwocky’ <Jabberwocky by Lewis Carroll | Poetry Foundation> [accessed 2 

May 2021]. 
172 Venuti notes that a TT can be foreignized even by ‘putting to work cultural materials and agendas that 

are domestic, specific to the translating language’. He gives the example of Pound providing Middle 

English, Scottish and Northern dialects in translation, along with various anachronisms. He describes 

Pound’s TT of ‘The Seafarer’, for example, as having ‘gnarled syntax’, ‘reverberating alliteration’ and 

‘densely allusive archaism’ and describes these as distinctly foreignizing practices. (Such practices also 

apply to Carson). See Venuti, The Translator’s Invisibility, p. 30 –31. 
173 Dante, in Hollander (trans.), Dante the Inferno, p. 184. 
174 Ibid. p. 185.  
175 Carson (trans.), TIDA, p. 64. 
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souls which he encounters, 

Dante has a physical body. 

It also demonstrates that 

Carson’s Dante believes 

that he has a good 

relationship with his 

readers, that we are on his 

side, thus providing a 

distinctive meaning in the 

TT for the TTR.  

5. ‘Ed elli a me 

“Perché tanto 

delira,” / disse, “lo 

‘ngegno tuo da 

quel che sole? / O 

ver la mente dove 

altrove mira?”’ // 

(XI. 76–78).176 

‘And he: “Not 

often do your wits 

stray / far afield, 

as they do now – 

or is your mind / 

bent on pursuing 

other thoughts?”’ 

// 

(XI. 76–78).177 

‘And why’, said 

he ‘do you talk 

like a clod? / I 

mean, more than 

your usual verbal 

antics – / or has 

that brain of yours 

gone on the 

nod?”’ // 

(XI. 76–78).178  

Carson has mentioned that 

he uses ‘interpolation’179 in 

translation and this judging 

or gauging between word 

choices is evident in his 

version of Virgil’s 

admonishment of Dante. 

‘Verbal antics’ is also a 

good description of 

Carson’s provision of 

quirky implicatures, which 

may be examined via the 

PM. The rhyming Italian 

language allows the 

flexibility that Dante may 

often make use of verb 

endings to create a triple 

rhyme. This is not the case 

in English, so Carson is 

often compelled to supply 

a noun. The result of this 

(in this case ‘nod’, for 

example) is to provide the 

implicature of nodding off, 

or even thoughts drifting in 

unworthy directions.  

6. ‘’l guazzo’. // 

(XII. 139).180 

‘the ford’ 

(XII. 139).181 

‘River Dreary’. // 

(XII. 139).182 

The river of blood, referred 

to in this example, is 

‘Phlegethon’. A reading of 

this part of Canto XII. 

shows that Dante and 

Virgil have arrived at a 

shallower part of the 

 
176 Dante, in Hollander (trans.), Dante the Inferno, p. 208. 
177 Ibid. p. 209. 
178 Carson (trans.), TIDA, p. 74. 
179 Carson (trans.), ‘Author’s Note’, ILO, pp. 11–13 (p. 13).  
180 Dante, in Hollander (trans.), Dante the Inferno, p. 226. 
181 Ibid. p. 227. 
182 Carson (trans.), TIDA, p. 83. 
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river.183 This suggests a 

slower movement of water 

(blood), thus Carson’s 

renaming of the river as 

‘dreary’. This lexical 

choice implies the negative 

and relentless nature of the 

river at this point on 

Dante’s journey. 

7. ‘e stetti come 

l’uom che teme’. 

(XIII. 45).184 

‘and stood like 

one afraid’. 

(XIII. 45).185 

‘and I near 

collapsed’. 

(XIII. 45).186 

As per analysis via the 

PM, the archaic and 

culturally specific 

vocabulary in this example 

(‘near collapsed’) is a way 

of implying an intensified 

degree of fear and emotion 

experienced by Dante as 

he encounters the souls of 

the suicides who must 

undergo the punishment of 

being transformed into 

sentient trees. ‘Near’187 for 

‘nearly’ is a common 

substitution in colloquial 

speech in the north of 

Ireland. Carson’s 

exaggerated and explicit 

description of Dante’s state 

(one of ‘near collapse’) 

ups the emotional ante in 

this PM example.  

8. ‘quel grande’, 

‘quel medesmo’ 

(XIV. 46, 49).188 

‘that hero’, ‘he 

himself’ 

(XIV. 46, 49).189 

‘the big man’, 

‘Mr Big himself’ 

(XIV. 46, 49).190  

‘Big man’ is part of Ulster 

dialect and is used as a 

friendly term for a male 

friend or ‘mate’.191 Carson 

reiterates, by using the 

simple capitalized phrase 

‘Mr Big himself’, clearly 

colloquial and marked out. 

 
183 Hollander (trans.), Dante the Inferno, p. 234. 
184 Hollander (trans.), Dante the Inferno, p. 240. 
185 Ibid. p. 241. 
186 Carson (trans.), TIDA, p. 86. 
187 See ‘near’ in C. I. Macafee (ed.), Concise Ulster Dictionary, p. 233. 
188 Dante, in Hollander (trans.), Dante the Inferno, p. 260. 
189 Ibid. 261. 
190 Carson (trans.), TIDA, p. 94.  
191 The term ‘big man’ was also often used regarding Ian Paisley, so this could also be a covert reference 

to him. See Cal Mc Crystal, ‘Ian Paisley, 1926–2014: the “Big Man” vs the Pope’, New Statesman, 12 

September 2014 <www.newstatesman.com/politics/2014/09/ian-paisley-1926-2014-big-man-vs-pope> 

[accessed 6 August 2021]. 
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It is also comical. Belfast 

banter regarding size is 

apposite since the text is 

referring to Capaneus, who 

was considered to be a 

figure of some 

greatness.192 

9. ‘Fortuna’ 

(XV. 95).193 

‘Fortune’ 

(XV. 95).194 

‘the Dame of 

Fortune’  

(XV. 95).195 

‘Fortuna’ simply means 

luck, but luck is otherwise 

often personified as ‘Lady 

Luck’. Carson’s 

foreignized phrase, with a 

hint of Tarot, ‘the Dame of 

Fortune’, is a yet more 

unusual way of expressing 

this familiar concept. In 

one sense, it is a marked 

expression, clearly 

foreignizing the text, in 

another, it is a 

demonstration of Carson’s 

‘abhorrence of cliché’.196 

10. ‘La gente 

nuova e i subiti 

guadagni’/ 

(XVI. 73).197 

‘The new crowd 

with their sudden 

profits’ / 

(XVI. 73).198 

‘the nouveaux 

riches, and their 

inflated gains’, /  

(XVI. 73).199 

This is clearly a 

foreignized expression 

borrowed from the French. 

The easily recognisable 

French term gives an 

implicature of faux 

sophistication and the airs 

and graces this ‘crowd’ 

think can be bought with 

recently acquired financial 

gain. 

11. ‘“insino a 

quella / bestia 

malaviglia che 

colà si corca”’. // 

(XVII. 30 –31).200  

‘“till we reach / 

that evil beast 

stretched out 

down there”’. // 

(XVII. 30–31).201 

‘“to parley with 

the sprawling 

filthy brute”’. / 

(XVII. 30).202 

Parley203 is an unusual but 

apposite lexical choice 

here, given that it is often 

used when conferring with 

an enemy (in this case 

 
192 Hollander (trans.), Dante the Inferno, p. 370. 
193 Dante, in Hollander (trans.), Dante the Inferno, p. 282. 
194  Ibid. 283.  
195 Carson (trans.), TIDA, p. 103. 
196 Sewell, ‘Carson’s Carnival of Language: The Influence of Irish and the Oral Tradition’, p. 187. 
197 Dante, in Hollander (trans.), Dante the Inferno, p. 298. 
198 Ibid. p. 299.  
199 Carson (trans.), TIDA, p. 108. 
200 Dante, in Hollander (trans.), Dante the Inferno, p. 314.  
201 Ibid. p. 315. 
202 Carson (trans.), TIDA, p. 113. 
203 ‘Parley’: ‘late 14c., parlen, “to speak, talk, confer”, probably a borrowing of Old French parler “to 

speak”, meaning “to discuss terms”, especially “to confer with an enemy”’. See <www.etymonline.com/ 

word/parley> [accessed 2 May 2021]. 
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Virgil and Dante will 

encounter Geryon). 

Analysis via the PM shows 

that this unusual choice 

signals the following 

implicature: that Geryon is 

an enemy. 

12. ‘“Li tuoi 

ragionamenti sian 

là corti”’; / 

(XVII. 40).204 

‘“let your talk be 

brief”’. / 

(XVII. 40).205 

‘“There’s not 

much time to lose, 

so make it 

presto”’; / 

(XVII. 40).206 

Carson uses ‘presto’, a 

musical term which is 

borrowed from Italian into 

English. It is therefore 

easily recognizable as 

meaning ‘fast’ or ‘quick’. 

For the best way to read 

Dante, Pinsky has 

suggested the following, 

‘ideally, you want to read 

with your mouth and ears, 

feel it and get to know 

it’.207 Words like ‘presto’ 

breathe Italian life and 

music into the TT, giving 

the translation an implied 

sense of energy and 

musical movement. 

13. ‘Io sentia già 

da la man destra il 

gorgo / far sotto 

noi un orribile 

scroscio / per che 

con li occhi ’n giù 

la testa sporgo’. // 

(XVII. 118–

120).208 

‘Now on our right 

I heard the 

torrent’s hideous 

roar / below us, 

so that I thrust my 

head forward / 

and dared to look 

down the abyss’// 

(XVII. 118–

120).209 

‘Already, on the 

right – fortissimo 

– / I heard the 

deep roar of the 

whirlpool sound / 

its fathoms, so I 

dared to look 

below’. // 

(XVII. 118–

120).210 

Like the previous example, 

fortissimo is an Italian 

expression and a musical 

term (meaning ‘very 

loud’). This Italian 

borrowing is not present in 

the ST which instead has 

‘orribile scroscio’ meaning 

‘horrible roar’ to convey 

the sense of loud noise. 

Carson’s foreignizing use 

of ‘fortissimo’ along with 

‘deep roar’ has the musical 

effect of intensifying the 

sound, while linking his 

TT with the SC. 

14. ‘“O tu” […] // 

“se le fazion che 

‘“You there” […] 

// “if I’m not 

 ‘You [..] // if that 

phizog of yours is 

Carson supplies very rich 

and diverse vocabulary 

 
204 Dante, in Hollander (trans.), Dante the Inferno, p. 314. 
205 Ibid. p. 315. 
206 Carson (trans.), TIDA, p. 114. 
207 ‘Poet Robert Pinsky on Translating Dante’s Inferno’, Milton Academy, 6 October 2021 

<www.milton.edu/poet-robert-pinsky-translating-dantes-inferno/> [accessed 3 May 2021]. 
208 Dante, in Hollander (trans.), Dante the Inferno, p. 320. 
209 Ibid. p. 321. 
210 Carson (trans.), TIDA, p. 117. 
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porti non son 

false, / Venedico 

se’tu 

Caccianemico. / 

Ma che ti mena a 

sì pungente 

salse”’? // 

(XVIII. 48–51).211 

mistaken in your 

features, / you’re 

Venèdico 

Caccianemico / 

What has brought 

you to such 

stinging torture?”’ 

// 

(XVIII. 48–51).212 

not a veil / are 

Venedico 

Caccianimico; but 

what / brings you 

to such a pickle? 

What’s your 

tale”’?//  

(XVIII. 48–51).213 

choices here, such as 

‘phizog’ and ‘pickle’. 

These are appropriate for 

analysis via the PM. 

‘Phizog’ is a slang 

expression for 

physiognomy214 and a 

sound-alike word for 

‘fazion’ (the medieval 

Tuscan dialectical word for 

‘fattezze’ meaning 

‘features’).215 The phrase 

‘in such a pickle’216 

provides a sense of 

understatement and 

contrast, which increases 

the tension and implies 

that, in fact, the opposite is 

true. (This implicature 

does not exist in the ST). 

This is not a ‘pickle’ it is 

‘torture’. The diversity of 

Carson’s TT vocabulary 

provides, as can be seen in 

this example, new 

implicatures.  

15. ‘Ma l’atro fu 

bene sparvier 

grifagno / ad 

artigliar ben lui’, 

(XXII. 139–

140).217 

‘But the other was 

indeed a full-

fledged hawk / 

fierce with his 

talons’, 

(XXII. 139–

140).218 

‘But Harley was 

no easy-going 

bitch; / a wicked 

sparrowhawk’,  

(XXII. 139–

140).219 

In a perfect example of 

litotes, Carson’s sense of 

timing and lexical diversity 

are applied to create 

maximum comic effect in 

this TT example. In this 

text, Carson is describing a 

furious devil. He creates a 

sense of shock and 

surprize with the word 

‘bitch’. This word is 

selected to imply the spite 

of the devil (and also to 

rhyme with the bleak 

 
211 Dante, in Hollander (trans.), Dante the Inferno, p. 330. 
212 Ibid. p. 331. 
213 Carson (trans.), TIDA, p. 121. 
214 See <www.wordsense.eu/phizog/> [accessed 4 May 2021}. 
215 Sapegno (ed.), La Divina Commedia, p. 202. See also: Luigi Vanossi, ‘fazione’ 

<www.treccani.it/enciclopedia/fazione_%28Enciclopedia-Dantesca%29/> [accessed 3 May 2021]. 
216 ‘Pickle’ was used in Middle English. Shakespeare used this phrase in The Tempest in 1610. ‘How 

camest thou in this pickle?’ (Alonso) and ‘I have been in such a pickle since I saw you last’ (Trinculo). 

See <www.phrases.org.uk/meanings/in-a-pickle.html> [accessed 5 May 2021]. 
217 Dante, in Hollander (trans.), Dante the Inferno, p. 408. 
218 Ibid. p. 409. 
219 Carson (trans.), TIDA, p. 153. 
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words, ‘pitch’ and ‘ditch’). 

Carson’s lively narrative, 

with its use of 

understatement, provides a 

fuller exposition of the 

character of this devil. 

16. ‘E io a lui: 

“Chi son li due 

tapini / che 

fumman come 

man bagnate ’l 

verno”’ / 

(XXX. 91–92).220 

‘And I to him: 

“Who are these 

two wretches / 

who steam like 

wet hands in 

winter”’ / 

(XXX. 91–92).221 

‘And I: “Who are 

the pair of 

layabouts / who 

steam like 

washed hands in 

the wintertime”, / 

(XXX. 91–92).222 

A close translation of 

‘tapino’ might be 

‘miserable specimen’, or 

‘wretch’, as Hollander has 

it. Examining the text via 

the PM highlights that 

Carson translates it as 

‘layabouts’, made tempting 

for him by rhyme, which 

provides interest and also 

implies a sense of idling. 

(This implicature is not 

present in the ST). This 

word choice also sets up 

the next line: ‘who steam 

like washed hands in the 

wintertime’. At first 

glance, this looks like it 

might be a Carsonian 

invention, however Dante 

has first supplied the 

simile, and Carson’s 

translation of this line is 

word for word. 

17. ‘ma io senti’ 

sonare un alto 

corno // tanto 

ch’avrebbe ogne 

tuon fatto fioco’, 

/ 

(XXXI. 12–13).223 

 

‘But I heard a 

horn-blast that 

would have made 

// the loudest 

thunderclap seem 

faint’. / 

(XXXI. 12–13).224 

‘I heard the mad 

ta-ra-ra-boom-di-

ay // of some 

gargantuan 

bugle- 

megaphone’ //  

(XXXI. 12–13).225 

Alexander notes the 

following, ‘Carson takes 

the liberty of enhancing 

some of Dante’s effects, so 

that the thunderous sound 

of Nimrod’s “horn” is 

heard as “the mad ta-ra-ra-

boom-di-ay/ of some 

gargantuan bugle-

megaphone”’.226 The 

surprizing exaggeration in 

Carson’s TT in this 

example shows, via the 

 
220 Dante, in Hollander (trans.), Dante the Inferno, p. 554. 
221 Ibid. p. 555. 
222 Carson (trans.), TIDA, p. 211. 
223 Dante, in Hollander (trans.), Dante the Inferno, p. 566. 
224 Ibid. p. 567. 
225 Carson (trans.), TIDA, p. 215. 
226 Alexander, ‘Babel-babble: Language and Translation’, in Ciaran Carson: Space, Place, Writing, pp. 

175 – 215 (p. 204). 
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PM, how he amplifies 

effects in the ST. 

18. ‘Anima 

sciocca’, / 

(XXXI. 70).227 

‘You muddled 

soul’, / 

(XXXI. 70).228 

‘Hey, head-the-

ball’, /  

(XXXI. 70).229 

In this TT, Virgil is talking 

to Nimrod, the leader who 

built the tower of Babel, 

condemned to spend his 

eternity babbling in Hell 

for his pride. ‘Hey, head-

the-ball!’230 is an idiomatic 

slang expression specific 

to Ireland, Scotland (and 

also Liverpool). The term 

is an irreverent term, an 

amplification of ‘silly’. (It 

means an idiotic person 

due to the repeated effects 

of heading a soccer ball). 

Notably, ‘sciocca’ is also a 

sound-alike for ‘soccer’. 

As per PM analysis, this 

foreignized phrase 

provides slang, surprise, 

local dialect and 

amplification, because the 

degree of implicature 

suggested in the ST is 

increased in Carson’s TT, 

where Nimrod is not 

presented as simply 

‘muddled’ but as an idiot. 

19. ‘“o che capel 

qui sù non ti 

rimanga”’.  

(XXXII. 99).231 

‘“or I’ll leave you 

without a single 

hair”’. 

(XXXII. 99).232 

‘I’ll scalp your 

noggin piece by 

piece’.  

(XXXII. 99).233 

In this example, Carson 

supplies anachronistic 

vocabulary from the North 

of England using, 

‘noggin’.234 The 

implicature in Dante’s ST 

is one of resentment and 

anger, yet the word 

‘noggin’ in Carson’s TT, 

reduces this effect and 

rather supplies comedy. 

Carson counterbalances 

 
227 Dante, in Hollander (trans.), Dante the Inferno, p. 570. 
228 Ibid. p. 571. 
229 Carson (trans.), TIDA, p. 218. 
230 See <www.definitions.net/definition/head-the-ball> [accessed 4 May 2021]. 
231 Dante, in Hollander (trans.), Dante the Inferno, p. 592. 
232 Ibid, p. 593. 
233 Carson (trans.), TIDA, p. 226. 
234 ‘Noggin’ was first used in middle English to mean ‘small cup’. Later in the nineteenth century it came 

to mean ‘head’. See <www.etymonline.com/word/noggin> [accessed 5 May 2021]. 
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this finely balanced sense 

of comedy supplying 

‘scalp’ which has violent 

connotations associated 

with Native Americans.235 

20. ‘fu l’uom che 

nacque e visse 

sanza pecca’. 

(XXXIV. 115).236 

‘that Man […] / 

who without sin 

was born and 

sinless lived’. 

(XXXIV. 115).237 

‘the Sinless Man’ 

(XXXIV. 115).238 

Dante’s ST clearly implies 

Jesus. Carson supplies a 

similar implicature with 

his marked title for Jesus, 

‘the Sinless Man’, the 

capital letters provide a 

clue to the importance of 

this ‘Man’. This name 

derives, in part, from the 

Gospel quotation (let the 

one among you who is 

guiltless [without sin] be 

the first to throw a stone at 

her’.239 which has the 

implicature that only Jesus 

is without sin. 

Appendix D: 20 Representative Examples of the PM in TIDA 

  

 
235 ‘Scalping’ was carried out both against and by Native Americans. See ‘Setting the Record Straight 

About Native Peoples: Scalping’<www.native-languages.org/iaq12.htm> [accessed 3 September 2021]. 
236 Dante, in Hollander (trans.), Dante the Inferno, p. 632. 
237 Ibid. p. 633. 
238 Carson (trans.), TIDA, p. 242. 
239 The Gospel of John (Ch. 8. V. 7), in The New Jerusalem Bible, pp. 1242–1273 (p. 1254). 
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Principle of Extension (PE)  

• The source text translator’s (STT) direct experiences or interests which are 

recognisable to the TTR may be included in the TT for a specific reason  

• The TT may be placed in, or made relevant to, a different time-period 

• The TT may be placed in, or made relevant to, a different geographical location 

• The TT (first ‘afterlife’) may be re-translated to produce a new ETT, creating a 

second ‘afterlife’ for the ST 

 

Dante Hollander Carson Comment 

1. ‘intrai per lo 

cammino alto e 

silvestro’. // 

(II. 142).240 

‘I entered on the 

deep and savage 

way’. // 

(II. 142).241 

‘I undertook that 

deep, outlandish 

journey’. // 

(II. 142).242 

Carson’s striking lexical 

choice, ‘outlandish’, is also 

worthy of investigation via 

the PE. It suggests going 

beyond oneself, to another 

place or even in extremis 

(in the case of this TT). 

Michael Cronin has 

presented the desire to 

leave the ground, take flight 

and travel elsewhere, as a 

particular feature of Irish 

writing: ‘In Irish writing 

down through the centuries, 

people are forever leaving 

the ground’.243 This 

observation is also true of 

Carson’s TT, which seeks, 

as a form of extension, to 

reach outwards and go 

beyond, to be an ‘outlander’ 

as this example 

demonstrates. 

