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ABSTRACT 

This research attempts to show a correlation between metaphor and translation and give 

recommendations on translation using something other than word or sentence meaning. What a 

word means is a complicated subject. This is especially true with translation which is even more 

difficult with metaphor. It takes a certain degree of knowledge of both languages to recognize 

and translate any metaphor. It is no surprise that a translator does not translate word for word but 

thought for thought. However, what is less clear is where these thoughts begin and end. By 

identifying truth conditions rather than meanings I want to clear this up. To that end I apply three 

theories of metaphor to show how one might set up limitations within specific content. I use an 

example of poetry, non-fiction, and fiction to show how these theories are flexible enough to be 

useful for a variety of genres. 
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CHAPTER 1 

INTRODUCTION 

 

 

Early in my studies of language I was told that when translating we do not work word-

for-word, but thought-for-thought or idea-for-idea. This seems obvious, however, it is less clear 

exactly where these thoughts or ideas begin and end and how we know when one ends and 

another begins. To that end in this essay I will be discussing what we might use to set up the 

parameters and limitations of these thoughts or ideas. Both translation and the creation and 

interpretation of metaphor deal with change and transference; the original work is changed but 

still stays the same. There seems to be an interesting correlation between metaphor and 

translation. I will be using this correlation to point out some possible ways—other than 

transferring meanings or thoughts—to look at the creative act of translation. In translation we 

transfer truth conditions from one language to another while with metaphor we are transferring 

truth conditions from one set of predicates used literally onto another which is used 

metaphorically. The words themselves do not change meanings, that is to say, there is no 

separate metaphorical meaning but the words themselves do gain a performative effect i.e. they 

invite the reader to do something, often to compare one thing to another. There is an important 

distinction here between what the words themselves mean and how they affect their audience. 

Both translation and the creation and interpretation of metaphor, as Goodman says “yield while 

protesting” (Goodman 124) though he is only talking about metaphors I will apply this to 

translation as well. To that end, in this paper I will be applying elements of the theories of 

metaphor of three major philosophers to three translations in order to demonstrate how these 

metaphor theories can be used to set parameters and limitations on translation in a variety of 
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genres. From John R. Searle’s essay “Metaphor” I used the principles he outlines to identify 

metaphors. From Donald Davidson’s essay “What Metaphors Mean” I used the idea that 

metaphors are used to affect the audience and tried to find that effect and then transfer it from the 

original language to the target language. The creation of both metaphor and translations is an act 

of creativity. I will be discussing how we can transfer truth conditions, i.e. the conditions under 

which certain assertions are true, instead of trying to find a mysterious ‘meaning’ or thought. I do 

not want to say, however, that translation is merely the transference of truth conditions. There is 

much more to the act of translation than truth conditions. This is why I keep in mind the effect 

words have on their audience and want to transfer that as well. However, we do need to keep 

meaning in mind because it is important, and for Davidson, meaning is truth conditions. 

Although I do admit that there is more to translation than merely transferring truth conditions I 

am of the opinion that this transference is a good start and gives the translator something more 

tangible than meaning to work with. If our truth conditions match then we have completed an 

important step. To that effect, in this essay I will focus on the transferring of truth conditions 

rather than the other effects the words have on the audience. This seems to be an interesting part 

of the process and does clear up some confusion about meaning.  

 It is of course important to be able to check that any translation does in fact work and I 

used Nelson Goodman’s theory to check that the truth conditions of the original language match 

the truth conditions in the target language. For Goodman, any talk of meanings is pointless, that 

is to say there are only truth conditions. This made his work ideal for looking at the transferred 

truth conditions to make sure that they were the same in the target and original language. 

Goodman points out something very interesting about words and how words function. All of the 

philosophers agree that words do not function in isolation, that is to say, they function within 
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certain background assumptions that we already have as users of language. However, Goodman 

outlines the transference not just of one word or sentence but of an entire family or realm of 

words. His theory outlines quite well how the words work together against our established 

background assumptions in his theory of metaphor and this also works for transltion. 

At this point I want to give the dictionary definition of metaphor: metaphor is “a figure of 

speech (or a trope) in which a word or phrase that literally denotes one thing is used to denote 

another, thereby implicitly comparing the two things” (Audi 562). This is a nice neat definition 

of metaphor but identifying, translating and interpreting metaphor is much more complicated. All 

three philosophers I will discuss do agree that we have little trouble using and creating 

metaphors but they want to answer the questions how and why we understand and use them. I 

found that it is in fact quite a bit more complicated than these three philosophers seem to think to 

even identify metaphors. Metaphor can look a lot like many other literary devices such as irony, 

sarcasm, imagery, or symbolism. There is, however, something different about metaphor, the 

idea of comparison without judgement. With the use of metaphor we are comparing two things in 

some way. But unlike similes, which are always true, metaphors can be false. Often this is how 

we identify that an appeal to metaphor is necessary; we are confronted with a sentence or 

assertion that is obviously true or patently false and then, assuming the speaker is rational, we 

appeal to metaphor to find out why the speaker would say such a trivial thing. For example, if we 

hear someone say that “no man is an island” we would immediately recognize this as an obvious 

truth. Obviously no man is an island, so we would appeal to metaphor to find out why the 

speaker would have said such an obvious thing. And this is where it gets complicated and the 

process begins to correlate with translation. I will discuss this in more detail later on when I 

explain the three metaphor theories that I will be working with. 
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 Translating metaphors can be particularly difficult because we must first recognize them. 

Just because something is obviously true or patently false, typically a way that we might think to 

look for some type of metaphoric usage, does not always indicate a metaphor. That is one reason 

the attempts to translate “thought for thought” can be quite difficult. When studying language we 

all learn early in our studies that there are certain things or ideas that simply do not translate. For 

example, there are words in French, such as ‘gisant’ which means ‘lying flat’, or ‘passed out’ 

that do not exist in English. This one word in French takes a phrase in English. My goal is to find 

something other than ‘meaning’ to appeal to. What words mean is a complex notion. It is 

tempting to say that they mean what the dictionary says that they mean. But where do the 

dictionaries get their definitions? The answer to that would be from common use, but then where 

does that come from? We seem to just be pushing back the question without actually finding a 

solution. However, without word meaning it would be impossible to translate. I do not want to 

say that translation is impossible, I think that it is possible but that it is helpful to have more than 

just meaning, truth conditions offer something more concrete than meaning.   
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CHAPTER 2: THE THEORIES 

“Languages of Art” By Nelson Goodman 

 

 
 In his essay “Languages of Art” Nelson Goodman outlines his theory on metaphor and 

metaphoric truth. If a sentence has a truth value (which it usually does) then it will also have 

truth conditions. Goodman uses these truth conditions to explain metaphor. While literal truth is 

established by habit, metaphoric truth is established by using these same conditions in new 

ways—it is an extension of literal truth. A metaphoric utterance can be literally true or false; 

usually this is how we identify an utterance as being metaphorical. It is obviously true—no man 

is an island, or patently false—Sam is a pig. The hearer then hears this utterance and recognizing 

it as an obvious truth or patent falsehood decides why the speaker would make such an utterance. 

In that way the speaker recognizes utterances like ‘no man is an island’ or ‘Sam is a pig’ 

(assuming with the latter that she is not talking to a farmer naming his animals) as metaphoric (or 

possibly some other literary device such as irony, sarcasm, or lies1) since it is not literally true. In 

this way a metaphor overcomes, as it were, literal truth conditions. Certain predicates apply 

literally to objects and metaphorically to others. As Goodman says in his essay an “old label is 

applied in a new way” (Goodman 124). Literal applications are applied in their habitual usage 

(established by convention) while metaphor extends the range of an old label into a new realm.  

                                                            
11 While a metaphor can be used sarcastically the hearer usually uses the context of the conversation to decide if an 
utterance is used metaphorically, sarcastically, or ironically. In the case of irony and sarcasm (as opposed to 
metaphor) the speaker is usually offering some kind of judgement. While this might be so, metaphors can be used 
ironically, it is not always the case with metaphor. Lying is determined by the speaker’s intentions. In order for an 
utterance to be a lie the speaker must believe what she is saying has the opposite truth value of what she presents. 
For example, she believes an utterance to be true but presents it as false. Metaphor is different from lies because the 
speaker would believe what she is saying i.e. if it is trivially true then she will believe that she is presenting it 
accurately and if it is patently false she will believe that she is presenting it as such.  
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 Before I start explaining Goodman’s theory I will explain the following terms that he 

uses in his essay: range, realm, and schema. These terms will help the reader untangle some of 

Goodman’s complex ideas since these terms might not have been established by habitual usage 

in everyone’s lexicon. I will use the predicate ‘white’ to explain: 

1. Range: all things classified under or labeled by a predicate. So the range of the 

predicate ‘white’ is all things which are classified or labeled as white. 

2. Realm: what the range is organized into. So if the range of the predicate ‘white’ is all 

things which are white then this predicate will belong in the realm of colored things. 

3. Schema: how predicates are organized within their home realm. This ordering can be 

linear or more complex, and can be organized by “tradition as in the alphabet, 

syntactic as in the dictionary, or semantic as with color-names” (Goodman 126). The 

literal applications that Goodman is referring to when discussing metaphor deal with 

semantic ordering. As such, metaphors are guided by semantic ordering when an old 

label is transferred to a new realm. 

It is important to note that many words can literally belong to more than one realm. For 

Goodman this does not matter as long as we are aware of and can use the label literally before 

we extend it into metaphorical usage. So if we want to classify someone as white we could be 

referring to their race or skin color. We could be using a realm (organized semantically) of 

colored things or of things which have race. Both literal applications are fine and the fact that the 

predicate ‘white’ overlaps with two different realms is not important for Goodman. 

 It is important to understand what Goodman says about literal truth before we can 

understand metaphoric truth since the metaphoric is based on the literal. Goodman says that 

literal truth conditions are established by habit; it doesn’t matter to him how the conventions 
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were set up he’s “content to leave that to the cosmologist” (Goodman 129). If we can use them in 

everyday conversation i.e. understand others in our speech community, make ourselves 

understood, and correct mistakes both our own and others speakers’, then we have mastered the 

language (as best as we can describe mastery) and can begin to make and understand metaphors. 

For example, if someone were to point a man out in a room and say that he is sad they would be 

applying the predicate ‘sad’ to that man. The same with a gray picture, the label ‘gray’ (which 

has already been established by convention) is used to describe a picture that fits into the range 

of gray things. That is to say that these labels are being used to classify these objects—the sad 

man, and the gray picture. 

These labels do not function in isolation but belong to a family (Goodman 125) which is 

their realm. By giving objects a certain label within their realm we are often excluding other 

labels from applying to them. For example, if our man is sad he cannot also be happy. Likewise, 

we cannot say that he is sad and that he is depressed unless we mean to say that he is both and 

the same time depressed. The same is true with colors, if we say that our picture is gray and that 

it is white it must be both gray and white. 

Once we understand literal truth then we can move on and extend the ranges of predicates 

in order to make a metaphor. Which according to Goodman:  

Typically involves a change not merely of range but also of realm. A label along 
with others constituting a schema is in effect detached from the home realm of 
that schema and applied for the sorting and organizing of an alien realm. 
Goodman 126 

This means that if we were to say, for example, that a picture is sad, we would be extending the 

range of the predicate ‘sad’ and at the same time transporting the realm of emotions from 

sentient beings and applying it to something insentient. In this way the picture can be both sad 
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and not sad because while it is not literally sad (insentient things do not have emotions) it is 

metaphorically sad. So these labels have different functions within what Goodman calls “the 

actual” (Goodman 124).This means that even though the picture’s possession of the predicate 

‘sad’ is metaphoric it does actually possess it and the “metaphorical possession and 

exemplification are likewise parallel to their literal counterparts” (Goodman 133). That is to say 

it is metaphorically true to say that a picture is sad. The difference between the literal and 

metaphoric possession is a matter of degree. So when we make a metaphor, according to 

Goodman’s theory, we are extending the range of a literal predicate while simultaneously 

transferring it to a new realm. That also means that we are not taking a property from one realm 

and injecting it into an object in a foreign realm but taking the entire family and transferring or 

grafting it onto another set of objects.  

