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The present paper employs Lambert and van Gorp’s descriptive model of analysis and
Theo Herman’s polysystem theory, in order to examine George Seferis’ translations
included in the volume Antigrafes. It begins with an examination of the translator’s
introductory remarks on his translation and proceeds with a discussion of Seferis’
selection and arrangement of the texts and the results of these choices (macro-level
analysis). After that, the target-text is analyzed at the level of lexis, grammar and syntax
(micro-level). Stylistic and semantic shifts are discussed here together with an attempt
to form hypotheses regarding the reasons behind the translator’s choices. Finally the
target-text is examined in the systemic context. Hypotheses formed at the previous
stage are tested against the poet-translator’s original work as well as the home system’s
literary production. The basic assumption of the present approach is that, examined in
the socio-historical and cultural environments that host them, Antigrafes appear to be
an anthology in disguise, a kind of modest, undercover equivalent to the Poundian ABC

of Reading.
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It is not the teacher’s place to enforce an opinion.

Ezra Pound, ABC of Reading

The present paper employs Lambert and van Gorp’s synthetic scheme for translation

description and Herman’s polysystem theory, in order to examine the translations

Seferis included in Antigrafes. Lambert and van Gorp’s model of analysis (1985: 52-53)

organizes research in the following order:

1.

2
3
4.
1

Preliminary data.

Macro-level analysis.

Micro-level analysis.

Systemic context.

First we look at the Preliminary data. Observations regarding the translator’s
general strategy, his introductory remarks, the title and title page, the texts that
surround the target-text (peritexts).

The Macro-level analysis regards the choice and arrangement of poems,
guestions about the treatment of their formal characteristics.

The Micro-level analysis discusses data at the level of lexis, grammar and syntax
and their relation to overall stylistic results.

Finally the Systemic context analysis is the most exciting part of the process,
especially when the translator is a successful poet. Oppositions between micro-
and macro- level, or between the poet’s theoretical views on translation and his
practice, will be discussed in the context of the ‘home’ system. Intertextual
relations between the translated text and other translations or original
productions, as well as the role of translation in the translator’s poetic career,

are also examined here.

The above model is explanatory and not merely descriptive, since it allows us to use the

findings of each stage in order to form tentative hypotheses, which in turn we will try to

test against the findings of the following stage. As you can tell, far from being a

lexicographical hunt for mistakes and inaccuracies, the present analysis aims to define



ITI — Interculctural Translation Intersemiotic e-issn 2241-3863
Vol.4, no.1 (2015)

the translator’s strategy through his macro- and micro-level choices. The systemic
approach studies translations as ‘part of a complex web of interrelations’ (Hermans
1999: 66), socio-cultural and historical as well as literary, and is therefore interested in
both the translated text and the context in which it appears, starting from the basic
hypothesis that you cannot examine a translation in a cultural vacuum without

consideration of the home-system’s historical and literary environment.

1. Preliminary data

On the title page of Antigrafes (Fig. 1), Seferis appears as the author, with his
name printed above the title. His presence on the title page invites us ‘to accentuate the
position of the translator as sender’ (Koster 2002: 33), as an authorial presence whose
voice pervades all the voices heard in the texts. Note that Seferis does not say
‘Antigrafa’ but ‘Antigrafes’. Both these words can be translated as Copies, but there is a
difference in Greek: the neuter ‘antigrafo’ is the replica, the feminine ‘antigrafi’ stresses
the didactic character of the enterprise, and evokes the two basic lessons of the first
grade in the Greek school: ‘antigrafi’ and ‘orthografia’, «la copie» et «la dictée» in
French school. It is like Seferis sends his reader back to the basics, a kind of Modernist
ABC of Reading.

