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This meeting of the seminar featured three separatentations, all related to the work
of George Seferis. Andriana Mastor, in a talk éditA Different Sort of Nostos in
Seferis’sLogbook 111,” read from her own translations of Seferis anokgpabout her
methodology for translating these poems. Susanhidattin “Sensual, Light-Hearted,
Lyrical, Magisterial: Translating Seferis’s MultaEeted Prose,” discussed Seferis’s
novel Sx Nights on the Acropolis, as well as her translation of it. Katerina Stepgiulou,
in “Translation in the Manner of Giorgos SeferidiScussed Seferis’s own translation
practice, focusing on his translation of Ezra Posifidst Canto, itself a translation of
Book Xl of Homer’sOdyssey.

Summary of Presentation (Mastor):

Mastor, who has recently been translating from i8$d_ogbook |11, introduced her
translations with a brief biographical sketch ofeBis and an overview of the place this
particular book occupied in the poet’s personaionys Seferis was born in Asia Minor,
near Smyrna, and left at age 14 with his familyl®22 Smyrna burned, and the places of
Seferis’s childhood were lost. He didn’t returrthe area until the 1950s, and found little
that was familiar from his youth. A few years latee took a diplomatic post in Cyprus,
where he felt connected to the land, which remirtdedof his childhood home—he
thought of Cyprus in terms obstos, a kind of “homecoming” to an approximation of a
home that no longer existed. In that respect, &efeas interested particularly in the idea
of an alternate homeland contained in the mytheafcfos and the founding of Salamis
on Cyprus, as an alternate to his homeland ofsflaed Salamis. The poems Mastor read
were “Agianapa |,” “Agianapa Il,” “Memory |,” andDetails of Cyprus.”

Summary of Discussion:

Q. Can you remind me how your translatedafe,” in “Details of Cyprus”? Keeley and
Sherrard translate it as “added,” which | thinkegtoo much agency. The carver is a
craftsmen rather than a painter, he didn’'t “add’fpuit” the figures on the gourd as he
knew them to be.

Mastor: | have “etched,” which leaves it a bit mopen.



Q. The poem about the sycamore tree, | just watetention that a young composer
put it to music, llias Andriopoulos. Seferis haddliso he asked Maro for permission,
and she approved.

Mastor: Seferis was very interested in the folk ima$ Cyprus, and a lot of those
rhythms work their way into the poems. The lineh&Tnightingales will not leave you
sleep at Platres,” for instance—I don’t think teaact phrase came out of a folk song,
but there are very similar phrases, with nightiegand so on. Here, he’s mixing the folk
song of Cyprus with Euripides, of course, whicmgs things to another level.

Q. Did you translate the Euripides epigraphs orarsexisting translation?
Mastor: | used the Loeb translation.

Q. But I guess it makes sense to take an existamglation of the Euripides, since it's
what people are familiar with.

Mastor: And the Loeb is not as literal as | expédteo be.

Q. You mentioned in the beginning of your talk that first encountered these poems in
a bilingual edition, Greek and French. I'm curi@mout the way in which you are
translating between those two languages. Doesatttdltfat you first came to these poems
through French help your translation at all? Iinsedike the more musical poems, the
ones that you seem to be attracted to, with rhymaeusing the folk song, might be easier
to do in French, though very difficult in Englidim interested in how you might have
gotten something from French that helped you ihwsy.

Mastor: | think it did help me, because even thooghGreek wasn'’t that great when |
came to these poems, | didn’t have any Englishyrhead, | didn’t look at anyone else’s
English translations. | didn’t look at the KeelaydaSherrard or the Rex Warner
translations until very recently, so | wasn’t wargiagainst anything. | am jealous of the
French translation, by Christos Papazoglou. THengss of the vowels, the way you can
have grammatical rhyme.

Summary of Discussion (Matthias):

Sx Nights on the Acropolis, Seferis’s only completed novel, is written mostiyhe form

of a diary. Drafted in late 1920s, and completed ten-day “orgasm of writing” in 1954,
just after the trip to Cyprus that Andriana Magtmt spoke about, it was not published to
1974, after the poet’s death. The diary-novel gerae draws on the notion that a diary is
not quite art, and often involves a fictional editwho presents the text as unfinished, not
for publication. George Savvides, the actual edifdhe Greek novel, says that Seferis’s
novel itself was not meant for publication, callingo doubt its status as a finished text;
indeed, it has never been accepted as part ofefegi$Scanon and has not gained the kind
of widespread popularity and interest his poetry &idracted. There is a degree of



resistance among the older generation to accepBteyris as a sexual being, to seeing the
sexual or sensual side of the national poet. Witnthe guise of an alter ego, Stratis
Thalassinos, gives Seferis a freedom he doesné imakis own poetic voic&x Nights

on the Acropolisis a roman a clef, revolves around Seferis’s affaiin Loukia

Fotopoulou, an affair that no one really talkedwttibe affair until after Maro Seferis’s
death in 2000. Indeed, Maro is said to have haervaons about the publication of the
novel, even though the affair happened ten yedmsd&laro and Seferis met.