The transference into a new realm is what distinguishes metaphor from mere ambiguity. 

With ambiguity the listener must choose between two literal applications of the same predicate. 

So, for example, labels like ‘cape’ or ‘mouth’ are ambiguous because they can be applied in two 

different realms. The former as in bodies of land or clothing, and the latter as in body parts, or 

parts of a river. These are different applications of the same predicate and the hearer must choose 

between the two. This friction between the two literal applications is what Goodman refers to as 

“resistance” they resist each other because they are “coeval and independent; none either springs 

from or is guided by the other”(Goodman 125). Metaphor on the other hand has resistance—in 

the same way as ambiguity—but overcomes it by extending the range of the predicate. It “yields 

while protesting” (Goodman 124) in that it is transferable into the new realm, and so does yield, 

but also protests since it is not being applied literally. Metaphor is in fact, sprung from and 

guided by its literal application. 
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 This means that when we say that a picture is sad we are saying that the picture is like a 

sad person in some way. The listener is then left to determine what the sad picture and sad 

person have in common. In this way, for Goodman, the difference between simile and metaphor 

is negligible. Both invite the hearer of the metaphor to make some kind of comparison between 

two objects. And the possession of the predicate ‘sad’ applies to both the person and the 

picture—the former literally and the latter metaphorically—but it applies nonetheless. 

This transfer of realm that he is talking about can be almost anywhere, but there does 

seem to be some order or limits on what happens after the transfer. The schema—the way in 

which we organize labels within their home-realm—stays the same. That is to say it is guided by 

the “habitual use in the home realm” (Goodman 127). This is what keeps the metaphor grounded, 

as it were, in the literal usage. Metaphor uses the schema of the home realm to organize the new 

or extended range. So when we make a metaphor out of an old label we are extending its range, 

transferring its realm—and in that way it springs from the literal—but keeping the schema the 

same—thus the metaphor is guided by the literal. The standards of truth are the same whether the 

schema used is transferred or not. In this way, when we extend the range of the predicate ‘sad’ 

over to an insentient picture and take the realm along with it we are limited by how emotion 

predicates are used within their home realm. This means that there must be some property of 

literal sadness that the picture shares with a sad man. This might be a depiction of a crying man, 

images that make someone looking at them feel sad, or any number of things. This is all arbitrary 

and the beauty in metaphor is that it is open for interpretation. Both speaker and listener get to 

decide which properties the sad picture and the sad man have in common but they must have 

some distinct trait i.e. sadness. 
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If we say that a man is literally sad then he cannot also be literally happy. We can also 

say that if a picture is metaphorically sad, and so it is not metaphorically happy. Just like we 

have literal truth and falsehood, we have metaphoric truth and falsehood. This is another way 

that literal application limits metaphorical ones. After the transference of a realm onto a new one 

we have created a new set of metaphoric truth conditions and the same rules that apply for 

restricting the literal also apply to restrict the metaphorical. If we had no restrictions on what 

happens once the transfer is made it would be very difficult for the reader to make sense of a 

novel metaphor and as such would make their usage impossible.  

Goodman uses literal truth conditions to explain how metaphorical utterances are 

connected to literal ones. We already know that we can use and make sense of metaphorical 

utterances (and literal ones) but not how we are able to do it or why we might need to. How we 

make and understand them is what Goodman discusses in his essay and the why seems to be as a 

way to describe certain objects that cannot be described using our normal lexicon. Expanding our 

literal predicates would create an enormously complex vocabulary so we use metaphor to fill in 

the gaps. Goodman uses literal truth conditions as a starting point and then says that we extend 

the ranges of application of predicates to create metaphors. For Goodman the literal truth 

conditions create and limit their metaphoric counterparts.
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“What Metaphors Mean” Donald Davidson 

 

 

Goodman does not discuss meaning in the same way as Davidson. For Goodman, 

meaning does not exist. Davidson, on the other hand, says that truth conditions are meaning, 

however, assertions only have their literal meanings. He says that he does not disagree with 

Goodman’s ideas but his goals. For Davidson, there are no metaphoric meanings and since 

meaning is truth conditions there are no metaphoric truth conditions. In fact, for Davidson 

sentences only have one meaning which is what they mean in the most literal sense. Davidson 

says that “metaphors mean what the words, in their most literal interpretation, mean, and nothing 

more” (Davidson, What Metaphors Mean 201). That is not to say that metaphors do not have 

some sort of ‘something extra’ but just that the ‘something’ is not cognitive content but how the 

words are used. That is to say there is a difference between “what the words mean and what they 

are used to do” (Davidson, What Metaphors Mean 202). This is crucial for Davidson’s argument 

because this distinction explains why a new cognitive content or metaphorical meaning is 

unnecessary. Much like similes, a metaphor’s meaning is the literal meaning of the words that 

comprise it; he also acknowledges that they are different from ordinary speech because they are 

used to do something different.  

 Davidson begins to explain the distinction between how words are used and what they are 

used to do by showing how the current theories (for his time) were not quite able to handle all of 

the nuances of metaphor. He says that “the central mistake against which [he] shall be inveighing 

is the idea that metaphor has, in addition to its literal meaning, another sense of meaning” 

(Davidson, What Metaphors Mean 201). For Davidson, these putative extended meanings of 
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metaphor are very difficult to pin down because there are an awful lot of “meanings” we can 

draw from a metaphor. This is why finding one equivalent paraphrase is so difficult. Metaphors 

call a lot of things to our attention and when we try to attach a corresponding paraphrase in order 

to explain what the metaphor ‘means’ “we soon realize there is no end to what we want to 

mention” (Davidson, What Metaphors Mean 218). 

 For any one metaphor we can find almost infinite paraphrases to explain it. Even if we 

can agree on one paraphrase as the meaning it doesn’t help much, because if we want to add to a 

word’s meaning (even if it is just by extension) then we are not properly distinguishing between 

metaphor and regular assertions. Davidson says: 

There is… a tension in the usual view of metaphor. For on the one hand, the usual 
view wants to hold that a metaphor does something no plain prose can possibly do 
and, on the other hand, it wants to explain what a metaphor does by appealing to 
cognitive content –just the sort of thing plain prose is designed to express. 
Davidson 216 

If metaphor effectively does the same thing as plain prose, then it is not that different. But no one 

denies that metaphor is different in some important way or another, so we are confronted with a 

dilemma and the ensuing tension.  

Davidson attempts to break out of the cycle by giving up on the idea that there is another 

meaning, aside from literal meaning, to be found. Basically these theories “mistake their goal” 

(Davidson, What Metaphors Mean 216). Instead of giving a way to “decipher an encoded 

content, they actually tell us (or try to tell us) something about the effects metaphors have on us” 

(Davidson, What Metaphors Mean 216). That is to say, for Davidson, there is nothing wrong 

with the theories per sé, but they are confused about their goal. They do not need to “decipher 

encoded content” (Davidson, What Metaphors Mean 217) they just need to explain how we use 

the words in metaphor to affect our audience. 
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Davidson in fact says that he agrees with these effects but disagrees with how they are 

produced. Metaphor does not do “its work by having a special meaning, [or] a specific cognitive 

content” (Davidson, What Metaphors Mean 217), and any attempt at paraphrasing a metaphor 

does not and cannot give its metaphorical meaning (there is only literal meaning) but it is an 

attempt “to evoke what metaphor brings to the surface” (Davidson, What Metaphors Mean 217). 

It is a difference between what the words mean and what the author uses them to do, which is to 

invite the audience to make a comparison. Davidson says: 

[He has] been making the point by contrasting learning a new use for an old word 
with using a word already understood; in one case, [he] said, our attention is 
directed to language, in the other to what language is about. Metaphor…belongs 
in the second category. Davidson 207 

Learning the meaning of a new word is learning something about language. Using the word once 

we know the meaning is learning something about the world (Davidson, What Metaphors Mean 

206). As Davidson says, metaphors belong to the second category (what language is about) 

because language is how we refer to the world. For Davidson, metaphors belong exclusively to 

the realm of use. It is a device we use to refer to the world; it is a tool used in language to talk 

about the world. 

This is a crude sketch that Davidson draws out in order to explain “how the concept of 

meaning may have crept into the analysis of metaphor” (Davidson, What Metaphors Mean 203). 

He explains that this seems to have happened out of a confusion between normal, everyday 

similarity and normal everyday meanings (Davidson, What Metaphors Mean 203). There is a 

difference between meaning and similarity. Two things may be similar in certain ways but we 

cannot call the similarities between them their meaning. Metaphors are used to make us see these 

similarities but those similarities are not what the metaphors mean. An ordinary assertion such as 

“Tolstoy is an infant” tells us something about Tolstoy in relation to a class of things known as 
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infants. This assertion is natural and there is no surprise that “Tolstoy is an infant” (when used 

literally) can simply be taken to mean there is a class of things with all properties of infanthood 

and the infant Tolstoy has the same properties as the other things classified in this category. This 

is what Davidson calls “garden variety meanings” (Davidson, What Metaphors Mean 203). 

When Davidson says “garden variety similarity” (Davidson, What Metaphors Mean 203) 

he is referring to something like what a famous critic said of Tolstoy: he was “a great moralizing 

infant” (Davidson, What Metaphors Mean 203). Here these words are used to invite the audience 

to make a comparison between the adult Tolstoy and an infant. It does not tell you how the adult 

Tolstoy is similar to an infant, just that he is. There are any number of ways we could come up 

with to describe how the adult Tolstoy is like an infant. A paraphrase might come up with one 

(or several) similarity (or similarities), it might even be necessary for the author to use a 

paraphrase if he has a specific comparison in mind, however, any other comparison would be 

just as valid. In the case of paraphrase we are only given one possible interpretation of a 

metaphor. The author of the metaphor might tell her audience that one specific paraphrase that 

she ‘meant’ however, for Davidson, any other interpretation could also be the effect of that 

metaphor. The fact that one paraphrase is often inadequate for stating the meaning of a metaphor 

is indicative of what is special about metaphor. We do not, however, need to look for some extra 

metaphoric meaning of the sentence. What the author of the metaphor means is what she says.  

We could say that this metaphor looks a lot like a simile. So, the adult Tolstoy is like a 

great moralizing infant. This simile certainly does seem to convey the same idea. Davidson then 

explains why turning a metaphor into a corresponding simile doesn’t get us any closer to the 

metaphorical meaning. Similes do not say anything more than metaphors do. They do invite the 
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audience to compare one thing to another (in our case the adult Tolstoy is compared to an infant) 

but they do not explain how they are similar. 

This appeal to simile has been a common method used to get at the ‘meaning’ of 

metaphor; many philosophers have tried to explain them as elliptical similes. While Davidson 

does not deny that there are a lot of similarities between metaphors and similes, he does point out 

that it’s odd that no one has an issue with saying that the meaning of a simile is the literal 

meaning of the words that make it up. He explains that this simile –a geometrical proof is like a 

mousetrap—tells us no more about how geometrical proofs and mousetraps are similar than the 

corresponding metaphor, and yet, philosophers have no trouble with the meaning of the simile. 