In the Table of Contents (Fig. 2) Seferis’ presence is subtler, organizing the
poems ‘objectively’ by the poets’ dates of birth. He invents a new way of writing the
foreign poets’ names next to the Roman characters. The little dots mostly over plosive
or fricative consonants remind us of a linguist’s practice and does not really help the
reader either to pronounce or to recognize the names. Seferis’ invention points to the
experimental character of his project. In the sight of this Table, one could paraphrase
Pound’s description of his own Table of Names and Dates, substituting ‘my’ for ‘English’:
‘sequence of authors through whom the metamorphosis of my verse writing may be

traced’ (Pound 1951: 173).



ITI — Interculctural Translation Intersemiotic e-issn 2241-3863
Vol.4, no.1 (2015)

1.1. Analysis of the peritext

In the very first line of his Introduction Seferis defines translation as ‘the least
satisfying form of writing’, since the translator can never hope to recreate the original.
Seferis deplores the outcome of translation as a work of a lower status and the
translator as a mere copyist. This and the following statement have been used as proof

of Seferis’ source-orientation (Connolly 2002: 34-35, Kayalis 1998: 58-9):

“000 %ol nal v Sovhéyel ravelg, 00 EmiTuyhc ®al v givoat, O
VAQYEL TAVTO EVAL AVTIXEIUEVO —TO TEMTOTUTO— OV UEVEL EREL

\ N

yior vou udg Oelyver g POLonOUaoTE TAVTO XaUNASTEQM GO TO

oWOoTo, TS axoun %L v maue Ynidtepa, mAAL younrlotepo O
elLaoTe.
The ‘cwoté’/AaB0oc distinction here is in tune with the title, which evokes the didactic

character of ‘avtiypagn’ and ‘6pBoyopaqia’. Finally, Seferis (1978: 7) declares his

translating goal:

[H] Sovlewr mol ovyreVIQDVOD &€0® €ival 1) Emhoyh Gmd i
€VEUTEEN TEOOTAOELD TOV Exaua YL VO SOXLUAOM TL UWITOQET VL
ONXWOEL, OTU XEOVIe oV £€Cnoa, N YAwooo wagc "Extoc &md Tto
%ivNnTEo avTod, dev Exel AALOV €lpuO 1N OVALOYY ATV, %ol Ot B
Atav cwotd Vo The Amodofel 6 oxomdc TS AvOoldynone f Tig
aEloAdynonce.

Ezra Pound regarded translation as an act of criticism, and a collection of
translations is indeed nothing if not systematic and conscious criticism in itself, but
Seferis avoids elucidating the reader on his choice of poems, as well as discouraging us
from treating Avtiyoa@ég as an anthology. In the Notes at the back of the volume, we
begin to suspect the significance these poems had for him. There Seferis contextualizes
the source texts in a manner that highlights his relation to the poets he chooses to
translate. The fact that Seferis first considered publishing his translations in the heart of

the war from Cairo (1942) also reveals the importance these texts had for him.
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In his introduction to Eliot, Seferis (1973: 19-42) acknowledges Yeats, Joyce,
Lawrence, Pound and Eliot, as the most ‘important masters’ of the ‘modern art of
writing” in the English language. Significantly, Seferis translates four of the five for
Antigrafes. In the same text Seferis defines the modern poets’ relation to language as
one of alienation. His relation to the poems of Antigrafes lies precisely here: they all
explore the capacity of language for communication and renovation in the light of
dramatic changes that led to the subversion of the old order.

The conflict of messages between the Title Page and the Notes on the one hand
and the Table of Contents and Introduction on the other, leads me to the hypothesis
that Antigrafes is an anthology in disguise, whose purpose is to delineate the genealogy
of Seferis’ Modernism. Far from being mere exercises, Antigrafes reveals a higher
degree of intervention than Seferis is willing to admit, and from which he tries to lead

the reader astray with his ‘TIpoAdyona’.