2. ‘Ripuose: 

“Dicerolti molto 

breve”’. // 

‘He replied: “I 

can tell you in a 

few words”’. // 

‘“I can tell you 

in a nutshell”’. // 

(III. 45).246 

The ST, ‘dicerolti molto 

breve’, translates literally 

as, ‘I will tell you very 

briefly’. Carson’s TT, ‘I 

 
240 Dante, in Hollander (trans.), Dante the Inferno, p. 32. 
241 Ibid. p. 33. 
242 Carson (trans.), TIDA, p.14. 
243 Michael Cronin, ‘“Thou shalt be One with the Birds”: Translation, Connexity and the New Global 

Order’, Language and Intercultural Communication (29 Mar 2010), 2:2, 86-95 (p. 86). 
246 Ibid. p. 49. 
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(III. 45).244 (III. 45).245 can tell you in a nutshell’, is 

imaginative and pithy, and 

it is also arguably an 

allusion to Hamlet.247 

Obviously, this example 

could be fruitfully 

examined form other angles 

using each of the other 

HGT Principles (PS, PI, 

PM). In terms of analysis 

via the PE, however, this 

short TT suggests reaching 

beyond borders or 

limitations to achieve an 

extended way of 

thinking.248 The allusion to 

Hamlet is contained in the 

following quotation, which 

itself speaks to the concept 

of extension: ‘I could be 

bounded in a nutshell, and 

count myself a king of 

infinite space…’.249  

3. ‘Urlar li fa la 

pioggia come 

cani’; / 

(VI. 19).250 

‘the rain makes 

them howl like 

dogs’. /  

(VI. 19).251 

‘the rain pours 

down; they howl 

like dogs; the 

Law/ pursues 

them’  

(VI. 19–20).252  

In this TT example, the 

combination of the dreadful 

weather and those who are 

aggrieved by the weight of 

the law, suggest Irish 

weather (in Carson’s 

version there is the 

implication that the rain is 

relentless), and, possibly, 

the forces of law and order 

in the north of Ireland 

(there is no mention of ‘the 

 
244 Dante, in Hollander (trans.), Dante the Inferno, p. 48. 
245 Ibid. p. 49. 
247 ‘Hamlet’ is also the name of Carson’s final poem in his Belfast Confetti anthology. See Carson, 

‘Hamlet’, Belfast Confetti (Oldcastle: Gallery Press, 1989), p. 105. An analysis of ‘Hamlet’ is provided 

by Jenny Malmqvist, ‘Tin-Can Hamlet and Other Shakespearean Negotiations in Ciaran Carson’s Poetry’, 

TRANS: Revue de Littérature Générale et Comparée, 15 (2013) <journals.openedition.org/trans/783> 

[accessed 6 August 2021]. 
248 The first use of the phrase ‘in a nutshell’ originates from Classical times, in the first century. Pliny the 

Elder (23-79) stated that Cicero claimed that Homer's Iliad was written on a piece of parchment so small 

that it could be contained in a nutshell’. See Pascal Tréguer, ‘Meaning and Origin of the Phrase “in a 

nutshell”’ <wordhistories.net/2017/06/26/in-a-nutshell-origin/> [accessed 28 April 2021]. 
249 William Shakespeare, Act 2, Scene 2, Hamlet. Shakespeare is the first known writer to have used the 

image without reference to its origins (as explained in previous fn.). Shakespeare’s meaning is that 

something vast (limitless) can be contained within something very small. 
250 Dante, in Hollander (trans.), Dante the Inferno, p. 114. 
251 Ibid. p. 115. 
252 Carson (trans.), TIDA, p. 38.  
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Law’ in Dante’s ST. The 

question must therefore be 

asked, why does Carson 

extend his text in this way, 

if not to provide a 

translation which provides 

an angle from his own 

context and experiences? 

4. ‘come tu vedi, 

a la pioggia mi 

fiacco’. // 

(VI. 55).253 

‘as you can see, 

I’m prostrate in 

this rain’. // 

(VI. 55).254 

‘this waterlogged 

inferno’  

(VI. 55).255 

Examining this short TT 

phrase via the PE, suggests 

a different geographical 

location than that described 

in Dante’s ST. ‘This 

waterlogged inferno’ refers 

to the soaked state of the 

place and not the person. 

Given the position of this 

TT example – it occurs at 

the beginning of ‘Jacko’s’ 

dialogue with Dante – there 

is the implicature that this 

part of Carson’s Inferno is 

strongly connected to 

Belfast. Other critics have 

made similar observations, 

including Alexander, who 

says that such an example 

from Carson could be one 

of ‘the scattered parallels he 

draws between the divided, 

factional society of 

medieval Florence, the 

landscapes and 

fortifications of Hell, and 

the claustrophobic, 

dangerous atmosphere of 

contemporary Belfast’.256 

5. ‘la città 

partita’  

(VI. 62).257 

‘the riven city’ 

(VI. 62).258 

‘my divided city’ 

(VI. 62).259 

Carson’s use of the 

possessive adjective, ‘my’, 

in this example, 

personalizes the TT and 

implicitly brings Carson 

(and by extension the 

 
253 Dante, in Hollander (trans.), Dante the Inferno, p. 116.. 
254 Ibid. p. 117. 
255 Carson (trans.), TIDA, p. 39. 
256 Alexander, ‘Babel-babble: Language and Translation’, in Ciaran Carson: Space, Place, Writing, pp. 

175–215 (p. 202). 
257 Dante, in Hollander (trans.), Dante the Inferno, p. 118. 
258 Ibid. p. 119. 
259 Carson (trans.), TIDA, p. 40. 
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inhabitants of Belfast and 

beyond) into an updated 

and somewhat depressing 

location, due to the conflict 

that exists. Alexander 

points out that Carson’s 

experiences of sectarian 

tensions in Post-Agreement 

Belfast lend ‘a further 

poignancy and urgency’260 

to this part of his 

translation. Carson 

implicitly widens the scope 

to himself and his divided 

city. Although Dante’s ST 

is based on discussion of a 

(‘partita’, ‘riven’) Florence, 

it could equally correlate to 

any zone of conflict.  

6. ‘Così girammo 

de la lorda pozza 

/ […] con li occhi 

vòlti a chi del 

fango ingozza’. 

(VII. 127 – 

129).261 

‘Thus we made 

our circle around 

that filthy bog / 

[…] fixing our 

gaze on those 

who swallow 

mud’,  

(VII. 127 – 

129).262 

‘around the 

horrible bog we 

passed, / eyeing 

the sinners who 

gobbled the 

muck in wads’, //  

(VII. 128 – 

129).263 

The ‘bog’ is an important 

feature mentioned in Irish 

poetry. Heaney, in 

particular, is famous for his 

‘Bog Poems’. Carson in 

TIDA refers to the hellish 

‘wads’ of ‘muck’ regularly 

in terms of (Irish) 

bogland.264 This creates a 

clear case for a 

consideration of the PE in 

the expanded, physical 

environment of TIDA. 

7. ‘Questa 

palude che ‘l 

gran puzzo spira’, 

/ 

(IX. 31).265 

‘This swamp, 

which belches 

forth such 

noxious stench’, / 

(IX. 31).266 

‘This bogland 

with its stinking 

atmosphere’ / 9. 

31 

(IX. 31).267 

Heaney has directly 

compared Ireland itself to 

bogland: ‘Our unfenced 

country / is bog’.268 Just as 

Heaney does not present a 

cloistered view of Ireland in 

‘Bogland’, but rather 

contrasts it with an 

American prairie landscape, 

 
260 Alexander, ‘Babel-babble: Language and Translation’, in Ciaran Carson: Space, Place, Writing, pp. 

175–215 (p. 202). 
261 Dante, in Hollander (trans.), Dante the Inferno, p. 128. 
262 Ibid. p. 129. 
263 Carson (trans.), TIDA, p. 40. 
264 At one he specifically refers to the bogland in the Inferno as Irish. ‘as in some Irish bog’ (XXXI. 32). 
265 Dante, in Hollander (trans.), Dante the Inferno, p. 168. 
266 Ibid. p. 169. 
267 Carson (trans.), TIDA, p. 58. 
268 Heaney, ‘Bogland’, New Selected Poems (London: Faber and Faber, 1990) pp. 17–18 (p. 17). 
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so too Carson does not 

narrow Dante’s vision of 

Hell. Instead, he often 

presents it, in terms of Irish 

bogland. Carson widens the 

scope of the ST (‘palude’ 

meaning ‘marsh’ or 

‘swamp’), demonstrating, 

in his TT, that he can make 

his version equally 

applicable to a medieval 

Italian envisioning as much 

as a modern Irish one. In 

turn, readers can place their 

interpretation on Carson’s 

text further broadening its 

reach and further expanding 

the ST-TT system. 

8. ‘Lo strazio e ‘l 

grande scempio’ 

(X. 85).269 

‘The havoc and 

the great 

slaughter’ 

(X. 85).270 

‘the riot and the 

carnage’, 

(X. 85).271 

In this short example, Dante 

is recalling the bloodshed 

caused by bitter Florentine 

infighting between 

medieval Guelfs and 

Ghibellines and their 

splinter groups. ‘Lo strazio’ 

(meaning ‘torture’ or 

‘torment’) is translated by 

Hollander as ‘havoc’. 

Carson however extends the 

word with a Belfast twist in 

his TT with ‘riot’. Words 

such as ‘riot’ and ‘carnage’ 

are immediately evocative 

of the violence on the 

streets of a divided Belfast 

which, by cross-temporal 

and cross-cultural 

extension, Carson has 

linked to a divided 

Florence. 

9. ‘“quei de la 

palude pingue, / 

che mena il 

vento, e che batte 

la pioggia, / e che 

s’incontran con 

sì aspre lingue, // 

‘“those spirits in 

the viscous 

marsh, / those the 

wind drives, those 

the rain beats 

down on, / those 

clashing with 

‘“those who haunt 

the slippery bog, 

/ belaboured by 

the rain and 

howling gale, / 

who clamour at 

each other’s 

The language of violence, 

of in-fighting between 

groups, of punishment and 

the implied local city 

reference, ‘la città roggia’ 

 
269 Dante, in Hollander (trans.), Dante the Inferno, p. 188. 
270 Ibid. p. 189. 
271 Carson (trans.), TIDA, p. 68. 
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perché non dentro 

da la città roggia 

/ sono ei puniti, se 

Dio li ha in ira”’? 

(XI. 70–74).272 

such bitter 

tongues, // why 

are they not 

punished inside 

the fiery city / if 

God’s anger is 

upon them”’? 

(XI. 70–74).273 

throats like dogs, 

/ why aren’t they 

then punished in 

the red-hot gaol, 

/ if they are 

subject to the 

wrath of God”’?   

(XI. 70–74).274 

(‘the red- hot city’)275 to the 

‘red-hot gaol’, juxtaposed 

with ‘the slippery bog’ and 

the bleak Irish weather, 

recontextualize this TT into 

Carson’s modern 

experiences where he 

witnessed turmoil and 

violence in Belfast over 

several decades of his life. 

Dante’s ST speaks of ‘la 

città roggia’, ‘the fiery city’ 

but there is no specific 

reference to ‘gaol’ which, 

within an Irish context, is 

immediately emblematic of 

a time of violence in the 

city of Belfast.  

10. ‘alpestro’ 

(XII. 2).276 

‘steep’ 

(XII. 2).277 

‘sheer alp’  

(XII. 2).278 

‘Alpestro’ does indeed 

mean ‘Alpine’ as it 

suggests.279 In Belfast 

vernacular, ‘sheer alp’ is 

also an amusing way of 

describing a steep slope. 

Carson extends the scope of 

his translation by creating a 

‘strategic construction’280 

via foreignizing methods in 

his TT. This simple, 

humorous example shows 

how, as a translator, he 

lends importance to a 

mélange of vernacular 

language, just as Dante did 

through the ST’s Tuscan 

vernacular. 

11. ‘Indi 

venimmo al fine 

‘Then we came to 

the boundary that 

‘Then onwards 

to the outskirts 

Specific references to 

borders, precincts, divisions 

 
272 Dante, in Hollander (trans.), Dante the Inferno, p. 208. 
273 Ibid. p. 209. 
274 Carson (trans.), TIDA, p. 74. 
275 Sapegno refers back to Florentine man of letters Raffaele Borghini (ca. 1537–1588) to give an 

explanation of ‘roggia’: ‘è la tinta ‘del ferro rovente e che tende al colore della ruggine’ (LT: ‘roggia’: is 

the shade of red-hot iron which is like the colour of rust). Sapegno (ed.), La Divina Commedia, p. 127. 

All residents of Belfast city during the Troubles were familiar with the colours associated with fire. 
276 Dante, in Hollander (trans.), Dante the Inferno, p. 218. 
277 Ibid. p. 219. 
278 Carson (trans.), TIDA, p. 77. 
279 See ‘alpestro’, Enciclopedia Dantesca (1970) 

<www.treccani.it/enciclopedia/alpestro_%28Enciclopedia-Dantesca%29/> [accessed 3 May 2021]. 
280 Venuti, The Translator’s Invisibility, p. 15. Venuti describes such a TT construction as having ‘value 

[is] contingent on the current situation in the receiving culture’. 
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ove si parte / Io 

secondo giron 

dal terzo, e dove 

/ si vede di 

giustizia orribil 

arte’. // 

(XIV. 4 – 6).281 

divides / the 

second circling 

from the third. / 

And here the 

dreadful work of 

justice is 

revealed’. // 

(XIV. 4 – 6).282 

of the block, / 

where lies the 

border of the 

second precinct / 

and the third, 

whose penal 

code is bleak’. //  

(XIV. 4 – 6).283 

and blocks in Carson’s TT 

suggest and strongly imply 

a partitioned country 

(Ireland) and partitioned 

city (Belfast). The reference 

to ‘Penal code’284 is an 

explicit allusion to Ireland. 

This references ‘the 

dreadful work of 

[in]justice’ towards 

Catholics in Irish history. 

Such a reference removes 

historical and geographical 

limitations from the ST. 

Carson explores a 

reworking of the ST, an 

extended reimagining of its 

meaning. 

12. ‘del suo 

figliuolo, e per 

celarlo meglio, / 

quando piangea, 

vi facea far le 

grida’. // 

(XIV. 101 – 

102).285 

‘for her child, and 

there, the better to 

conceal him / 

when he cried, 

she had her 

people raise an 

uproar’. // 

(XIV. 101 – 

102).286 

‘the Corybantes 

raised a clamour / 

to conceal the 

girning of her 

bairn’. // (XIV. 

101 – 102).287 

The Ulster dialect provides 

variety and Carson makes 

use of Ulster Scots 

vocabulary to enrich and 

broaden the scope of his 

TT. ‘Girn’288 and ‘bairn’289 

provide another linguistic 

system and therefore a new 

context. This is certainly 

‘domestic’ vocabulary. 

However, Venuti argues 

that the use of such varied 

dialects provides a 

foreignized result, because 

the TT is ‘fragmentary’, 

specific to another time and 

place.290  

13. ‘“Gerïon, 

moviti omai: / le 

rote larghe, e lo 

scender sia poco; 

‘“Geryon, move 

on now. Let your 

circles / be wide 

and your 

‘“Now, Geryon, 

let’s aviate! / but 

take the circles 

wide, and slow; 

In his introduction to TIDA, 

Carson connected Dante 

and Virgil’s trip on 

Geryon’s back over the 

 
281 Dante, in Hollander (trans.), Dante the Inferno, p. 258.  
282 Ibid. p. 259. 
283 Carson (trans.), TIDA, p. 92. 
284 This was a time in Irish History when Catholics were subjected to extreme discrimination surrounding, 

practice of religion, property rights, marriage rights, educational rights and social freedoms. For further 

information see Patrick Weston Joyce, ‘The Penal Code’, Library Ireland (History, Genealogy, Culture) 

<libraryireland.com/JoyceHistory/Penal.php> [accessed 2 May 2021]. 
285 Dante, in Hollander (trans.), Dante the Inferno, p. 264. 
286 Ibid. p. 265. 
287 Carson (trans.), TIDA, p. 96. 
288  ‘Girn’ means cry, weep, moan, or fret peevishly. See Fenton, The Hamely Tongue, p. 100. 
289 ‘Bairn’ means ‘child’. See C. I. Macafee (ed.), Concise Ulster Dictionary, p. 13.  
290 Venuti, The Translator’s Invisibility, p. 29. 
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/ pensa la nova 

soma che tu hai.”’ 

// 

(XVII. 97 – 

99).291 

descending slow. 

/ Keep in mind 

your 

unaccustomed 

burden”’. // 

(XVII. 97 – 

99).292 

for here, / you 

carry an unusual 

mortal freight.”’ // 

(XVII. 97 – 

99).293 

hellscape, to himself on a 

helicopter ride over 

Belfast’s cityscape.294 As 

with the ST ‘le rote larghe, 

e lo scender sia poco’ (let 

your circles be wide, your 

descending slow’), the TT 

suggests a broad scope: 

‘take the circles wide and 

slow’. This is suggestive of 

Carson’s unfettered outlook 

on translation, he is linked 

to home yet embraces going 

abroad. Cronin has said that 

‘translators must be, at 

some level (home)birds’,295 

(my brackets). This is also 

true of Carson: he is a 

‘homebird’ (he lived in 

Belfast throughout his 

entire lifespan), yet he is 

not afraid to take flight (in 

terms of his diverse outlook 

and openness to other 

languages and cultures). 

14. ‘al dosso / de 

l’arco, ove lo 

scoglio più 

sovrasta’. 

(XVIII. 110 –

111).296 

‘the crown of the 

arch, / just where 

the ridge is 

highest’ 

(XVIII. 110 –

111).297 

 

‘the Bridge of 

Sighs’. //  

 

(XVIII. 111).298 

Carson’s translation for the 

arched ridge in the ST is 

‘Bridge of Sighs’. This 

Venetian bridge, which 

forms an enclosed part of a 

prison, was built at the start 

of the seventeenth century, 

long after the Inferno was 

written. This name of the 

bridge is a translation from 

‘Ponte dei Sospiri’. The 

‘sighs’ refer to prisoners 

taking their final view of 

Venice through a window 

on the bridge before 

incarceration. Here, Carson 

broadens and 

 
291 Dante, in Hollander (trans.), Dante the Inferno, p. 318. 
292 Ibid. p. 319.  
293 Carson (trans.), TIDA, p. 116. 
294 For Carson’s comparison of a ride on the back of Geryon over Dante’s hellscape and a ride in a 

helicopter over Belfast, see Carson, ‘Introduction’, in Carson (trans.), TIDA, p. xi. 
295 Cronin, Thou Shalt be One with the Birds’ p. 87. 
296 Dante, in Hollander (trans.), Dante the Inferno, p. 324. 
297 Ibid. p. 325. 
298 Carson (trans.), TIDA, p. 124. 
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recontextualizes the scope 

of Dante’s ST, providing a 

new implicature where the 

suffering souls in Hell are 

reframed as seventeenth-

century Italian prisoners.299 

15. ‘“Fatti ’n 

costà, malvagio 

uccello!”’ // 

(XXII. 96).300 

‘“Back off, you 

filthy bird.”’ // 

(XXII. 96).301 

‘“Scram, you 

shitehawk!”’//  

(XXII. 96).302 

Carson translates ‘malvagio 

uccello’, which is an evil 

bird, as ‘shitehawk’.303 This 

is a type of scavenging bird, 

but the term is also used as 

an insult in Ulster dialect. It 

is hard not to imagine the 

enjoyment he takes in 

providing rich and earthy 

Ulster vocabulary which he 

links to the Tuscan 

vernacular, creating a 

diverse, extended linguistic 

system. 

16. ‘“Raphèl maì 

amècche zabì 

almi”’ / 

(XXXI. 67).304 

‘“Raphèl maì 

amècche zabì 

almi”’ / 

(XXXI. 67).305 

‘“yin, twa 

maghogani 

gazpaighp 

boke!”’ / 

(XXXI. 67).306 

Nimrod’s famously 

untranslatable line as per 

the ST is pure gibberish. It 

is designed to sound 

incomprehensible and 

idiotic. Carson, unusually, 

chooses to translate the line, 

providing extensions with: 

‘Yin twa maghogani 

gazpaighp boke!’ ‘Yin’ and 

‘twa’ are words for ‘one’ 

and ‘two’ in Ulster Scots. 

‘Mahogany gaspipe’, a 

phrase thought to be coined 

by Flann O’Brien, is 

generally understood to 

convey what Irish sounds 

like to anglophones. There 

is an implicature of 

ignorance (that people who 

 
299 See <Bridge of Sighs - Legend, Style and Interesting Facts (historyofbridges.com)> [accessed 1 May 

2021). 
300 Dante, in Hollander (trans.), Dante the Inferno, p. 406.  
301 Ibid. p. 407. 
302 Carson (trans.), TIDA, p. 151. 
303 See ‘Shitehawk’, C. I. Macafee (ed.), Concise Ulster Dictionary’, p. 301. 
304 Dante, in Hollander (trans.), Dante the Inferno, p. 570. 
305 Ibid. p. 571. 
306 Carson (trans.), TIDA, p. 218. 
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say ‘mahogany gaspipe’307 

are uncultured, that they 

would prefer to mimic or 

mock the sounds of Irish 

rather than to learn them). 