Matthias said that one of her primary goals ingfating the novel was to give it a
second chance to succeed, to give it an “after(t@’borrow from Benjamin), which in
this case meant making it immediately likeable.tMaasn’'t an easy task, & Nightsis,
she said, a narcissistic work of a highly interti@ktnature, full of quotes that are often in
French. At the time of composition, Seferis wagastating Gide’s novePaludes, as well
as Valery’s “An Evening with Monsieur Teste,” whialas Seferis’s first publication in
Greek (Nea Estia 1928), and references to those texts are previaléné novel. She
noted that her introduction also tried to “undo daenage” done by Savvides’s
dismissive note. The translated volume also costaiher paratextual material, such as
an introduction by Roderick Beaton, Matthias’s avates to the text, as well as excerpts
from Seferis’s notes and other archival materi&t téchnique when translating Seferis’s
prose was to proceed sentence by sentence, tingdanse for sense; where necessary,
she would pull the sentences apart and reconstrent to accord with English syntax;
she frequently consulted dictionaries, and triedaibdown the translation in clear and
well-balanced English prose.

After her discussion of these aspects of the namdlher own translation process,
Matthias read selected passages from the novelibh@heek and in English.

Summary of Discussion (Stergiopoulou):

Stergiopoulou’s paper was a critical engagemerit ®éferis’s translations. She focused
on his translation of Ezra Pound’s first Cantoagdace where the boundary between the
two kinds of translation Seferis identifiaugtagrafi (the intralingual translation of texts
from ancient to modern Greek) aadtigrafi (the interlingual translations of texts from
other languages), becomes blurred. She beganlkevith a quote from Seferis’s “Letter
to a Foreign Friend,” in which the poet discusgedranslations of T.S. Eliot'@/aste

Land as a way not just of expressing the emotion tlerpoaused in him, but of testing
the “resistance” of his language. In a sense, tleekslanguage is changed or put into
guestion by the process of translation. Seferdgas about language were formed
through the translations of Valery and others Heatlid in the 1920s: he came through
those translations to feel the pressing need tthéxGreek language through writing, to
create a new idiom, combining the old and the ribat, he and other Greeks could call
their own. Seferis published his translation oéw& bf Pound’s Cantos iNea Grammata

in 1939, during his debate with Constantinos Tsagédmut Hellenism. For the first
Canto, this involved a back-translation of Homéragments, which Pound had
translated into English—and, moreover, into Angho«& alliterative verse—not from
the original Greek (with which he was familiar) brdm Andreas Divus’s Latin
translation of it. Homer thus returns home somewletween the two extremes of
metagrafi andantigrafi. In translating Pound’s alliterative verse inte€k, Seferis chose



to keep his verse form. However, while Pound’s leagge is consistently archaizing,
Seferis’s is staunchly demotic, and often incorfeg@lements of dialect. Also, though
Seferis claims not to have referenced the Homeiginal, his translations of Pound

often echo Homer’s sounds, sometimes even usinggaime words. One of Seferis’s

more interesting translation strategies on thecldxevel is his frequent use of words

with double origin and double meaning, which regts what some of Pound’s
archaisms are doing in the original. Seferis thasgposes to the linguistic level the issue
of reinterpreting the classics, thus making whatier could be anetagraphi an
antigraphi.

Summary of Discussion:

Q. It seems that what informed the language of hwiters was an ideological or

political approach. Pound consciously shifted waghito antiquity, trying to show a
series of idealized states, the Greeks, then t@liances, then the Chinese. At the time
Seferis is translating, language is an extremelyigiaed issue in Greece, so this seems
to be what informed his choice of words: he wagj@assay, trying to bolster or even
create this demotic language. | remember wherst fgad Seferis’s translations | thought
very highly of them, but when | reread them mudbr&found them affected, and his
choice of words very extreme. But at that timeatsynecessary.

Stergiopoulou: And of course it becomes a questome: what | read as a demoticism,
what strikes me as particularly colloquial as ateorporary reader, might not actually
have been at the time.