2. Macro-level analysis

Seferis shares with Pound the modernist concern for the arrangement of the
Table of Contents in Antigrafes. The macro-structure of the collection, the way the
poems offer us different perspectives of common themes, reveals another modernist
concern that Seferis shared with Pound: the insistence ‘to think of the volume rather
than the individual lyric as unit’ (Bornstein 1999: 26-27). The collection as it first
appeared, contained twenty-four poems —as many as the letters of the Greek alphabet-
by fourteen poets, nine of them English or American and five French. The dialogue
between the translated poems of the first edition and the manner in which Seferis
translates them, drawing links not only with European Modernism but also with the
Greek poetry, points to the presence of a translating policy.

Interestingly, among these poems and poets Pound holds the dominant position
(Fig. 3). With the exception of Valéry, all of the poems of the first edition were written
between two great wars (1915-1943). The dates at the end of most of the translations

disclose Seferis’ involvement. The poems of “Emiuetpo’ that Savidis later added lack
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the coherence of Seferis’ edition: many of the translations are fragmentary and none of
them has a date apart from Claudel’s poem, written in 1922. This strengthens our
hypothesis that Antigrafes is an anthology in disguise, because the dates are related to
the poems’ content and increase their interdependence. For this reason, and for
reasons of space, | will discuss only poems of the first edition that Seferis organized
himself.

One of the recurring themes in Avtiypagég is the role of the poet in a world no
longer in need of poets. Pound’s ‘To vnou oty Aluvn’ (1916), like the poems from Yeats
and Gide is concerned with the role of poetry in the modern world. “H Agvtépa
IMTapovoia’ (1919), which opens the anthology, speaks about the apocalyptic
catastrophe of the old world, while it envisions the advent of something new. The poet
appears as a prophet and a visionary like the speaker in Gide’s ‘ZtaAowo’ (1920). The
narrator of Yeats’ ‘Ta&idt1 oto Buldvtio’ (1927) contemplates the relation between life
and art, and between art and the artificial. The poet’s disdain for old age and his quest
for immortality even in an artificial form is reminiscent of Cavafy’s treatment of the
theme and his refuge in art as an analgesic against the pain caused by old age. Moreover
in Cavafy we find a similar treatment of the poetic art as a craft and the poet as a
craftsman. Yeats’ ironic exploration of the relation between art and the artificial is also
reminiscent of Karyotakis’ satire on Symbolism, especially at the point where the poet is
willing to give up his life in order to enter the ‘artifice of eternity’:

Consume my heart away; sick with desire

And fastened to a dying animal

It knows not what it is; and gather me

Into the artifice of eternity. (Yeats 1989: 193)

Kawpete thv 2000Ld pov %L &vorldoTte TNV GEEWOTN TOD
mté0ov,

Aguévn o Eva Lo mov Eeypuyd,

Atv E€pelL oo TL ELvOL Roll SeyTETTE NE

Ztv teyvovpyia ThHs aiwvidtntac. (Antigrafes, 21-24)
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(Tamewvy Téxvn xwoEig Yeog,

1600 Gyt déyouat TO didayud cov!)

"Ovepo avayhvgo, 0o 00d® ®ovid cov

nataxoQUmc. (Karyotakis 1972: 113)

The agony of modern man is dominant in the narrator’s impersonal self-examination in
Valéry’s “H Boaditr ug 1ov ®po Teot’ (1896). The speaker’s reflection on his life in a
prosaic manner that challenges traditional poetics was significant for the formation of
Seferis’ voice. Established aesthetic values are also the target of Marianne Moore’s
condensed and bitingly ironic criticism in ‘The Monkeys’ (1921) and ‘To a Snail’ (1924)
both of which Seferis translates.