Davidson cites an explanation given by Max Black of this same metaphor. He quotes 

Black as saying: 

When Schopenhauer called a geometrical proof a mousetrap he was…saying… ‘a 
geometrical proof is like a mousetrap, since both offer a delusive reward, entice 
their victims by degrees, lead to disagreeable surprise, etc. Davidson 209 

Black turns the metaphor ‘a geometrical proof is a mousetrap’ into the simile ‘a geometrical 

proof is like a mousetrap’ and then he adds an explanation of how the two are similar. The 

problem here, as Davidson points out, is that the simile itself no more explains how a 

geometrical proof is like a mousetrap than the original metaphor, it merely says that the two are 

similar. It was Black that decided, possibly correctly, how they are similar. He could just as 

easily say many more things that geometrical proofs and mousetraps have in common and be 

perfectly correct because there are infinite ways the two are alike.  

 Appeal to simile does nothing to give us meaning. The reason it might be tempting is due 

to the confusion between meaning and similarity. Meaning and similarity work the same in 

simile as they do in metaphor and Davidson uses this odd parallel between simile and metaphor 
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to bolster his theory that metaphors belong to the realm of use and do not have a special meaning 

beyond the literal meaning of the words. The ellipsis is a “form of abbreviation” (Davidson, 

What Metaphors Mean 209) rather than a paraphrase or ambiguity. Since we have no issue 

saying that a simile’s meaning is equal to the literal meaning of the words they are composed of 

we should be able to do the same with metaphor. They are both an invitation for comparison in 

similar ways but neither reduces to the other. Similes and metaphors have a lot of parallels but 

they are different devices. Similes are always true. It is always the case that ‘x is like y’ because 

all things are like all things. Metaphors are often –though not always—false. We always know a 

simile by its trademark ‘like’, metaphors are often more elusive. Admittedly, if I were to say that 

‘the adult Tolstoy was an infant’ my audience might understand me as saying that he is ‘like’ an 

infant. But saying that ‘Tolstoy is the great moralizing infant’ is considerably trickier. What 

would the corresponding simile be? We would be hard-pressed to find one without adding more 

words.  

 There are many devices we use in language “to alert us to aspects of the world by inviting 

us to make comparisons” (Davidson, What Metaphors Mean 211) and there is a difference 

between what these devices mean and what they are used to do. Metaphors and similes prompt 

us to notice things that we might otherwise have overlooked. There is, however, a semantic 

difference between similes and metaphors; similes are always true and metaphors are most often 

false –although they can also be true (Davidson, What Metaphors Mean 212). The actual literal 

falsehood of the metaphor is irrelevant, but it is crucial that the metaphor be taken as false. 

Actual truth or falsehood doesn’t add anything to the metaphor but it must be taken as false 

because this is what makes the audience start to wonder what the author’s intended use of such a 

patently false statement could be. As Davidson says “[i]t is only when a sentence is taken to be 
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false that we accept it as a metaphor and start to hunt out the hidden implications” (Davidson 

213). 

While metaphors are often patently false, they can also be trivially true. This works in the same 

way as falsehood. The audience recognizes that the author has made a trivially true statement 

(such as no man is an island) and then “accepts it as a metaphor and begins to hunt out the 

hidden implications” (Davidson, What Metaphors Mean 213).  

 The only thing a metaphor says is what it “shows on its face” (Davidson, What 

Metaphors Mean 214) which is usually a patent falsehood or a trivial truth, and neither need a 

paraphrase because the meaning of the metaphor is given in the literal meaning of the words. 

Paraphrase can only help clarify what the author intended to use the words to do; it does not give 

the meaning of the metaphor. While paraphrase can be useful, it falls short when trying to give 

the meaning of a metaphor. The comparisons we might want to make when interpreting 

metaphor seem to be endless since there are infinite ways any two objects might be similar. 

 Once we have distinguished between what the words mean and what they author intends 

for the words to do “we should feel little temptation to explain what has happened by endowing 

the words themselves with a second, or figurative meaning” (Davidson 210). Paraphrases and 

elliptical similes are not ways to get at this figurative meaning but ways to show what effect the 

metaphors have on us. Davidson explains that we do not need to appeal to a second, or figurative 

meaning because the meaning of the metaphor is given in the literal meaning of the words that 

comprise it. He further reinforces this idea using simile, the meaning of which is rarely (if ever) 

debated. This approach takes care of the “extra certain something” I mentioned earlier without 

needing to enter the cycle of saying it does and doesn’t do what plain prose does by taking the 
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idea of “figurative meaning” out of the equation. Davidson instead moves metaphor to the realm 

of use stating that it is the author’s intended usage that makes metaphor special.  
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“Metaphor” John R. Searle 

 

 

 Searle agrees with Davidson that sentences only have their literal meanings, but he uses 7 

principles to outline how we make and understand metaphors. It turns out that this is less like a 

recipe for metaphor and more a useful tool to identify them. In his essay “Metaphor” John R 

Searle describes metaphor as a case where speaker meaning differs from literal sentence 

meaning. He calls speaker meaning what the speaker intended by the words she uttered i.e. what 

she is using them to do. Literal sentence meaning and speaker meaning can be and often are one 

and the same, but not always. An example of them being the same is a normal assertion, like 

‘Sally is tall’. This determines a set of truth conditions concerning Sally. That is to say 

something ‘x’ (Sally) is tall ‘t’. Sally is tall relative to other things like Sally. For example if 

Sally is human then she is tall relative to other humans. Thus a human could be correctly 

described as tall even if she is shorter than, say, a giraffe. Likewise a giraffe could be correctly 

described as short even though he is quite a bit taller than a human. This literal assertion can: 

Only determine a definite set of truth conditions against a background of factual 
assumptions about the sort of things referred to by the speaker in the rest of the 
sentence. Searle 251 

Interpreting literal utterances is not just decoding semantic content which is used to set truth 

conditions; the hearer also uses a set of factual background assumptions that are not contained in 

the truth conditions. And there is no difference between what the words are used to do and what 

they literally mean. So, speaker meaning and literal meaning are the same thing.  

In the case of metaphor speaker meaning and literal meaning are different. Searle does 

not doubt that we have little trouble figuring out when speaker meaning is different from literal 

sentence meaning but what interests him is how we know there is a difference and why it would 
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be necessary to do this, that is to say why we use metaphor instead of just saying exactly what 

me want to say.  

 Searle has a clear objective in this essay: to discuss how metaphors work. He goes about 

unpacking this deceptively simple objective by looking at what the hearer might do when she 

hears a metaphor in the form ‘a is R’. This is a three step process in which first she determines if 

an appeal to metaphor is necessary. For example, if the literal sentence meaning might be false or 

nonsensical. Metaphors are often, but not always, patent falsehoods. Second she searches for 

strategies or principles for ‘computing’ the possible values for R, i.e. what the speaker could be 

trying to do by uttering ‘a is R’, like making a comparison between ‘a’ and ‘R’ or pointing out 

some type of relationship between them. Third she finds some way to restrict the range of R, or 

what the speaker might intend the meaning of R to be in relation to ‘a’; if it is in invitation to 

make a comparison what would be some possible things that ‘a’ and ‘R’ have in common.  

 Having sketched out what is needed for his theory of metaphor (the three steps mentioned 

in the preceding paragraph) Searle then explains what principles he feels the hearer might use to 

determine possible values of R (what speaker meaning might be since it doesn’t seem to be the 

same as literal sentence meaning). He does not claim to have stated every single principle that is 

possible just the most common ones. This process, for Searle, explains what the hearer does 

when she hears an utterance that could be metaphoric thus also explaining what the speaker does 

when she creates a metaphor. For Searle the two sides of the metaphor –creation and 

interpretation—are essentially the same process. If we can determine how a hearer interprets a 

metaphor then we can also use that formula to create a metaphor “because both speaker and 

hearer must share a common set of principles” (Searle 274) to make communication possible. 
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Focusing on the hearer rather than the creator is very useful for understanding how we identify a 

metaphor even if it does not give us much in the way of creating them. 

Step one: having heard a sentence that is odd, usually an obvious truth such as ‘no man is 

an island’ or a patent falsehood such as describing a human ‘Sam’ as a pig. Searle admits that 

this is not the only way to identify a metaphor but it is the most common. After deciding that 

speaker meaning and literal sentence meaning might be different the hearer then must decide 

how to interpret the metaphor i.e. find possible values for ‘R’.  

 Searle uses the first five principles to explain how she might find possible values of ‘R’ 

for what he considers the most common type of metaphor; metaphors in the form ‘a is R’. Searle 

uses the following metaphors to describe the first five principles: 

1. Sam is a pig 

2. Sam is a giant 

3. Richard is a gorilla 

4. Sally is a block of ice 

5. You are becoming an aristocrat 

In the case of ‘Sam is a pig’ the hearer will look for things that Sam has in common with pigs. 

For something like ‘Sam is a pig’ the speaker is pointing out salient or well-known properties of 

pigs and applying them to Sam. So, pigs are known to be slovenly, and so this might be a 

property pigs and Sam share. Sharing salient properties is not the only connection but it is the 

most common.  

‘Sam is a giant’ is an example of Sam sharing a defining property with giants –tallness. 

Giants are by definition tall and so by saying that Sam is a giant we are using a defining 
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characteristic of giants to describe Sam.  In the case of ‘Richard is a gorilla’ meaning that he is 

violent and prone to anger. We as a culture have assigned these properties to gorillas even 

though they might not be true. Gorillas might in fact be gentle and slow to anger but in this case 

there is a perceived property that gorillas have and that Richard shares with them. With ‘Sally is 

a block of ice’ we have another cultural connection, in English we use temperature words to 

describe personalities. Cold is unemotional while hot is over-emotional. So when we say that 

‘Sally is a block of ice’ we are saying that she is unemotional due to this cultural connection. 

Again speaker meaning is different here because she is not unemotional is the same way as an 

insentient object, like a block of ice, is unemotional –that would be literal sentence meaning—

but speaker meaning is being used to show that she is unemotional for a human.  

 The last example, ‘you are becoming an aristocrat’, is describing the condition of 

someone being like the condition of being an aristocrat. If it is a metaphor it does not mean that 

the person is literally being elevated in status to that of an aristocrat i.e. being given a title. It 

means that something has changed that has given you some type of condition that aristocrats 

have. These first five examples are different ways we use metaphors to invite comparison 

between two things: comparing Sam to pigs or giants, Richard to gorillas etc.  

This does not mean that Searle is trying to reduce this metaphor to a simile. There surely 

is a correlation between ‘Sam is a pig’ and the simile ‘Sam is like a pig’ but there are crucial 

differences as well. First ‘Sam is a pig’ is false while ‘Sam is like a pig’ is true. Everything is in 

some way ‘like’ everything else, so similes are always true, metaphors are often false and for 

Searle, “the truth conditions of the two statements are frequently different” (Searle 264). Similes 

are literal utterances –speaker meaning and literal sentence meaning are the same— two thing 

are literally being compared and context is the set of background assumptions that go along with 
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the claim; Sam is literally like a pig and we use context to find possible traits pigs might share 

with Sam, a is literally like R and so what things do ‘a’ and ‘R’ have in common. If two things 

are being compared in metaphor the way in which we might compare them is intentionally left 

vague; in fact whether or not they are actually being compared is intentionally left vague. We use 

context to judge how they are being compared and whether or not a comparison is the speaker’s 

intended effect.  