Q. I think now it sounds even too demotic, givea tixt that he’s working from. But
writers at that time felt that if they sympathizeith that approach, they had to take a
stand. After the 1970s, after Seferis’s death, tag §2eling much more comfortable with
the language, we can pick words from here and thededon’t have to be so single-
minded in our use of demotic.

Stergiopoulou. I think that's what Seferis wasngto work towards, that kind of mix.
He uses a lot of Homeric words, it's a very strad@fpoice of words, and there’s an
element of play that comes up, particularly in sahthe examples | chose of words
with double meanings.

Q. Can you clarify the use afetagrafi andantigrafi, and how they map onto the
categories of inter- and intralingual translation?

StergiopoulouMetagrafi is intralingual antigrafi is interlingual. But I'm interested in
this because it's both of them at the same time. Sdng of Songs is the same, Seferis
translates from the Greek, but it retains soméefstrangeness of the Greek that was
somehow Hebraized.



Q. So you’re saying some of his most imporimtgrafes are actuallynetagrafes? You
were talking about his translation of Pound, whgbkupposed to be amtigrafi, but
ends up having a lot of the intralingualnessnefagrafi. But Pound doesn’t have that?

Stergiopoulou: He does, actually, because he’s wgrkom the Greek—or, rather, from
the Latin translation of the Greek—but drawing amgho-Saxon verse to do that in.

Q. How does this all map onto the distinction betwéoreignizing and domesticating
translations?

Stergiopoulou: The reason I think these two teremine each other, in a sense, such
that you can’t really distinguish between #rgigrafes and themetagrafes, is that his
translation strategy seems to be a foreignizing one

Q. Could it be thaantigrafi as copy would be considered more of a mirror imaige
absolute fidelity to the letter of the language gwéhasnetagrafi is a filtering through the
translator, which results in a cross-pollinatiorifefe is the inherent variance in the
linguistic structures involved, so that the freedoomes from two ways, without injuring
the substance of what is being said but still sigaghe manner. One concerns itself with
the particular differences from one language tala and the other concerns itself with
the idiosyncratic differences between people whor@gch a text want to have the text be
as natural as possible

Stergiopoulou: That would seem to be the implicatbthe terms, but often the
metagrafes copy the original in a way that is much more obigithan thentigrafes.

With his translation of the Song of Songs, for amete, Seferis is just grammatically
adapting his text, but keeping more or less evergtelse—which is how his translation
manages (or so he claims) to retain so much ofifti@ew aspect of the ancient Greek
translation.

Q. Do you think Seferis tried to suppress the Emmtif Pound? Constanze Guthenke has
an article where she actually argues that he’adrio suppress the Hebrew of the Songs
of Songs, and | wonder what you think of that argotn

Stergiopoulou: | want to go back to that articlecéuse I find the opposite is happening.
He claims to have tried to have learned somethiogiethe Hebrew, and will
occasionally says, This is wrong, from the Hebrew, it's so beautiful I'll just keep it. |
think with the Pound a lot of the English come®tlgh, in the meter and the alliteration;
that's what keeps Seferis’s translation from becwiolk-songy. He was doing that
meter to keep a foreign element, to prevent it fomming back to Greece completely.

Q. Which is an inversion of what Pound does: hetbdisid a way of connecting the
languages, but Seferis has to keep them apatlegdit. Metagrafi the thing that connects
it immediately, as a kind of transcription, aadigrafi is doing the opposite work.



Stergiopoulou: At the same time, it's doing the egife work in terms of Homer but a
similar work in terms of Pound, because he traasl#te meter and also tries to go word
for word—though he changes it sometimes to accattd Momer’s text, or at least to
make it into a Homeric line.

Q. At the time he was doing these translationgjalothink Seferis’s text would have
been read as something elitist, or as somethingsatue to the average poetry lover?
I’'m saying that because in English Pound is comeiisuch an elitist.

Stergiopoulou: The language wouldn’t prevent itirbeing accessible to somebody, but
he published ilNea Grammata, so I'm not sure who the audience would have been.
Certainly very limited.

Q. But there were people who resisted what theyasathe unintelligibility of his own
poetry, of course, which were probably more so thiartranslation.

Q. I'm interested in how all three of you are grapgpwith the issue of what's hard to
translate. Susan, you're talking about Seferissiakty, and how your translation can
actually offer something the Greek can’t. Andrianéh these poems there’s the question
of Cypriot dialect, and you're also using the Filenehich lends another multilingual
aspect to the situation.