In many of the translations the exploration of the poet’s role is linked to a
metaphysical quest and is articulated in a quasi-religious language. Yeats’ “H Aevtépa
ITapovoia’ and Jouve's ‘Ot téooepelc ®apfardondes’ (1938) evoke the Apocalypse,
while ‘Ztoydoov’ (1924) extensively draws on Ecclesiastes. Gide’s ‘ZtdAowo’, evokes
Matthew’s Gospel in order to express the poet’s failure in a world no longer in need of
prophets, and in Lawrence’s ‘ToO x»apdft tol Bavdtov’ (1929) the quest for
metamorphosis is also expressed in religious language. The religious and historical
elements are both prevalent in Keyes’ ‘©pfvog yior Tov Adwvn’ (1942) but mostly in ‘H
‘Eonuia (1942-1943) with which Seferis chose to close the first edition of Avriyoagés.
With this translation the collection seems to come full circle: the ‘drowning of
innocence’ announced in “H Aevtépa I[Tapovoia’ is now fulfilled. The vision of the
beast that the poet saw in the first poem of the collection rising from ‘the sands of the
desert’ was the vision of humanity heading blindly to war, and Keyes one of its innocent
victims. The choice of title accentuates Keyes’ relation to Eliot: ‘H Eponutcx and “H
“"Eonun Xwopa’ sound very close in Greek. Thus, the first edition of Avtiyoagés ends
with a poem that stresses the continuity within the poet-translator’s work.

Both “Iomavia’ (1937) and ‘Musée des Beaux Arts’ (1938) from Auden constitute
a response to turbulent times and even Durrell’s playful ‘MvBoAoyia’ (1943) is touched

by history, encapsulating the climate of life in exile during war. Seferis’ personal

7
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involvement in the choice of poems becomes apparent in “H aibovoa’ (1964) from Day
Lewis, which explores the role of the poet who, like Seferis, is also a public figure. His
choice of ‘Kavto XIII’ from Pound’s book of translations from Confucius, also reveals
Seferis’ personal attraction to poems that explore the incongruity between the private
and the social.

In turbulent times the poet is destined to travel and suffer exile. The theme of
‘véotog’ is dominant in the translations from Pound and Macleish. ‘Toduuo
Eeviteuévov’ (1915) is a characteristic example of periplus, a theme of ‘cardinal
importance’ for Pound (Davie 1991: 210) as for Seferis. The narrator appears as
Odysseus, writing a letter about his past experiences with his companions. This mode of
recollection in epistolary form will also appear in ‘Toduna &mxd v Aueowriy)’ from
MacLeish and ‘Za¢ yodgw &m0 €vav témo naxowvo’ from Michaux, as in Seferis’ own
poetry.

In the poems from MacLeish we hear the voice of many that evokes Seferis’
MuvOiotoponua. Near the end of “Avtpec’ (Macleish) we find out that the collective
voice is that of the living but also of the dead; thus a type of ‘Nekyia’ is evoked here as in
Pound. In the poem Seferis found the same voice that he defined as ‘the tormented
body of the many’ in Lawrence’s ‘The Ship of Death’. Even the unique optimism of
‘Xwoic Nhnio’ by Eluard blends with the rest of the translations because of the
collective voice heard in the poem.

The delineation of the poems’ central motifs and the way in which these
intertwine and evolve from one poem to another, points to the macro-structural
coherence of Avtiyoa@és and to the existence of a policy that governs Seferis’
‘operational norms’, that is, his decisions at the macro- and micro-levels (Toury 1995:

58).

3. Micro-level analysis
As far as Seferis’ treatment of the lexical, metrical and rhythmical features of the

poems, two things should be noted:
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Seferis’ translations are not strictly literal, that is not exactly ‘copies’, and

Seferis’ conservatism in creating intertextual links.