 While there might be a connection between simile and metaphor trying to reduce 

metaphor to simile or simile to metaphor does not explain either one, it only “pushes the problem 

back a step” (Searle 265). Neither one can explain the other and many metaphors do not have a 

corresponding simile. For example, it would be difficult to find the corresponding simile for 

something like ‘The ship ploughed the sea’; without adding several elements to the metaphor we 

would be hard-pressed to find it. We might try to say something like ‘the ship does something to 

the sea like what a farmer does when ploughing the field’ but there are a lot of extra elements 

here. For example how did the farmer get into this sentence? The metaphor said nothing about a 

farmer. He might have been implied but there is a big difference between implication and literal 

statement. And that difference is, for Searle, the difference between literal utterance and 

metaphor. The sentences do not have more than one meaning, i.e. literal and metaphoric 

meaning, but speaker meaning is different from literal sentence meaning. Where literal meaning 

literally states, speaker meaning merely implies.  

 The next two principles deal with metaphors which do not have easily corresponding 

similes. Metaphors like: 

1. My brain is addled 

2. The ship ploughs the sea 
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With ‘my brain is addled’ we are using the verb ‘addled’ which usually describes eggs, to 

describe a brain. My brain is not literally addled, I would know it and I imagine so would my 

audience if that were the case. So addled is limited in its application in that it does not literally 

apply to my brain. In the case of ‘the ship ploughs the sea’ Searle uses the next principles to 

describe this metaphor which is not in the form ‘a is R’. Here we are looking at relationships 

between ships ploughing the sea and farmers ploughing the field. With both ‘my brain is addled’ 

and ‘the ship ploughed the sea’ we are deviating from the form ‘a is R’ so it’s not just a matter of 

finding out how ‘a’ is like ‘R’ but finding relationships between ‘a’ and ‘R’ and comparing that 

relationship to R’s relationship with something else. So we are comparing the ship ploughing the 

sea to the farmer ploughing the field. We are not just arbitrarily adding something else to 

compare because we use our background knowledge of the predicate ‘plow’. We know that we 

plough fields, not the sea, so comparing a farmer ploughing the field and a ship ploughing to sea 

we find the relationship here.  

Searle’s account is very useful for identifying metaphors and understanding how we 

know when one is being used. The principles are perhaps ad hoc, but, there does seem to be 

some type of convention that we use to interpret tried and true metaphors. When someone 

describes another human as ‘being a pig’ she does commit to a set of truth conditions. These are 

different from the truth conditions of normal assertions i.e. that something has happened to 

literally make that person a pig, but that they have something in common. These might not be a 

recipe for metaphor, and so do not show us how to make them but they do shed some light on 

how we might identify them.  
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CHAPTER 3 

 TRANSLATIONS AND ANALYSES 

 

 

Each one of these three theories helped setup the parameters for my translations. I am not 

trying to give a how-to guide in translation but simply to make some recommendations about 

what might be useful. Trying to find some mysterious meaning turns out to be quite difficult. Just 

using the dictionary to look up words in my translations was almost impossible. I had to read, 

reread, look at context and use my theories. Goodman’s theory is good to check that the 

translation is as close as possible to the original, Davidson discusses the effects words have on 

their audience and that effect is what makes metaphor special. Then Searle’s essay is useful for 

identifying metaphors.  

 Using truth conditions as a way to check that I have effectively conveyed the ideas of the 

original author is very helpful because it gives a check that is more tangible than meaning. As 

Goodman explains, when we create a metaphor we are transferring one realm (such as 

temperatures) onto another. That is to say, when we say that ‘The picture is sad’ we are taking a 

set of truth conditions that normally apply to sentient beings and applying them to an insentient 

object. This same concept holds true with translation. When a French speaker says that ‘Il fait 

froid’ the truth conditions are the same when the English speaker says that ‘It is cold’. The 

translation is not just keeping one meaning the same but a whole set of them. We do not just look 

at this one sentence but rather how this sentence fits into our knowledge of the rest of the 

language.  
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 This concept also applies to the translation of metaphor. If a French speaker hears ‘Le 

temps a laissé son manteau’ and then an English speaker looks at the translation ‘Time has shed 

his mantle’ there is a connection between them. Both are applying words from the realm of 

clothing to time. There are actually two different possibilities for the French word ‘temps’ and 

we can use Goodman’s metaphor theory to choose which one best suits this poem. 

 When we make assertions or use words we are having an effect on our audience, this 

effect should ideally be transferred but not changed in translation. I used Davidson’s theory to 

understand this effect and try to keep it the same in the target language. The following works and 

my translations show how I have applied these three theories in a work of fixed-form poetry, a 

work of non-fiction and a work of fiction.   
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Fixed-Form Poetry 

 

 

Charles d’Orléans (d'Orléans)1394-1465) 

Le temps a laissé son manteau… 

Le temps a laissé son manteau 
De vent, de froidure et de pluie 
Et s’est vêtu de broderie 
De soleil luisant, claire et beau. 
 
Il n’y a bête ni oiseau 
Qu’en son jargón ne chante ou crie: 
“Le temps a laissé son manteau.” 
 
Rivière, fontaine et ruisseau 
Portent, en livrée jolie, 
Gouttes d’argent d’ofèvrerie, 
Chacun s’habille de nouveau 
Le temps a laissé son manteau. 
 

Time has shed his mantle 

Time has shed his mantle 
Of wind, rain, and cold 
And clothed himself in embroidered 
Sunlight both beautiful and gentle. 
 
Neither animal nor fowl 
Forget in their tongue to call or chant: 
“Time has shed his mantle.” 
 
Streams and channels 
In lovely livery hold 
Beaded jewelry wrought in silver and gold 
Each one clothed anew: 
Time has shed his mantle. 
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Rondeau Analysis 

 

 
 Rondeau is a type of fixed form “lyrical poem of French origin having 13 or sometimes 

10 lines with two rhymes throughout and with the opening phrase repeated twice as a refrain” 

(Berube 1206). In the 14th century it became more elaborate but the eight-line form was the most 

popular (Wilkins 4). The rhyme schemas used in this style of poetry vary but the refrain is 

always repeated. Le temps a laissé son manteaux follows the pattern aBBA ABa ABBAa. The 

lower case letters ‘a’ is the refrain which both begins and ends the poem and is repeated 

internally. The upper case ‘A’ and ‘B’ are words that rhyme with the refrain but are not the same 

words. This rhyme scheme has expanded and contracted with different poems and songs but the 

usage of only two rhymes and the repetition of the refrain has stayed constant. To that end I 

wanted to have some echo of that in my translation. 

 I knew that it would be almost impossible to keep the exact rhyme, there just aren’t that 

many rhyming words in English like there are in French, so I decided to try to keep similar 

phonemes. The metaphor theories are helpful with this because they help set up limitations on 

what best suits the needs for this translation. So I started by finding the metaphor in this poem. 

What is Charles d’Orléans using his words to do? The key here is in the refrain.  

Le temps a laissé son manteau 

De vent, de froidure et de pluie 

Et s’est vêtu de broderie 

De soleil luisant, claire et beau… 

Translating this in its most literal sense I got: 

Time (or weather) has lifted its coat 
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Of wind, coldness, and rain 

And dressed in embroidery 

Of shining sun, clear and beautiful… 

The literal truth conditions for this poem are odd. They are patently false. Time and weather are 

bodiless and so do not wear clothes. But as Searle would point out there is a relationship between 

a person shedding winter clothes and the change of the season. This is principle 7 from his essay 

Metaphor and this relationship between someone shedding a winter coat and the changing of the 

seasons stays constant throughout the poem but manifests in different ways. So an appeal to 

something beyond literal meaning is necessary in order to understand this poem. It is important 

to understand the metaphor in the original language so that you know what effects it has on a 

French reader so that you can transfer them in a way that they have the same effect on the 

English reader. Metaphor is derived from and guided by the literal meaning. So, as Goodman 

explains, if I say that “David has taken off his coat” I am committing to a set of truth conditions. 

Someone (David) is taking off his coat.  In the case of this metaphor time or weather are doing 

what is normally reserved for people but the truth conditions are nonetheless the same. 

Recognizing that the literal meaning does not make sense we can look to something else to 

understand the phrase. We do have to assume that Charles d’Orléans was a rational human and 

did not think that time or weather were people that literally changed clothes, we look to 

metaphor to explain what is going on here. The literal meaning of these words is what I start 

with, and then in interpreting the metaphor I decide what Charles d’Orléans might have meant. 

 We are taking clothing realm, clothing predicates, and transporting them into the realm of 

weather. As explained by Goodman, we are not just injecting the changing of coats into winter 

changing to spring, but everything that goes with it. The same is true of translation. This 

metaphor is also false, time cannot literally be taking off his coat so we want a false statement in 
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our translation. Keeping the truth value constant is highly desirable in translation of metaphor 

because it is part of what helps us recognize a metaphor and part of the effect it has on the 

audience, and as Davidson says that is what is special about metaphor. The words themselves 

only have their literal meaning but how they affect the audience is what is different about 

metaphor. We want to keep the entire realm in mind when selecting which words best suit the 

translation. We know what is being transported so then we look at what is being compared. As 

Davidson explains, metaphor invites the reader to make a comparison between two things. So 

here Charles d’Orléans is comparing the changing of clothes to the changing of the seasons. 

Specifically the changing from a winter coat to lighter spring garments. We want to keep both 

the realms (clothing realm transporting to weather realm) the same and our truth conditions the 

same in our target language. In that way even though the two languages are different there are 

elements that stay the same.  

At this point we can start looking at word choice. The word ‘le temps’ in French can 

mean ‘weather’ or ‘time’. So I had to decide which was correct in this case. This is why it helps 

to start with a literal translation, then determine the truth conditions and if they point to 

metaphoric assertions what is then being compared. I said that we are comparing changing of 

seasons with changing of clothes. So the clothes would be the weather, weather is what is being 

changed and not who is doing the changing. And since the weather changes over time I chose to 

translate ‘le temps’ as ‘time’, the subject of the expression, rather than ‘weather’ since it is what 

is changing. In this sense Charles d’Orléans’ using these words to talk about winter weather 

changing to early spring. 

The next problem I encountered concerning word choice was how to echo the original 

rhyme in my translation. The French work ‘manteau’ is a winter coat, this would be the first 
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rhyme. I wanted a word that ended with a common English phoneme so I looked in the 

thesaurus. Synonyms for coat mostly included terms for fur coats so I searched for different 

terms, I tried jacket, overcoat, and cloak. I looked through these synonyms and eventually saw 

mantle, I was unsure of the definition so I looked it up and found that it was: a loose sleeveless 

cloak or cape. This immediately gave me the image of shedding, dramatic change, someone 

throwing off a cape to reveal gorgeous livery, and the ‘l’, an alveolar liquid, is a common 

phoneme in English. Mantle would satisfy my truth conditions and keep the comparison alive 

thus not killing the metaphor. I had decided what was doing the lifting, and what was lifted, next 

to find a verb to fit. The French verb ‘laisser’ means to leave, we don’t usually use this term with 

clothes, ‘she took off her coat’ would be ‘Elle a levé son manteau’ but Charles d’Orleans used 

the verb laisser: to drop, or to leave. This reinforces the idea that time is moving forward, 

changing leaving winter behind for spring. I wanted a word that echoed the idea of taking off 

clothes but also leaving something behind, so I went with shed. In English we use this to indicate 

that something has been left behind, usually for good, for “to lose by natural process, to rid 

oneself of something not wanted or needed” (Berube 1276). This reinforces the idea that time is 

being personified and in this way stays with the truth conditions set earlier. So I have my first 

line: Time has shed its mantle.  