Carson ends this lively TT 

rendering with ‘boke’! This 

culturally specific slang 

expression, which clearly 

provides an implicature of 

extension since it is from 

the Ulster dialect, means to 

‘retch’ or vomit’.308 

17. ‘l’altro assai 

più fero e 

maggio’. // 

(XXXI. 84).309 

‘the next one, 

bigger and more 

savage’. // 

(XXXI. 84).310 

‘another even 

taller even fiercer 

geek’. // 

(XXXI. 84).311 

Cronin pointed out that ‘in 

translation homecomings 

are as important as 

leavetakings’.312 Carson’s 

extended TT of the Inferno 

certainly takes us to 

Dante’s Hell and Medieval 

Italy but it also ‘comes 

home’ with slang words 

which are often heard on 

Belfast streets such as 

‘geek’ meaning ‘a square’ 

or an ‘idiot’. 

18. ‘lui’ 

(XXXI. 85).313 

‘him’ 

(XXXI. 85).314 

‘this big yahoo’ / 

(XXXI. 85).315 

As with the previous 

example, Carson supplies 

‘this big yahoo’ (certainly a 

more colourful title for the 

boorish giants than ‘lui’ 

meaning ‘him’) to give an 

extended scope and one 

which employs Belfast 

banter. ‘Yahoo’ (referring 

to legendary brutes) also 

dates to Swift’s ‘Gulliver’s 

Travels which increases the 

extent of this translation.  

19. ‘la Donoia in 

Osterlicchi’ 

‘the Austrian 

Danube’ 

‘the Austrian 

Danube’ 

This example is selected to 

demonstrate how Dante 

 
307 See ‘Mahogany gaspipe’ <mahogany gaspipes: meaning, origin, definition - WordSense Dictionary> 

[accessed 2 May 2021]. 
308 See ‘Boke’, C. I. Macafee (ed.), Concise Ulster Dictionary, p. 33.  
309 Dante, in Hollander (trans.), Dante the Inferno, p. 570. 
310 Ibid. p. 571. 
311 Carson (trans.), TIDA, p. 219.  
312 Cronin, ‘Thou Shalt be One with the Birds’, 86–95 (p. 87). 
313 Dante, in Hollander (trans.), Dante the Inferno, p. 570. 
314 Ibid. p. 571. 
315 Carson (trans.), TIDA, p. 219. 
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(XXXII. 125)316 

 

(XXXII. 126)317 

 

(XXXII. 125)318 

 

 

goes beyond his own 

familiar environment to 

visit other places and 

countries thus providing an 

extended scope, beyond 

that of Hell and Italy. 

Carson translates the ST 

exactly reflecting Dante’s 

broad extension (and, in 

this case, European) 

outlook. 

20. ‘non era 

ancora giunto 

Michel Zanche’, 

// 

(XXXIII. 144).319 

‘Michael Zanche 

had not yet 

arrived’ // 

(XXXIII. 144).320  

‘Don Michael 

Zanche’d not 

arrived as yet’, //  

(XXXIII. 144).321 

In this TT example. Carson 

insists on giving Michael 

Zanche his full title of 

‘Don’ (the Italian 

equivalent is ‘donno’). This 

allows an updated gangster-

type implicature. A modern 

interpretation of ‘Don’ is of 

a Mafia head of family. The 

medieval Zanche fits the 

modern profile. Zanche was 

a wealthy man involved in 

politics, he was invited to 

his son-in law Branca 

d’Oria’s house for a meal 

and then murdered by 

d’Oria in a (Mafia-type) act 

of treachery and betrayal. 

Carson shows that the ST 

can apply to other time 

periods and, if so, to other 

places, too.  

Appendix E: 20 Representative Examples of the PE in TIDA 

 
316 Dante, in Hollander (trans.), Dante the Inferno, p. 586. 
317 Ibid. p. 587. 
318 Carson (trans.), TIDA, 223. 
319 Dante, in Hollander (trans.), Dante the Inferno, p. 610. 
320 Ibid. p. 611. 
321 Carson (trans.), TIDA, p. 235. 
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Note on Appendices F to I  

 

To demonstrate the use of the HGT, twenty examples from Carson’s translations of 

Rimbaud’s poetry are provided for each of the four HGT Principles (PS, PI, PM, PE). 

Enid Rhodes-Peschel’s translations of poems from Rimbaud’s Illuminations are 

selected as examples of close translation and serve as a useful comparison against 

Carson’s more creative versions. Peschel has mentioned the value she places on 

precision in translation, in terms of diction, lexical order and acoustic effects. In the 

explanatory notes on her translation she says, ‘I have attempted to reproduce his 

[Rimbaud’s] alliterative effects’,1 and ‘punctuation and word order too, were carefully 

noted and, wherever possible, retained’.2   

 Fowlie’s translations of selected examples from Les Cahiers de Douai and ‘Le 

Bateau ivre’ serve, in these appendices, as helpful comparisons to Carson’s versions. 

Fowlie has stated that although much of Rimbaud’s work is ‘difficult to fathom’,3 his 

poetry is ‘accessible’.4 Fowlie does not include explanatory notes on his translation 

practice in his edition of Rimbaud: Complete Works, Selected Letters. An observation of 

Fowlie’s Rimbaldian translations, however, reveal that he prefers a ‘faithful’, almost 

word-for-word approach. 

  

 
1 Enid Rhodes-Peschel, ‘A note on translation’ in Arthur Rimbaud, A Season in Hell, The Illuminations: A 

New Translation, by Rimbaud, trans. by Peschel, pp. 34–39 (p. 37). 
2 Ibid. p. 36. 
3 Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 5. 
4 Ibid. p. 4. 
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Appendix F: 20 Representative Examples of the PS in ILO, TAP and ‘Drunk Boat’  

Principle of Sufficiency (PS)   

• The informational content of the target text is as complete as possible  

• No information has been added or omitted in the TT 

 

Rimbaud Peschel / Fowlie Carson Comment 

1. ‘Oh! les pierres 

précieuses qui se 

cachaient’, 

(‘Après le 

déluge’, L 4).5 

‘Oh! the precious 

stones that were 

hiding’, 

(‘After the 

Flood’, L 4).6 

‘And oh! The 

precious stones 

were hiding, or 

had ebbed’, /  

(‘After Me…’, L 

4).7 

Like the effect of a musical 

rest8 Carson’s ‘and’ creates 

a pause and accentuates the 

following word ‘oh!’, thus 

providing an implicature of 

suspense and creating TTR 

engagement. Guerts has 

claimed that ‘verbosity’ is 

‘just a nuisance’,9 however, 

the phrase ‘or had ebbed’ 

which is in breach of the 

PS, by providing additional 

information, also engages 

the TTR. It challenges their 

perception and presents 

them with a choice: the 

stones were either ‘hiding’, 

or they had ‘ebbed away’. 

The selection of the verb ‘to 

ebb’ is in keeping with the 

title and main theme of the 

poem which Peschel 

translates literally as ‘After 

the Flood’. 

2. ‘la Reine, la 

Sorcière qui 

allume sa braise 

dans le pot de 

terre, ne voudra 

jamais nous 

raconter ce 

qu’elle sait’, 

‘the Queen, the 

Sorceress who 

kindles her coals 

in the earthen pot, 

will never be 

willing to tell us 

what she knows’,  

(After the Flood, 

L 33–34).11 

‘And the Queen, 

the Witch, the 

Sorceress / who 

fans her embers in 

an earthen crock, 

will ne’er 

confess’, // 

Carson supplies ‘witch’ 

which is a near synonym 

for ‘sorceress’. Just one of 

these words would convey 

the ST original meaning as 

per the PS maxims. 

Conserving ‘sorceress’ does 

create a tautology, however, 

and this double translation 

 
5 Peschel (trans.), A Season in Hell, The Illuminations, pp. 108–111 (p. 108). 
6 Ibid. p. 109. 
7 Carson (trans.), ILO, pp. 18–19 (p. 18). 
8 A rest is a musical notation which signals that the music will pause for a certain period of time before 

taking up again. See Music Theory Academy, ‘Rests’ <www.musictheoryacademy.com/how-to-read-

sheet-music/rests/>. [accessed 30 April 2020.] 
9 Guerts, Quantity Implicatures, p. 11. 
11 Ibid. p. 111. 
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 (Après le deluge, 

L 31–33).10 

(‘After Me’ L 32–

33).12 

contributes to the brooding 

sense of dark magic present 

in the ST. As critic Osmond 

notes, hinting at dark, 

implied meaning, ‘the 

Witch is the guardian of a 

secret to which despair 

gives access’.13 ‘Sorceress’ 

also rhymes with ‘ne’er 

confess’ and provides an 

equivalent syllable count 

(three syllables), for this 

archaic short phrase in the 

following Alexandrine line. 

3. ‘la foule des 

jeunes et fortes 

roses’.  

(‘Fleurs’, L 9–

10).14 

‘the multitude of 

young and hardy 

roses’.  

(Flowers, L 10).15 

‘great crowds of 

white roses rising 

in cresendo’ / 

(‘Snow, L 13’).16 

The French adjective for 

‘white’ (blanches), does not 

qualify the noun ‘roses’ in 

the ST, however since its 

addition in Carson’s TT fits 

with the TT title and theme 

of whiteness and snow 

present elsewhere in the ST, 

it is an effective translation. 

In keeping with the 

Rimbaldian aesthetic, 

Carson also adds a 

synaesthetic detail: the 

musical term ‘crescendo’, 

attributing an increasing 

(growing) sound, to the 

growth of the roses. This 

has the unusual and 

additional effect of 

completely dislodging the 

reader from what might be 

expected of a description of 

roses. 

4. ‘des moissons 

de fleurs grandes 

comme nos armes 

et nos coupes, 

mugissent’. 

‘harvests of 

flowers large as 

our weapons and 

our goblets, 

bellow’.  

‘Bunches of 

flowers as thick 

as guns or goblets 

bellow below’. //  

(‘Cities’ I, L 

24).19 

As Baker says, the effects 

of a given piece of text (in 

this case, Carson’s TT), ‘all 

depend on the receiver’.20 

Using his sense of music, 

and creating an arguable 

 
10 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 108–111 (p. 110). 
12 Carson (trans.), ILO, pp. 18–19 (p. 19). 
13 Osmond, ‘Commentaries’ in Illuminations, pp. 87–173 (p. 89). 
14 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, p. 148. 
15 Ibid. p. 149. 
16 Carson (trans.), ILO, p. 20. 
19 Carson (trans.), ILO, p. 21–22 (p. 21). 
20 Baker, In Other Words, p. 236. 
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(‘Villes’ I, L 18–

19).17 

(‘Villes’ I, L 17–

18).18   

breach of the PS, Carson 

provides a close repetition 

of the animal sound 

‘bellow’ by ending this line 

with a soundalike echo 

‘below’ which also has the 

effect of reminding the 

TTR that cattle ‘low’. 

Bellowing animals often 

repeat their call, just as a 

TT answers a ST. 

5. ‘je vous 

trouverai…je suis 

à vos genoux…je 

vous étoufferai…’ 

(‘Phrases’, L 3, 5, 

7).21  

‘I shall find 

you… I am at 

your knees… I 

shall choke 

you…’ (‘Phrases’, 

L 3, 6, 8).22  

‘I’ll find you, 

little mouse […] 

// I’ll kneel before 

you, little ma’am 

[…] // I’ll 

suffocate you, 

little tease’. // 

(‘Phases of the 

Moon’, L 4, 6, 

9).23  

Carson supplies additional 

information which is not 

present in the original, 

‘little mouse’, ‘little 

ma’am’ and ‘little tease’. 

These terms of address lend 

an increasingly intimate, 

risqué tone to the TT which 

is already implied in the 

ST. 

6. ‘Quand nous 

sommes très 

forts, – qui 

recule? très-gais, 

– qui tombe de 

ridicule? Quand 

nous sommes 

très-méchants, – 

que ferait-on de 

nous?’ 

(‘Phrases’, L 9–

11).24 

‘When we are 

most strong, – 

who recoils? most 

merry, – who 

collapses from 

ridicule? When 

we are most 

malicious, – what 

would they do 

with us?’ 

(‘Phrases’, L 10–

12).25  

‘When we are 

strong as strong, 

who backs down? 

When gay as gay, 

/ who falls about 

with laughter? 

When nasty, 

nasty, what can 

they say?’ // 

(‘Phases of the 

Moon’, L 9–12).26 

Rather than the 

modifier très (‘very’), 

Carson uses repetition of 

the adjectives themselves 

(doubling their intensity 

‘strong’, ‘gay’ and ‘nasty’). 

By this means he 

provides alternative 

intensifiers to underscore 

the original meaning in 

Rimbaud’s ST.  

7. ‘je vous vois, 

mes filles! mes 

reines!’ (Phrases, 

L 32–33).27 

‘I see you, my 

daughters! My 

queens!’  

(Phrases, L 35).28 

‘I see you, O my 

lovely girls, my 

queens, emerge / 

in dripping 

radiance to drag 

me from the 

verge!’ // 

Carson’s additional, and 

perhaps deliberately 

archaic, ‘O’ in this case 

suggests servitude. The 

implication contained in the 

phrase, ‘in dripping 

radiance’ in relation to 

‘queens’ is immediately 

 
17 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 136–139 (p. 136). 
18 Ibid. p. 137. 
21 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 128–131 (p. 128). 
22 Ibid. p. 129. 
23 Carson, pp. 26–28 (p. 26).  
24 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 128–131 (p. 128). 
25 Ibid. p. 129. 
26 Carson (trans.), ILO, pp. 26–28 (p. 26). 
27 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 128–131 (p. 130). 
28 Ibid. p. 131. 
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(‘Phases of the 

Moon’ L36–37).29 

suggestive of queen bees,30 

implying richness, 

sweetness and over-

indulgence. This 

implicature is not present in 

the ST. Carson’s additional 

phrase ‘drag me from the 

verge’, is also not present in 

the ST and implies 

someone on the brink, yet 

who takes some pleasure 

from it. 

8. ‘se jeter à mon 

poitrail’.  

(Bottom, L 12).31 

‘to fling 

themselves on my 

breast’. 

(Bottom, L 12–

13).32 

‘to throw 

themselves on my 

donkey-rough 

neck’. // 

(‘La Bête’, L 

14).33 

The repetition of ‘donkey’ 

(it is mentioned earlier in 

the ST) reemphasises the 

central theme of this poem, 

calling to mind A 

Midsummer Night’s Dream. 

Rimbaud’s ST donkey is 

rough and cloddish, 

implying the sense of 

awkwardness and lack of 

refinement the ST poet felt. 

Carson has understood that 

‘poitrail’ is a specific word 

referring to the breast of an 

animal. He underscores the 

overall sense of animal-like 

awkwardness from the 

complete ST poem, 

breaching the PS with the 

addition of his invented 

compound adjective 

‘donkey-rough’ in this 

example. 

9. ‘j’attends de 

devenir un très 

méchant fou’. 

(‘Vies’ II, L 12–

13).34 

‘I expect to 

become a most 

malicious 

madman’. 

‘watch out! For 

very soon now I 

expect to be / a 

lunatic of high 

and dangerous 

degree’// 

There is much build up to 

the additional information 

provided in this line which 

has echoes of Bob Dylan37 

and is suggestive of a folk-

song style. ‘Watch out!’ 

 
29 Carson (trans.), ILO, pp. 26–28 (p. 28). 
30 This link is also reminiscent of the description of bees in Sylvia Plath’s poem ‘Wintering’: ‘The bees 

are all women / Maids and the long royal lady’ (L 37–38). See Plath, ‘Wintering’, in Ariel (London: Faber 

and Faber, 2013), pp. 63–64 (p. 64). 
31 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, p. 164. 
32 Ibid. p. 165. 
33 Carson (trans.), ILO, p. 31. 
34 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 122–125 (p. 122). 
37 For example, Dylan’s song ‘Gotta Serve Somebody’ in Slow Train Coming on Spotify (New York: 

Columbia Records, 1979) has the lyric: ‘You may be a businessman / Or some high degree thief’.  
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(‘Lives’ II, L 

13).35 

(Lives, L 33–

34).36 

explicitly signals danger but 

implicitly suggests also that 

something momentous will 

be said. Implying the over-

the top nature of Rimbaud’s 

claims, as well as providing 

a rhyme for ‘be’ (‘degree’), 

is another reason for adding 

information in this section. 

10. ‘L’air est 

mobile. Que les 

oiseaux et les 

sources sont loin! 

Ce ne peut être 

que la fin du 

monde, en 

avançant’. 

(‘Enfance’ IV, L 

12–13).38 

‘The air is 

motionless. How 

far away are the 

birds and the 

springs! It can 

only be the end of 

the world, ahead!’ 

(Childhood IV, 

L12–13).39 

‘How still the 

air! How far 

away the springs 

and birds! / This 

must be the end of 

the world. Ever 

onwards and 

upwards’. // 

(‘On the Road 

V
40’, L 13–14).41 

The ST opens with a simple 

statement followed by an 

exclamation. Carson’s 

opening, with a double 

exclamatory statement, 

communicates the increased 

implied sense of wonder 

and disbelief inherent in the 

ST. Carson’s addition for 

the end of this section: 

‘ever onwards and 

upwards’, may be included 

for the purposes of meeting 

the rhythm and rhyme 

patterns, but it also implies 

a more optimistic and 

hopeful future than 

Rimbaud’s ST which 

prophesizes the end of the 

world. 

11. ‘Je suis maître 

du silence’. 

(‘Enfance’ V, L 

13).42 

‘I am master of 

the silence’  

(‘Enfance’ V 

L14).43 

‘I am master of 

silence. I hear no 

choir’. / / 

(‘On the Road’ 

VI, L 14).44 

Objectively, Carson could 

provide a leaner TT text, 

however, the creation of his 

TT is a subjective practice. 

To create his poetic effects, 

therefore, he provides the 

additional phrase ‘I hear no 

choir’. Besides emphasising 

that here there is one voice 

‘singing’ – Rimbaud’s – 

this addition doubly implies 

silence and also finds an 

 
35 Ibid. p. 123. 
36 Carson (trans.), ILO, pp. 32–34 (p. 33). 
38 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 110–115 (p. 114). 
39 Ibid. p. 115. 
40 Carson reorganizes ‘On the Road’ / ‘Enfance’ into 6 sections, whereas Rimbaud’s ST is divided into 5 

sections.  
41 Carson (trans.), ILO, pp. 39–42 (p. 42). 
42 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 110–115 (p. 114). 
43 Ibid. p. 115. 
44 Carson (trans.), ILO, pp. 39–42 (p. 42). 
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unexpected rhyme for 

‘sapphire’ from the 

previous line. 

12. ‘Le faubourg, 

aussi élégant 

qu’une belle rue 

de Paris, est 

favorisé d’un air 

de lumière;’  

(‘Villes’ II, L 

38).45 

‘The suburb, as 

elegant as a 

beautiful street in 

Paris, is favoured 

with an 

atmosphere of 

light;’  

(‘Cities’ II, L 

38).46 

‘It must be said 

that the suburb 

has an 

atmosphere / as 

elegant as a 

beautiful Paris 

street’.  

(‘Cities’ II, L 

51).47 

Carson’s information 

supply in this example is 

incomplete. He includes 

Rimbaud’s reference to 

‘lumière’, ‘light’ in ‘an 

atmosphere’, however, he 

leaves this as an open 

suggestion (the reader must 

decide on what sort of 

atmosphere he means). He 

does not specifically refer 

to ‘lumière’ at this point.48 

13. ‘L’opéra-

comique se divise 

sur notre scène à 

l’arête 

d’intersection de 

dix cloisons 

dressées de la 

galerie aux feux’. 

(‘Scènes’, L 17–

18).49 

‘The opéra-

comique is 

divided on our 

stage at the line of 

intersection of ten 

partitions erected 

between the 

gallery and the 

footlights’. 

(‘Scènes’, 19–

20).50 

‘On this our 

stage, the Opéra-

Comique can be 

seen / between the 

gallery and 

footlights. What 

a scene’. // 

(‘High Society’, L 

21).51 

If Carson’s anthology is a 

play in two acts,52 then it 

follows that each poem is a 

‘scene’. This is a ‘play’ 

which Carson is directing 

himself, although he 

implicitly invites TTR to 

involve themselves in it, 

‘on this our stage’. With 

this poem, Carson reiterates 

the theatrical theme ending 

the poem with his 

additional and closing 

phrase ‘what a scene’. 

14. ‘Arrière ces 

superstitions!’ 

(‘Génie’, L 15–

16).53 

‘Away with these 

superstitions!’ 

(‘Genie’, L 15–

16).54 

‘Away, 

superstitions, 

away!’  

(‘Genius’, L 

18).55 

Carson opens and closes 

this emphatic, self-

dramatizing phrase using a 

repetition of ‘away’ like a 

preacher. Baker has said 

that Grice’s principles 

should be used as ‘points of 

orientation’ in 

communication analysis. 

Likewise, the HGT. Carson 

 
45 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 140–143 (p. 142). 
46 Ibid, p. 143. 
47 Carson (trans.), ILO, pp. 46–48 (p. 48). 
48 Light is mentioned as Carson’s last word in the poem (Rimbaud also includes ‘lumière’ in his last line). 

Carson’s strong emphasis placing ‘light’ in this position gives it added strength and allows it to do double 

duty. 
49 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, p. 158. 
50 Ibid. p. 159. 
51 Carson (trans.), ILO, p. 53. 
52 See Section 4.3. 
53 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 170–173 (pp. 170–171). 
54 Ibid, pp. 171–173. 
55 Carson (trans.), ILO, pp. 59–60 (p. 59). 
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himself has said that for 

him, ‘the constraints of 

rhyme and metre’ of poems 

from Illuminations led him 

to ‘interpolate’56 in his 

translation process. In this 

case his exaggerated style is 

a way of reinforcing the 

sermonic tone which is 

present in the ST. 

