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In Italy, Sylvia Plath’s name began to gain prominence in the late 1960s with 

the publication of her novel The Bell Jar (1963), translated as La campana di vetro 

(1968) by Daria Menicanti and published by Arnoldo Mondadori Editore. That same 

year, the first critical works on her oeuvre also began to appear, most of which drew 

on the early influential writings of Al Alvarez, M.L. Rosenthal, Ted Hughes, and Robert 

Lowell (see Mazzanti). La campana di vetro included—in an appendix—six poems 

from Ariel (1965): as the publisher’s note suggested, Plath’s novel had to be read in 

continuity with her last poetry. However, Ariel never appeared as a stand-alone 

collection in Italy; instead, selections from Plath’s poetry were published in scattered 

editions until 2002, when her complete poetic work was finally translated by Anna 

Ravano and included in Mondadori’s Meridiani series, which brings together the 

complete works of great writers considered immortal classics. Among the major 

volumes preceding this were Lady Lazarus e altre poesie, translated by Giovanni 

Giudici (1976), and Le muse inquietanti e altre poesie, translated by Amelia Rosselli 

and Gabriella Morisco (1985), both issued by Mondadori. These collections, along with 

her novel, played a key role in disseminating Plath’s work in Italy, reaching both 

academic and general audiences. 

Abstract 
In Italy, Sylvia Plath’s poetry began to appear in scattered editions from 1968, 
largely through translations by prominent poet-translators. Although Ariel was 
never issued as a stand-alone volume, the impact of its 1966 US edition spurred 
the gradual dissemination of Plath’s work in Italian, as evidenced by a rare 1966 
article by a New York correspondent for an Italian weekly magazine. Based on 
documents preserved in the Mondadori Historical Archive, this article retraces 
the publication history of Daria Menicanti’s first translation of Plath’s novel La 
campana di vetro (1968), which included six poems from Ariel, and of the two 
most influential selections, Giovanni Giudici’s Lady Lazarus e altre poesie 
(1976), and Amelia Rosselli and Gabriella Morisco’s Le muse inquietanti (1985). 
It examines their differing translation approaches and interpretive frameworks, 
determined in part by the limited availability of Plath’s works and criticism on her 
at the time. Finally, it highlights the contrasting editorial contexts, shaped by 
Olwyn Hughes’ decisive interventions, and the persistent publishing interest that 
Plath’s poetry has received over the decades. 
 



 

 

21 

Although La campana di vetro marked the official beginning of Plath’s Italian 

reception in 1968, Mondadori’s interest in her work dates back to 1966, coinciding with 

the first US edition of Ariel. The earliest trace of her name in the Mondadori Historical 

Archive is a memo from June 28, 1966, noting the enthusiastic critical response to the 

collection (FAAM, n.d.). Among these is a note about an Italian press piece that stands 

out for its rarity: a full-page article by Chiara Pisani, New York correspondent for the 

Italian weekly Gente, published on July 13, 1966. The article is sensationally headlined 

“The Secret of the Unhappy Poetess,” with a subtitle framing it as “The ‘literary case’ 

of 1966: Sylvia Plath, an American who killed herself three years ago, leaving behind 

two children, moves thousands of readers in England and the United States with her 

verses” (Pisani, 44). At the center of the page is Plath’s now-iconic 1956 Cambridge 

photograph, which accompanies the two dominant elements of the narrative: Plath’s 

suicide and her role as a mother who left behind two children. The article opens with 

a sensationalized—and partly inaccurate—reconstruction of her death, written in the 

manner of a crime story: “On the morning of February 11, 1963 [...] London police 

broke into the apartment of a certain Sylvia Plath and were confronted with a chilling 

sight [...] the woman was lying with her head in the oven” (44). The article proceeds to 

embellish other aspects of her life with factual errors, including the claim that Plath 

had left her children with a friend before returning home alone on the day she died. 

Pisani’s portrait repeatedly remarks on Plath’s physical beauty—so striking, she 

alleged, that Plath had turned down a Hollywood career and been crowned prom 

queen at Smith College. This emphasis is reinforced by the large central photograph, 

which looms over the page as if demanding the reader’s confirmation. Pisani’s 

biographical account remains unreliable and full of inaccuracies as well as her sources 

are obscure. Even Plath’s first suicide attempt is narrated with multiple distortions, 

such as the claim that it occurred in high school and that she was found in her room 

by a classmate after three days of disappearance. 

When introducing Plath’s bestselling Ariel, Pisani filters it through the prism of 

the poet’s suicide, casting Plath as a haunting, almost ghostly figure. Her commentary 

on Plath’s poems rests on speculative and distorted readings, attributing both her 

poetry and suicide to an unresolved Electra complex and citing an alleged police report 

that claimed she died for “romantic reasons.” Drawing heavily on “Daddy,” quoted only 

a few lines later, Pisani depicts Plath’s father through a Freudian lens as an 

“intellectual tyrant,” misnaming him “Wolfgang” and incorrectly stating he died when 
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she was ten—an error that betrays her use of the poems as factual sources. Her claims 

concerning the poet’s obsession with death and the catalyzing energy of motherhood 

echo the frameworks already circulated by Alvarez and Hughes, as well as Lowell’s 

famous metaphor of the “Russian roulette with six cartridges in the cylinder,” quoted 

directly from the US preface to Ariel (viii). The article closes with yet a dramatic 

observation, insisting that Ariel—dedicated to her children Frieda and Nicholas—is 

“the only thing they have left of her” (44). This final note encapsulates the article’s 

fixation on Plath’s private life at the expense of the complexity of her art, reducing her 

story to a tragic domestic drama, embellished with unreliable facts to magnify its 

sensationalism. In doing so, Pisani exemplifies a mode of reception that conflates 

biography and poetry—a tendency that would shape Italian responses to Plath’s work 

for decades in ways that mirror patterns already entrenched in the Anglo-American 

discourse. 