The next line: ‘De vent, de froidure, de pluie’ is pretty simple I translated it to ‘Of wind, 

rain, and cold’ inverting rain—pluie—and cold—froidure—because I wanted to end with another 

common phoneme in English ‘d’ an alveolar stop. Having my two rhymes made the rest of the 

translation go much more smoothly. The next two lines ‘And clothed himself in embroidered, 

Sunlight both beautiful and gentle’ the last French word ‘broderie’ literally means embroidery so 

to keep the same truth conditions and the metaphor of time personified as taking off his winter 
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coat I said he ‘clothed himself in embroidered’ it fits with the truth conditions of weather being 

an article of clothing and the word ‘embroidered’ ends in an alveolar stop. 

Then the next line ‘Sunlight both beautiful and gentle’ was a bit trickier. ‘Soleil luisant’ 

literally means shining sun. I combined these two words into sunlight because it is shiny and I 

wanted to keep the lines about the same length. ‘Claire et beau’ was a bit different. I used the 

adjectives ‘beautiful’ and ‘gentle’ here even though ‘claire’ literally means ‘clear’. I chose gentle 

because it ends in a lateral liquid and is a term we use in English for both weather and cloth 

predicates. We talk about gentle breezes and harsh sunlight, if sunlight is harsh then it can also 

(without stretching too much) be gentle. It is harsh in the summer but since it is not so hot in 

early spring it is gentler. The term ‘gentle’ also applies to clothing and in ‘gentle cotton’ the 

double usage made it an ideal choice for this metaphor. It reinforces the idea of Time being 

personified and being objectified by calling it a coat that is changing.  

The rest of the poem I did the same thing so ‘oiseau’ because ‘fowl’, ‘crie’ became 

‘chant’, ‘riseau’ became ‘channel’. Then the line ‘Gouttes d’argent d’offèvrerie’ was a challenge. 

I started with a literal translation ‘Droplets of silver from the goldsmith’ since this is not very 

poetic, it doesn’t fit my rhyme, and doesn’t really make sense I decided to look back at the truth 

conditions as an appeal and look at how I would say this in English. The idea is that the sunlight 

is embroidered with precious metals, silver and gold. The line before ‘livrée jolie’ means pretty 

livery. So they have embroidered livery, almost like a knight, so I came up with something that 

would satisfy my truth conditions and still allow for a comparison between sunlight shining on 

water like it does on the precious metals on livery and eventually settled on ‘In lovely [jolie] 

livery hold, Beaded [embellishments or embroidery of the livery that was mentioned earlier] 

jewelry wrought in silver and gold’ because the goldsmith’s work is wrought and he works with 
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silver and gold. I did change this slightly but it still is the same. Instead of explicitly stating the 

goldsmith I put in what the goldsmith does.  Of course it doesn’t always work so well. 

Sometimes there just isn’t a word in the target language the fits perfectly and the translator gets 

to decide which of the parameters set up earlier are most important. For the second to last line 

‘Chacun s’habille de nouveau’ (which should end in an alveolar liquid) I just could not find a 

synonym for ‘new’ that fit and I wanted to keep my truth conditions the same so I went with 

‘Each one clothed anew’. 

This is where the translator’s judgement becomes important. Translation, like metaphor is 

a creative endeavor. With metaphor the reader can see both sides while in translation there is 

often an important element of trust on the part of the reader. That is to say she must trust her 

translator to have stayed as true to the original as possible. An appeal to truth value and truth 

conditions gives the translator something to search for other than some mysterious meaning. In 

translation we do not translate word for word, but thought for thought. So what are these 

thoughts, and how do we know that we have captured them? That is where it is helpful to have 

something of a guide something like truth conditions. There is of course more to poetry 

interpretation and indeed translation of any kind than mere truth conditions. This is why it is 

highly desirable to also look for how the words effect their audience. In the translation I wanted 

to keep in mind such things as imagery. I did in fact slightly change the truth conditions in stanza 

three, line two by using the English verb ‘hold’ for the French verb ‘portent’ (they wear). This 

does change my truth conditions a bit, however, it keeps the rhyme and does not change the 

overall image of the changing of the seasons with the changing of clothes. In this way the 

translator must walk a fine line between staying faithful to the truth conditions of the original but 

also the effects. Translation is creative, it is creating a new work that is derived from and guided 
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by the original just like metaphors are derived from and guided by their literal assertions. This 

means that as translators we must look for the extra effects the original authors’ words have on 

their audience and transfer them as well. Ultimately, when faced with a choice such as keeping 

the truth conditions or the rhyme, it is up to the translator to decide which is more desirable. I 

chose to deviate slightly from the original in order to preserve the poetic rhyme. There is a 

certain amount of trust and dependency that readers of translation have with translators. That is 

why it is important that we find a way to check that we have stayed as faithful as possible. We 

are transporting more than just words on a page but also opening someone else’s work to a larger 

portion of the world.   
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Non-Fiction 

 

Municipales 2014 - 
Paris : Hidalgo veut 
faire "nager à Paris" 
Photo : La candidate socialiste 
aux municipales prévoit de 
permettre aux Parisiens de se 
baigner à l'air libre un peu 
partout dans la capitale. 

Par Valérie Peiffer  
Publié le 20/02/2014 à 19:35 | Le Point.fr  

 
Anne Hidalgo a présenté jeudi son plan 
"Nager à Paris".©SIPA 
Abonnez-vous à partir de 1€  
 
 
 

En 1988, Jacques Chirac avait promis de se 
baigner dans la Seine à la fin de son mandat 
de maire de Paris. Il ne le fit évidemment 
jamais… Et les Parisiens non plus ! En 
2014, Anne Hidalgo vient de promettre une 
baignade bucolique dans le lac de 
Daumesnil, situé dans le 12e, d’ici deux ou 
trois ans… Pour les habitants de 
l’arrondissement, le pari semble audacieux. 
D’autant que Bertrand Delanoë avait déjà 
imaginé d’y piquer une tête en 2011. 
Economies obligent, selon sa première 

2014 Paris Municipal 
Elections: Hidalgo Wants 
to “Make Paris Swim” 
 
Photo: The socialist candidate for 
the municipal elections 
anticipates allowing Parisians to 
go swimming in outdoor pools all 
around the capital. 
Translation of an article by Valérie Peiffer 
published in the online journal Le Point 
http://www.lepoint.fr/municipales-
2014/municipales-2014-paris-hidalgo-veut-
faire-nager-a-paris-20-02-2014-
1794317_1966.php 

 
Anne Hidalgo presented her plan “Make Paris 
Swim” on Thursday. ©SIPA 

 
 
 
In 1988 Jaques Chirac had promised to 
swim in the Seine by the end of his term as 
mayor of Paris. Obviously, he never did it. . 
. And neither did the Parisians! 2014 Anne 
Hidalgo recently promised a pastoral swim 
in the lake of Daumesnil, situated in the 12th 
district, within the next 2-3 years. . . For the 
inhabitants of the district this seems like an 
audacious gamble. Especially since 

http://www.lepoint.fr/journalistes-du-point/valerie-peiffer
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http://www.lepoint.fr/municipales-2014/municipales-2014-paris-hidalgo-veut-faire-nager-a-paris-20-02-2014-1794317_1966.php
http://www.lepoint.fr/municipales-2014/municipales-2014-paris-hidalgo-veut-faire-nager-a-paris-20-02-2014-1794317_1966.php
http://www.lepoint.fr/municipales-2014/municipales-2014-paris-hidalgo-veut-faire-nager-a-paris-20-02-2014-1794317_1966.php
http://www.lepoint.fr/municipales-2014/municipales-2014-paris-hidalgo-veut-faire-nager-a-paris-20-02-2014-1794317_1966.php
http://www.lepoint.fr/images/2014/02/20/hidalgo-anne-piscine-2445124-jpg_2101280.JPG
http://www.lepoint.fr/images/2014/02/20/hidalgo-anne-piscine-2445124-jpg_2101280.JPG


 

36 
 

adjointe du maire de Paris son projet 
d’aménagement du lac avait finalement été 
abandonné en 2013. 

 

 

Il n'empêche : en présentant jeudi son plan 
"Nager à Paris", la candidate PS dans la 
capitale l'a remis au goût du jour en 
affirmant que l'eau était propice à la 
baignade. "Seuls quelques aménagements 
pour filtrer l'eau provenant du canal de 
l'Ourcq seraient nécessaires", a-t-elle assuré 
devant des images séduisantes. Et le lac 
Daumesnil ne serait pas le seul lieu où les 
Parisiens pourraient nager à l'air libre. Anne 
Hidalgo a également proposé d'installer une 
piscine à fleur d'eau dans le bassin de la 
Villette (19e), et sur la Seine au pied du parc 
André-Citroën (15e). "Le sport fait partie de 
la vie des urbains. Et l'engouement pour la 
natation est important", a souligné la 
candidate.  

 
 
 

Bertrand Delanoë had, in 2011, proposed 
taking a dip here. According to the deputy 
mayor, he was forced to abandon the project 
in 2013 due to economic reasons. 
 
 

 
 
 
 
Nevertheless, while presenting her plan in 
the capital city on Thursday, the socialist 
candidate brought the idea back into the 
public eye by affirming that the water was 
suitable for swimming. Standing in front of 
tempting images she reassured the public by 
saying “Only a few developments to filter 
the water from the Ourcq canal would be 
necessary”. And the lake, Daumesnil, 
wouldn’t be the only place where Parisians 
would be able to swim in outdoor pools. 
Hidalgo has also proposed an infinity pool 
on the basin of Villette Park (19th district) 
and along the Seine in the André-Citroën 
Park (15th district). The candidate 
emphasized the importance of this project 
by saying that “sports are part of urban life, 
and the swimming craze is important”.  
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Piscines démontables, en 
bois et à l'énergie solaire 
Autre innovation de ce plan pour la natation, 
l'achat de deux piscines amovibles (1 à 2 
millions d'euros chacune selon les options et 
la taille), qui serait installées en fonction des 
travaux de rénovation entrepris sur les 
piscines municipales. "Durant les deux 
mandatures écoulées, nous avons déjà 
rénové un certain nombre de bassins. Mais 
beaucoup reste à faire, car c'est un 
patrimoine très ancien qui n'avait pas été 
rénové avant 2001", a précisé Anne 
Hidalgo. C'est encore le 12e et le 15e qui 
bénéficieraient les premiers de ces deux 
piscines démontables, construites en bois et 
à énergie solaire pour chauffer l'eau. La 
première pourrait être installée sous le métro 
aérien au niveau de la station de métro 
Cambronne, la seconde dans la caserne de 
Reuilly.  

 

 
 
Removable wooden pools 
heated by solar energy 
 
 
Another innovation of this swimming plan 
will be the purchase of 2 semi-permanent 
pools (costing between 1 and 2 million 
euros each depending on options and sizes) 
which would be installed together with 
renovation projects already underway. 
Hidalgo pointed out that “throughout the 
last 2 mayoral terms several pools have 
already been renovated. But there is still a 
lot to do; this is a city treasure, worthy of 
restoration, that hasn’t been renovated since 
before 2001”. It is still the 12th and 15th 
districts that would benefit first from these 
two removable wooden pools (heated by 
solar energy). The first would be able to be 
installed under the L near the Cambronne 
metro station, the second one in the Reuilly 
Barracks. 
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Et si depuis 2001, Bertrand Delanoë a 
ouvert six nouvelles piscines, Anne Hidalgo 
prévoit d'en ouvrir quatre supplémentaires : 
à la frontière entre le 17e et le 18e ; entre le 
7e et le 15e ; dans le sud du 20e et dans le 
14e. Financièrement, la candidate affirme 
qu'elle maintiendra le niveau 
d'investissements réalisés dans les 
équipements sportifs par son prédécesseur, 
soit 600 millions d'euros sur le dernier 
mandat dont 400 millions ont été consacrés 
à des équipements de quartier. 