15. ‘Tranquille’ 

(‘Le Dormeur du 

Val’, L 14).57 

‘Quieted’ 

(‘The Sleeper in 

the Valley’, L 

14).58 

‘He’s found 

peace at last’. /  

(‘The Sleeper in 

the Valley’ L 

13).59 

Carson’s tone in this 

translation of ‘tranquille’ is 

wordier than Fowlie’s 

skilful one-word choice 

‘quieted’. Carson’s 

response, however, is 

entirely relevant and 

provides reassurance for the 

TTR. There is the 

implication that the 

suffering the soldier has 

endured during the war is at 

a definitive end together 

with the irony that a soldier 

finds peace through death, 

not living to see it. 

16. ‘– Et la 

servante vint, je 

ne sais pas 

pourquoi’, / 

(‘La Maline’, L 

7). 

‘– And a servant 

girl came, I don’t 

know why’, / 

(‘The Sly Girl’, L 

7). 

‘Girl blew in, 

from God knows 

where – she 

didn’t knock – ’  

(‘Miss Malinger’, 

L 7). 

In this example, Carson is 

in breach of the second 

maxim of the PS (he adds 

information which does not 

exist in the ST). This 

information, set off for 

emphasis by em dashes, ‘– 

she didn’t knock – ’, has 

the effect of translating 

Rimbaud’s implicature of a 

random, disorganised yet 

opportunistic encounter 

between the protagonist and 

‘la servante’ (‘the servant 

girl’). It is also added to 

fulfil the rhyming and 

metre requirements of the 

 
56 In its mathematical sense interpolate is defined as follows: ‘to estimate values of (data or a function) 

between two known values’. In its literary sense:’ to alter or corrupt (something, such as a text) by 

inserting new or foreign matter’. Both these definitions show that interpolation involves a process of 

reckoning and requires a certain sense of flexibility. See ‘interpolate’ <www.merriam-

webster.com/dictionary/interpolate> [accessed 17 April 2021]. 
57 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 56. 
58 Ibid. p. 57. 
59 Carson (trans.), TAP, p. 15. 
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Alexandrine sonnet 

(‘knock’, L 7, is rhymed 

with ‘clock’, L 5). 

17. ‘Son voisin 

reste coi…’ // 

(‘L’Éclatante 

Victoire de 

Sarrebrück’, L 

11).60  

‘His neighbour 

stays quiet…’ // 

(‘The Dazzling 

Victory of 

Sarrebrück’, L 

11).61 

‘His chum 

sniggers, ‘Heh, 

heh, heh…’ // 

(‘Poster 

Advertising the 

Amazing Victory 

at Sarrebrück’, L 

17).62 

This poem presents the 

distain of a group of 

soldiers for Napolean III, 

during the disastrous, 1870 

Franco-Prussian War. The 

ruler himself is oblivious to 

his own troop’s disregard. 

Carson’s magnification of 

one soldier’s contempt is 

communicated by the verb 

‘sniggers’, and the low 

repetition: ‘heh, heh, heh’. 

This is not an arbitrary 

decision. In this line Carson 

translates the mocking tone 

of the whole poem, as 

exemplified by this one 

soldier’s reaction. 

18. Mon unique 

culotte avait un 

large trou’. / 

(‘Ma Bohème 

(Fantaisie)’, L 

5).63 

‘My only pair of 

trousers had a big 

hole’. / 

(‘My Bohemian 

Life (Fantasy)’ L 

5).64 

‘My trousers had 

a hole as big as 

any arse’, / 

(‘On the Road’, L 

5).65 

The additional information 

‘as big as any arse’ creates 

the effect of vulgar, careless 

comedy. This reflects the 

rebellious, yet joyful 

attitude of the youthful 

protagonist throughout this 

poem. Baker draws 

attention to a critic, 

Dorothy Kenny, who says 

that sometimes readers find 

the TT ‘somehow tamer’ 

than the ST.66 This is 

certainly not true of Carson, 

as this example 

demonstrates.  

19. ‘Fileur 

éternel des 

immobilités 

bleues’, / 

‘I, eternal spinner 

of the blue 

immobility’, / 

(‘The Drunken 

Boat’, L 83).68 

‘Spider spinning 

in the emerald’, 

(‘Drunk Boat’, L 

83).69 

Carson supplies an 

additional (logical) image 

of a spider for ‘fileur’ 

(spinner). He also omits the 

notion of stillness conveyed 

 
60 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 60. 
61 Ibid. p. 61. 
62 Carson (trans.), TAP, p. 17. 
63 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 62. 
64 Ibid. p. 63. 
65 Carson (trans.), TAP, p. 23. 
66 Baker, p. 247 
68 Ibid, p. 119. 
69 Carson, ‘Drunk Boat’, FL, pp. 34–37 (p. 37). 
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(‘Le Bateau ivre’, 

L 83).67 

in the ST (immobilités’), 

and changes ‘bleues’ (blue) 

to ‘emerald’. Critic 

Kathleen Shields has 

described ‘the weaving’ of 

this TT as having taken 

place ‘somewhere offshore 

of Europe’,70 yet it must 

surely be added that 

mention of ‘emerald’ is an 

implied link (held by a 

gossamer thread), to 

Carson’s home country, 

Ireland. 

20. ‘Je ne puis 

plus plus, baigné 

de vos langueurs, 

ô lames’, 

(Le Bateau ivre, L 

97).71 

‘No longer can I, 

bathed in your 

languor, O 

waves’, 

(The Drunken 

Boat, L 97).72 

‘O waves, you’ve 

bathed and 

cradled me and 

shaped / Me’.  

(‘Drunk Boat’ L 

97–98).73 

In another context, the extra 

information (‘shaped’, 

‘cradled’) provided by the 

almost biblical tone of 

Carson’s TT, as distinct 

from Rimbaud’s 

‘langueurs’ (‘langour’), 

might be suggestive of a 

grateful, wholesome, 

prayer, with the strong 

implicature of love and a 

trusting dependence on a 

higher being. This is 

reminiscent of Psalm 119. 

73: ‘Your hands have made 

me and held me firm’.74 In 

this context, however, the 

inclusion of such a 

statement of ‘security’ in 

the TT, represents more of 

a disillusioned 

deceleration,75 a 

comedown, after an 

experience of frenzied 

 
67 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 114–121 (p. 118). 
70 Kathleen Shields, ‘French Connections: Twentieth-Century Irish Translations of French Poets’, in 

Michael Cronin and Cormac Ó Cuilleanáin (eds.), The Languages of Ireland (Dublin: Four Courts Press, 

2003), pp. 179–195 (p.191). 
71 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 114–121 (p. 120). 
72 Ibid. p. 121. 
73 Carson, FL, pp. 34–37 (p. 37). 
74  The Psalms in The New Jerusalem Bible (London: Darton, Longman and Todd, 1990), pp. 586–722 (p. 

698). 
75 In his paper, ‘“Drunken Boat”: Samuel Beckett's Translation of Arthur Rimbaud's “Le Bateau ivre”’, 

Macklin notes the rapid and alarming changes of pace in Rimbaud’s ST. He argues ‘the text is full of 

accelerations and decelerations, subtle shifts in pace and tempo, great climactic flourishes and crescendos 

and sequences in a more muted and subdued key’. See Macklin, ‘“Drunken Boat”: Samuel Beckett's 

Translation of Arthur Rimbaud's “Le Bateau ivre”’, pp. 1–26 (p.16).  
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activity and heightened 

drama.  

Appendix F: 20 Representative Examples of the PS in ILO, TAP and ‘Drunk Boat’ 
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Principle of Intention upon the language (PI) 

• The TT’s intention upon the language is congruent to the ST’s intention upon 

the language 

• The TT represents ST intention upon the language as fully as possible  

• The form and order of the ST is represented in the TT in an equivalent way 
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1. ‘chez Barbe-

Bleue’, 

(‘Après le 

déluge’, L 8).76 

‘at Bluebeard’s’, 

(‘After the 

Flood’, L 8).77 

‘Bluebeard’s 

Castle’, 

(‘After Me…’, L 

10).78 

Carson demonstrates 

understanding that ‘chez’ 

means someone’s place or 

house. Logically, following 

Rimbaud’s intention, 

Bluebeard’s ‘place’ is 

concretely imaged, in the 

TT, as a castle. The ellipsis 

contained in the TT title, 

‘After me…’ demonstrates 

an indication that this is a 

nihilistic and selfish 

declaration of a lack of 

concern for what will 

follow. This is based on the 

well-known borrowing 

‘Après (moi) le déluge’.79 

2. ‘un tapis de 

filigranes 

d’argent, d’yeux 

et des 

chevelures’. 

(‘Fleurs’, L 3–

4).80 

‘carpet of silver 

filigree, of eyes 

and of hair’. 

(‘Flowers’, L 3–

4).81  

‘carpet wrought 

with silver 

filigree of eyes / 

and tresses’.  

(‘Snow’, 7–8).82 

Carson transparently 

reflects the ornate delicacy 

of Rimbaud’s language, 

using such vocabulary as 

‘wrought’ and ‘filigree’. 

This is in accordance with 

Benjamin’s view, ‘a real 

translation is transparent, 

does not block its [the ST’s] 

 
76 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 108–111 (p. 108). 
77 Ibid. p. 109. 
78 Carson (trans.), ILO, pp. 18–19 (p. 18). 
79 ‘Après moi, le déluge’: This expression is ‘used to express selfish disregard for problems that may 

occur in the future, especially after one’s death or reign of control. This French phrase literally means, 

“After me, the flood.” Attributed to both King Louis XV and his mistress Madame de Pompadour, the 

phrase likely refers to (and foreshadows) the difficulties that would befall France after years of the 

aristocracy's lavish living’. See <idioms.thefreedictionary.com/Apres+moi+le+deluge> [accessed 29 

April 2021]. 
80 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, p. 148. 
81 Ibid, p. 149. 
82 Carson, p. 20. 
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light, but allows the pure 

language, as though 

reinforced by its own 

medium to shine all the 

more fully’.83 Carson’s 

reimagining of the title 

‘Fleurs’ as ‘Snow’ is in 

keeping with the gestalt of 

the ST. This is also 

reminiscent of Louis 

MacNeice’s poem of the 

same name, ‘Snow’. 

MacNeice’s poem 

juxtaposes ‘spawning snow 

and pink roses’,84 as 

Carson, likewise, implicitly 

links ‘snow’ and ‘white 

roses’ in this translation. In 

this way, the TT is in 

concordance with the 

lightness and implied purity 

of the original ST language. 

As per Popovič’s 

recommendation, Carson 

‘strives […] to grasp it [the 

ST] in its totality, as an 

organic whole’.85 

3. ‘Des pièces 

d’or jaune semées 

sur l’agate’, 

(‘Fleurs’, L 5).86 

‘Bits of gold 

seeded in agate’, 

(‘Flowers’, L 5).87 

‘pieces of yellow 

gold strewn 

slantwise / over 

agate’,  

(‘Snow’, L 6–

7).88 

Like ‘pieces’, ‘pièces’ can 

mean ‘pieces’ or ‘coins’. 

Carson’s ‘pieces’ is a 

faithful translation and also 

suggests the double 

significance of the word, 

which implies richness and 

decadence. 

4. ‘La chasse des 

carillons crie 

dans les gorges’. 

(‘Villes’ I, L 6–

7).89 

‘The play of 

chimes clamours 

in the gorges’. 

(‘Cities’ I, L 6).90 

‘Carillons in full 

cry tumble down 

the gorges’. / 

(‘Cities’ I, L 9).91 

Carson reiterates 

Rimbaud’s ST word 

‘carillon’ in a harmonious 

echo of the original 

intention upon the 

language. In this case 

 
83 Benjamin, Illuminations: Essays and Reflections, in Arendt (ed.), and Zohn (trans.), p. 22. 
84 Louis MacNeice ‘Snow’. See <www.poetryfoundation.org/poems/91395/snow-582b58513ffae> 

[accessed 14 April 2021]. 
85 Popovič, ‘The Concept “Shift of Expression” in Translation Analysis’, pp. 78–87 (p. 80). 
86 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, p. 148. 
87 Ibid. p. 149. 
88 Carson (trans.), ILO, p. 20. 
89 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 136–139 (p. 136). 
90 Ibid. p. 137. 
91 Carson (trans.), ILO, pp. 21–22 (p. 21). 
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‘carillon’ is a borrowing 

and also a clear case of 

foreignization both in terms 

of time and place (the word 

was used widely in 

nineteenth-century French 

literature).92 This TT 

demonstrates Carson’s 

plural approach to 

translation (and writing), 

his recognition of the 

kinship of languages and 

his willingness to closely 

connect the SL to the TL, or 

vice-versa. 

5. ‘où les 

centauresses 

séraphiques 

évoluent parmi 

les avalanches’. 

(‘Villes’ I, L 13–

14).93 

‘where seraphic 

centauresses 

revolve among 

the avalanches’. 

(‘Cities’ I, L 12–

13).94 

‘where seraph 

centauresses 

wander 

unconcealed / 

among the 

avalanches’. 

(‘Cities’ I, L 18–

19).95 

As a poet who is at ease 

writing about dreamlike 

sequences in his poetry, 

which he refers to as 

aislings,96 Carson is at his 

best in recreating the 

intention upon the language 

of this mysterious ST 

sequence. Rimbaud’s 

intentional acoustics are 

echoed by Carson’s through 

a liberal use of TT sibilants 

(seraph, centauresses, 

unconcealed avalanches). 

The ordering required by 

French grammar for nouns 

and adjectives means that in 

English the position of the 

noun and the adjective must 

be reversed: ‘centauresses 

séraphiques’ becomes 

‘seraph centauresses’. 

However, it is notable that 

Carson has made a further 

shift to the language by 

changing the adjective 

‘seraphic’ to a noun 

‘seraph’. This grammatical 

shift provides a close 

 
92 See ‘carillon’ < stella.atilf.fr/Dendien/scripts/tlfiv5/advanced.exe?8;s=1270141995;> [accessed 22 

April 2021]. 
93 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 136–139 (p. 136). 
94 Ibid. p. 137. 
95 Carson (trans.), ILO, pp. 21–22 (p. 21). 
96 Carson has described all the poems in Rimbaud’s Illuminations as aislings. See Carson, A Reading and 

Conversation with Ciaran Carson (at 30:20). 
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translation, but a slightly 

altered meaning and with it, 

a different sound effect. 

Carson’s use of the phrase 

‘wander unconcealed’ has 

the effect of completely 

unveiling the mystical 

creatures. Rimbaud’s ST 

uses the verb ‘évoluer’ 

(meaning ‘to move about’) 

which is translated by 

Peschel with an acoustically 

similar verb ‘revolve’, but 

Carson brings out the 

uninhibited sense inherent 

in the verb. In his TT, these 

creatures ‘wander 

unconcealed’ (Ashbery 

notices a similar 

implicature of 

unselfconsciousness in 

Rimbaud’s ST and 

translates the verb as 

‘gambol’).97 

6. ‘La douceur 

fleurie des étoiles 

et du ciel et du 

reste’ 

(‘Mystique’, L 

11).98 

‘The flowery 

fragrance of the 

stars and of the 

sky and of the 

rest’ 

(‘Mystic’, L 11).99 

‘the night sky 

blossoming with 

aromatic stars, / 

and more’,  

(‘Seer’, L 10).100 

This is one of many 

examples of synaesthesia 

from Rimbaud’s ST. 

Carson has admitted that he 

does not always know what 

the ST poems mean,101 but 

here, as elsewhere, he 

echoes Rimbaud’s creative 

but counterintuitive 

synaesthesia. The ‘and 

more’ in his TT implies the 

element of the 

inexpressible. His 

acknowledgement of 

Rimbaud as a visionary is 

evident in his translation of 

the title ‘Mystique’ as 

‘Seer’.  

7. ‘les atroces 

fleurs qu’on 

appellerait cœurs 

‘the dreadful 

flowers one might 

call hearts and 

‘and frightful 

flowers you might 

In his TT, Carson changes 

the meaning of ‘cœurs et 

sœurs’ which Peschel 

 
97 Ashbery, Illuminations, ‘Cities’, pp. 78–81 (p. 79). 
98 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 144–147 (p. 146). 
99 Ibid. p. 147. 
100 Carson (trans.), ILO, p. 23. 
101 Carson, A Reading and Conversation with Ciaran Carson (at 30:35). 
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et sœurs’, 

(‘Métropolitain’, 

L 17–18).102 

sisters’, 

(‘Metropolitain’, 

L 18–19).103 

name // ‘Love’ 

and ‘Dove’,  

(‘Poles Apart’ L 

18–19).104 

translates literally, although 

somewhat awkwardly, as 

‘hearts and sisters’. Instead, 

Carson supplies the more 

acoustically pleasing, and 

perhaps purposely clichéd, 

‘lovey, dovey’ translation, 

‘love’ and ‘dove’ reflecting 

Rimbaud’s rhyming pair in 

the ST. In this, Carson 

demonstrates his fidelity to 

the original musical 

intention upon the 

language, rather than to the 

slavish translation of its 

meaning. 

8. ‘si tu n’es pas 

trop accablé, 

l’étude des astres, 

– le ciel’. 

(‘Métropolitain’, 

L 22–23).105  

‘if you’re not too 

overwhelmed, the 

study of the stars, 

– the sky’. 

(‘Metropolitain’, 

L 23–24).106 

‘if by now you’re 

not completely 

high, / there’s the 

study of the stars: 

The Sky’. //  

(‘Poles Apart’ 

L23–24).107 

Translating ‘accablé’ 

(‘overwhelmed’) as ‘high’, 

Carson provides new 

implicature with his own 

interpretation of the 

language, suggestive of 

Rimbaud’s hedonistic 

approach to poetry writing. 

Marking ‘The Sky’ with 

capitals falls under analysis 

via the PM, however, in 

terms of PI it conveys the 

importance of ‘The Sky’ 

which Rimbaud has 

intentionally introduced via 

a dash, indicating a pause 

for effect: ‘– le ciel’. ‘High’ 

rhyming with ‘sky’ is 

designed to place an 

emphasis on both words 

and to fit with the 

Alexandrine couplets 

scheme. 

9. ‘au plaisir du 

décor et de 

l’heure uniques’. 

(‘Fairy’, L 12).108 

‘to the delight of 

the unique setting 

and hour’. 

(‘Fairy’, L 14).109 

‘to the pleasure / 

of that unique 

décor, that one 

and only hour’. // 

The ‘s’ on French word 

‘uniques’ demonstrates that 

the adjective applies to both 

the ‘décor’ and to the 

 
102 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 153–155 (p. 154). 
103 Ibid. p. 155. 
104 Carson, in ILO, pp. 24–25 (p. 24). 
105Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 153–155 (p. 154). 
106 Ibid. p. 155. 
107 Carson (trans.), ILO, pp. 24–25 (p. 24). 
108 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, p. 168. 
109 Ibid. p. 169. 
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(‘Fée’, L 14).110 ‘hour’. This may seem like 

a tiny detail but as Lévy 

says that in translation ‘we 

have to deal with details 

which are often hardly 

perceivable, yet are 

nonetheless significant’.111 

Carson’s grammatical 

attention to detail 

demonstrates his care to 

reflect this original concept 

in his TT, however he 

reiterates ‘unique’ in a 

different way second time 

round, supplying his own 

slant upon the language, 

and also a filler for metrics 

and rhyme, translating it as 

‘one and only’. 

10. ‘Je suis un 

inventeur bien 

autrement 

méritant que tous 

ceux qui m’ont 

précédé, un 

musician même’, 

(‘Vies’ II, L 1–

2).112 

‘I am an inventor 

far more 

meritorious than 

all of those who 

have preceded 

me; a musician 

too’, 

(‘Lives’ II, L 1–

2).113 

‘I am an inventor 

such as never yet 

was seen / 

moreover, a 

musician of the 

Hippocrene’ // 

(‘Lives’ II, L 1–

2).114 

Carson clearly enjoys 

reflecting Rimbaud’s 

intentional autobiographical 

exclamations which 

frequently come to the fore 

in both Illuminations and 

Une Saison en Enfer. Like 

Rimbaud, Carson too is an 

intentional inventor (in 

terms of his creative 

writing), and he is also a 

musician. This TT 

demonstrates congruences 

between the ‘vies’, ‘lives’ 

of the two poets. 

11. ‘j’ai illustré la 

comédie 

humaine’. 

(‘Vies’ III, L 

2).115 

 

‘I illustrated the 

human comedy’. 

(‘Lives’ III, L 

2).116 

‘I was a page // in 

La Comédie 

humaine’.  

(‘Lives’ III, L 2–

3).117 

Carson translates ‘la 

comédie humaine’ 

faithfully and literally, but 

also allows it to do double 

duty, giving it a fresh 

implicature, presenting it as 

the title of Balzac’s famous 

multi-volume series La 

Comédie humaine, ‘so 

 
110 Carson (trans.), ILO, p. 29. 
111 Lévy quotation in Popovič’s essay, ‘The Concept “Shift of Expression” in Translation Analysis’, p. 85. 
112 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 122–125 (p. 122). 
113 Ibid. p. 123. 
114 Carson (trans.), ILO, pp. 32–34 (p. 32). 
115 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 122–124 (p. 124). 
116 Ibid. p. 125. 
117 Carson (trans.), ILO, pp. 32–34 (p. 33). 
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widely representative of 

human passions and 

frailties’.118 This collected 

oeuvre was written in 1830s 

and 1840s and then 

published in Rimbaud’s 

lifetime.119 In his TT, 

Carson intentionally 

presents congruences with 

literary ideas at the 

forefront of Rimbaud’s 

time. 