Mastor: It's also nice to hear about the difficedtiSeferis encountered in translating
English—it makes me feel much better.

Matthias: I've recently been translating some @félssays he wrote in the 1930s, and
some of the passages in them are so circumloctitatet’'s hard to tell what he’s saying.
At times | wonder whether he might have been stinggvith demotic. He must have
been writingkatharevousa in his diplomatic work, so might demotic not hdeen the
language he was used to?

Q. You said it was difficult for the Greeks to aptthe sexuality in this book, but he’s
also in the same generation as Elytis and Embairikao are also thought of as national
poets and yet people were able to accept the mrmtia their work. What do you see as
the difference?

Matthias: Perhaps because in a sense it's soYfealread this and think of Seferis as a
young man, brooding over this affair.

Mastor: | also want to note thiabgbook 111 is actually a very sensual book.

Q. The poem you read about the gourd, “DetailsygfrGs,” that one stanza has a very
traditionalist tone, because of the importancénefgourd for Cypriot folk art. But he
also uses the womoumizo, which is the verb for decorating the bride, pigtmoney on
the bride. It's a long and somewhat sexual stamh&sh moves from the head of the
gourd to the bottom, where we find a series ofugatrpeople. People tend to read this



poem in a hagiographic, traditionalizing way, batiye right that this collection is the
most sensual and has a sexuality about it, whields i be taken seriously. The other
poem with the oils is a poem about servility andspitution, which becomes a metaphor
for Cyprus. But in his diaries there are a numijg¢inoes when he talks about brothels
and so on.

Mastor: And as you say, even when it's not outwasdixual, he’s using all of the senses,
putting priority on touch, feeling with your hanasaking your way by touching things.

Q: I wanted to ask, since the bulk of your recesmtglation work was on Ritsos, how you
compare the experience of translating the two.

Mastor: With the Ritsos | was working on a longrdedic poem, “Helen.” | feel more of
an affinity toward the Ritsos, the strangenessthaghocking images he uses are very
compelling. But since that was a dramatic monolaguas important to keep the story,
weaving it through but not clarifying it too mudhwas having a hard time with Seferis.
He’s not always completely clear, and when youaaslation you do have to choose
something, at some point. He’s also pulling insalits of different traditions, and the tone
is particularly hard, since it's so hard to makiéedent registers work in English.

Q. What's different about Ritsos’s ambiguity ande®s’s?

Mastor: Well, again, this particular text by Ritseas a dramatic monologue, so while
it's poetic it's also heading a bit more towards grosy, so that's a little easier to
translate. Seferis is being a little bit more eitial, at least in these works.

Q. Ritsos is always easier in English, though mekeris is easier in French.

Mastor: That seems to be the case, though | calh#xactly why. In “Helen,” Ritsos is
using this long line so | have leeway to maketiiclyl, but if Seferis is counting syllables
it's harder for me to stuff whatever meaning I'matlleg with into the metrical structure
in English.

Q. Could we say that Ritsos tends tagtadiros, while Seferis has a kind of inward turn,
a way of bringing together the cerebral and thetemal, making the cerebral
convincingly emotional? That seems to me the pyna#ference, that Seferis is
basically an introvert, while Ritsos is an extrdver

Mastor: That's a good way of putting it. And somegs Seferis does have this deceptive
simplicity. “Pou einai i alitheia’—it works in Greek but it just doesn’t in Englistimere’s
something transformative going on, and if you'ré careful you can just lose that.

Q. Though with Ritsos there is a wide range ofedléht forms that he usegpitafios,”
for instance, is completely different, whereas 8gfeoeuvre is a bit more unified.

Q. Though after tonight | don’t think so.



Q. It's an illusion that Ritsos is easier in anyywie is extremely difficult to translate.
I’m not sure there is any such thing as an “eagrarislation of poetry.

Q. But I think it works, in English translationsabrks. When | read Seferis it never
makes me think about the Greek, whereas if | reétgb&in translation it's building itself
brick by brick, object by object, in a way that Weiin English.

Q. Is it true that the translator has to have &niaf for the poet being translated? That
the poet is choosing to translate the poet?

Q. Well, that's one model of translation. Thera®ter one, in which the translator is
given a text and has to develop an affinity, irase. It's the distinction people draw
between the model of the poet-translator and th&epsional translator. It's not to
denigrate either one, they're just two modes ofrajeg.

Q. It's interesting that we have three women hignaises the issue of women translating
Seferis, particularly with the novel.

Matthias: Yes, because if you're a women readixgNights, and a feminist to boot, you
could take great offense at this.