 

 

 
 
Though Bertrand Delanoë opened six new 
pools in 2001, Hidalgo anticipates the 
opening of the following 4 additional ones: 
one on the border between the 17th and 18th 
districts, one between the 7th and 15th 
districts, one in the southern portion of the 
20th district and one in the 14th district. 
Financially speaking, the candidate affirms 
that she will maintain the same investment 
for sport’s amenities as her predecessor: 
600 million euros over the last term, 400 
million of which have been earmarked for 
neighborhood amenities. 
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Non-Fiction Analysis 

 

 

This article is less formal than the rondeau but that presents its own set of challenges. The author 

uses different literary devices to set the tone. Among them, plays on words, colloquial 

expressions, and metaphors. We will start with what Donald Davidson calls “principle of 

charity” (Davidson, Truth and Meaning 163)in his essay Radical Interpretation. This is the 

assumption that the speaker or author is rational and in the case of regular assertions believes 

what she is saying to be true. With translation we have to have a starting point, if we go in 

thinking that the author is irrational then there is not basis, no common ground, on which we can 

transfer the text from the home language to the target language. With a news article this is 

particularly important because, while it might be biased, news articles are usually somewhat 

sincere and the translation should reflect the author’s intent. The ‘principle of charity’ gives us a 

way to find that intent.  

 Then we will use the theories to set up certain limitations on our text. Regular assertions 

will have truth conditions and truth value just like poetic and fictional discourse. The first 

challenge of this article is in the first line: “En 1988, Jaques Chirac avait promis de se baigner 

dans la Seine à la fin de so mandate de maire de Paris” (Peiffer). The verb “avait promis” is in 

the pluperfect tense, or a way to talk about the past in the past. He had promised by 1988 to swim 

in the Seine. There are different ways to express subtle tense differences. Another example of 

this is the phrase “Anne Hidalgo vient de promettre…” (Peiffer) translated as ‘Anne Hidalgo just 

promised…’ the use of the verb ‘venir’ followed by the preposition ‘de’ indicates the recent past, 

so she just promised something. A literal translation would be ‘she came from’ but this does not 
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make much sense to the modern reader. So again, we use the limitations set by our theory. There 

are certain truth conditions set up here those being that a promise was made in the recent past. 

My job as the translator is to convey that in a way that the English reader would understand. We 

indicate the recent past with the word ‘just’ as in “I just said that”. In French there might be an 

extra verb but the same idea is conveyed.  

Once we know the context of the article it is much easier to translate the title 

“Municipales 2014 – Paris: Hidalgo veut faire “nager à Paris”. Municiples refers to the Paris 

municipal elections in 2014. In English we say municipal elections while in French just the word 

‘municipale’ will suffice. The city holding the elections is Paris and then ‘veut faire “nager…” is 

using the verb ‘faire’ to make a causative case meaning she wants to make (or have) swimming 

in Paris. The causative form in English is the have something done or make someone do 

something. Basically to cause something to happen but not do it oneself. An example of this 

would be something like ‘I had my hair cut’ meaning I did not cut my own hair but I was the 

reason someone else did. So I translated it as Hidalgo Wants to “Make Paris Swim”. Although 

she might also swim (the article does not say either way) she will be doing something that will 

cause other Parisians to go swimming. 

In discussing metaphors it is important to understand that the words are not what is 

important but what effect they have on the audience. The meaning of the words is simply their 

literal meaning, they do not have a mysterious metaphorical meaning, however there is an extra 

layer in metaphor. In this article I came across the phrase “l’a remis au goût du jour…” (Peiffer) 

which I translated as ‘brought the idea back into the public eye’ even though ‘goût du jour’ 

would literally translate as something like ‘taste of the day’ I went with a more common English 

expression. My translation better conveys the author’s intention in French. If I would have said it 
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was the flavor of the day then to the Anglophone it would sound like a fad, this is not the case. 

Hidalgo was in fact elected on this platform and is in the process of enacting some of these plans. 

I wanted an equivalent in English to the French phrase. There are subtle differences in rhetoric 

here that are important in the overall tone of the article. The difference between putting it in the 

public eye and making it the flavor of the day are important. In this case the literal translation 

would have changed the truth conditions of the original. Having some type of guide is important 

for the translator to make the call and understand the tone of the original and transport said tone 

into the target language.  

These theories are important to put restrictions on the translation so that we can convey 

the original meanings and intentions. Understanding the effect the words have on the audience is 

a good way to set up a translation. Not just with metaphor but with tone, and the difference 

between two phrases like ‘taste of the day’ and ‘in the public eye’ can change the tone of an 

article. The former makes it sound sarcastic while the latter sincere. The limitations provided by 

the three theories helps the translator recognize these differences and not fall into the all too 

common trap of a too literal translation.  

The next issue I had in this translation was a big one. I came across this phrase ‘une 

piscine à fleur d’eau’ (Peiffer) which I had no idea what it could possibly mean. First things first, 

I tried to write a literal translation. ‘Une piscine’ is a pool, but I could not figure out what ‘à fleur 

d’eau’ meant. I knew that it was a pool but not what kind of pool. The phrase ‘à fleur de…’ 

means ‘at the same level as…’ so it is a pool that is at the same level as the water, an infinity 

pool. It is interesting here because ‘infinity pool’ in English is ‘une piscine panoramique’ in 

French. So then my task was to try to decide why she didn’t just say ‘piscine panoramique’. In 

the Collins Robert French-English dictionary one of the phrases it has with ‘fleur’ is ‘à fleur 
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d’eau’ meaning at the same level as the water (Fur). For this reason I do not think that she is 

making any kind of pun here with the common French expression ‘à fleur de peau’ meaning 

hypersensitive. The term ‘infinity pool’ in English is more commonly used than the ‘piscine 

panoramique’ is in French. Piscine panoramique is a pool that is at the same level as the ocean 

and is something fancier than what Peiffer is talking about here. However, this is not the case in 

English so I decided to translate it as an infinity pool because to the English speaker that is what 

it is. It is an infinity pool in the Seine. A French reader would, no doubt, be aware of these 

different subtleties that the English reader would not get from ‘infinity pool’ so something is lost 

in the translation. So I chose to do a little pun elsewhere in the article. Earlier in the paragraph I 

called it a ‘swimming plan’ which the English reader would recognize as something that is good 

but also a pool so there will be swimming.  

The translator is not really limited by the words on the page, and so she must search 

elsewhere to find and set her own limitations. These theories of metaphor provide a good 

foundation to set the limitations. Using them to set the rules and then following them gives the 

translator something besides meaning to look for. We are still looking for truth conditions and 

truth values and speaker meanings (or intentions) and using that as a guide so that even though 

there will be change (we are going from one language to another) it still stays the same and 

conveys the same ideas as the original author. We are basically grafting the truth value and truth 

conditions from the original language onto the target language.   
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FICTION 

 

 

Le Meurtre 
[Un jour Camille amène dans la boutique 
Laurent, un camarade d’enfance. C’est un 
<<grand gaillard>> qui n’a rien fait 
d’intéressant de sa vie. Son père aurait voulu 
qu’il devînt avocat mais il a choisi d’être 
artiste pensant ainsi jouir d’une oisiveté 
perpétuelle. N’ayant aucun talent, déshérité 
par son père, il s’est vu forcé venir un 
employé de bureau. Thérèse, frappée par le 
puissant physique de Laurent, se sent 
immédiatement attirée par lui. Voulant 
s'introduire de plus en plus dans la ménage, 
Laurent suggère que Camille pose pur lui. 
Quelque temps après Thérèse devient la 
maîtresse du peintre. Leur passion animale 
s’accroît. Ils trouvent le moyen de se 
rencontrer souvent l’après-midi dans la 
chambre de Thérèse, où François, le chat 
tigré de Madame Raquin, est le spectateur, le 
seul témoin, de leur adultère. Mais l’absence 
fréquent de Laurent est bientôt remarqué pas 
son chef de bureau. Il doit donc cesser de voir 
sa maîtresse. Incapable de résister à sa 
passion, celle-ci, cous prétexte de délivrer à 
une cliente une pièce de tissu, se rend chez 
son amant. Elle le prévient cependant que 
cette visite sera la dernière à moins que son 
mari ne meure.] 
 

1. Parfois, le dimanche, lorsqu’il faisait 
beau, Camille forçait Thérèse à sortir 
avec lui, à faire un bout de promenade 
aux Champs-Elysées. La jeune femme 
aurait préféré rester dans l’ombre 
humide de la boutique; elle se 
fatiguait, elle s’ennuyait au bras de 
son mari qui la traînait sur les trottoirs 
en s’arrêtant aux boutiques avec des 
étonnements, des réflexions, des 
silences d’imbécile. Mais Camille 
tenait bon; il aimait à montrer sa 

The Murder 
[One day Cameron brings Lawrence, a 
childhood friend, to the shop. He is a “large 
lad” who had never done anything interesting 
in his life. His father had wanted him to 
become a lawyer but he chose to be an artist 
instead, thinking he would enjoy a life of 
perpetual leisure. Not having any talents, and 
disinherited by his father, he saw himself 
forced to become a clerk. Therese, struck by 
his physical prowess, immediately feels drawn 
to him. Lawrence, wanting to insert himself 
more and more into the household, suggests 
that Cameron pose for him as a model. 
Sometime later Therese becomes the painter’s 
mistress. Their wild passion grows. They 
often find ways to meet in the afternoons in 
Therese’s bedroom, where Francis, Mrs. 
Raquin’s tabby cat, watches, the only witness 
to their adultery. But the frequent absence of 
Lawrence is soon noted by his supervisor. He 
therefore must cease seeing his mistress. 
Incapable of resisting their passions, he pays 
a visit to his lover’s house under the guise of 
delivering a bolt of fabric to a client. 
However, she warns him that this visit will be 
the last unless her husband were to die] 
 
 
 

1. Sometimes, on fair Sundays, Cameron 
forced Therese to go out with him for 
a short stroll along the Champs-
Elysées. The young woman would 
have preferred to stay in the damp 
shadows of the shop, she found the 
arm of her husband tiresome. He 
would drag her along the sidewalk, 
stopping at the shops in surprise with 
imbecilic remarks and silences. But 
Cameron kept on; he loved to show 
off his wife; anytime he met one of his 
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femme; lorsqu’il rencontrait un de ses 
collègues, un de ses chefs surtout, il 
était fier d’échanger un salut avec lui, 
en compagnie de madame. D’ailleurs, 
il marchait pour marcher, sans presque 
parler, roide et contrefait dans ses 
habits du dimanche, traînait les pieds, 
abruti et vaniteux. Thérèse souffrait 
s’avoir un pareil homme au bras. 
   

2. Les jours de promenade, Madame 
Raquin accompagnait ses enfants 
jusqu’au bout du passage. Elle les 
embrassait comme s’ils fussent partis 
pour un voyage. Et c’était des 
recommandations sans fin, des prières 
pressantes. 

 
3. –Surtout, leur disait-elle, prenez garde 

aux accidents…il y a tant de voitures 
dans ce Paris!... Cous me promettez de 
ne pas aller dans la foule… 

 
4. Elle les laissait enfin s’éloigner, les 

suivant longtemps des yeux. Puis elle 
rentrait à la boutique. Ses jambes 
devenaient lourdes et lui interdisaient 
toute longue marche.  