 
The first fragment of Plath’s Ariel translated by Menicanti 
 

Notwithstanding, Pisani’s article remains remarkable as one of the earliest—if 

not the very first—appearance of Plath’s name in the Italian press, at a time when 

none of her work had yet been translated. It also seems to have left a lasting imprint 

on the framing of Plath’s oeuvre, since her description of Plath as a “literary case” 

resurfaces in papers preserved in the Mondadori Historical Archive. In 1966, Vittorio 

Sereni, Mondadori’s literary director at the time, was so impressed by Plath’s work that 

he began advocating for its publication, describing it as “a case with no follow-up” 

(FAAM, Sept. 29, 1966). In those years, Mondadori’s poetry series Lo Specchio 

published only a few titles per year, generally favoring Italian authors or well-

established foreign voices. New or relatively unknown literary names were often 

presented to the Italian readership through compendiums from one or more 

collections, as in the case of Theodore Roethke (1966)14 and Thom Gunn (1968).15 

For most of the twentieth century, translations signed by contemporary writers and 

poets were considered more prestigious; therefore, in many cases, the translation of 

 
14 T. Roethke, Sequenza nordamericana e altre poesie, trans. Mariolina Freeth Meliadò. Milano: 
Mondadori,1966. 
15 T. Gunn, I miei tristi capitani e altre poesie, trans. Camillo Pennati. Milano: Mondadori, 1968. 
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foreign poetry was entrusted to Italian poets, considered the most apt for translating 

their fellows. 

This was also Plath’s case, though with a notable difference: Sereni devised 

the unusual editorial strategy of pairing The Bell Jar with a selection of Ariel’s poems, 

to familiarize Italian readers with her poetry while preparing the ground for a future, 

more comprehensive volume in Lo Specchio. In the meantime, he had already asked 

the poet Daria Menicanti to translate the novel, leaving her the choice of selecting 

some poems from Ariel to include in its appendix. They ended up being six—“The 

Rival” (Rivale), “Letter in November” (Lettera di novembre), “The Hanging Man” 

(L’impiccato), “Edge” (Al limite), “Gulliver,” and “Kindness” (Cortesia)—considered by 

the translator “the most suitable” to accompany the image of the writer (FAAM, Jan. 1, 

1967). This atypical project, however, encountered initial difficulties, requiring the 

approval of Olwyn Hughes and later of Ted Hughes. Moreover, the English publisher 

Faber and Faber was initially reluctant to transfer the rights to Mondadori, as the Italian 

publisher’s tendency to delay releases had caused tensions. The matter was resolved 

after a December 1966 trip to London by editor Cin Calabi and vice-president Alberto 

Mondadori, during which they secured an agreement. Shortly thereafter, they also 

obtained Ted Hughes’ authorization for including Ariel’s selection in La campana di 

vetro—slated for publication within a year—along with an additional one-year option 

on the complete poetry collection, to consider publishing it later as Sereni had 

envisioned. 

Nevertheless, events unfolded differently: nearly a decade passed before 

Plath’s poetry was translated into Italian. On June 15, 1970, Olwyn Hughes urged 

Mondadori to publish Ariel, but the publisher, discouraged by the disappointing 

reception of La campana di vetro, decided to abandon the project (FAAM, June 24, 

1970). Still, one year later, Sereni revived the idea, spurred by Plath’s renewed 

success following the first US publication of The Bell Jar and the concomitant 

appearance of Crossing the Water and Winter Trees (1971). His new plan was 

ambitious: to secure the rights to all four poetry collections and produce an expanded 

anthology—the first major selection of Plath’s poems—for Mondadori’s poetry series. 

Negotiations came to fruition in 1972, and the translation was entrusted to the 

renowned poet Giovanni Giudici. The Italian volume was also to include Robert 

Lowell’s piece as an afterword and an additional essay by John Frederick Nims (1970). 
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The second fragment translated by Giudici 
 

When Giudici accepted the commission in August 1972, he immediately 

recognized the magnitude of the challenge: Plath’s dense, signifier-driven language 

and technical virtuosity posed considerable difficulties. Also, information about her was 

still scarce, especially in Italian, where only a handful of essays and her novel were 

available. As Giudici candidly admitted to his friend, the American poet Allen 

Mandelbaum, he knew nothing about Plath except that she had committed suicide 

(Franco, 186). Among the few resources he could rely on was Alvarez’s The Savage 

God (1971), which he explicitly acknowledged in his introduction to the Italian 

anthology. In his reply to Mondadori, Giudici sent a selection of forty-one poems, 

chosen not according to “best translatability”—which he admitted was difficult to 

achieve—but on the basis of “best interest” (FAAM, Aug. 22, 1972). Despite his initial 

commitment, Giudici’s translation took four years to complete, and finally appeared in 

June 1976, after a preview of eight poems had been published in Mondadori’s literary 

magazine Almanacco dello Specchio—a customary way of anticipating new releases. 

Giudici himself described his versions of Plath’s poems as mere functional and almost 

impersonal, plowed through with deliberate detachment. This “indolence” (Lady 

Lazarus e altre poesie, viii) that had accompanied his work, he explained, was not due 

to a lack of appreciation for Plath’s poetry, but from discomfort with the sensationalized 

treatment of her life and figure. 

Indeed, on more than one occasion, Giudici complained about the editorial 

management of Plath’s work, which in his view was presented in arbitrarily arranged 

and fragmented ways that amplified the morbid fascination surrounding her legend—

a fascination that by the mid-1970s had reached Italy, leading to an increasingly 

marked tendency among critics and journalists to conflate Plath’s work and life. 

Giudici’s unease was compounded by the inevitable overlap in Plath’s writing between 

fictional and biographical dimensions, which forced him to confront both her mental 

illness and her literary abstruseness. In his preface to Lady Lazarus e altre poesie, 

Giudici acknowledges having felt a sense of inadequacy and embarrassment, as 

though translating Plath meant intruding on the private life of a stranger. He rejects the 

reductive interpretive frames of second-wave feminism or confessional poetry, arguing 

that such labels risk obscuring her literary value. He concludes by remarking on his 

distance from the Plath myth fueled by certain critics and yellow press: for him, “Sylvia 
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Plath was neither a face, nor a voice, nor a walking figure; she was like a distant classic 

or the pages of her books” (LL, x). Despite Giudici’s statement, the collection fails to 

break away from the stereotype of Plath as the “priestess emptied out of the rites of 

her cult” (Alvarez, 30-31), since the image it conveys remains tied to death, excluding 

poems addressing themes of motherhood, pregnancy, or female experience—an 

omission that amputates an essential aspect of Plath’s poetics and writing 

development. 