12. ‘Quel ennui, 

l’heure du “cher 

corps” et “cher 

cœur!”’ 

(‘Enfance’ I, L 

17).120 

‘What a bore, the 

hour of the “dear 

body” and “dear 

heart!”’ 

(‘Childhood’ I, L 

17).121 

‘Quel ennui, the 

hours of 

murmuring, 

“Ma chérie, / I 

know just how 

you feel… He 

will come round, 

you’ll see”’. // 

(‘On the Road’ I, 

L 19–20).122 

As is evident in this ST 

example, Rimbaud’s 

original intention upon the 

language is to present 

tender, although self-

indulgent, melancholia. 

Carson reflects this by 

providing well-known and 

easily understood French 

expressions. The first: ‘quel 

ennui’ (‘what a bore’) is a 

direct borrowing from the 

ST, the second: ‘ma chérie’ 

(my darling), smacks of 

insincerity and 

superficiality.  

13. ‘Adagio’ 

(‘Jeunesse’, III, L 

2).123 

 

‘Adagio’ 

(‘Youth’, III, L 

2).124 

‘adagio’  

(‘Twenty-Years 

A-Growing’, 3, L 

3).125 

The standard ST musical 

term ‘adagio’, meaning 

‘unhurriedly’ or ‘at a 

leisurely pace’, is 

unchanged and repeated by 

Carson reflecting an 

equivalent intention upon 

the language to that of the 

ST. 

14. ‘de logique 

bien imprévue. 

C’est aussi 

simple qu’une 

‘of logic quite 

unforeseen. It is 

as simple as a 

musical phrase’. 

‘a logic / 

unforeseen as 

simple as a 

phrase of music’.  

The relatedness of these 

two lines is very clear and 

Carson does not tamper 

with the main ‘message’ 

 
118 See La Comédie Humaine <www.britannica.com/biography/Honore-de-Balzac/La-Comedie-humaine> 

[accessed 24 April 2021]. 
119 Ibid. A ‘definitive edition’ of La Comédie Humaine was published, in 24 volumes, between 1869 and 

1876.  
120 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 110–115 (p. 110). 
121 Ibid. p. 111. 
122 Carson (trans.), ILO, pp. 39–42 (p. 39). 
123 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 174–177 (p. 176). 
124 Ibid. p. 177. 
125 Carson (trans.), ILO, pp. 55–57 (p. 56). 
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phrase 

musicale’. 

(‘Guerre’, L 6–

8).126 

(‘War’, L 6–8).127 (‘Twenty-Years 

A-Growing’ 4 

‘War’, L 9–10).128 

unnecessarily. Rimbaud’s 

presentation of the musical 

phrase as logical, is close to 

Carson’s own experience 

and his musical aptitudes. 

Carson describes the skill 

of musical phrasemaking as 

follows: ‘the 

instrumentalist’s hands 

remember patterns and 

melodic structures; they 

finger out the relatives in 

tune families’.129 

15. ‘il est 

l’affection et le 

présent […] Il est 

l’affection et 

l’avenir’. 

(‘Génie’, L 1, 

4).130  

‘He is affection 

and the present 

[…] He is 

affection and the 

future… 

(‘Genie’, L 1, 4–

5).131 

‘He is affection 

and he is the 

present […] He is 

affection and he 

is the future…’ 

(‘Genius’, L 1, 

6).132 

Carson achieves a definite 

and declarative style in his 

TT, which is stressed and 

emphasized by repeating 

‘he is’ four times. This 

reflects the different ST 

repetition which 

grammatically requires the 

repetition of the definite 

article (also repeated four 

times). In both ST and TT 

the intention upon the 

language is designed to 

create the implication of a 

sermon. 

16. ‘Au milieu, 

l’Empereur, dans 

une apothéose / 

Bleue et jaune’, 

(‘L’Éclatante 

Victoire de 

Sarrebrück’, L 1–

2).133 

‘In the centre, the 

Emperor, in a 

blue and yellow / 

Apotheosis’, 

(‘The Dazzling 

Victory of 

Sarrebrück, L 1–

2).134 

‘In centre stage, 

the Emperor 

performs a pose / 

Of blue and gold’. 

(‘Poster 

Advertising the 

Amazing Victory 

at Sarrebrück’, L 

1–2).135 

Rimbaud’s ST word 

‘apothéose’ means 

‘epitome’ or even 

‘elevation to a divine 

status’.136 This is translated 

by Fowlie to the almost 

identical ‘apotheosis’. 

Carson, however, translates 

it as a ‘pose’. In this, he 

echoes the ‘p’ and ‘ose’ 

sounds in the French ST 

 
126 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, p. 170. 
127 Ibid. p. 171. 
128 Carson (trans.), ILO, p. 57. Carson omits the original ST sec. (IV) of the poem ‘Vingt ans’ and 

replaces it with another short and complete poem, ‘War’ (ST: ‘Guerre’).  
129 Carson, Last Night’s Fun, p. 28. 
130 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 170–173 (p. 170). 
131 Ibid. p. 171. 
132 Carson (trans.), ILO, pp. 59–60 (p. 59). 
133 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 60. 
134 Ibid. p. 61. 
135 Carson (trans.), TAP, 17. 
136 See ‘apotheosis’: < Apotheosis | Definition of Apotheosis by Merriam-Webster> [accessed 21 March 

2021].  
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word, reflecting Rimbaud’s 

acoustic intention upon the 

language, but more clearly 

debunks the ST word’s 

meaning by explicitly 

pointing out that the 

Emperor’s behaviour is all 

a ‘pose’.  

17. ‘J’étais 

insoucieux de 

tous les 

équipages’, / 

(‘Le Bateau ivre’, 

L 5).137 

‘I was indifferent 

to all crews’, / 

(‘The Drunken 

Boat’, L 5).138 

‘I didn’t give a 

damn. I didn’t 

want a crew’,  

(‘Drunk Boat’, L 

5).139  

Carson conveys, even 

enacts, the ‘insoucieux’ 

(‘indifferent’) nature of the 

ST by supplying that 

repeated sentiment via two 

short sentences and in 

correct order, both 

beginning with the negative 

phrase, ‘I didn’t’. 

18. Et les 

Péninsules 

démarrées / N’ont 

pas subi tohu-

bohus plus 

triomphants’. / 

(‘Le Bateau ivre’, 

L 11–12).140 

‘And loosened 

peninsulas / Have 

not undergone a 

more violent 

hubbub’. / 

(‘The Drunken 

Boat’, L 11–

12).141 

‘Peninsulas, 

unmoored and 

islanded, were 

envious of my / 

Babel-babble’  

(‘Drunk Boat’, L 

11–12).142 

‘Tohu-bohu’143 meaning 

‘confusion’ or ‘commotion’ 

is translated with a 

modified intention upon the 

language by Carson to 

make it refer to the 

language itself. The biblical 

theme of the tower of Babel 

is also present in other 

translations and poems by 

Carson, for example, in his 

translation of Dante’s 

Inferno.144 

19. ‘Et dès lors, je 

me suis baigné 

dans le Poème / 

De la Mer, infuse 

d’astres’, 

(‘Le Bateau ivre’, 

L 21–22 ).145 

‘And from then 

on I bathed in the 

Poem / Of the 

Sea, infused with 

stars’. 

(‘The Drunken 

Boat’, L 21–22 

).146 

‘I’ve been 

immersed, since 

then, in Sea 

Poetry, 

anthologized by 

stars’,  

(‘Drunk Boat’, L 

21–22).147 

Rimbaud’s childhood 

interest in the sea is 

reflected here. Carson 

reflects Rimbaud’s 

reverence for sea poetry: 

both poets use 

capitalization to describe it. 

Carson reiterates respect for 

poetry by playfully 

 
137 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 114–121 (p. 114).  
138 Ibid. p. 115. 
139 Carson, FL, pp. 34–37 (p. 34).  
140 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 114–121 (p. 114). 
141 Ibid. p. 115. 
142 Carson, FL, pp. 34–37 (p. 34).  
143 See ‘tohubohu: ‘Hebrew tōhū wā-bhōhū without form and void, from tōhū formlessness, confusion 

and bōhū emptiness’ <www.merriam-webster.com/dictionary/tohubohu> [accessed 8 July 2021]. 
144 Carson takes creative delight in relaying the nonsensical babbling of Nimrod, in Canto XXX1 of 

TIDA. 
145 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 114–121 (p. 116). 
146 Ibid. p. 117. 
147 Carson, FL, pp. 34–37 (p. 34).  
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including the term 

‘anthologized’ for the stars. 

This imaginative translation 

carries the implication that 

each star is a poem 

belonging to a collection 

and is in keeping with 

Benjamin’s theory that the 

work of the literary 

translator is, among other 

things, ‘ideational’.148 

20. ‘Un enfant 

accroupi plein de 

tristesses, lâche / 

Un bateau frêle 

comme un 

papillon de mai’. 

// 

(‘Le Bateau ivre’, 

L 95–96).149 

‘A squatting child 

full of sadness 

releases / A boat 

as fragile as a 

May butterfly’. // 

(‘The Drunken 

Boat’, L 95–

96).150 

‘Where a child 

once launched a 

paper boat – frail 

butterfly / – into 

the dusk; and 

huddled’. //  

(‘Drunk Boat’, L 

95–96).151 

Carson echoes the 

intentional ephemeral tone 

in this example including 

vocabulary which is 

suggestive of 

impermanence: ‘frail’, 

‘butterfly’, ‘dusk’. 

However, he turns the order 

of the sentence around, 

placing ‘huddled’ (for 

‘accroupi’) at the end of the 

(penultimate) stanza. 

Popovič says that in 

translation ‘we can, as a 

rule, expect certain 

changes’.152 In this case, 

changing the syntax 

provides a new emphasis on 

‘huddled’, intentionally 

implying the perplexing 

disenchantment of the 

protagonist. 

Appendix G: 20 Representative Examples of the PI in ILO, TAP and ‘Drunk Boat’  

 
148 Benjamin’s term ‘ideational’ is suggestive of creativity in translation and underscores the creative 

individual response of a literary translator to a ST. See Benjamin ‘The Task of the Translator’ in 

Illuminations: Essays and Reflections, pp. 11–26 (p. 19). 
149 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 114–121 (p. 120). 
150 Ibid. p. 121. 
151 Carson, FL, pp. 34–37 (p. 37). 
152 Popovič, ‘The Concept “Shift of Expression” in Translation Analysis’ pp.78–87 (p. 81). 
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Principle of Manner (PM)  

 

• The TT is representative of the source text culture (STC) 

• The source text translator (STT) demonstrates an awareness of cross-linguistic 

differences  

• To mark, or highlight a section of translation, exotic or surprising lexical choices 

including slang, vernacular expressions, multi-linguistic and culturally specific 

vocabulary may be used   

• ‘Marked’ expressions are used specifically to create a distinctive meaning for the 

target text reader (TTR) 
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1. ‘Une porte 

claqua’, 

(‘Après le 

déluge’, L 15).153 

 

‘A door 

slammed’, 

(‘After the 

Flood’, L 15).154 

‘a door clacked’; 

// 

(‘After Me…’, L 

14).155 

Carson’s foreignized 

translation of ‘claqua’ as 

‘clacked’ is a near 

borrowing from the French 

and, at the same time, 

mimics the sound of a door 

shutting. The case for 

foreignization is a serious 

consideration for literary 

translators (and one which 

Carson sometimes likes to 

employ), Venuti was 

inspired by 

Schleiermacher’s 1813 

seminal paper ‘On the 

Different Methods of 

Translating’. Venuti points 

out: ‘Schleiermacher made 

clear that his choice was 

foreignizing translation’.156 

 
153 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 108–111 (p. 108). 
154 Ibid. p. 109. 
155 Carson (trans.), ILO, pp. 18–19 (p. 18). 
156 Venuti, The Translator’s Invisibility, p. 15.  
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2. ‘Madame *** 

établit un piano 

dans les Alpes’. 

(‘Après le 

déluge’, L 18).157 

‘Madame *** 

installed a piano 

in the Alps’. 

(‘After the 

Flood’, L 18).158  

‘Madame Blank 

established a 

piano in the 

Alps’. /  

(‘After Me…’, L 

17).159 

The PM draws attention to 

the use of marked 

expressions to lend 

particular significance to a 

phrase, or in this case a 

name. Carson translates the 

untranslatable ‘Madame 

***’ with the capitalized 

and marked name: 

‘Madame Blank’.160 This 

provides a sense of 

complete anonymity, a 

blank slate. Fowlie’s 

translation, ‘Madame X’, 

provides another, more 

specifically mysterious and 

possibly dubious, 

implicature.  

3. ‘les déserts de 

thym – et les 

églogues en 

sabots grognant’  

(‘Après le 

déluge’, L 23–

24).161 

 

‘the wildernesses 

of thyme – and 

eclogues in 

wooden shoes 

grumbling’ 

(‘After the 

Flood’, L 24–

25).162 

‘the Wastes of 

Thyme, and 

eclogues of clogs 

clacking’ // 

(‘After Me…’, L 

22).163 

‘Wastes of Thyme’ is 

marked out by capitals, the 

‘Wastes’ implying a place 

of empty yet existential 

importance. Like 

Rimbaud’s ‘églogues’, 

Carson’s TT, ‘eclogues’ 

suggests Virgil’s work of 

pastoral poems. known as 

The Eclogues.164 Such 

culturally specific 

references make the TTR 

dig deep and engage 

intellectually with the TT. 

‘Eclogues’ also has the 

acoustic effect of chiming 

with ‘clogs’ and ‘clacking’, 

providing a noisy racket 

within the allusions and 

chiming of Carson’s TT 

which Rimbaud’s ST and 

Peschel’s LT do not 

provide. 

 
157 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 108–111 (p. 108). 
158 Ibid. p. 109. 
159 Carson (trans.), ILO, pp. 18–19 (p. 18). 
160 Fowlie translates ST ‘Madame ***’ as ‘Madame X’. 
161 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 108–111) p. 108. 
162 Ibid. p. 109. 
163 Carson (trans.), ILO, pp. 18–19 (p. 18). 
164 Virgil wrote a series of pastoral poems called the The Ecologues, these were also known as The 

Bucolics. English language poets, as recent as Louis MacNeice (1907–1963), have also written Eclogues. 
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4. ‘sur le sable 

rose et orange 

qu’a lavé le ciel 

vineux’ 

(‘Métropolitain’, 

L 1–2).165  

‘on the rose and 

orange sand 

which the wine-

coloured sky has 

washed’, 

(‘Metropolitain’, 

L 1 –2).166 

‘on rose and 

orange sands 

washed by the 

Sky of Vino’ //  

(‘Poles Apart’, L 

2).167 

As with ‘Wastes of Thyme’ 

Carson (with his use of the 

genitive case, the X of Y, 

so familiar in the Irish 

language of place 

names),168 turns these 

abstract places into real (or 

surreal) sounding names. In 

this example, Carson’s TT, 

‘Sky of Vino’, using the 

Italian word for wine (vino) 

adds to a rich, 

heterogeneous vocabulary 

in the TT, as per the PM. It 

is also closely acoustically 

related to ‘vineux’. In this 

way, Carson supplies a less 

formal translation than 

‘wine-coloured’, but with 

this word choice and the 

capitalization of the phrase, 

he adds layers of deeper 

meaning to his TT, 

suggesting both the expanse 

and importance of the sky. 

5. ‘pourquoi pas 

déjà les joujoux 

et l’encens?’ 

(‘Phrases’, L 

21).169 

‘why not even 

now toys and 

incense?’ 

(‘Phrases’, L 22–

23).170 

‘Why not incense 

and peignoirs?’ 

(‘Phases of the 

Moon’, L 22).171 

Carson’s departure in this 

TT example, with his 

culturally specific term 

‘peignoirs’ meaning 

‘dressing gowns’ is partly 

to foreignize the text with 

this French word. There is 

also the suggestion of 

luxury and decadence with 

this choice (which is 

underscored by the sweet-

smelling ‘incense’). On a 

practical level, ‘peignoirs’ 

is also employed to rhyme 

with ‘boulevards’ from the 

previous line. 

6. ‘le véhicule 

vire sur le gazon 

‘the vehicle turns 

on the grass of the 

‘my bucolic folly 

caravan veers on 

/ the verge of the 

Examining this TT via the 

PM, shows that Carson 

provides lexical obstacles in 

 
165 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 152–155 (p. 152). 
166 Ibid, p. 153. 
167 Carson (trans.), ILO, pp. 24–25 (p. 24). 
168 One well-known such example is ‘Tír na nÓg’ (‘Land of Youth’). 
169 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 128–131 (p. 130). 
170 Ibid. p. 131. 
171 Carson (trans.), ILO, pp. 26–28 (p. 27). 
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de la grande 

route effacée’: 

(‘Nocturne 

vulgaire’, L 8–

9).172 

obliterated 

highway’: 

(‘Common 

Nocturne’, L 8–

9).173 

overgrown high 

road to Bygone’. 

// (‘Demotic 

Nocturne’, L 9– 

10).174 

the uneven translation of 

‘vehicle’ as ‘bucolic folly 

caravan’ echoing the 

bumpy and unpredictable 

(or even mad and ill-

advised) road. ‘Bucolic’ 

hints back to ‘eclogues’ 

(Appendix H. 3). The 

Bucolics is another name 

for Virgil’s The Eclogues. 

This demonstrates that 

Carson does not see his ILO 

poems as single entities, but 

rather he envisions the 

book-length work as a 

performance of interlinked 

scenes. He translates 

‘effacée’ which means 

‘obliterated’ as ‘overgrown’ 

and describes the road as 

heading to ‘Bygone’, the 

capitalization lending an air 

of deeper significance and 

further unspoken meaning.  

7. ‘La réalité étant 

trop épineuse 

pour mon grand 

caractère, – je 

me trouvai 

néanmoins chez 

ma dame’. 

(‘Bottom’, L 1–

2).175 

‘Reality being too 

thorny for my 

noble nature, – I 

found myself 

nevertheless at 

my lady’s house’, 

(‘Bottom’, L1–

2).176 

‘Reality being too 

prickly for my 

big personality, / 

I found myself 

nonetheless chez 

Milady’, //  

(‘La Bête’, L1–

2).177 

Rimbaud’s highly charged 

sexual language and 

inuendo is conveyed 

humorously by Carson’s TT 

in an indirect, yet 

discoverable, way by 

surprising lexical choices as 

per the PM. The TT 

strongly implies sexualized 

language with such double-

entendres as ‘prickly’ and 

‘my big personality’. 

Carson’s foreignized 

reference to ‘chez Milady’, 

is a humorous, archaic 

marked expression yet also 

implies the subservient 

sexual role of the 

protagonist. The disastrous 

encounter is described by 

 
172 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 148–151 (p. 148). 
173 Ibid. p. 149. 
174 Carson (trans.), ILO, p. 30. 
175 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, p. 164. 
176 Ibid. p. 165. 
177 Carson (trans.), ILO, p. 31. 
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Osmond as ‘a sexual fiasco 

in three acts’.178 

8. ‘Qu’on me loue 

enfin ce 

tombeau’, 

‘(Enfance’ V, L 

1).179 

‘Let them at last 

rent me this 

tomb’, 

(‘Childhood’ V, L 

1).180 

‘When the bit 

comes to the bit, 

let them rent me 

this tomb’ 

(‘On the Road’ 

VI, L 1–2).181 

As per the PM, Carson uses 

a foreignized colloquial 

phrase for ‘enfin’ (‘at last’), 

‘when the bit comes to the 

bit’. This phrase describes 

the final crunch,182 

meaning, death. In this TT 

poem, unusual equivalences 

are achieved through a 

mélange of dialects and 

languages (specifically, in 

this poem, Carson uses 

Ulster dialect and French to 

underscore a sense of 

finality).  

9. ‘ils mêlent les 

tours populaires, 

maternels, avec 

les poses et les 

tendresses 

bestiales. Ils 

interpréteraient 

des pièces 

Nouvelles est des 

chansons 

“bonnes filles”’. 

(‘Parade’, L 17–

20).183 

‘they mix 

popular, maternal 

tricks with bestial 

poses and 

caresses. They 

would interpret 

new plays and 

“sentimental” 

songs’. 

(‘Pageant’, L 17–

19).184 

‘they mix up 

clapped-out 

schticks with 

sleazy poses / or 

the latest sketch; 

sing girly arias 

on tippy-toes’. // 

(‘Curtain Raiser’, 

L 21–22).185 

Carson supplies a broad 

variety of surprizing and 

jerky, juxtaposed lexical 

choices in this PM example. 

Osmond says that Rimbaud 

is ‘reproducing the flavour 

of crude, popular, 

fairground entertainment’ 

which is at once ‘crude and 

tender’.186 Carson conveys 

this dichotomy, via 

counterintuitive 

descriptions which require 

vocal gymnastics to read 

aloud. The posing ‘of the 

male players as they sing 

their arias is conveyed by 

the alliterative phrase 

‘tippy-toes’. 