 
5. D’autres fois, plus rarement, les époux 

sortaient de Paris: ils allaient à Saint-
Ouen ou à Asnières, et mangeaient 
une friture dans un des restaurants du 
bord de l’eau. C’était des jours de 
grande débauche, dont on parlait un 
mois à l’avance. Thérèse acceptait 
plus volontiers, presque avec joie, ces 
courses qui la retenaient en plein air 
jusqu’à dix et onze heures du soir. 
Saint-Ouen, avec ses îles vertes, lui 
rappelait Vernon; elle y sentait se 
réveiller toutes les amitiés sauvages 
qu’elle avait eues pour la Seine, étant 
jeune fille. Elle s’asseyait sure les 
graviers, trempait ses mains dans la 
rivière, se sentait vivre sous les 

colleagues, in particular a supervisor, 
he would be proud to exchange 
greetings if she was by his side. Other 
than that, they just walked for the sake 
of walking, almost without speaking, 
he in his Sunday best, stiff and fake, 
dragging his vain feet and numb mind. 
Therese suffered being on the arm of 
this man. 

 
2. On their walking days Mrs. Raquin 

accompanied her children to the end 
of the passage. She would then kiss 
them as if they would be gone forever 
and give them seemingly unending 
advice and quick prayers. 

 
3. “Above all”, she would tell them, 

“watch out for accidents. . . there are 
so many cars in Paris!. . . Promise me 
you will stay away from crowds!” 

 
4. She finally let them go but before 

going home to lie down she would 
follow them with her eyes as long as 
she could. Her legs would become 
heavy on long walks forbidding her 
from accompanying them. 

 
5. Other times, more rarely, the couple 

would go outside of Paris to Saint-
Ouen or to Asnières where they would 
eat fried fish at a restaurant beside the 
water. These were carousing days that 
they planned months in advance. 
Therese gladly went on these outings, 
almost with joy, because they brought 
her out into the open air until ten or 
eleven o’clock at night. The green 
islands of Saint-Ouen reminded her of 
Vernon; she felt alive there, 
remembering the wild friendship she 
had had with the Seine as a young 
woman. She would sit on the gravel, 
dip her hands in the river feeling alive 
beneath the heat of the sun tempering 
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ardeurs du soleil que tempéraient les 
souffles frais des ombrages. Tandis 
qu’elle déchirait et souillait sa robe sur 
les cailloux et la terre grasse Camille 
étalait proprement son mouchoir et 
s’accroupissait à côté d’elle avec mille 
précautions. Dans les derniers temps. 
Le jeune ménage emmenait presque 
toujours Laurent, qui égayait la 
promenade pas ses rires et sa force de 
paysan.  

 
6. Un Dimanche, Camille, Thérèse et 

Laurent partirent pour Saint-Ouen vers 
onze heures, après le déjeuner. La 
partie était projetée depuis longtemps, 
et devait être la dernière de la saison. 
L’automne venait, des souffles froids 
commençaient, le soir, à faire 
frissonner l’air. 

 
7. Ce matin-là, le ciel gardait encore 

toute sa sérénité bleue. Il faisait chaud 
au soleil, et l’ombre était tiède. On 
décida qu’il fallait profiter des 
derniers rayons. 

 
8. Les trois promeneurs prirent un fiacre, 

accompagnés des doléances, des 
effusions inquiétudes de la vielle 
mercière. Ils traversèrent Paris et 
quittèrent le fiacre aux fortifications: 
puis ils gagnèrent Saint-Ouen en 
suivant la chaussée… 

 
9. Quand ils arrivèrent à Saint-Ouen, ils 

se hâtèrent de chercher un bouquet 
d’arbres, un tapis d’herbe verte étalé à 
l’ombre. Ils passèrent dans une île et 
s’enfoncèrent dans un taillis. Les 
feuilles tombées faisaient à terre une 
couche rougeâtre qui craquait sous les 
pieds avec des frémissements secs. 
Les troncs se dressaient droits, 
innombrables comme des faisceaux de 
colonnettes gothiques; les branches 

the cool breeze from the shade. While 
she ripped and muddied her dress on 
the pebbles and plump earth Cameron 
neatly spread out his handkerchief and 
with great care crouched next to her. 
The last few times the young 
household brought Lawrence with 
them, to brighten their journey with 
his humor and peasant-like ways. 

 
 

6. One such Sunday, Cameron, Therese, 
and Lawrence left for Saint-Ouen 
around eleven o’clock right after 
brunch. Their departure had been 
planned for a long time and was 
probably going to be the last of the 
season. Autumn was coming, its cold 
winds were starting to make the night 
air tremble. 
 

7. That morning the sky had stayed 
completely blue and serene. It was hot 
in the sun and tepid in the shade. They 
decided that they would enjoy the last 
few warm rays of the season. 

 
8. The threesome hailed a cab, keeping 

in mind the protests and worried 
outpourings of the old notions dealer. 
They traveled beyond the ramparts of 
Paris and then took to Saint-Ouen on 
foot following the roadway. 

 
9. When they arrived in Saint-Ouen they 

hastened to find a clump of trees 
spread out over a green carpet of 
grass. They passed through an island 
and sank into a thicket. The fallen 
leaves gave the ground a withered coat 
that crackled and quivered underfoot. 
The tree trunks stood erect like an 
innumerable bundle of gothic 
columns; the branches descended 
down and brushed the brows of the 
threesome who only saw dead leaves, 
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descendaient jusque sur le front des 
promeneurs, qui avaient ainsi pour 
tout horion la voûte cuivrée des 
feuillages mourants et les fûts blancs 
et noirs des trembles et des chênes. Ils 
étaient au désert, dans un trou 
mélancolique, dans une étroite 
clairière silencieuse et fraiche. Tout 
autour d’eux, ils entendaient la Seine 
gronder. 

 
[Après un certain temps Laurent, qui veut se 
débarrasser de Camille afin de pouvoir 
épouser Thérèse, suggère une promenade sur 
l’eau.] 
 

10. Le crépuscule venait. De grandes 
ombres tombaient des arbres, et les 
eaux étaient noires sur les bords Au 
milieu de la rivière, il y avait de larges 
traînées d’argent pâle. Le barque fut 
bientôt en pleine Seine. Là, tous les 
bruits de quais s’adoucissaient; les 
chants, les cris arrivaient, vaques et 
mélancoliques, avec des langueurs 
tristes. On ne sentait plus l’odeur de 
friture et de poussière. Des fraîcheurs 
traînaient. Il faisait froid.  
 

11. Laurent cessa de ramer et laissa 
descendre le canot au fil du courant… 

 
12. Les promeneurs se taisaient. Assis au 

fond de la barque qui coulait avec 
l’eau, ils regardaient les dernières 
lueurs quitter les hautes branches. Ils 
approchaient des îles. Les grandes 
masses rougeâtres devenaient 
sombres; tout le paysage se simplifiait 
dans le crépuscule; la Seine, le ciel, les 
îles, les côteaux n’étaient plus que des 
taches brunes et grises qui s effaçaient 
au milieu d’un brouillard laiteux. 

 

and shafts of aspen and oak trees on 
the horizon. They were in a desert, a 
melancholy hole, a narrow bright cool 
silence. All around them they could 
hear the Seine rumble. 
 
 
 
 
 
 

[After a certain time Lawrence, who wants to 
be rid of Cameron so that he can marry 
Therese, suggests a boat ride] 
 
 

10. At dusk long shadows fell from the 
trees and the waters on the bank were 
dark. There were large pale-silver 
tracks in the middle of the river. The 
boat was soon on the Seine. All of the 
noise from the wharfs began to soften; 
the songs and the cries had become 
faint and melancholy, sad and languid. 
They no longer smelled the fried fish 
and dust. The crisp air lingered. It was 
cold. 
 

11. Lawrence stopped rowing and allowed 
the boat to flow with the current. 
 
 

12. The threesome was quiet. Seated 
inside the boat as it flowed with the 
water. They left the high branches 
behind them whitening in the 
moonlight. They approached the 
islands and the two big reddish masses 
seemed to become somber; the entire 
landscape was simplified in the 
twilight; the Seine, the sky, and the 
islands were now only brown and grey 
stains stretching down the middle of a 
milky fog. 
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13. Camille, qui avait fini par se coucher à 
plat ventre, la tête au-dessus de l’eau, 
trempa ses mains dans la rivière. 

 
14. –Fichtre! Que c’est froid! S’écria-t-il. 

Il ne ferait pas bon de piquer une tête 
dans ce bouillon-là. 

 
15. Laurent ne répondit pas. Depuis un 

instant il regardait les deux rives avec 
inquiétude; il avançait ses grosses 
mains sur ses genoux, en serrant ses 
lèvres. Thérèse, roide, immobile, la 
tête un peu renversée, attendait.  

 
16. La barque allait s’engager dans un 

petit bras, sombre et étroit, 
s’enfonçant entre deux îles. On 
entendait derrière l’une des îles, les 
chants adoucis d’une équipe de 
canotiers qui devaient remonter la 
Seine Au loin, en amont, la rivière 
était libre. 

 
17. Alors Laurent se leva et prit Camille à 

bras-le-corps. Le commis éclata de 
rire. 

 
18. –Ah! Non, tu me chatouilles, dit-il, 

pas de ces plaisanteries-là… Voyons, 
finis, tu vas me faire tomber. 

 
19. Laurent serra plus fort, donna une 

secousse. Camille se tourna et vit la 
figure effrayante de son ami, toute 
convulsée. Il ne comprit pas; une 
épouvante vague le saisit. Il voulut 
crier, et sentit une main rude qui le 
serrait à la gorge. Avec l’instinct 
d’une bête qui se défend, il se dressa 
sur les genoux, se cramponnant au 
bord de la barque. Il lutta ainsi 
pendant quelques secondes.  

 
20. –Thérèse! Thérèse! Appela-t-il d’une 

voix étouffée et sifflante.  

13. Cameron was lying flat on his 
stomach head above the water soaking 
his hands in the river. 

14. “Ah! It’s so cold!” he exclaimed “I 
wouldn’t like to dunk my head in that 
soup!” 
 

15. Lawrence didn’t respond. For a 
moment, he looked at the two shores 
with worry. He crawled towards him 
and set his lips. Therese stiff and 
unmoving waited with her head turned 
away. 
 
 

16. The boat slid into a narrow somber 
canal between two islands. Behind one 
of these islands they could hear the 
sweet songs of a team of boaters 
reentering the Seine. Far ahead, uphill 
the river opened. 
 

17. Then Lawrence rose and took 
Cameron by the shoulders making him 
laugh. 
 
 

18. “Ah, no, you’re tickling me” he says 
in an unpleasant tone, “Listen, Stop! 
You’re going to make me fall!” 
 

19. Lawrence tightened his hold and 
shook him. Cameron turned seeing the 
alarming convulsed face of his friend. 
He didn’t understand, then a faint fear 
seized him. He wanted to cry out but 
felt a rough hand grip his throat. He 
defended himself with bestial instinct 
dropping to his knees on one side of 
the boat. This struggle lasted for 
several seconds. 
 
 

20. “Therese, Therese!” he called to his 
wife with a braised and wheezing 
voice.  
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21. La jeune femme regardait, se tenant 

des deux mains à un banc du canot qui 
craquait et dansait sur la rivière. Elle 
ne pouvait fermer les yeux; une 
effrayante contraction les tenait grands 
ouverts, fixés sur le spectacle horrible 
de la lutte. Elle était rigide, muette. 