Yet it is crucial to underscore the divergence between Giudici’s initial 1972 

selection and the version eventually published. The former was arranged 

chronologically, beginning with sixteen poems from The Colossus (1960), followed by 

six poems from Crossing the Water, eighteen from Ariel, and finally two from Winter 

Trees. The latter reversed this order, selecting forty-two poems: twenty-six from Ariel 

placed at the beginning, three from Winter Trees, six from Crossing the Water, and 

only seven from The Colossus. What had begun as a chronological presentation was 

reshaped into an editorial hierarchy of presumed importance, privileging Ariel as the 

culmination of Plath’s poetry. 

 

Provisional Giudici’s choice Final choice 

from The Colossus: 
Two Views of a Cadaver Room 
The Eye-mote 
The Colossus 
All The Dead Dears 
The Thin People 
Suicide Off Egg Rock 
The Ghost’s Leavetaking 
Strumpet Song 
Snakecharmer 
The Companionable Ills 
Spinster 
The Beekeeper’s Daughter 
The Times are Tidy (Poem For a Birthday) 
Maenad (Poem For a Birthday) 
Witch Burning (Poem For a Birthday) 
The Stones (Poem For a Birthday) 
from Crossing The Water: 
Insomniac 
I Am Vertical 
In Plaster 
Mirror 
The Tour 
Last Words 

from Ariel: 
The Couriers (I corrieri)  
Sheep in Fog (Pecorella nella nebbia) 
The Applicant (L’aspirante) 
Lady Lazarus 
Tulips (Tulipani) 
Poppies in October (Papaveri in ottobre) 
Ariel 
Death & Co. (Morte & C.)  
Lesbos (Lesbo) 
Gulliver 
Getting There (Arrivare là) 
Medusa 
The Moon and the Yew Tree (La luna e il 
cipresso) 
A Birthday Present (Un regalo di compleanno) 
Mary’s Song (Canto di Maria) 
The Rival (La rivale) 
Daddy (Papà) 
Fever 103° (Febbre a quarantuno) 
The Bee Meeting (La riunione delle api) 
The Hanging Man (L’impiccato) 
Years (Anni) 
The Munich Mannequins (I manichini di 
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from Ariel: 
The Applicant 
Lady Lazarus 
Tulips 
Elm 
Poppies in October 
Ariel 
Death & Co. 
Lesbos 
Medusa  
A Birthday Present 
The Rival 
Daddy 
Fever 103° 
The Bee Meeting  
The Hanging Man 
The Munich Mannequins 
Paralytic 
Poppies in July 
from Winter Trees:  
Childless woman 
The Other 

Monaco) 
Paralytic (Paralitico) 
Poppies in July (Papaveri in luglio) 
Contusion (Contusione) 
Edge (Orlo) 
From Winter Trees: 
Childless Woman (Donna senza figli) 
Stopped Dead (Bloccato) 
Thalidomide (Talidomide) 
from Crossing The Water:  
Finisterre  
Insomniac (Malato d’insonnia) 
I Am Vertical (Io sono verticale) 
In Plaster (L’ingessatura) 
Mirror (Specchio) 
Last Words (Ultime parole) 
from The Colossus: 
Two Views of a Cadaver Room (Due vedute di 
sala anatomica) 
All the Dead Dears (I cari morti) 
The Thin People (I tipi esili) 
The Ghost’s Leavetaking (Il commiato del 
fantasma) 
Spinster (Zitella) 
The Beekeeper’s Daughter (La figlia 
dell’apicultore) 
The Times are Tidy (Tempi normali) 

 

The changes were largely the result of Olwyn Hughes’s intervention as she exerted 

strong influence on Mondadori’s editorial decisions. While the contract was being 

finalized in 1972—awaiting only Ted Hughes’s signature—Olwyn requested details 

about Giudici’s résumé and his choice of Plath’s poems. Within days, she replied with 

marked dissatisfaction, criticizing the selection as “sadly unbalanced,” because of its 

heavy reliance on The Colossus, which she dismissed as “nothing really compared to 

the extraordinary poems in ARIEL and WINTER TREES” (FAAM, Sept. 18, 1972).  She 

pressed for the removal of several “fairly immature” poems, such as “The Eye-mote,” 

“The Thin People,” “Suicide Off Egg Rock,” “The Companionable Ills,” “Strumpet 

Song,” and recommended instead a number of later poems, including “The Couriers,” 

“Sheep in Fog,” “Gulliver,” “Getting There,” “The Moon and The Yew Tree,” “Mary’s 

Song,” “The Swarm,” “Years,” “Purdah,” “By Candlelight,” “Lyonesse,” “Kindness,” 

“Contusion,” “Edge,” and “Words,” pointing out that these last four were Plath’s final 

and therefore “most mature” ones. In a tone bordering on passive-aggressive, she 

insisted that a representative volume should draw mainly from these later works, 
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noting that Rizzoli’s selection—another publisher then considering Plath’s works—was 

“in every way better.” She suggested dividing the translations into two books—Ariel 

and Winter Trees in one, the earlier works in another—asking, “Do you not think this 

would be more satisfactory?” (FAAM, Sept. 18, 1972). 

Her remonstrance seemed particularly effective, as Vittorio Sereni himself 

reassured her: “[Giudici] has appreciated your suggestion and is quite prepared to 

follow the indications you give [...] please be assured that your recommendations will 

be taken into full account” (FAAM, Sept. 27, 1972). This episode illustrates the extent 

of Olwyn’s influence, which shaped the way Plath’s work was presented abroad. Ted 

Hughes’s role, by contrast, seems to have been largely perfunctory, limited to the 

signing of contracts. There is no trace of his direct involvement in the correspondence. 

As Heather Clark has observed, Olwyn effectively exerted control over Anglo-

American criticism and publishing, imposing strict limitations on Plath’s writings except 

in certain directly approved contexts, but she also did so over their foreign editions 

(xxiv). 