10. ‘miroir 

évocateur des 

reines et des 

mignonnes’; 

‘mirror evocative 

of queens and 

favourites’; 

‘posed / in the 

mirror are cuties 

and Queens’;  

The adjective ‘mignon’ 

means ‘cute’. Both Peschel 

and Fowlie translate it very 

accurately, in its historical 

19th century French sense, 

 
178 Osmond, ‘Commentaries’ in Illuminations pp. 87–183 (p. 153). 
179 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 110–115 (p. 114). 
180 Ibid, p. 115. 
181 Carson (trans.), ILO, pp. 39–42 (p. 42). 
182 Ulster Scots meaning for ‘when it comes to the bit’: ‘whun it comes tae the bit’ = when it comes to the 

‘crunch’. See James Fenton, The Hamely Tongue 4th edn (Belfast: Ullans Press, 2014), p. 20. 
183 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, p. 118. 
184 Ibid. p. 119. 
185 Carson (trans.), ILO, pp. 44–45 (p. 44). 
186 Osmond, ‘Commentaries’ in Illuminations, pp. 87–183 (p. 98). 
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(‘Soir historique’, 

L 4).187 

(‘Historic 

Evening’ L 4–

5).188 

(The Twilight of 

History, L 4–

5).189 

where it means ‘lover’ or 

‘favourite’190 Use of the 

informal lexical choice, 

‘cutie’, in Carson’s TT gets 

a version of the meaning 

across, but it is slightly 

unexpected, and therefore 

provides amusement and an 

altered, more superficial 

and also modern and 

sardonic implicature. 

11. ‘Il frissonne 

au passage des 

chasses et des 

hordes’. 

(‘Soir historique’, 

L 7).191 

 

‘He shudders at 

the passing by of 

the hunts and the 

hordes’. 

(‘Historic 

Evening’ L 7).192 

‘He shudders as 

hunt and horde 

rush by. A gun // 

sounds. 

Hullaballoo’. 

(‘The Twilight of 

History’, L 8–

9).193 

Carson is obviously in 

breach of the PS in this 

example, with the addition 

of the short sentence: ‘a gun 

sounds’, followed by the 

exotic and lexically 

surprizing ‘hullaballoo’. In 

terms of an examination via 

the PM, ‘hullaballoo’ is a 

marked and unexpected 

choice. The short sentences 

with a stanza break in the 

middle – ‘A gun // sounds. 

Hullaballoo’. –  forces the 

TTR to stop, thus creating a 

lexical speed bump and a 

jerky articulation of the 

poetry. Echoes to 

Rimbaud’s repetition of 

sibilants are provided by 

Carson in a different and 

creative way, via 

alliteration of ‘h’ sounds, 

‘hunt’, ‘horde’, 

‘hullaballoo’. 

12. ‘ou s’agite et 

module pour les 

Béotiens, dans 

l’ombre des 

futaies 

mouvantes, sur 

‘or moves about 

and modulates for 

the Boeotians, in 

the shadow of the 

stirring forest 

trees, on the edge 

‘or sings and 

shimmies for the 

ignorami / in the 

shadow of the 

waving forest’s 

origami’  

Carson showcases the 

performative nature of 

language in this poem (and 

it must be remembered that 

he is presenting the entire 

work as a theatrical 

 
187 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, p. 160. 
188 Ibid. p. 161. 
189 Carson (trans.), ILO, pp. 50–51 (p. 50). 
190 For information about nineteenth-century usages of ‘mignon’: See 

<stella.atilf.fr/Dendien/scripts/tlfiv5/advanced.exe?8;s=1320276780;> [accessed 1 May 2021]. 
191 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, p. 160.  
192 Ibid. p. 161. 
193 Carson (trans.), ILO, pp. 50–51 (p. 50). 
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l’arrête des 

cultures’.  

(‘Scènes’, L 14–

15).194 

of the cultivated 

lands’.  

(‘Scenes’, L 15–

17).195 

(‘High Society’, L 

17–18).196 

piece).197 Verbs such as 

‘shimmies’ juxtaposed with 

rhyming couplets 

‘ignorami’ and ‘origami’ 

are examples of Carson’s 

virtuoso display of 

language providing further 

nuances in meaning with 

exotic and unexpected 

lexical choices. 

13. ‘“Vive 

l’Empereur!” […] 

“De quoi? …”’ // 

(‘L’Éclante 

Victoire de 

Sarrebrück’, L 11, 

14).198 

 

‘“Long Live the 

Emperor!” […] 

“On what!”’ // 

(‘The Dazzling 

Victory of 

Sarrebrück’, L 11, 

14).199 

‘that all Hispania 

/ Be 

Napoleonized 

[…] What the…’ 

// 

(‘Poster 

advertising the 

Amazing Victory 

at Sarrebrück’, L 

10–11, 14).200 

Carson’s TT, ‘what the…’, 

heavily implies that an 

expletive will follow (and is 

left unsaid). In this 

example, it is an irritated 

response at the shout, ‘Vive 

l’Empereur!’. This is a 

subjunctive expression 

meaning ‘Long live the 

Emperor!’. Carson’s 

version is more 

explanatory: ‘that all 

Hispania will be 

Napoleanized’.  

The required (grammatical) 

response for Rimbaud’s 

original ST exclamation is 

‘de quoi’, ‘on what?’, so 

Carson’s TT here departs 

from the original 

grammatical meaning with 

a marked and italicized cry 

of frustration creating an 

implicature of disgust and 

specifically an opposition to 

imperialism. 

14. ‘– Pauvres 

morts! dans l’été, 

dans l’herbe, dans 

ta joie, / Nature! ô 

toi qui fis ces 

‘–Poor dead men! 

in summer, in the 

grass, in your joy, 

/ Nature! You 

who made these 

men holy!...’ // 

‘– all you dead 

unlucky men! / – 

O Nature, you 

who sanctified 

their human 

shape, / And who 

Fowlie mistranslates here, 

using an adjective, ‘holy’, 

for ‘saintement’ (he does 

not bring across the 

adverbial meaning: ‘in a 

holy way’). In Rimbaud’s 

 
194 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, p. 158. 
195 Ibid. p. 159. 
196 Carson (trans.), ILO, p. 53. 
197 Sewell reports that Carson said that ‘as a writer [he] felt like a Hollywood director to whom words 

presented themselves like actors at a screen test’. See Sewell, ‘Carson’s Carnival of Language: The 

Influence of Irish and the Oral Tradition’, p. 183. 
198 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 60. 
199 Ibid. p.61. 
200 Carson (trans.), TAP, p. 17. 
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hommes 

saintement!...’ 

(‘Le Mal’, L 7–

8).201 

(‘Evil’, L 7–8).202 conceived them in 

the joyful grass of 

Hymen! … ’ // 

(Sick’, L 6–8).203 

ST, this phrase means: ‘O 

you who made these man 

sacredly’. Although Carson 

employs a grammatical 

shift in translation (adverb 

to verb) with his verb, ‘to 

sanctify’, he successfully 

captures Rimbaud’s 

original sense of the 

holiness of the human 

condition. He lends sacred 

authority to Nature as the 

author of life. The marked 

phrase ‘the joyful grass of 

Hymen’, creates a striking, 

sombre implicature, which 

contrasts the moment of the 

joy of their conception with 

their final, appalling fate. 

15. ‘des mères’ 

(‘Le Mal’, L 

12).204 

 

 

‘mothers’ 

(‘Evil’, L 12).205 

‘Mrs / Nobody’  

(‘Sick’, L 12–

13).206 

Using the singular, marked 

phrase ‘Mrs Nobody’ (the 

‘Mrs’ underscoring the 

anonymity of ‘nobody’),207 

Carson’s singular example 

of a mother (note: 

Rimbaud’s ST refers to 

‘mothers’ in the plural – 

‘mères’) still implies that 

all mothers who have lost 

sons in this war are ignored 

(they are ‘nobodies’). The 

distress of these forgotten 

women is echoed by the 

delivery of their collective 

title, ‘Mrs / Nobody’. This 

is fractured by a line-break, 

implying their heartbreak. 

Carson has written on the 

despair of the Mothers of 

the Disappeared in Ireland. 

In his fetch, ‘Remains’, he 

writes ‘no word for years 

[…] / A mother watches 

 
201 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 54. 
202 Ibid. p. 55. 
203 Carson (trans.), TAP, p. 19. 
204 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 54. 
205 Ibid. p. 55. 
206 Carson (trans.), TAP, p. 19. 
207 ‘Mrs Nobody’ could be another ‘character’, like Madame Blank’, populating the ‘play’ that is this 

book-length work of translated poems. See Section 4.3 above. 
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from the margin / 

envisioning a body / 

transfigured from the 

mire’.208 By using the 

marked expression ‘Mrs 

Nobody’, he simultaneously 

marks the women out as 

people worthy of attention 

and then implies their lack 

of importance within the 

political system of a war.  

16. ‘Ô Soldats 

que la Mort a 

semés, noble 

Amante, / Pour 

les régénérer, 

dans tous les 

vieux sillons’; // 

(‘Morts de 

Quatre-vingt-

douze’, L 7–8).209 

‘O soldiers whom 

Death, lofty 

Mistress, has 

sown / In all the 

old furrows, in 

order to 

regenerate them’; 

// 

(‘Dead of ’92 and 

’93’, L 7–8).210 

‘Soldiers cast by 

Mistress Death 

into the Zone / 

Of Furrows, to 

become 

regenerated 

matter’; // 

(‘1870’, L 7–

8).211  

The French word for death 

‘la mort’ is a feminine 

noun. As per the PM, 

Carson’s foreignization of 

‘death’ as ‘Mistress’ 

includes this categorization. 

His capitalization echoes 

Rimbaud’s (‘Mort’) 

implying the unarguable 

power of death and, in this 

case, its cruelty. The word 

for (ploughed) furrows 

become the ‘Zone of 

Furrows’ which implies an 

area earmarked for the 

dead, a burial ground. This 

marked expression is 

specifically reminiscent of 

Yeatsian language,212 

lending a culturally specific 

Irish implicature. 

17. ‘Je m’en 

allais, les poings 

dans mes poches 

crevées; / Mon 

paletot aussi 

devenait idéal’; / 

‘I went off, my 

fists in my torn 

pockets; / My 

coat too was 

becoming ideal’; / 

(‘My Bohemian 

Life, A Fantasy)’, 

L 1–2).214 

‘Thumbs hitched 

into my holey 

pockets, off I 

hiked / In my 

has-been-

through-the-

wars ex-Army 

greatcoat;’ / 

Rimbaud’s ST, ‘les poings 

dans mes poches crevées’ 

gives a clear indication of 

the state of his coat. 

‘Crever’ is a powerful 

French verb meaning 

‘burst’ or ‘slash’. In modern 

Belfast vernacular one 

 
208 Carson, ‘Remains’, From Elsewhere (Winston-Salem: Wake Forest University Press, 2015), p. 65. 

This poem is a fetch of ‘Aux temps sombres’ translated by Carson as ‘The Dark Times’, From Elsewhere, 

p. 64. 
209 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 52. 
210 Ibid. p. 53 
211 Carson (trans.), TAP, p. 21. 
212 Such placenames sound Yeatsian and are reminiscent of, for example, ‘the path of Stones’ and ‘the 

Wood of Thorns’ found in the poem ‘He mourns for the Change that has come upon him and his Beloved, 

and longs for the End of the World’. See The Poems of W.B. Yeats, Volume Two: 1890–1898, ed. by Peter 

McDonald (London: Routledge, 2020), p. 9. 
214 Ibid. p. 63. 
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(‘Ma Bohème, 

Fantaisie’, L 1–

2).213 

 

(‘On the Road’, L 

2).215 

 

would say ‘bust’. The five 

times hyphenated phrase, 

‘has-been-through-the-wars 

ex-Army greatcoat’, is 

obviously marked in such a 

way that it conveys the state 

of the coat.216 The 

punctuation (several 

dashes) allows the TT to 

appear patched and stitched 

together, creating a visual 

implicature which enacts 

the meaning. 

18. ‘– Et la 

servante vint, je 

ne sais pas 

pourquoi, / Fichu 

moitié défaite, 

malinement 

coiffée’. 

(‘La Maline’, L 

7–8).217 

‘– And a servant 

came, I don’t 

know why, / Her 

neckerchief loose, 

her hair coyly 

dressed’. 

(‘The Sly Girl’, L 

7–8).218 

‘Girl blew in, 

from God knows 

where – she 

didn’t knock – / 

Décolletée, her 

fancy hair-do all 

aslant’  

(‘Miss Malinger’ 

L 7–8).219 

Examining this TT via the 

PM,220 demonstrates that an 

uneven and scatty rhythm 

serves to reiterate the 

careless (‘all aslant’), 

thrown together appearance 

of the temptress in this 

poem. Carson’s vague, 

shorthand tone – there is no 

definite article used to 

introduce the girl, just ‘girl 

is supplied – reflects the 

random nature of the 

encounter, which is 

underscored by light 

comedy. (This is not a 

meeting to be taken 

seriously). Carson’s use of 

‘décolletée’ a French 

borrowing meaning, 

‘wearing a low-neckline’, 

foreignizes the TT. 

19. ‘J’ai rêvé la 

nuit verte aux 

neiges éblouies’, 

/ 

‘I have dreamed 

of the green night 

with dazzled 

snows’. / 

‘I dreamed the 

green, snow-

dazzled night had 

risen up’, 

Very simple examples may 

also be examined for 

implicature via the PM. 

This example demonstrates 

how by employing the 

 
213 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 62. 
215 Carson (trans.), TAP, p. 23. 
216 The Belfast vernacular and descriptions of second-hand clothing in this TT are reminiscent of Carson’s 

interest in Smithfield Market in Belfast. One could imagine finding Rimbaud’s old army coat for sale 

there. It is useful to read Carson’s poem ‘Smithfield Market’ with its ‘aisles and inlets’ where 

‘everything’ is ‘unstitched, unravelled – mouldy fabric’ in conjunction with this TT. See ‘Smithfield 

Market’, The Irish for No, p. 37. 
217 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 58. 
218 Ibid. p. 59. 
219 Carson (trans.), TAP, p. 25. 
220 Part of this line has been examined via the PS. See Appendix F. 16. 
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(‘Le Bateau ivre’, 

L 37).221 

(‘The Drunken 

Boat’, L 37).222 

(‘Drunk Boat’, L 

37–38).223 

 

subtle difference of a 

grammatical translation 

shift (noun to adjective, 

‘snows’ to ‘snow-dazzled’), 

Carson can create a more 

immediate (and due to the 

dynamic image of night 

having risen) a stronger 

effect. 

20. ‘Sans songer 

que les pieds 

lumineux des 

Maries / Pussent 

forcer le mufle 

aux Océans 

poussifs!’// 

(‘Le Bateau ivre’, 

L 43–44).224 

‘Without 

dreaming that the 

luminous feet of 

the Marys / Could 

constrain the 

snout of the 

wheezing 

Oceans!’ // 

(‘The Drunken 

Boat’, L 43–

44).225 

‘Oblivious to the 

Gospel of how 

Jesus calmed the 

waters / walking 

on his tippy 

toes’. // (‘Drunk 

boat’, L 43–

44).226 

As per the PM, Carson’s 

child-like and unexpected 

language – ‘tippy toes’– is 

an exaggerated version of 

‘les pieds’ (‘feet’). In this 

TT, Carson underscores 

Rimbaud’s fascination with, 

yet lack of respect for, 

religion. Notably and 

unexpectedly, Carson 

translates ‘Maries’ 

(‘Marys’) as Jesus. The 

names are obviously 

related, yet it is an 

unexpected switch. Carson 

works this to TT advantage, 

however, by providing the 

familiar and clear story of 

Jesus walking on water. In 

Brian Fitch’s analysis of 

Samuel Beckett’s bilingual 

writing (French and 

English) Fitch notes that the 

two languages are ‘always 

at arm’s reach and within 

earshot’, and this is also the 

case between Rimbaud's ST 

and Carson's TT. ‘Jesus’ 

does not mean ‘Marys’, but, 

as a translation, this TT is 

‘within arm’s reach’.227 

Appendix H: 20 Representative Examples of the PM in ILO, TAP and ‘Drunk Boat’  

 
221 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 114–121 (p. 116). 
222 Ibid. p. 117. 
223 Carson, FL, pp. 34–37 (p. 35).  
224 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 114–121 (p. 116). 
225 Ibid. p. 117. 
226 Carson, FL, pp. 34–37 (p. 35).  
227 Sherry Simon, ‘Translating and Interlingual Creation in the Contact Zone: Border Writing in Quebec’, 

in Susan Bassnett and Harish Trivedi (ed.), Post-colonial Translation: Theory and Practice (Oxon: 

Routledge, 1999), pp. 58–75 (p.70). 
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Principle of Extension  

• The source text translator’s (STT) direct experiences or interests which are 

recognisable to the TTR may be included in the TT for a specific reason  

• The TT may be placed in, or made relevant to, a different time-period 

• The TT may be placed in, or made relevant to, a different geographical location 

• The TT (first ‘afterlife’) may be re-translated to produce a new ETT, creating a 

second ‘afterlife’ for the ST 

 

Rimbaud Peschel / Fowlie Carson Comment 

1. ‘Aussitôt que 

l’idée du Déluge 

se fut rassise’, 

(‘Après le 

déluge’, L 1).228 

‘As soon as the 

idea of the Flood 

had subsided’, 

(After the Flood, 

L 1).229 

 

‘Once the notion 

of “The Flood” 

had dwindled 

away’ / 

(‘After Me…’, L 

1).230 

Rather than translate ‘idée’ 

with ‘idea’, Carson chooses 

‘notion’. Notion is 

generally used in the 

English language but is 

used commonly in everyday 

Ulster dialect to express the 

meaning of whimsical 

idea.231 With this, Carson 

creates a larger system, 

marrying elements from 

Irish parlance to those of 

the ST. 

2. ‘Quels bons 

bras, qu’elle belle 

heure me rendront 

cette région’ 

(‘Villes’ I, L 

33).232  

‘What good arms, 

what fine hour 

will give back this 

region’. 

(‘Cities’ I, L 31–

32).233 

‘What helping 

hand, /what happy 

hour will give me 

back that 

Otherland’ // 

(‘Cities’ I, L 

44).234 

Carson said that all the 

poems in Illuminations are 

aislings,235 all of them 

transport the reader to an 

elsewhere, an in-between 

zone. In this example, 

Carson refers to that 

elsewhere, by implying that 

there exists a parallel world 

or a different system 

translating ‘région’ as 

‘Otherland’ (a less clichéd 

 
228 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 108–111 (p. 108). 
229 Ibid. p. 109. 
230 Carson (trans.), ILO, pp. 18–19 (p. 18). 
231 ‘Notion’: ‘tak a notion tae’ means ‘conceive the idea of’. See Fenton, The Hamely Tongue, p. 165. 
232 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 136–139 (p. 138). 
233 Ibid. p. 139. 
234 Carson (trans.), ILO, pp. 21–22 (p. 22). 
235 Carson, A Reading and Conversation with Ciaran Carson (at 30:18). 
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echo of the Celtic 

Otherworld’). By 

identifying this place in a 

purposely mysterious way 

he removes any sense of 

borders or exact location, 

but rather implies, or allows 

the TTR to imagine, a 

world of their own making. 

The mention of ‘happy 

hour’ is a reference to 

alcohol or public houses, 

with the idea that alcohol 

will relax the senses to 

allow passage to the 

‘Otherland’. 

3. ‘Pour Hélène, 

se conjurèrent les 

sèves 

ornementales 

dans les ombres 

vierges [..]. Et ses 

yeux et sa danse 

supérieurs encore 

aux éclats 

précieux, aux 

influences 

froides’, 

(‘Fairy’, L 1–2, 

11–12).236 

‘For Hélène the 

ornamental saps 

conspired in the 

virgin shadows 

[…]. And her 

eyes and her 

dancing, superior 

even to precious 

sparkles, to cold 

influences’, 

(‘Fairy’, L 1–2, 

12–13).237 

‘All for Helen, 

ornamental 

oozing saps 

collogued / in 

virgin shadows 

[…] bee-skeps / 

oozed […] And 

her eyes, her 

dancing far 

superior to a 

thousand / 

precious dazzles 

coldly flowing 

in’. 

(‘Fée’, L1, 10, 

12–13)238 

 

 

At a reading in Boston, 

Carson selected this poem 

as an example of an aisling, 

a trope in Irish literature 

where the protagonist is 

transported to another place 

‘a different world’, and 

often one where he meets a 

beautiful woman. 

Archaisms such as 

‘collogued’ (deliberately 

echoing ‘eclogue’, perhaps) 

also extend the reach of this 

example of TT. Carson has 

humorously referred to this 

place as ‘the Celtic twilight 

zone’.239 Other Irish literary 

influences are present in 

this translation, which 

provides implicatures of 

Irish cultural relevance to 

the TTR. For example, 

Carson’s phrase, ‘bee-skeps 

oozed’, an additional phrase 

which is not included in ST, 

is reminiscent of William 

Butler Yeats’ poem, ‘The 

Lake Isle of Inisfree’, 

 
236 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, p. 168. 
237 Ibid. p. 169. 
238 Carson (trans.), ILO, p. 29. 
239 Carson, A Reading and Conversation with Ciaran Carson (at 31:00). 
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where Yeats evokes a ‘bee-

loud glade’.240 

4. ‘jeunes mères 

et grandes sœurs 

aux regards pleins 

de pèlerinages’, 

(‘Enfance 1’, 

L13–14).241 

‘young mothers 

and grown-up 

sisters with 

glances full of 

pilgrimages’, 

(Childhood 1, 

L13–14).242 

‘Young mums 

the images of big 

sisters with their 

eyes full of 

pilgrimages’ ‘On 

the Road’, L 15–

16).243 

Carson uses modern, casual 

expressions in this example, 

fitting with urban Irish 

parlance and extending the 

original sense of Rimbaud’s 

nineteenth-century French. 