 
22. –Thérèse! Thérèse! Appela de 

nouveau le malheureux qui râlait. A ce 
dernier appel, Thérèse éclata en 
sanglots. Ses nerfs se détendaient. La 
crise qu’elle redoutait la jeta toute 
frémissante au fond de la barque. Elle 
y resta pliée, pâmée, morte. 

 
23. Laurent secouait toujours Camille, en 

le serrant d’une main à la gorge. Il 
finit par l’arracher de la barque à 
l’aide de son autre main Il le tenait en 
l’air, ainsi qu’un enfant, au bout de ses 
bras vigoureux. Comme il penchait la 
tête, découvrant son cou, sa victime, 
folle de rage et d’épouvante, se tordit, 
avança les dents et les enfonça dans ce 
cou. Et lorsque le meurtrier, retenant 
un cri de souffrance, lança 
brusquement le commis à la rivière, 
les dents de celui-ci emportèrent un 
morceau de chair. 

 
24. Camille tomba en poussant un 

hurlement. Il revint deux ou trois fois 
sur l’eau, jetant des cris de plus en 
plus sourds. 

 
 

 
21. The young woman was watching, she 

brought her hands to the side of the 
boat which was crackling and dancing 
on the river. She was unable to close 
her eyes because an alarming 
contraction had forced them large and 
open; her gaze was fixed on the sight 
of this horrible struggle. She was rigid 
and white. 
 
 

22. “Therese, Therese!” he called to her 
again infuriated by this attack. At this 
last call Therese burst into sobs. Her 
nerves quickened. This moment, that 
she had dreaded, made her shudder 
inside the boat. She stayed there, 
folded over, at once swooning and 
frozen.  
 

23. Lawrence was still shaking Cameron 
and maintaining the one-handed grip 
on his friend’s throat. Finally, he 
yanked him from the boat with the 
help of his second hand. He lifted him 
into the air holding him like a child at 
the end of his vigorous arms. As he 
tilted his head, his victim, who was 
doubled over in pain, had noticed his 
attacker’s bare neck; crazy with rage 
and exhausted, Cameron twisted 
himself around and sank his teeth into 
the exposed flesh. With a suffering 
and brutal cry his attacker threw him 
into the river but he took a piece of 
skin with him. 

 
24. Cameron fell thrashing and yelping. 

He broke the surface two or three 
times, with each one his cries grew 
weaker and weaker. . . 
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Fiction Analysis 

 

Translating fiction is slightly different from translating non-fiction prose. This piece has more 

novel metaphors while the non-fiction piece had more dead or dying ones. We use metaphors 

often in our everyday discourse but in literature authors have license to create in a more 

controlled context. I translated an excerpt from Thérèse Raquin a novel by Émile Zola as found 

in the book Un Style Certain: Les Mots pour l’écrire by Monique Fol and Paul Barrette. These 

few paragraphs are full metaphors and other devices that could be translated in many ways. The 

metaphor theories from Goodman, Davidson and Searle were very helpful in setting the limits 

and giving me some guidelines. 

 The first metaphor I would like to address is in paragraph 5 “…les amitiés sauvages 

qu’elle avait eu pour la Seine… ” I translated this as wild friendship with the Seine. ‘Amitié’ is 

friendship and when an animal is wild i.e. not domesticated it is called ‘sauvage’. In English we 

do have the word savage but that has a lot of negative connotations that I did not want to bring 

over. The first step in translating this metaphor is recognizing it as a metaphor. Searle’s essay is 

very helpful for this. His principles might not be a recipe for interpreting metaphors as he had 

hoped but it is useful in recognizing them. This is a mixed metaphor, first we have ‘amitié 

sauvage’ then ‘amitié pour la Seine’. Friendships are neither wild nor tame, these predicates are 

normally reserved for animals or people not relationships when applied literally. However, this is 

a way that we happen to talk about relationships in both French and English. This is like Searle’s 

example ‘Sally is a block of ice’ where there is a perceived connection. So for the English 

translation we have ‘wild friendship’ and ‘friendship with the Seine’. For the translation side we 

want to identify the effect this would have on the audience (as Davidson says in his theory) and 
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then find out what truth conditions are being transferred over (as with Goodman’s theory). The 

effect is the idea of wild being uncontrolled. Thérèse is only occasionally allowed to go outside 

and play as a child. She lives with her aunt as her guardian and her cousin who is chronically ill. 

They had a house by the Seine and only occasionally was she allowed to go outside and play 

when her cousin wasn’t sick. As such she felt a deep connection with the Seine, it was 

uncontrollable, or as we would say in English, wild. Wild rather than the more literal translation 

of savage conveys the intended effect of the French without the pejorative connotations that go 

along with savage. Then we can check this with Goodman’s theory, what are we transporting 

from the realm of animal temperament predicates onto those of relationships? By saying that the 

friendship is wild we are saying that it is not tame, it is not controlled. After finding these truth 

conditions in French we want to transfer them as best as possible onto the English metaphor.  

In the second half of this metaphor ‘amitié pour la Sein’ we are using a relationship 

predicate (friendship) with an insentient being, a river. The river could not reciprocate this 

friendship in any way, thus the assertion is false and we look for another reason for its use. 

Thérèse feels something like friendship for the Seine, she does not have an actual friendship. 

This predicate requires reciprocity; even a one-sided friendship must have the possibility of 

reciprocation. So we have a metaphor that is using a relationship normally between two sentient 

beings and applying it to one sentient being and one non-sentient object (see principle seven 

Searle 1979). Having identified the metaphor we then find its effect by comparing friendships to 

Thérèse’s relationship to the Seine. So it becomes ‘friendship with the Seine’. We are grafting 

the truth conditions for friendships onto that of Thérèse and the river. This is a mixed metaphor 

so we now put it back together. That is to say we need to combine ‘wild friendship’ and 
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‘friendship with the Seine’. I did this by eliminating the repetition of ‘friendship’ to make a final 

product of ‘wild friendship with the Seine’.  

 I followed this pattern with all of the metaphors in this translation. First I identified them, 

then found their effect on the French audience and transferred that effect as best as possible onto 

the English audience. I then used the truth conditions of both to make sure that they matched. 

This gives the translator something other than meaning to appeal to. Words only have their literal 

meanings. In translation and interpretation of metaphor we do not need to find some special extra 

meaning other than the literal one. Rather we need to find what effect a metaphor has on the 

audience, the truth conditions being set up by the original author and then transfer them onto the 

translation. So in paragraph 6 when Zola says “faire frissionner l’air” he literally means “to make 

the air tremble” there is no metaphoric meaning here. However, since the air does not literally 

tremble there is something else happening besides literal meaning. We recognize this as a 

metaphor because it is obviously literally false, so Zola is using these words to affect his 

audience in some way. Actually the cold air is probably giving the people in it the chills, but 

saying that the air itself is trembling has an added effect. There is a certain feeling in any story 

when something bad is going to happen, this is something that we do not have words for. We say 

things like “there was something in the air” or “you could feel it in the air” but these too are 

metaphors. By saying that the air itself is trembling Zola is causing the audience to feel the 

tension just like the characters. It is in fact cold outside but the characters are also cold people. 

This extra effect is what the translator wants to take over into the target language. We don’t want 

to simply say that it was cold but that the air was trembling. ‘Frissionner’ is literally the chills 

but I didn’t want to say that the air was chilled, that doesn’t have the same truth conditions and 

consequently the same effects. In French ‘frissionner’ is for people but in English chilly or 
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chilled can be used to describe the weather, so to keep the same effect and truth conditions I used 

the word ‘trembled’. 

 This process can also help the translator decide not to use a metaphor. The last two 

sentences in paragraph 10 were particularly interesting. Zola says “Des fraîcheurs traînaient. Il 

faisait froid” which I translated as “The crisp air lingered. It was cold”. My first draft of these 

two sentences was “they brought the cold with them”. Zola has already made a connection 

between the metaphoric coldness of the characters and the literal temperature outside. The 

sentences are odd; it is unusual to say that the freshness drags on, then that it is cold. The French 

do say ‘Il fait fraîs’, meaning literally that the weather is fresh, then Zola says that it is cold. I 

was puzzled as to why he would repeat these two things. So I used my theories to first decide if 

an appeal to metaphor was necessary and then find the truth conditions of the French so that I 

could transport it into my English version. I started with the word “fraîcheurs” which means 

freshness. What is being described here is the chilly night air in late spring or early fall, the chilly 

air which English speakers would describe as ‘crisp’. The ‘effect’ that the words have on the 

audience comes from context as much as the words themselves.  

 Words do not function in isolation. When we interpret speech we take our background 

assumptions with us and try to find how one assertion fits into our knowledge of all other words 

and phrases. In this same way when making a judgment in translation we want to look at the 

entire work. Since Zola had already established a strong correlation between the temperament of 

the characters and the weather I thought Zola might be using a metaphor. However, when I used 

the theories, I could not find one. In this way it is not always easy to identify a metaphor. This is 

an odd but literal sentence. Zola wants to literally say that it is cold. He is using strong imagery 

but not metaphor. Just as we literally say that the weather is’ crisp’ the French would say that it 
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is ‘fraîs’. As such the ‘crisp air lingered’ has the same effect and truth conditions as ‘le 

fraicheures traînaient’.   
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CHAPTER 4 

CONCLUSION 

Translating metaphors has all of the problems of interpreting metaphors in the home 

language and then some. In foreign language it is often quite difficult to even recognize a 

metaphor let alone translate it. I have used these theories to identify and translate metaphor in 

order to illuminate this process. By understanding and applying these limitations I have a way to 

check my translations and in so doing avoid some of the pitfalls translators are faced with. Each 

of the three translations that I worked with had their own unique challenges but it was very 

helpful to have something besides meaning to appeal to. This is not a recipe for translation but it 

is something that would be useful for the translator to understand. We have all read what we 

would call ‘good translations’ and what we might call ‘bad translations’ but what concerns me is 

how exactly we identify or distinguish one from the other.  

It seems that it is highly desirable the keep the truth values and truth conditions the same 

from the original to the target language. There is an inherent change in translation but there is 

also an element of sameness. We are changing an original in one language into a new work in a 

new language. Ideally if someone were to read a translation they would have no idea that it was 

ever in another language. That is to say we want our translations to stand alone as a literary work 

in their own right. To do this we often need some kind of understanding that the dictionary 

cannot provide. If the dictionary could generate what we feel are ‘good translations’ then 

automatic translators would work better. The fact is that in living language there are certain 

expressions, such as metaphors, that automatic translators simply do not capture. It is difficult to 

pin down what a metaphor means. They could mean so many things, they are an invitation to 
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compare two objects, or they are a way to express ideas and thoughts that our language does not 

have the vocabulary for. It would take an enormous lexicon to capture all of the emotions and 

expressions of life. A lexicon so complex that we would have a hard time remembering the 

vocabulary in our own language. That is why metaphor is so useful, but because we do not have 

a precise way of saying these thoughts and experiences is also what makes metaphor so 

challenging. We are free to create with metaphors because, as Davidson says:  

Metaphor is the dreamwork of language and, like all dreamwork, its interpretation 
reflects as much on the interpreter as on the originator. The interpretation of 
dreams requires collaboration between a dreamer and a waker, even if they be the 
same person; and the act of interpretation is itself a work of the imagination. So 
too understanding a metaphor is as much a creative endeavor as making a 
metaphor, and as little guided by rules. Davidson, What Metaphors Mean 200 
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