 

The third fragment translated by Morisco and Rosselli 
 

A decade later, the scenario shifted considerably with the appearance of Plath’s 

second collection in Italian, Le muse inquietanti e altre poesie (1985), translated by 

the distinguished poet Amelia Rosselli together with Gabriella Morisco, translator, 

writer, and professor of Anglo-American literature. Unfortunately, the Mondadori 

Historical Archive preserves no documentation of the volume’s editorial process, but 

valuable insight comes from Morisco’s own testimony, kindly granted for this paper. In 

contrast to Giudici, who was unfamiliar with Plath’s work before his commission, 

Amelia Rosselli had long nurtured a deep interest in Plath’s poetry, returning to it in 

multiple translations between 1975 and 1991. Rosselli published one of the very first 

appearances of Plath’s poetry in Italian in the literary magazine Nuovi Argomenti in 

1975.16 It consisted of a selection of fourteen poems—“The Manor Garden” (Il Giardino 

del Maniero), “Frog Autumn” (Autunno del Ranocchio), “Wuthering Heights” (Cime 

Tempestose), “Parliament Hill Fields” (I Campi di Parliament Hill), “Black Rook in 

Rainy Weather” (La Cornacchia nel Tempo Piovoso), “Who” (Chi), “Apprehensions” 

 
16 A. Rosselli, “Sylvia Plath: 14 poesie,” in Nuovi Argomenti, 45-46, May-August 1975, pp. 95-110. 
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(Apprensioni), “Mystic” (Mistica), “Amnesiac” (Amnesiaco), “Thalidomide” 

(Talidomide), “Morning Song” (Canto del Mattino), “Ariel,” “The Moon and the Yew 

Tree” (La Luna e il Tasso), and “Little Fugue” (Piccola Fuga)—which, with the 

exception of “Who,” would all be included in the 1985 collection. In 1980, Mondadori 

commissioned Rosselli to translate Plath’s poems, the same year that she published 

her seminal essay “Istinto di morte e istinto di piacere” in Nuovi Argomenti written in 

response to Rossana Rossanda’s review17 of Plath’s Letters Home, then just released 

in Italian. Rosselli initially accepted the commission, but soon found herself unable to 

continue, and five years passed before the volume was finally published. She only 

managed to rework the poems she had already translated for Nuovi Argomenti, leaving 

the remainder of the task to Gabriella Morisco, who took over the work without any 

explanation for Rosselli’s abrupt discontinuation. Morisco later speculated that 

Rosselli’s fragile psychological state may have played a role, and that the traumatic 

content and intensity of Plath’s poetry might have aggravated her condition: “Amelia 

Rosselli [...] was not able to translate Sylvia Plath’s dramatic poetry. In this case, 

translation became for her a traumatic experience: it represented, as we now know, 

the situation of a poet, already psychologically suffering (and who was to commit 

suicide later on); she found herself suddenly caught inside a poetic world of another 

woman who was slowly and clearly registering her tragic journey towards death” 

(Morisco, 99). 

Numerous critical studies, such as Mossali, Mullenneaux, and Veschi, have 

drawn parallels between Amelia Rosselli and Sylvia Plath, not only because Rosselli 

translated her poetry but also because of striking biographical resonances also 

reflected in their poetic work. Amelia Rosselli was a poet, translator, and 

ethnomusicologist whose life and work were deeply shaped by displacement and loss. 

The daughter of anti-fascist leader Carlo Rosselli—assassinated on the orders of 

Benito Mussolini’s government—she spent her childhood moving between France, 

Switzerland, the United States, and England before returning to Italy in the late 1940s, 

where she began to translate and later write poetry. Among the many similarities 

between Plath and Rosselli, both lost their fathers prematurely, had complex 

relationships with their mothers, and suffered from mental disorders. Rosselli chose to 

end her life on the very same date as Plath, thirty-three years later, a detail that further 

 
17 R. Rossanda, “Felice da morire,” in L’Espresso, 44, XXV, November 4, 1979, pp. 86-100. 
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fueled speculations, interpreting it as either a mere coincidence or evidence of a 

profound identification. The affinity between these two coeval poets extends beyond 

biography into a deeper artistic kinship, for they both explored the intersection of inner 

and outer worlds, blending the personal with the collective through an ironic tone and 

a constant tension between lived experience and historical events. As far as we know, 

Rosselli publicly resisted biographical associations with Plath’s life, consistently 

framing her interest in Plath as a matter of literary rather than personal affinity—an 

interest that persisted over several years. In addition to the 1975-85 translations, she 

also published another selection of poems in the literary magazine Poesia in 1991, 

which included “Metaphors” (Metafore), “April 18” (18 Aprile), “Whiteness I Remember” 

(Bianchezza che ricordo), “Leaving Early” (Partendo presto), “The Rival” (La rivale), 

and “Kindness” (Bontà).18 Beyond translation, Rosselli actively promoted Plath’s work, 

introducing it in public readings and radio programs, as well as discussing it for 

potential editorial projects. Still, in private correspondence, she acknowledged that 

engaging with Plath’s poetry and her personal struggles was wearing her down. In a 

1991 letter to her brother John Rosselli, she noted: “very fatigued by some of the Plath 

problems (both of life and in her inedit [sic] poetry, of which I was asked 5 examples, 

by me translated, + 5 allready translated for Mondadori years ago). To understand her 

problems and translate early and late poetry of hers was a bit nerve-racking” (L’opera 

poetica, 1514). 

Resuming the assembly of the 1985 collection, Morisco and Rosselli did not 

actually collaborate directly. Morisco later clarified that she never had any personal 

contact with Rosselli and ultimately carried out the bulk of the work herself, selecting 

the remaining poems, editing the volume, and writing the introduction. The collection 

eventually included thirty-seven poems taken from Collected Poems (1981), thirteen 

translated by Rosselli and the rest by Morisco. Unlike Giudici’s Lady Lazarus, where 

the poems are grouped according to their original English collections, here they are 

arranged chronologically from 1956 to 1963, beginning with Rosselli’s version of 

“Black Rook in Rainy Weather” and ending with Morisco’s translation of “Words.” 