Again, in the aforementioned example from Yates, we can see how Seferis
translates ‘sick with desire’ with an expression formed in the manner of Erotokritos:
‘100 mé0ov dppwotnuévn’ (I'1410) and avoids the crude ‘T®do mol Yogd’ for Yeats’
‘dying animal’. The choice of the Hellenistic word ‘teyvovpyia’ for ‘artifice’ creates a
subtle link with the silversmith’s desire to immortalize through art a beautiful youth lost
in battle in Cavafy’s “Teyvovpyog rpatiowv’. Seferis’ translation is interpretative at
the level of the word and in line with home system poetics. It is not literal and definitely
not source-oriented. Such a move is often justified when the preservation of form is the
primary goal. But Seferis also fails to take the necessary liberties to put the poem back
together at the level of line length and rhyme. This suggests that although he has a
translating strategy, this is not global and does not allow for systematic interventions
such as additions, omissions and syntactic rearrangements. In the example from ‘Canto
I’ below, we see the difficulties Seferis had to overcome:

Then sat we amidships, wind jamming the tiller,

Thus with stretched sail, we went over sea till day’s end.

Sun to his slumber, shadows o’er all the ocean,

Came we then to the bounds of deepest water,

...Nor with stars stretched, nor looking back from heaven

Swartest night stretched over wretched men there.

The ocean flowing backward, came we then to the place

Aforesaid by Circe. (8-18)

Tétec nabioaue oty xoVTOOTH, %L O AYEQUS UAYRMVE TO TUOVL
“EtoL OAGQUEVOL, TEQVOVOUUE TO TEAAYO S VO TEAELWOEL 1) LEQOL.
Amoxondn 6 1fAog, fonlol 6° OAEKEQO TOV DKEAVOD,

Kal totec pmiraue otor mo fador vepd,

..Mn1e 6tav Byaivel 0T AYnAd xovTo 0T AOTEQLOL

Mjte 6tav oxvpeL vo yvpioel Tiow ATO TOV 0VEAVO”
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Nvyta 6OASuavEN TEVIWUEVY EXET TAVM OTOVS AUOLQOVS
avBpwmove.
[Tiow 10 péua ToV reavoD, xL Nobaue Téte

2TOV Témo OV nag dounveye N Kipnn.

Since in Greek the person and number of the verb are indicated by the endings and not
the preceding pronouns, the source text verbs sound regular in translation, whereas in
the original they have an archaic flavour. In the above excerpt we also see the structural
importance that the gerunds, active and passive voice participles have in Pound’s text.
Forms like ‘jamming, stretched, wretched, flowing, aforesaid’ have conciseness,
ambiguity, and metrical versatility (Fig. 4). Pound’s predilection for ‘—ing’ verb forms
must also be ascribed to his favouring of the imagistic qualities of the poems: they allow
for an unimpeded flow of description, while at the same time importing an archaic
flavour. Seferis has to choose and give explanatory translations that destroy the source
text’s conciseness, ambiguity and incantatory rhythm. Although he tries to preserve
some of the archaic flavour in lexical choices like dounveye, dmworoundn, ueel, dyynid,
he does not go as far as to use equivalent tropes from the uoipoAoyia of the
Underworld, or the é@xottixd, which would have a function equivalent to that of The

Seafarer in the original.

4. Systemic context analysis

The themes that guide Seferis’ selection of poets and poems in Aviiypageg are
those that are central in his own poetry. We may classify these under the following two
interrelated categories:

- The theme of the sea journey.

- The descent to the underworld and communication with the dead.

Thus, we could say that Pound is the most important of the translated poets for
Seferis. Topography and history are very important for both poets. Far from being

merely symbolic, the starting point of the journey in Seferis is often based on real places

10
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and events. In Pound’s ABC of Reading (1934) Homer holds the first place for the
importance of periplus in his work. In the reading list of Antigrafes Pound holds the first
place for the same reason. The ancient Greek meoimAovs is the equivalent of the
modern logbook and literally means ‘circumnavigation’; it was employed to describe a
certain genre of works that were accounts of voyages or ‘records of explorations’. But it
is not only in the poems of the Logbook series that we find this function. Already in
MuvOiotopnua many sections have the fragmentary form of a journal entry or a letter, a
feature that often led critics to judge Seferis’ poetry as fragmentary and without
subject. The excerpts from MvOiotoponua here, evoke the genre of poem-letter that we
also find in ‘Toduua Eeviteuévov’, Toduuo &mxd v Aueowwy’ and ‘Zag Yodpw 6o