In this way, he transposes, 

or extends, his TT to a 

different time and another 

place. 

5. ‘Par le 

groupement des 

bâtiments, en 

squares, cours et 

terrasses 

fermées, on a 

évincé les 

cochers’. 

(‘Villes’ II, L 10–

12).244 

‘By the grouping 

of buildings in 

squares, 

courtyards and 

enclosed terraces, 

they have ousted 

the coachmen’. 

(‘Cities’ II, L 11–

13).245 

‘Ask the 

hackney-men – / 

they’ll go on all 

day about closed 

squares, cul de 

sacs, / security 

barriers. It fairly 

puts their backs / 

up I can tell 

you’. 

(‘Cities’, L 17–

19).246 

Carson’s translation choices 

in this TT, strongly suggest 

and emphasize a partitioned 

Belfast, with no-go areas. 

He achieves this extended 

effect by detailing the 

frustrations that taxi drivers 

have to encounter (‘it fairly 

puts their backs / up I can 

tell you’). This is a very 

clear case of delivery of 

implicature via extension. 

Carson achieves the effect 

of extension by taking a 

detail from the ST 

(‘cochers’) and updating it 

to form an idea which fits 

within his own modern 

context (another time, 

another place) He updates 

the ST ‘cochers’ 

(‘coachmen) to ‘hackney-

men’. (A hackney cab is 

another name for a black 

taxi, a well-known form of 

transport on Belfast 

streets).247  

6. ‘Je pense qu’il 

y a une police; 

‘I think that there 

is a police force; 

‘And there must 

be a police force, 

Carson spent his entire life 

in Belfast and knew the city 

 
240 William Butler Yeats, ‘The Lake Isle of Innisfree’. See: 

<www.poetryfoundation.org/poems/43281/the-lake-isle-of-innisfree> [accessed 14 April 2021]. 
241 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 110–115 (p. 110). 
242 Ibid. p. 11. 
243 Carson (trans.), ILO, pp. 39–42 (p. 39). 
244 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 140–143 (p. 140). 
245 Ibid. p. 141. 
246 Carson (trans.), ILO, pp. 46–48 (p. 46). 
247 Peter Watts, ‘Why Are Black Cabs Called Hackney Cabs?’, 8 October 2018 

<londonist.com/2016/10/why-are-black-cabs-called-hackney-cabs> [accessed 4 April 2021]. 
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mais la loi doit 

être tellement 

étrange, que je 

renonce à me 

faire une idée 

des aventuriers 

d’ici’. 

(‘Villes’ II, L 34–

36).248 

but the law must 

be so strange, that 

I give up forming 

an idea of the 

adventurers of 

this place’. 

(‘Cities’ II, L 35–

37).249 

though what 

strange laws / 

apply here are 

beyond me. It’s 

given me some 

pause’, // 

(‘Cities’ II, L47–

48).250  

intimately. This careful 

line, ‘it’s given me some 

pause’, which implies a 

sense of discomfiture, 

could, specifically, be 

straight from a conversation 

between people talking on 

the street about the 

Troubles in the north of 

Ireland. However, it could 

equally apply to any 

troubled zone where the 

police force is often at the 

centre of contention and 

mistrust.  

7. ‘Une 

misérable femme 

de drame, 

quelque part dans 

le monde, soupire 

après des 

abandons 

improbables’. 

(‘Jeunesse’ I, L 

5–7).251 

‘A miserable 

woman from a 

drama, 

somewhere in the 

world, sighs for 

improbable 

surrenders’. 

(‘Youth’ I, L 6–

7).252 

‘Somewhere, who 

knows where, / a 

desperate drama 

queen laments 

her last affair – / 

improbable 

desertion’. 

(‘Twenty Years 

A-Growing’ I, L 

7–8).253 

‘Desperate’254 is used as an 

intensifier in Ulster dialect 

to mean ‘very’ or 

‘extremely’. In this case it 

means ‘dreadful’ or 

‘terrible’ in conjunction 

with ‘drama queen’. This 

lends an idiomatic and 

alliterative updating to the 

translation, extending its 

scope to modern and 

regional parlance. 

8. ‘J’entrais à 

Charleroi’. 

(‘Au Cabaret-

Vert’, L 2).255 

‘I was getting into 

Charleroi’. 

(‘At the Cabaret-

Vert’, L 2 ).256 

‘I walked into 

Kingstown’. 

(‘The Green Bar’ 

L 2).257 

Carson provides extension 

in this TT by modifying the 

name of the Belgian town 

‘Charleroi’ to ‘Kingstown’. 

Between 1821–1920 the 

Irish town Dunleary, now 

known as Dun Laoghaire 

was renamed ‘Kingstown’ 

to commemorate the visit of 

King George IV to the 

town.258 

 
248 Rimbaud, in Peschel, A Season in Hell, The Illuminations, pp. 140–143 (p. 142). 
249 Ibid. p. 143. 
250 Carson (trans.), ILO, pp. 46–48 (p. 47). 
251 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 174–177 (p. 174). 
252 Ibid. p. 175. 
253 Carson (trans.), ILO, pp. 55–57 (p. 55). 
254 In Ulster dialect, ‘desperate’ is used as an intensifier to mean ‘very’ or ‘extremely’. See C. I. Macafee 

(ed.), Concise Ulster Dictionary, p. 95. 
255 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 58. 
256 Ibid. p. 59. 
257 Carson (trans.), TAP, p. 13. 
258 For further information see Section 4.6 and also see Ask about Ireland,  
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9. ‘Bienheureux, 

j’allongeai les 

jambes sous la 

table / Verte’: 

(‘Au Cabaret-

Vert’, L 5–6).259 

‘Happy, I 

stretched out my 

legs under the 

green / Table’. 

(‘At the Cabaret-

Vert’, L 5–6).260 

‘Pleased as 

Punch, I stretched 

my legs beneath 

the shamrock / 

Table’.  

(‘The Green Bar’ 

L 5–6).261 

Carson’s translation of 

‘verte’ as ‘shamrock’, is 

notable in this example and, 

obviously and immediately 

symbolic of Ireland. In this 

way he extends the reach of 

the original ST to 

incorporate easily 

recognisable cultural 

references to Ireland. 

Carson also uses the word 

‘shamrock’ elsewhere in his 

writing. His novel 

Shamrock Tea tells of a 

special brew (containing 

shamrocks) which 

infiltrates Belfast’s water 

supply. This is a unifying 

brew allowing the 

inhabitants of that city to 

understand that ‘the Many 

are One and the One Many, 

and that in the end “there 

will be no division”’.262  
10. ‘je contemplai 

les sujets très 

naïfs / De la 

tapisserie’. 

(‘Au Cabaret-

Vert’, L 6–7).263 

 

‘I looked at the 

very naïve 

subjects / Of the 

wallpaper’. 

(‘At the Cabaret-

Vert’, L 6–7).264 

‘I admired the 

tacky 50s décor’. 

/ 

(‘The Green Bar’, 

L 6).265 

In this translation of a 

nineteenth-century 

Rimbaldian poem, Carson 

extends the TT by making 

anachronistic references to 

the 1950s, in this case, 

updating ‘The Green Bar’ 

to a ‘tacky’ 1950s diner. 

11. ‘Au centre, / 

Boquillon…’ 

(‘L’Éclatante 

Victoire de 

Sarrebrück’, L 

13).266 

‘In the center, / 

Boquillon…’ 

(‘The Dazzling 

Victory of 

Sarrebrück’, L 

13).267 

‘Here’s Joe 

Bloggs….’,  

(‘Poster 

Advertising the 

Amazing Victory 

Carson translates the ST 

French surname 

‘Boquillon’ as ‘Joe Bloggs’ 

(The French equivalent 

would be ‘Jean Dupont’). In 

English, ‘Joe Bloggs’ is a 

generic name for an 

 
‘Kingstown (Dun Laoghaire) Harbour’ <www.askaboutireland.ie/reading-room/sports-

recreation/postcards-of-ireland/postcards-of-dun-laoghair/dun-laoghaire-rathdown-an/kingstown-(dun-

laoghaire)/> [accessed 27 August 2021]. 
259  Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 58. 
260 Ibid. p. 59. 
261 Carson (trans.), TAP, p. 13. 
262 Ian Sansom, ‘Magic potions’, Guardian, 14 April 2001 

<www.theguardian.com/books/2001/apr/14/fiction.reviews> [accessed 9 April 2021]. 
263 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 58. 
264 Ibid. p. 59. 
265 Carson (trans.), TAP, p. 13. 
266 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 60. 
267 Ibid. p. 61. 
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at Sarrebrück’, L 

17).268 

average man.269 

Interestingly, and Rimbaud 

will have selected the 

surnames carefully for this 

poem, ‘boquillon’ is a word 

which is no longer in usage, 

but which had the meaning 

‘bûcheron’,270 which 

translates as logger or 

woodcutter. This makes 

Carson’s selection of ‘Joe 

Bloggs’ (‘logs’) all the 

more apposite. Carson may 

have been unaware of the 

etymology of this old 

French word, however, at 

the very least it is a modern, 

yet fitting, translation, 

extending the original reach 

of the ST and giving it a 

more universal and 

generally applicable scope. 

12. ‘Qu’écarlates 

ou verts, près du 

Roi qui les raille, 

/ Croulent les 

bataillons en 

masse dans le 

feu’; // 

(‘Le Mal’, L 3–

4).271 

‘While scarlet or 

green, near the 

King who mocks 

them, / Whole 

battalions 

collapse in the 

fire’; // 

(‘Evil’ L 3–4).272 

‘the King has 

razed / His scarlet 

subjects with a 

smile of 

sauerkraut, / As 

whole green 

regiments 

collapse into the 

blaze’; // 

(‘Sick’ L 2–4).273 

The foreignized reference 

to ‘sauerkraut’ a dish from 

German cuisine, allows a 

bitter implicature of the 

losses suffered during the 

Franco-Prussian War to 

emerge.274 As per PE, 

Carson isolates the colour 

green – Rimbaud linked 

‘scarlet’ and green’ 

together. (The French 

military uniform was blue 

and red)275. It is possible 

that Carson is implying a 

‘green’ or Irish connection 

in this example. 

 
268 Carson (trans.), TAP, p. 17. 
269 Pascal Tréguer ‘“Joe Bloggs”: Meaning and History’. See <wordhistories.net/2017/02/01/joe-bloggs/> 

[accessed 2 March 2021]. 
270 For a nineteenth-century definition of ‘bûcheron’, see <stella.atilf.fr/Dendien/scripts/tlfiv5/ 

advanced.exe?8;s=2439959085;> [accessed 21 April 2021]. 
271 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 54. 
272 Ibid. p. 55. 
273 Carson (trans.), TAP, p. 19. 
274 See ‘Franco-German War’ <www.britannica.com/event/Franco-German-War> [accessed 29 April 

2021]. 
275 Ibid. Illustrations of military uniforms are provided in the previous link. 
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13. No such 

phrase exists in 

the original. 

(‘Ma Bohème’ 

(Fantaisie’).276 

No such phrase 

exists in the 

original 

(‘My Bohemian 

Life’ (Fantasy).277 

‘A veritable pop-

star of the awful 

rhyme’  

(‘On the Road’, L 

14).278 

This extension of the TT 

title of this poem ‘On the 

Road’ creates a modern and 

literary implicature. It is a 

literary allusion to French-

Canadian writer Jack 

Kerouac’s 1957 roman à 

clef,279 On the Road, and 

instantly communicates 

Carson’s extension of this 

poem where he takes it to 

another time, is further 

underscored by the 

anachronistic word 

‘popstar’.280 

14. ‘Et, tout en 

promenant son 

petit droit 

tremblant / Sur sa 

joue, un velours 

de pêche rose et 

blanc, / En 

faisant, de sa 

lèvre enfantine, 

une moue’, 

(‘La Maline, L 9–

11).281 

 

‘And as she 

passed her small 

trembling finger / 

Over her cheek, a 

pink and white 

peach velvet skin, 

/ And pouted with 

her childish 

mouth’. 

(La Maline, L 9–

11).282 

‘She touched her 

trembling little 

pinky to her 

cheeks, / Of 

velvet peach and 

cream: “Forget 

about the leeks”, 

/ She seemed to 

say, “I’m like a 

walking 

centrefold”’. 

(‘Miss Malinger’. 

L 9–11).283 

Carson adds completely 

additional information in 

this example, providing 

more of a version than a 

translation. This TT 

provides an example of his 

practice of extension where 

it is placed in a different 

time-period. He supplies an 

updated interaction, and his 

choice of the word 

‘centrefold’, a now 

somewhat outdated 

concept, which came into 

popular usage in 1950s,284  

conveys the ST original 

implication of sexual 

invitation albeit in a more 

exaggerated manner. 

15. ‘je ne me 

sentis plus guidé 

par les haleurs:’ 

‘I no longer felt 

myself guided by 

haulers!’ / 

‘I felt my 

punters had 

gone AWOL –’ / 

AWOL is the military 

acronym for absent without 

leave. These initials only 

began to be pronounced as 

 
276 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 62. 
277 Ibid. p. 63. 
278 Carson (trans.), TAP, p. 23. 
279 Roman à clef: a novel which is presented as fictional, but which is based on real people and events. 
280

 Pop music charts came into existence in 1952. Interestingly, before that time the concept of 

‘teenagers’ did not exist, childhood was followed by adulthood with no transitional stage. Rock‘n’roll 

popstars such as Elvis Presley became global sensations in the late 1950s followed by the Beatles who, in 

the 1960s, dominated the pop scene. 
281 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 58. 
282 Ibid, p. 59. 
283 Carson (trans.), TAP, p. 25. 
284 Hugh Hefner brought the word ‘centrefold’ into popular usage in the early 1950s. Marylin Monroe 

was the first issue’s centrefold (1953). See <listverse.com/2017/12/22/10-playboy-magazine-firsts/> 

[accessed 19 April 2021]. 
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(‘Le Bateau ivre’, 

L 2).285   

(‘The Drunken 

Boat’, L 2).286  

(‘Drunk Boat’, L 

1–2).287 

a single word from WW2; 

before that, the letters were 

spelled out.288 In this PE 

example, Carson provides 

an implicature of 

disappearing against the 

rules and going against the 

grain. Pronouncing it as a 

word not only produces a 

half-rhyme with ‘hell’ but 

also updates it to a later 

point than Rimbaud’s ST 

(at least beyond WW2). 

16. ‘Et rhythmes 

lent sous les 

rutilements du 

jour, / Plus forts 

que l’alcool, plus 

vastes que nos 

lyres’, / 

(‘Le Bateau ivre’, 

L 26–27).289  

‘And slow 

rhythms under the 

streaking of 

daylight, / 

Stronger than 

alcohol, vaster 

than our lyres’, / 

(The Drunken 

Boat, L 26–27).290 

‘No lyric / 

Alcohol, no Harp 

can combat it, 

this slowly-

pulsing, twilit 

panegyric’. // 

(‘Drunk Boat’, L 

26–28).291 

Providing extension and an 

expanded TT system, 

Carson translates from 

Rimbaud’s ‘nos lyres’ (‘our 

lyres’) in his own culturally 

significant way. Irish 

influences are obvious with 

the word ‘harp’ acting as a 

pun for a type of alcohol 

(Harp lager) and more 

strikingly as a musical 

instrument, the harp, which 

is important, and even 

emblematic, in Irish 

traditional music. Using 

one word ‘harp’ Carson 

encapsulates Rimbaud’s 

apparent belief that music 

and alcohol can get you 

high. 

17. ‘les serpents 

géants dévorés 

des punaises / 

Choient, des 

arbres tordus, 

avec de noirs 

parfums’! 

‘giant serpents 

devoured by 

bedbugs / Fall 

down from 

gnarled trees with 

black scent’! 

‘A tangled 

serpent-cordage / 

[…] all black-

perfumed and 

slabbered with a 

monster’s 

verbiage’! // 

The TT is translated very 

freely in this example. In 

terms of extension 

‘slabbered’,295 an Ulster 

Scots word, also freely used 

in quotidian Belfast 

vernacular, clearly 

transports the TT to a 

 
285 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 114–121 (p. 114). 
286 Ibid. p. 115 
287 Carson, FL, pp. 34–37 (p. 34). 
288 See ‘AWOL’ < Origin and meaning of awol by Online Etymology Dictionary (etymonline.com)> 

[accessed 8 May 2021]. 
289 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 114–121 (p. 118). 
290 Ibid. p. 117. 
291 Carson, FL, 34–37 (p. 35). 
295 ‘Slabber: slobber, talk rubbish; complain foolishly, see James Fenton, The Hamely Tongue, p. 219  
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(‘Le Bateau ivre’, 

L 55–56).292 

(‘The Drunken 

Boat’, L 55–

56).293 

(‘Drunk Boat’, L 

53–56).294 

different geographical 

location. 

18. ‘Moi, dont les 

Monitors et les 

voiliers des 

Hanses / N’aurait 

pas repêché la 

carcasse ivre 

d’eau’; 

(‘Le Bateau ivre’, 

L 71–72).296   

‘I whose water-

drunk carcass 

would not have 

been rescued / By 

the Monitors and 

the Hanseatic 

sailboats’; 

(‘The Drunken 

Boat’, L 71–

72).297 

‘where Royal 

Navy men would 

slag / my sea-

drunk corpse’ //  

(‘Drunk Boat’, L 

71–72).298 

Carson extends the scope of 

this example by using 

common idiomatic 

parlance. ‘Slag’ relates to 

speaking badly of or 

mocking someone. The TT 

is further extended by the 

translation ‘Royal Navy 

men’. In Rimbaud’s time 

(1854–1891), the original 

‘Monitor’ was designed in 

1861, by John Ericsson, 

who named it USS 

Monitor.299 The term 

‘monitor’ was then used 

more generally to describe 

a type of warship. Carson 

creates a striking effect by 

choosing the more modern 

implicature of the term (by 

avoiding it directly and 

simply referring to ‘Royal 

Navy men’) which was 

extended to encompass 

Royal Navy warships used 

during WW1.300 

19. ‘Quand les 

juillets faisaient 

crouler à coup de 

triques / Les 

cieux ultramarins 

aux ardents 

entonnoirs;’ // 

‘When Julys beat 

down with blows 

of cudgels / The 

ultramarine skies 

with burning 

funnels;’ // 

(The Drunken 

Boat, L 79–80).302 

‘while heat-waves 

drummed and 

blattered on the / 

July campuses’. // 

(‘Drunk boat’ L 

79–80).303 

Carson employs an Ulster-

Scots dialect word, 

‘blattered’,304 to provide an 

acoustically interesting 

onomatopoeic description 

and an extension of the 

scope of the translation, by 

transposing it to another 

location, probably the 

 
292 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 114–121 (p. 116). 
293 Ibid. p. 117. 
294 Carson, FL, 34–37 (p. 36).  
296 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 114–121 (p. 118). 
297 Ibid. p. 119. 
298 Carson, FL, 34–37 (p. 36). 
299 See ‘USS Monitor (Ironclad)’ <www.history.navy.mil/content/history/museums/nmusn/ 

explore/photography/ships-us/ships-usn-m/uss-monitor-ironclad.html> [accessed 19 April 2021]. 
300 See ‘British Monitor Classes of the First World War’ 

<www.historyofwar.org/articles/lists_monitor_classes_british_WWI.html> [accessed 19 April 2021]. 
302 Ibid. p. 36. 
303 Carson, FL, 34–37 (p. 36). 
304 ‘Blatter’, a clattering noise; a heavy slap or blow. See Fenton, The Hamely Tongue, p. 21. (Fenton also 

draws attention to the pronunciation of the word. The ‘tt’ in ‘blatter’ is pronounced as ‘tth’. 
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(‘Le Bateau ivre’, 

L 79–80).301 

Lambeg drum in the 

marching season. 

20. ‘j’ai trop 

pleuré! Les 

Aubes sont 

navrantes. / Toute 

lune est atroce’ 

(‘Le Bateau ivre’, 

L 89–90).305 

‘I have wept too 

much! Dawns are 

heartbreaking. / 

Every moon is 

atrocious’ 

(‘The Drunken 

Boat’, L 89–

90).306 

‘I’ve whinged 

enough. Every 

dawn is 

desperate, every 

bitter / sun. The 

moon’s 

atrocious’. // 

(‘Drunk Boat’ L 

89–90).307 

‘Whinge’308 (although it 

exists in general English 

usage) is used in common 

parlance in the north of 

Ireland. Likewise, 

‘desperate’ meaning ‘very 

bad’ is also commonly 

used. An examination via 

the PE demonstrates that 

putting such local 

vocabulary into the 

protagonist’s mouth 

transports them to another 

place and broadens the 

scope beyond that of a late 

nineteenth-century teenage 

boy setting off on a 

journey. 