Moreover, the selection conveys a markedly different image of Plath compared to the 

one in Giudici’s anthology, for many of the chosen texts revolve around images of 

nature, animals, female figures, and themes of motherhood and womanhood—

 
18 A. Rosselli, “Sei traduzioni da Sylvia Plath,” in Poesia, 44, IV, October 1991, pp. 2-12. 
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dimensions almost entirely absent from the previous volume. Rosselli justifies these 

choices by explaining that they had opted for poems that were “more sounding, more 

agréable,” with “more fullness of life and sense of nature” (Caporali, 243). She insists 

on this point, describing Plath as at once “mystic” and “concrete:” “Plath’s most 

beautiful poems are those in which she transcends herself, and her troubled, domestic 

little self [...] deliberately disappears [...] indeed, their titles are phrases or words that 

are poetically neutral or ambiguous” (Una scrittura plurale, 177). Morisco echoes 

Rosselli’s perspective in her preface, stressing that the collection aimed to highlight a 

less familiar side of Plath’s production. Like Giudici, Morisco addresses the intricate 

and contradictory myth that surrounded Sylvia Plath, situating Le muse inquietanti 

somewhere between the figure of the passive victim and that of the rebellious avenger. 

Within this framework, she emphasizes motherhood as a central sublimating force in 

Plath’s life and creative process: the maternal simulacrum—though at times unstable 

and ambivalent—appears as a stabilizing and empowering presence, the only “fixed 

point on which the disrupted universes rest” (Le Muse Inquietanti, 21). 

A crucial difference between the two collections lies in the editorial process. 

Morisco reveals that she had no contact with Olwyn Hughes and received no directives 

from her. This stands in sharp contrast to Giudici’s collection, which, as discussed 

above, had been heavily shaped by Olwyn Hughes’s intervention. This absence of 

external control may explain why many of the poems Olwyn had urged to include in 

Giudici’s anthology are missing in Le muse inquietanti. The result is a collection that 

deliberately distances itself from the biographical and sensationalist framing of Plath, 

achieving a balanced representation that compensates for the gaps in Giudici’s 

compendium, especially by foregrounding poems tied to the female universe, and 

offering a fuller, more nuanced picture of Plath’s work. 

 

Poems translated by Rosselli Poems translated by Morisco 

Black Rook in Rainy Weather (La cornacchia 
nel tempo piovoso) 
Autumn Frog (Autunno del ranocchio)  
The Manor Garden (Il giardino del maniero)  
Parliament Hill Fields (I campi di Parliament 
Hill) 
Morning Song (Canto del mattino)  
Wuthering Heights (Cime Tempestose)  
The Moon and The Yew Tree (La luna e il 

The Disquieting Muses (Le muse inquietanti)  
Metaphors (Metafore)  
The Colossus (Il colosso)  
Poem For a Birthday (Poema per un 
compleanno) 
Whitsun (Pentecoste) 
Small Hours (Ore piccole)  
Heavy Women (Il peso delle donne) 
Widow (Vedova)  
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tasso) 
Little Fugue (Piccola fuga)  
Apprehensions (Apprensioni)  
Amnesiac (Amnesiaco)  
Ariel  
Thalidomide (Talidomide)  
Mystic (Mistica) 

An Appearance (Una sembianza)  
Crossing The Water (Attraversando l’acqua)  
Elm (Olmo)  
The Rabbit Catcher (L’acchiappaconigli) 
Event (Avvenimento)  
Berck-plage 
For a Fatherless Son (Per un figlio senza 
padre) 
The Detective (Il detective)  
The Swarm (Lo sciame) 
By Candlelight (A lume di candela)  
Nick and the Candlestick (Il piccolo Nicola e la 
candela) 
Purdah 
Winter Trees (Alberi d’inverno) 
Totem  
Child (Bambino) 
Words (Parole) 

 

Another distinction between Morisco and Rosselli’s work and Giudici’s lies in the far 

broader availability of sources and the expanded knowledge of Plath’s opera omnia. 

Nearly a decade separated the two translations, during which key volumes 

appeared—Johnny Panic and the Bible of Dreams (1977), The Collected Poems 

(1981), and The Journals (1982). These publications provided indispensable material 

for critics, biographers, and translators, reshaping the understanding of Plath’s work. 

Morisco is able to underline in her preface a peculiar “dichotomy between the official 

Plath and the private Plath” (LMI, 17), noting the contrast between the more cautious 

voice in the correspondence with her mother and the more unguarded, caustic tone of 

her journals. By the mid-1980s, scholarly engagement with Plath had expanded 

substantially, as had debates over the controversial management of her literary estate. 

Morisco refers to numerous critical studies that contributed to constructing Plath’s 

ambivalent and contradictory myth, framing her, on the one hand, as a 

psychopathological case and the reincarnation of Robert Graves’ “White Goddess” 

and, on the other, as a romantic heroine or precursor of second-wave feminism (See: 

Alvarez; Hughes; Gilbert; Oates). Equally significant was the wealth of manuscripts 

that had begun to be deposited in institutional archives from the late 1970s through 

the early 1980s, and which had been gradually made accessible to researchers. 

Morisco cites the work of Mary Lynn Broe, “Enigmatic shifting my clarities”: the 

Manufacture of ‘Sivvy’” in Ariel Ascending: Writing about Sylvia Plath (1985), who was 

then examining the manuscripts of Plath’s journals and beginning to expose the extent 
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of the cuts they had undergone. Echoing the collective outrage over this matter, 

Morisco affirms that “deleting and thus erasing the major events in the poet’s life [...] 

becomes a violence worse than the physical violence inflicted on the woman [...] and 

has the effect of presenting a false and distorted image of Sylvia Plath” (LMI, 21). 