EVOV TOTO LOARELVO:
B

‘H avyn nog fotonel TAdL 0TV x0VQAOUEVY AAUTTOL

var yodgovue AOEELL ®al UE TEOOTADELD OTO YOO TL

11
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TAEOUUEVD YOQYOVES 1) ROYUALLL

7

Meydha mapdbvoa. Meydho toamélio

YO VO YOGAQOUUE TO YOAUUA T TTOV 00D YOAQOUUE

TA00VS UT)VES ROl TOL QUYVOVUE

UEOO OTOV ATOYMWOLOUO YL VO YEWIOEL.

Many of the poems in Antigrafes are also accounts of the speaker’s inner
journey. Monsieur Teste’s monologue is a record of self-exploration, like Jouve’s
retrospective journey from his childhood all the way up to maturity in Ztoydoov’.
Keyes’ account of his metaphysical experience of the desert in The Wilderness is
dedicated to Chaucer, George Barley, Eliot and ‘the other explorers’, adding his
contribution to their ‘records of explorations’ (Keyes 1945: 111).

In ‘Toduna é&mo v Aueowri)’ the narrator is in his homeland but appears
homesick for another land and another sea, while the ship in ‘To zapdftL Tot Bavdtov’
seems to be one with the human body. At certain points the poet describes the body as
ship and vice versa in a tone very reminiscent of MvOiotoonua as we can see in the
juxtaposition of excerpts below:

‘TO ®adfL Tod Bavdtov’

II

Kol ugg 0to yrummuévo odua, i Toopaywévn Yuyi

Boloretal Capmuévn, Toéuovtag &’ 10 ®EVo

OV TV YTV PUODVTOS BT TIC TOVTTES.

\%

“Emeoav ®10AOS TO COUATA LOG, YTUTNUEVQ, HOXNUA YTVTNUEVAL,

®ohag ol Yuyxéc nog otdlovv puéoa Gmo T Avolyuo TMOV OrRANQOV

KTUTTNUATDV.

MuvOiotopnua H”
M i yvogvouy ol Yuyéc nag taEdevovtog

navom ot oamouéva Baddooia EVAa

12
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N

Ao AMUAVL O AAvL;

Written in 1929, when the memories of the Asia Minor Disaster were still raw for
Seferis, Lawrence’s ‘The Ship of Death’ manages to capture and express pain as a human
condition without attaching it to particular historic events. His success in generalizing
this feeling without reducing it fascinates Seferis, who does an analogous move in
MuvOiotopnua.

In Jouve’s ‘Ztoydoov’ death is the only harbour that awaits man and there he
aspires to find “yaAfvn’. For Lawrence the destination of the journey is the man’s
‘quietus’, which Seferis translates as ‘“yaAvn’, the much-desired destination of the
travellers in MvBiotoponua and the last word of the poem. The attainment of “yaAnvn’
through oblivion and self-extinction brings us to the second theme of structural
importance in Avtiyoa@ég and in Seferis’ poetry in general, namely, the descent to the
underworld, and the moment of resurrection or metamorphosis into a new self. Of all
the poems Seferis translates for Avriyoagég, Canto | is the most characteristic example
of the descent to the underworld, since it is an English translation of Divus’ Latin
translation of Homer’s Nekyia. It is worth noticing the similarities between Seferis’
translation and the third part of ‘KiyAn’:

XU0Nre TO OIUOL OROTEWVD OTOV TOAQO,

Wuyec €Ew amo 10 “Epefoc, Aeiypava mebausévoy, vupadeg

Néou na yépovteg mov faoavioTnray oAU

... TovToL TANOATvaY ®ol palevovvray ToLyvem wov, pwvalovtog

‘KiyAn’