Appendix I: 20 Representative Examples of the PE in ILO, TAP and ‘Drunk Boat’ 

 

 
301 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, p. 118. 
305 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 114–121 (p. 118). 
306 Ibid. p. 119.  
307 Carson, FL, 34–37 (p. 37). 
308 ‘Whinge’: ‘to cry in a peevish, complaining way’. See C. I. Macafee (ed.), Concise Ulster Dictionary, 

p. 386. 
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Rimbaud’s Titles Peschel /Fowlie Carson’s Titles Analysis of Carson’s 

Titles 

1. ‘Veillées’1 ‘Vigils’2 ‘Vigil’3 Carson’s TT, ‘Vigil’, is a 

close translation of the ST 

title.4 He has selected one 

section (section II), of 

Rimbaud’s complete poem, 

composed in three parts, 

thus his selection of the 

singular form of the noun: 

‘Vigil’. Carson’s TT 

excerpt is one of three 

prose translations in ILO.5 

It serves as the theatrical 

‘Intro’ to his two-act play 

which promises to present 

an ‘intense and rapid dream 

of sentimental groups of 

beings, of every possible 

character, under every 

possible appearance’.6 As 

the TT title suggests, it is 

certainly worth keeping 

‘vigil’, or staying awake, to 

witness these scenes.  

2. ‘Aube’7 ‘Dawn’8 ‘As I Roved Out’9 In this clear case of 

‘recomposition’, Carson 

has translated ‘Aube’ with 

the title of an Irish ballad 

‘As I Roved Out’. This TT 

title and the poem in its 

entirety are analysed in 

detail, via the PS, in 

Section 4.3. 

3. ‘Après le 

Déluge’10 

‘After the 

Flood’11 

‘After me…’12 Carson’s title ‘After me…’ 

is based on the well-known 

borrowing ‘Après (moi) le 

 
1 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 142–145. 
2 Ibid. 
3 Carson (trans.), ILO, p. 15. 
4 ‘Veillée’ has several meanings: 1. evening; 2. evening gathering; 3. evening activities; 4. vigil / watch. 

See Larousse Advanced Dictionary, p. 1079.  
5 The three prose translations in ILO, are Carson’s ‘Intro’: ‘Vigil’, his ‘Interlude’: ‘Tale’ and his ‘Coda’: 

‘Genius’ (See ILO, pp. 15, 36 and 59). 
6 Carson, ‘Vigil’, ILO, p. 15, L 6–7.  
7 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 146–147. 
8 Ibid. 
9 Carson (trans.), ILO, pp. 17. 
10 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 108–111.  
11 Ibid. 
12 Carson (trans.), ILO, pp. 18–19. 
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déluge’. Appendix G. 1 

gives a full explanation of 

this TT title. In a reversal of 

information and providing a 

different emphasis on the 

core expression, ‘Après 

(moi) le déluge’, Carson 

supplies the ‘me’ (‘moi’) 

which Rimbaud omits in 

his ST title but omits ‘the 

flood’ (‘le déluge’) which 

Rimbaud supplies.  

4. ‘Fleurs’13 ‘Flowers’14 ‘Snow’15 Carson’s (re)vision of the 

ST ‘Fleurs’ as ‘Snow’ is in 

keeping with the gestalt of 

the ST. This is also 

reminiscent of Louis 

MacNeice’s poem of the 

same name, ‘Snow’. A full 

explanation for this TT 

choice is supplied in 

Appendix G. 2. 

5. ‘Villes’ (I)16 ‘Cities’ (I)17 ‘Cities’ (I)18 Carson has given a LT of 

the title, choosing not to 

lose the generality of the 

word ‘villes’. This reflects 

the interests that Carson 

(who is truly a city poet) 

has in city life and 

cityscapes which is 

discussed in Section 4.4. 

6. ‘Mystique’19 ‘Mystic’20 ‘Seer’21 Rimbaud has referred to 

himself as a ‘voyant’, a 

‘seer’ whereas Paul Claudel 

has referred to Rimbaud 

‘un mystique à l’état 

sauvage’ (‘a mystic in the 

savage state’).22 Carson has 

clearly linked these 

concepts in his TT title by 

 
13 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 148–149. 
14 Ibid. 
15 Carson (trans.), ILO, p. 20. 
16 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 136–139. 
17 Ibid. 
18 Carson (trans.), ILO, pp. 21–22. 
19 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 144–147. 
20 Ibid. 
21 Carson (trans.), ILO, p. 23. 
22 See Section 4.1. 
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translating ‘Mystique’ 

(which translates literally as 

‘mystic’) with ‘Seer’. A full 

explanation of Rimbaud as 

a ‘mystique’ and a ‘voyant’ 

is provided in Section 4.1.  

7.‘Métropolitain’23 ‘Metropolitan’24 ‘Poles Apart’25 Carson’s TT title ‘Poles 

Apart’ is certainly an 

approximation of the ST 

title ‘Métropolitain’ 

(meaning ‘metropolitan’).26 

Examining the distance 

between poles is a way of 

delineating distance 

between waypoints. Carson 

is using a process of 

interpolation27 in his title, 

and by employing this 

method, he creates the 

sense of a scene which is 

expanding or moving 

outwards (as is inherent in 

the text of the original ST 

poem). He further links his 

TT title to the ST title by 

recreating the ‘pol’ sound 

in ‘Metropolitan’ with his 

use of the word ‘pole’. 

 8. ‘Phrases’28 ‘Phrases’29 ‘Phases of the 

Moon’30 

Carson’s TT title includes 

the similar sounding word 

‘phases’ for the ST 

‘phrases’. Carson includes 

‘of the moon’ to provide 

additional meaning in the 

ST. This may be to reflect 

the various sections or 

inspirations in this love 

poem. Osmond argues that 

Rimbaud’s ‘phrases’ may 

relate to the ‘phrases 

 
23 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 152–153. 
24 Ibid. 
25 Carson (trans.), ILO, p. 24–25. 
26 Some critics have argued that ‘Métropolitain’ refers to Rimbaud recalling a journey on the ‘London 

Metropolitan Railway’ but Rimbaldian critic Osmond disagrees with this analysis stating, ‘that this is 

another modernistic metropolis’. See Osmond, ‘Commentaries’ in Illuminations, pp. 87–183 (p. 141). 
27 This word is discussed in Section 4.4. 
28 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 128–131. 
29 Ibid.  
30 Carson (trans.), ILO, pp. 26–28. 
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musicales’ mentioned in 

‘Guerre’ suggesting that 

they may be ‘brief 

harmonies, each catching a 

momentary mood’.31 

9. ‘Fairy’32 ‘Fairy’33 ‘Fée’34 At a reading of his poetry 

in Boston, Carson 

explained that since 

Rimbaud had chosen to 

give his ST poem an 

English title ‘Fairy’, the 

obvious response in 

translation would be to give 

literal French translation 

‘Fée’ explaining that it is 

‘all you can do’ in that 

situation.35 

10. ‘Nocturne 

vulgaire’36 

‘Common 

Nocturne’37 

‘Demotic 

Nocturne’38 

Carson has preserved the 

word ‘nocturne’ in his title, 

and he has translated 

‘vulgaire’ (meaning 

‘common’) to the slightly 

more unusual ‘demotic’. In 

musical terminology, a 

‘nocturne’ is a ‘dreamy, 

pensive composition for the 

piano’39 but it can also refer 

to a work of art with 

evening or night as its 

subject. ‘Demotic’ refers to 

Egyptian hieroglyphics 

which hints at a lack of 

clarity and a sense of 

confusion. It is also a way 

of referring to a common 

form of expression.  

11. ‘Bottom’40 ‘Bottom’41 ‘La Bête’42 The title of this poem is 

linked to the Shakespearean 

 
31 Osmond, ‘Commentaries’ in Illuminations, pp. 87–183 (p. 116). 
32 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 168–169.  
33 Ibid. 
34 Carson (trans.), ILO, p. 29. 
35 Boston (at 33: 55). 
36 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 148–151. 
37 Ibid. 
38 Carson (trans.), ILO, p. 30–31. 
39 See ‘nocturne’<https://www.merriam-webster.com/dictionary/nocturne> [accessed 12 September 

2021]. 
40 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 164–165. 
41 Ibid. 
42 Carson (trans.), ILO, p. 31. 
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character ‘Bottom’ in A 

Midsummer Night’s Dream. 

Carson translates the 

English ST title with the 

French word ‘Bête’ which 

can be used as either a noun 

(beast) or an adjective 

(stupid or idiotic).43 Either 

interpretation indicates a 

sense of humiliation and 

lack of finesse. Rimbaldian 

scholar Macklin argues that 

‘Rimbaud has indeed very 

deliberately, and both 

literally and 

metaphorically, made an 

ass of himself’.44 

12. ‘Vies’45 ‘Lives’46 ‘Lives’47 Carson has translated this 

TT simply using a LT. 

13. ‘Conte’48 ‘Tale’49 ‘Tale’50 Carson has translated this 

TT using a LT. This poem 

serves as the ‘interlude’ in 

the ‘play’, and it is one of 

three translations where 

Carson translates prose for 

prose, which fits the 

narration of a ‘tale’. (See 

Appendix J, fn. 5). 

14. Les Ponts’51 ‘Bridges’52 ‘Invisible 

Cities’53 

For more detailed 

discussion on Carson’s 

translation of this TT title, 

see Section 4.4. Carson’s 

TT borrows the title of 

Calvino’s novel Invisible 

Cities. In Calvino’s novel 

one city is representative of 

the concept of cities in 

general (thus the plural in 

his title). Like Calvino, 

 
43 ‘Bête’, see Larousse pp. 107–108. 
44 Mackin, ‘Making an Ass of Himself: “Bottom” by Arthur Rimbaud’, pp. 4–6 (p. 4). 
45 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 122–125. 
46 Ibid.  
47 Carson (trans.), ILO, p. 32–34. 
48 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 116–119. 
49 Ibid. 
50 Carson (trans.), ILO, p. 36. 
51 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 132–135. 
52 Ibid. 
53 Carson (trans.), ILO, p. 38. 
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Carson has a fascination 

with the modern city and 

also with the city as a 

concept.  

15. ‘Enfance’54 ‘Childhood’55 ‘On the Road’56 Carson borrows the TT 

title, ‘On the Road’ from 

the title of Kerouac’s 

famous roman à clef, twice: 

once for this poem, 

‘Enfance’ and once again to 

translate the Rimbaldian 

sonnet ‘Ma Bohème’.57  

16. ‘Ornières’58 ‘Ruts’59 ‘What Goes 

Round’60 

Section 4.5 supplies an in-

depth analysis, devoting 

almost the entire section to 

Carson’s unusual 

translation of this ST title 

‘Ornières’ to TT ‘What 

Goes Round’. 

17. ‘Parade’61 ‘Pageant’62 ‘Curtain Raiser’63 Translating the ST title 

‘Parade’ (which translates 

literally as ‘parade’ or 

‘pageant’), as ‘Curtain 

Raiser’ has the effect of 

reminding TTRs that this 

book-length collection of 

Rimbaud’s poems selected 

from Illuminations has been 

repositioned as a theatrical 

play. 

18. ‘Villes’(II)64 ‘Cities’ (II)65 ‘Cities’ (II)66 See Appendix J. 5. 

19. ‘Being 

beauteous’67 

‘Being 

Beauteous’68 

‘Être Belle’69 As per Appendix J. 9, 

Carson translates this 

English title with an almost 

equivalent French 

 
54 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 110–115. 
55 Ibid. 
56 Carson (trans.), ILO, p. 39–34. 
57 For more detail on this title see Section 4.1 
58 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 134–137. 
59 Ibid. 
60 Carson (trans.), ILO, p. 43. 
61 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 118–119. 
62 Ibid. 
63 Carson (trans.), ILO, p. 44. 
64 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 140–143. 
65 Ibid. 
66 Carson (trans.), ILO, pp. 46–48. 
67 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, p. 120. 
68 Ibid.  
69 Carson (trans.), ILO, p. 49. 
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translation. ‘Being’ is a 

present participle meaning 

‘in a state of being or 

existence’ but it is also a 

noun, ‘being’, meaning 

‘creature’ or ‘life form’. 

‘Être’ is the infinitive of the 

verb ‘to be’ and it also can 

be used as a noun ‘to be’, 

therefore, cross 

linguistically this TT works 

very well. ‘Beauteous’ is a 

literary and archaic and 

therefore foreignized way 

of communicating 

‘beautiful’ but Carson’s use 

of ‘belle’ foreignizes his 

translation for his TTRs in 

a different way. 

20. ‘Soir 

Historique’70 

‘Historic 

Evening’71 

‘The Twilight of 

History’72 

Peschel’s translation 

‘Historic Evening’ is the 

most obvious translation for 

Rimbaud’s ST title ‘Soir 

Historique’. Carson, 

however, translates with a 

less direct diction and a 

more poetic word for 

‘evening’: ‘twilight’. 

Inspiration for this TT may 

have come from David G. 

Hogwarth’s pamphlet of the 

same name.73 The half-light 

implied by twilight 

provides a lack of clarity 

for a viewing of the visions 

(or as Carson would have it 

aislings) described in the 

text of the poem, where, as 

critic Osmond observes, 

‘sound and colour blend in 

compositions of exquisite 

harmony’.74 Carson’s 

 
70 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 160–161. 
71 Ibid. 
72 Carson (trans.), ILO, p. 50–51. 
73  ‘The Twilight of History’, is the title of a pamphlet by D. G. Hogwarth, in which he discusses the 

flourishing of the artisan class after the Dark Ages, 500-1100 (which he refers to as a ‘twilight’ period). 

See S. Casson, ‘The Twilight of History by D. G. Hogarth’ (reviewed work), The Classical Review, Vol. 

41, No. 4 (September 1927), p. 146. 
74 Osmond, ‘Commentaries’ in Illuminations, pp. 87–183 (p. 151). 
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translations sit comfortably 

in the creative space of 

‘twilight’. He has described 

each of the poems in ILO as 

an aisling75 and elsewhere 

has explained: ‘The aisling 

is an interlingual twilight 

zone, the place where 

poetry happens’ (my 

emphasis).76 

21.‘Promontoire’77 ‘Promontory’78 ‘The Point’79 Carson’s TT title ‘The 

Point’ does convey the ST 

meaning of a ‘promontory’ 

but it is a more precise 

term. Osmond describes 

Rimbaud’s ‘promontory’ as 

‘a meeting place of land 

and sea, of town and 

country, an all-in-one, a 

definitive place, a universal 

location’,80 so Carson’s 

defined and specific 

location ‘point’ conveys the 

sense of place, so localised 

and specific that it could 

represent anywhere. 

22. ‘Scènes’81 ‘Scenes’82 ‘High Society’83 ‘High Society’ is a very 

unusual translation for ST 

title ‘Scènes’ which simply 

means ‘scenes’. Given that 

Carson is describing a play, 

a LT might have seemed an 

obvious translation. 

However, Carson does not 

translate in a predictable 

way and High Society is 

also the title of a 1956 film 

(about a jazz musician’s 

attempt to win back his 

 
75 See Appendix G. 5 and related fn 96. 
76 Jon Michaud, ‘The Exchange: Ciaran Carson’, New Yorker, 18 May 2009 

<www.newyorker.com/online/blogs/books/2009/05/the-exchange-ciaran-carson.html> [accessed 3 

September 2021]. 
77 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 156–159. 
78 Ibid. 
79 Carson (trans.), ILO, p. 52. 
80 Osmond, ‘Commentaries’ in Illuminations, pp. 87–183 (p. 146). 
81 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 158– 159. 
82 Ibid. 
83 Carson (trans.), ILO, p. 53. 
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wife after their divorce). 

Thematically this film links 

with the music, freedom of 

performance and 

unpredictable creativity 

inherent in Rimbaud’s ST 

thus creating updated and 

unusual parallels. 

23. ‘Antique’84 ‘Antique’85 ‘Antic’86 ‘Antique’ means ‘antique’ 

or ‘old’, yet Carson 

translates by prioritizing 

sound over literal meaning 

with the word ‘antic’ 

suggesting high jinks and 

something unexpected. 

‘Antic’ provides a sense of 

abandon and generosity. 

The generously gifted ‘son 

of Pan’ (elegant, double-

sexed, swathed in flowers 

and berries) described in 

the poem is preparing to 

move from a state of 

immobility to animation, 

perhaps to perform ‘antics’. 

24. ‘Jeunesse’87 ‘Youth’88 ‘Twenty Years A-

Growing’89 

This TT title is a clear 

literary allusion to the title 

of Muiris Ó Súilleabháin’s 

1933 book written in Irish, 

Fiche Blian ag Fás, and 

published in English as 

Twenty Years a-Growing. 

Súilleabháin’s book tells 

the story of his ‘jeunesse’ 

(‘youth’) on An Blascaod 

Mór (Great Blasket Island). 

Thematic links between Ó 

Súilleabháin’s and 

Rimbaud’s protagonists 

exist (they both write about 

their youthful experiences). 

 
84 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 120–121. 
85 Ibid. 
86 Carson (trans.), ILO, p. 54. 
87 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 174–177. 
88 Ibid. 
89 Carson (trans.), ILO, pp. 55–57. 
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25. ‘Génie’90 ‘Genie’91 ‘Genius’92 Although ‘Génie’ does 

mean ‘Genie’, as per 

Peschel’s translation, it also 

means ‘genius’. Carson 

supplies ‘Genius’. This 

thematically fits the poem 

which is delivered from a 

place of higher knowledge, 

as an inspired sermon with 

forceful rhetoric.  

26. ‘Au Cabaret-

Vert’93 

‘At the Cabaret-

Vert’94 

‘The Green Bar’95 Rimbaud has used the word 

‘vert’ (green) in his ST title 

but the ‘green’ in Carson’s 

TT title has an Irish 

connotation. This is 

because in the text of the 

poem, Carson translates the 

name of the Belgian town 

‘Charleroi’ to ‘Kingstown’. 

An explanation for this 

logical rendering in the TT 

is provided in Appendix I. 

8.  

27. ‘Le Dormeur 

du val’96 

‘The Sleeper in 

the Valley’97 

‘The Sleeper in 

the Valley’98 

Carson has translated this 

TT using a LT. 

28. ‘L’Éclatante 

Victoire de 

Sarrebrück’99 

‘The Dazzling 

Victory of 

Sarrebrück’100 

‘Poster 

Advertising the 

Amazing Victory 

at Sarrebrück’101 

In his more informative TT 

title, Carson supplies the 

information that this poem 

is a description of a picture 

or poster representing ‘the 

Amazing Victory at 

Sarrebrück’. 

29. ‘Le Mal’102 ‘Evil’103 ‘Sick’104 Carson translates ‘Le Mal’ 

as ‘Sick’ rather than ‘Evil’. 

Both translations work, 

however Carson’s ‘sick’ 

 
90 Rimbaud, in Peschel (trans.), A Season in Hell, The Illuminations, pp. 170–173. 
91 Ibid. 
92 Carson (trans.), ILO, pp. 59–60. 
93 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 58–59. 
94 Ibid. 
95 Carson (trans.), TAP, p. 13. 
96 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 56–57. 
97 Ibid. 
98 Carson (trans.), TAP, p. 15. 
99 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 60–61. 
100 Ibid. 
101 Carson (trans.), TAP, p. 17. 
102 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 54–55. 
103 Ibid. 
104 Carson (trans.), TAP, p. 19. 
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suggests that something 

more twisted is at play here 

and that it is a step beyond 

‘evil’.  

30. ‘Morts de 

Quatre-vingt-

douze…’105 

‘Dead of ’92 and 

‘93’106 

‘1870’107 The title of Rimbaud’s 

poem is a journalistic quote 

from the French newspaper 

Le Pays where Paul de 

Cassagnac tried to mobilize 

the French people to 

support the 1870 Franco-

Prussian war, reminding 

them of their forefathers 

who had perished in the 

French revolution.108 De 

Cassagnac was, however, 

fiercely anti-Republican, so 

Rimbaud uses this 

quotation with a sense of 

irony. Carson’s TT title, 

however, avoids the above 

historical convolutions and 

he simply translates the ST 

title as ‘1870’.  

31. ‘Ma 

Bohème’109 

‘My Bohemian 

Life’110 

‘On the Road’111 Carson’s title provides a 

teenage bohemian 1950s 

update. ‘On the Road’ 

alludes to Kerouac’s novel 

of the same name. (See J. 

15). 

32. ‘La Maline’112 ‘The Sly Girl’113 ‘Miss 

Malinger’114 

The French word ‘malin(e)’ 

means ‘cunning, crafty or 

shrewd’,115 Rimbaud uses 

that word to suggest that ‘la 

servante’ (‘servant girl’) 

has an ulterior motive. 

Carson picks up on this 

implicature from 

 
105 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 52–55.  
106 Ibid.  
107 Carson (trans.), TAP, p. 21. 
108 Rimbaud, Les Cahiers de Douai, ed. by Laure Blanc-Halévy and Olivier Halévy (Clamécy: Nouvelle 

Imprimerie Laballery, 2018), p. 40. 
109 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 62–63. 
110 Ibid. 
111 Carson (trans.), TAP, p. 23. 
112 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 58–59. 
113 Ibid. 
114 Carson (trans.), TAP, p. 25.  
115 Malin(e) See Larousse p. 613. 
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Rimbaud’s ST title and 

uses the word ‘malinger’ as 

a close equivalent both in 

terms of the servant girl’s 

intention and the sound of 

the word ‘maline’. 

33. ‘Le Buffet’116 ‘The 

Cupboard’117 

‘The Whatnot’118 ‘The Whatnot’ is a piece of 

furniture which openly 

displays knickknacks 

unlike a ‘buffet’ or 

‘cupboard’ which stores 

them behind closed doors. 

Section 4.7 provides a 

detailed explanation for 

Carson’s TT title. 

Appendix J: Background Information on TT Titles from ILO and TAP 

 
116 Rimbaud, in Fowlie (trans.), Rimbaud: Complete Works, Selected Letters, pp. 58–59. 
117 Ibid. 
118 Carson (trans.), TAP, p. 27.  
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