 

A Poem for Three Voices: Menicanti, Giudici and Rosselli 
 

As far as translation is concerned, what is most interesting is how differently 

Plath’s poet-translators—Menicanti, Giudici, and Rosselli—approached her poems, as 

can be seen in the only poem they all rendered into Italian, “The Rival” (Collected 

Poems, 166-167). Reflecting on her own practice, Menicanti states that she would 

drastically revolutionize a text so that “the original expression disappeared and did not 

betray its origins” (8). Her words reveal a translation philosophy largely aligned with 

what Lawrence Venuti calls “domestication” (20), smoothing out formal, stylistic 

complexities and naturalizing culturemes. Menicanti insists that this approach does 

not imply infidelity or disrespect toward the source text; on the contrary, it credits the 

translator’s intuition, justifying a certain freedom as an act of “courage and 

aggressiveness” (8-9). As for Plath’s translation, Menicanti declares she considers it 

her “most cherished work, most in line with my taste” because of its concentration on 

“drama, irony, and hope” (9). Plath’s poems, for her, “were rather cryptic, but rich and 

warm with life” (9). 

Giudici, who regarded the translations of Plath’s poems as essentially a 

commission and often embraced an almost radical detachment, personally as well as 

linguistically, had a different view. He was used to translating from languages at times 

only partially familiar to him, approaching them with a tendency toward “rewriting” and 

domestication (Berman, 291). Far from being an obstacle, in his view, this limited 

knowledge was an asset, for this distance fostered a productive estrangement that 

safeguarded the translator’s interpretive objectivity. In this spirit, Giudici describes his 

first encounter with Plath’s texts as deliberately neutral and free of preconceived 

notions. Giudici’s tendency toward domestication is evident in his rendering of “The 

Moon and the Yew Tree” as “La luna e il cipresso” (LL, 48-51), replacing the yew with 

the more familiar cypress to evoke cemetery imagery recognizable to Italian readers. 

Yet, Giudici maintains that he did not impose his own poetic voice onto Plath’s; rather, 

he conceived translation as a process of linguistic borrowing, enriched with the 
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sensibility of a fellow poet who could grasp both the technical scaffolding and the 

emotional force of her verse. On a practical level, Giudici paid particular attention to 

sound, striving to retain rhyme wherever possible or, at least, alliteration and 

assonance, especially when their absence risked impoverishing the Italian version, as 

he claims he did in “Daddy” (Papà) (LL, 60-67). At times, he privileged rhyme over 

strict semantic and syntactic fidelity—a strategy contested by Amelia Rosselli. 

Rosselli repeatedly expressed dissatisfaction with Giudici’s translations, 

perceiving in them an imposition of his own stylistic voice (Caporali, 243). In her 

opinion, Giudici privileged the most biographical, harsh, and disenchanted aspects of 

Plath’s oeuvre, ultimately failing to capture its more vital aspects. Rosselli’s own 

approach sought to resist confessional readings and reductively biographical 

interpretations of Plath’s work. She believed such tendencies toward sentimentality, 

sensationalism, and feminism risked reinforcing the marginalization of women poets 

overshadowing their poetic worth. Moreover, the biographical echoes between Plath’s 

experience and her own were too intimate and painful to be treated directly: eluding 

them was a necessary condition for approaching Plath’s poetry. Unlike Giudici, who 

spoke of distance in his translation method, Rosselli stated that she needed to feel 

close to the author she was translating (Caporali, 242). Her translations show greater 

formal adherence, less personalism, and less syntactic variation, for, as she herself 

states, “With Plath’s poetry, you can translate word for word, provided you know 

English very well. You can perhaps make a few inversions, but the meaning is clear 

without any need to reinvent her poetry. You have to be very careful about what she 

wants, whether the adjective is masculine or feminine, for example” (Caporali, 243). 

This statement is exemplified in the rendering of “The Rival,” whose central figure, 

according to Clark, personifies Plath’s “perfection-demanding demon” (664). Plath 

herself had described the poem as contrasting “two women: the speaker, who is a 

rather ordinary wife and mother, and her ‘rival’—the woman who is everything she is 

not—who obsesses her. The woman terrifies the speaker and dominates her thoughts, 

seeming almost superhuman [...] and, in the third section, grows impressive and 

omnipresent as a sort of goddess” (L2, 645). 
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RIVALE (Menicanti, 1968) LA RIVALE (Giudici, 1976) LA RIVALE (Rosselli, 1991) 

Se sapesse sorridere la luna  
somiglierebbe a te. 
L’impressione  
Voi lasciate medesima: di 
cosa  
splendida, ma che annienta. E 
tutti e due  
In prestito prendete 
largamente   
La luce: ma la bocca della 
luna  
S’apre rotonda come un’o nel 
pianto  
Sopra il mondo. La tua rimane 
ferma.  
 
Tuo primo dono è quello di far 
pietre  
D’ogni cosa. Mi desto a un 
mausoleo:  
Sei qui. Tastando per il 
tavolino  
Di marmo cerchi le tue 
sigarette  
Come femmina dispettoso, 
non  
Altrettanto nervoso. E te ne 
muori  
Di dire cose a cui non c’è 
risposta.  
 
La luna umilia anch’essa i suoi 
soggetti,  
Ma di giorno fa ridere. Al 
contrario  
Mi arrivano le tue 
insoddisfazioni  
Per posta regolarmente con 
amabile puntualità, 
Bianche e vacue si espandono 
come  
Monossido di carbonio.  
 
Mai giorno resta al sicuro dalle 
tue  
Notizie che mandi 
passeggiando  
Per l’Africa magari, ma di me 
pensando. (LCV, 212-213)19 

Se sorridesse, la luna 
somiglierebbe a te.  
Tu fai lo stesso effetto:  
Di un qualcosa di bello ma che 
annichilisce.  
Tutti e due siete dei grandi 
scroccatori.  
La sua bocca a O si accora sul 
mondo; la tua  
 
Non fa una piega, tu pietrifichi 
ogni cosa.  
Guardo, c'è un mausoleo; 
eccoti qui che picchietti  
Il marmo del tavolino, cerchi le 
sigarette,  
Sprezzante come una donna, 
ma non così nervoso,  
E muori dalla voglia di dire 
impertinenze.  
 
Anche la luna i suoi sudditi 
umilia,  
Ma di giorno è ridicola.  
I tuoi malumori, d’altra parte,  
Arrivano per posta 
amorosamente regolari,  
Bianchi e vani, espansivi come 
il gas.  
 
Non c’è un giorno al riparo da 
notizie di te,  
Magari a spasso in Africa, ma 
pensando a me. 
(LL, 58-60) 

Se la luna sorridesse, ti 
rassomiglierebbe.  
Lasci la stessa impressione  
Di qualcosa di bello, ma 
devastante.  
Ambedue siete delle grandi 
imprestatrici di luce.  
La sua bocca a O s’addolora 
del mondo; la tua non se 
n’affligge,  
 
E il tuo vero dono è di fare 
pietra di tutto quanto.  
Io mi sveglio ad un mausoleo; 
tu sei qui,  
Ticchettando le tue dita sul 
tavolo di marmo, in cerca di 
sigarette,  
Malevola quanto una donna, 
ma non tanto nervosa,  
E morendo dalla voglia di dire 
qualcosa d’imbattibile.  
 
La luna anche, degrada i suoi 
sudditi,  
Ma di giorno è ridicola.  
Le tue insoddisfazioni, d’altra 
parte,  
Arrivano tramite la cassetta 
delle lettere con regolarità 
adorabile, 
Bianche e vacue, spandendosi 
come ossido di carbonio.  
 
Nessuna giornata è al sicuro 
da notizie tue,  
Passeggiando per l’Africa 
forse, ma pensandomi. (La 
furia dei venti contrari, 238) 

 
19 I have used capital letters to indicate the beginning of each verse; the original version does not have 
them, unlike the other two translations by Giudici and Rosselli.  
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Comparing the three Italian translations of “The Rival,” notable differences emerge in 

fidelity to Plath’s stanzaic structure and versification, register, and lexical choices. The 

first observation concerns the title: while Giudici and Rosselli preserve the feminine 

article before the noun “rivale,” Menicanti suppresses it. Another immediately visible 

difference is the length of the texts: Giudici and Rosselli respect the short, incisive 

rhythm of Plath’s original, while Menicanti alters the stanzaic structure and the length 

of the lines, frequently resorting to periphrastic constructions, inversions and 

punctuation changes. Such alterations exemplify several of Antoine Berman’s 

“deforming tendencies,” especially expansion and the destruction of source rhythms 

as a consequence of rationalization and clarification. 

A striking divergence concerns the gender marking of the addressee: Rosselli 

correctly interprets the interlocutor as feminine, while both Giudici and Menicanti read 

it as masculine (or use a generic masculine). Menicanti even produces a gender 

discordance and grammatical incongruity in line nine rendering “Spiteful as a woman” 

(CP 166) as “come femmina dispettoso” (like a mischievous female) with the male 

adjective. Menicanti’s translation also features several inversions, which shift the 

emphasis within the line (e.g. lines two and four). This, combined with the use of 

archaic or elevated vocabulary, gives a sense of linguistic affectation and exemplifies 

Berman’s concept of “ennoblement”—the negative deformation of rewriting a text in a 

more mannered and elegant style. Register, indeed, varies considerably across the 

three versions. Rosselli and Giudici remain close to Plath’s alternation between 

colloquial and evocative tones, while Menicanti frequently opts for unusual lexical 

choices: for instance, to translate common words like “same” and “awake” she uses 

“medesima” and “desto,” more antiquated synonyms of “stessa” (same) and “sveglio” 

(awake) preferred in the other versions. Even Rosselli occasionally leans toward 

ennoblement (e.g. “rassomiglierebbe” for “resemble”; “ambedue” for “both”), though 

her decisions can be motivated by rhythm and sound correspondences, reflecting her 

background as a musicologist. 

Finally, semantic choices confirm these distinctions. For instance, “spiteful” is 

rendered with different terms across the three versions: Rosselli chooses the more 

ambiguous “malevola” (malevolent); Giudici opts for “sprezzante” (contemptuous) 

which conveys disdain rather than malice; Menicanti, in turn, uses “dispettoso” 

(mischievous) which lends a playful connotation to the image. Menicanti often clarifies 
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Plath’s expressions, as in the line “Her O-mouth grieves at the world” (CP 166), which 

she expands into a more explicit simile, “la bocca della luna / S’apre rotonda come 

un’o” (the moon’s mouth opens round like an O), while Giudici and Rosselli remain 

adherent to the source. Also the image of “ticking your fingers on the marble table” 

(CP 166) is impoverished in its gestural and auditory dimension in Menicanti’s 

rendering, for she translated it as “tastando” (touching with one’s hands) sacrificing 

the sound of the fingers on the table; differently, the other two retain it, albeit with 

synonyms, “picchietti” (to tap one’s fingers) and “ticchettando” (to drum one’s fingers). 

Similarly, in the rendering of “I wake to a mausoleum” (CP 166), Giudici departs 

entirely from the image, adopting a different construction, “Guardo, c’è…” (I look, there 

is…), which results in a more rationalizing and qualitative impoverished version. The 

last noteworthy difference concerns the rendering of “borrowers:” Menicanti banalizes 

it as “prendete in prestito” (you borrow); Giudici creatively reimagined it as 

“scroccatori” (scroungers), a colloquial and ironic noun; and Rosselli even coins a 

calque-neologism, “imprestatrici” (borrowers) from the English. 

Overall, Menicanti demonstrates marked tendencies toward deformation of the 

source text, producing a mannered version bordering on rewriting, distancing from the 

caustic directness of Plath. Rosselli, by contrast, is the most adherent to the source 

text, minding all its nuances and retaining a foreignizing effect, albeit sometimes 

tempered by her own refined choices. Giudici occupies a middle ground that balances 

fidelity with stylistic adaptation, emphasizing colloquial sharpness, though at times 

rationalizing ambiguity. These different approaches are symptomatic of a broader 

dynamic in the Italian reception of Plath, which has fragmented her poetic works over 

a span of almost thirty years. The many translations and interpretations that have 

stratified over the decades have also been subject to the natural linguistic changes 

and development in Translation Studies. Although Ariel was never published in Italy 

as an independent collection, it served as a crucial catalyst for the dissemination of 

Sylvia Plath’s name in the Italian literary context and for the subsequent translations 

of her work. The dispersal of Ariel across multiple collections showed both the 

variability in editorial treatment and the sustained attention her poetry has received, 

underscoring the enduring resonance of her voice. 

 

 

 



 

 

37 

Bibliography: 
 
Arnoldo and Alberto Mondadori Foundation (FAAM), Milan, Arnoldo Mondadori 

Editore (AME) Historical Archive, Segreteria editoriale estero (SEE) - C, b. 53, f. 33 

(A), “Sylvia Plath,” 1967-1972. 

Alvarez, Al. The Savage God: A Study of Suicide. New York: Random House, 1972. 

Berman, Antoine. “Translation and Trials of the Foreign” (1985), trans. Lawrence 

Venuti, in The Translation Studies Reader, ed. Lawrence Venuti, 2004, London 

& New York: Routledge, pp. 284-297. 

Caporali, Marco. “Donne che traducono donne: Amelia Rosselli e Sylvia Plath 

[interview with A. Rosselli],” in La furia dei venti contrari, ed. Andrea 

Cortellessa. Firenze: Le Lettere, 2007, pp. 242-244. (my translation in the text) 

Clark, Heather. Red Comet: The Short Life and Blazing Art of Sylvia Plath. London: 

Jonathan Cape, 2020. 

Franco, Teresa. La lingua del padrone. Giovanni Giudici traduttore dall’inglese. 

Soveria Mannelli: Rubbettino editore, 2020, pp. 153-270. 

Gilbert, Sandra. “A Fine, White Flying Myth: Confessions of a Plath Addict,” in The 

Massachusetts Review, 19, 3, 1978, pp. 585-603. 

Hughes, Ted. “Notes on the Chronological Order of Sylvia Plath’s Poems,” in The Art 

of Sylvia Plath: A Symposium, ed. Charles Newman, Bloomington: Indiana 

University Press, 1970, pp. 187-195. 

Mazzanti, Roberta. “Plath in Italy,” in Critical Essays on Sylvia Plath, ed. Linda W. 

Wagner, Boston: G. K. Hall, 1984, pp. 193-204. 

https://archive.org/details/criticalessayson0000unse_l1f3/page/206/mode/2up  

Accessed September 6, 2025. 

Menicanti, Daria. 1985. “Quando tradurre non è un mestiere,” in Salvo imprevisti, Del 

tradurre-I, 35-36 (XII), May-December 1985, pp. 7-9.  (my translation in the text) 

Morisco, Gabriella. “The Trilingual Poetic Diction of Amelia Rosselli: ‘October 

Elizabethans’,” in Identity and Cultural Translation - Writing across the Borders 

of Englishness: Women’s Writing in English in a European Contexts, ed. Ana 

Gabriela Macedo and Margarida Esteves Pereira, Bern: Peter Lang, 2006, pp. 

95-108. 

Mossali, Mattia. “‘Condizionata alla morte essa rimava vocabolari tormentosi’: 



 

 

38 

declinazioni del lutto nella poesia di Amelia Rosselli e Sylvia Plath,” in LEA - 

Lingue e letterature d’Oriente e d’Occidente, 7, 2018, pp. 245-261. 

http://dx.doi.org/10.13128/LEA-1824-484x-24416. Accessed on September 6, 

2025. 

Mullenneaux, Lisa. “Can You Call Her Sister? Amelia Rosselli on Sylvia Plath,” in The 

Critical Flame: A Journal of Literature & Culture, 55, 7-8, 2018. 

https://criticalflame.org/can-you-call-her-sister-amelia-rosselli-on-sylvia-plath/ 

Accessed September 6, 2025. 

Nims, John Frederick. “The poetry of Sylvia Plath - A Technical Analysis,” in The Art 

of Sylvia Plath: A Symposium, ed. Charles Newman, Bloomington: Indiana 

University Press, 1970, pp. 136-152. 

Oates, Joyce Carol. “The Death Throes of Romanticism: The Poetry of Sylvia Plath,” 

in Southern Review, IX, July 1973, pp. 501-522. 

Pisani, Chiara. “Il segreto della poetessa suicida,” in Gente, no. 28, X, 13 July 1966, 

p.44. (my translation in the text) 

Plath, Sylvia. Ariel, pref. Robert Lowell. New York: Harper & Row, 1966. 

–– La campana di vetro, trans. Daria Menicanti, pref. Claudio Gorlier. Milano: Arnoldo 

Mondadori Editore, 1979 [1968]. 

–– Le muse inquietanti, ed. pref. Gabriella Morisco, trans. Gabriella Morisco and 

Amelia Rosselli. Milano: Mondadori, 1985. (my translation in the text) 

–– Johnny Panic and the Bible of Dreams and other prose writings. London: Faber 

and Faber, 2001. 

–– Collected Poems, ed. Ted Hughes. London: Faber and Faber, 2002. 

––The Letters of Sylvia Plath. Volume 2: 1956–1963, ed. Peter K. Steinberg and Karen 

V. Kukil. New York: Harper Collins. 2018. 

–– Lady Lazarus e altre poesie, trans. pref. Giovanni Giudici. Milano: Mondadori, 2023 

[1976].  (my translation in the text) 

Rosselli, Amelia. Una scrittura plurale. Saggi e interventi critici, ed. Francesca Caputo. 

Novara: Interlinea edizioni, 2004. (my translation in the text) 

Rosselli, Amelia. “Sei traduzioni da Sylvia Plath: da «Poesia»,” in La furia dei venti 

contrari, ed. Andrea Cortellessa. Firenze: Le Lettere, 2007, pp. 235-238. 

Rosselli, Amelia. L’opera poetica (Meridiani), ed. Stefano Giovannuzzi. Milano: 

Mondadori, 2012. 

Venuti, Lawrence. The Translator’s Invisibility. London & New York: Routledge, 2004. 



 

 

39 

Veschi, Gabriella. “Un caso di «identificazione proiettiva»: Amelia Rosselli traduce 

Sylvia Plath,” in Nuovi frammenti d’Europa. Riscritture, traduzioni, riviste del 

Novecento, ed. Carla Gubert, Pesaro: Metauro, 2005, pp. 123-153. 

  