Ku &AAec pwveg oLy-oLyo Ug T o€ TOVG
arohovOfoav PiBvpot gprevol xat dpaouévol

oV Byatvayv &mo tod Alov T AL u€og, TO OROTELVS

0d *Aeyec yipevay v mobv alpo wid otdho

13
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In both poems the poet hears the voice of Elpenor first and then the voice of the
wise man he is expecting to hear. Finally both end with the invocation of Aphrodite:
‘Canto I’ with fragments from a Latin translation of the Homeric hymn to the goddess,
and ‘KiyAn’ with a vision of the goddess emerging from the sea. In both poems the
invocation of Aphrodite presages a benevolent solution; in Pound the solution is only
prefigured, whereas in Seferis it is more fully elaborated.

Communication with the dead is so important that when circumstances are not
propitious it causes agony for the poet who sees the link with the past as a prerequisite
for renewal. This idea is haunting the speaker in ‘Toduuoa &mxd T™Hv Aueowry)’ in a
manner that brings to mind the agony of Stratis Thalassinos to mind:

Eival mapdEevo v Lelg #GTw &md T §0Toa T YUUVEL ®oll VoL Tedaivele

ITavw ot uoe Eéonemn yig mov Alyol oLy Amo g €xovv Tagel

(A’ 10 nowvovpylo yduo dev Eavayvpovodv ol mebauévol.)

Toduua &mwod v Aueoiry’

Aev Eyer dogpodiha, nueveEedeg, unte vaxiLvoove
TS VO ULANOELS UE TOVS TeBaUEVoue.
“O Ztpdtg OaAaooivog avaueoa otovg aydmavious

The communication with the dead is also related to the apocalyptic moment
when the poet finally hears the voices he yearns for, or when he sees a vision that
comes as an answer to his quest. The choice of ‘The Second Coming’, ‘Envoi’, ‘Les quatre
cavaliers’ and The Wilderness points to the significance that the journey as a quest for a
mystic union with the real self has for Seferis. The quest for regeneration in
MuvOiotopnua © is expressed as a need to find the valley where Adonis was wounded.
The myth of the dead god is, of course, of structural importance for The Waste Land and
for Keyes’ ‘Lament for Adonis’. In the translations of Avtiypagés we not only find
themes that converge with Seferis’ poetry; we also find themes that are in dialogue with
Seferis’ translation of The Waste Land.

‘Kévto XXX’ is an instance of Seferis’ reluctance to systematically stress

intertextual links. The poem delineates the shapes that corruption takes through

14
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history. Pound employs Chaucer’s diction to mock the impurity that followed the death
of the ancient gods. His polyphonic treatment of the subject aims at highlighting what
he called ‘the repeat in history’, the way in which contemporary events are nothing but
the re-enactment of older ones. Although the ‘repeat in history’ is the ‘chief
constructive principle of the Cantos’ (Albright 1999: 81) and a central notion in the
poetry of Cavafy as Seferis perceived it, Seferis does not translate the strategy with
which this is enacted. This is quite a marked choice if we consider that in Cantos 23 and
26 Pound evokes Byzantine history to speak about the Asia Minor Disaster (Roessel
1988: 180-4). In his endnote to Pound, Seferis affirms that it is pointless to search for
historical coherence in The Cantos. It seems that Seferis was confounded by the
‘achronological superposition of stories’ (Albright 1999: 82) in The Cantos and that may
account for his selection of the more coherent ones, but his remark on the non-
historicity of Pound’s poems can be misleading: in fact we may assume that Seferis’ use
of The chronicle of Machairas in poems like “O dafuwv Ti)c Topvelog owes a great deal

to Pound’s use of history.

Conclusion

The analysis of the peritext and the macrostructure revealed that Seferis has a
translation strategy that guides his choice of poems and leads him to publish a book of
translations. The micro-structural and systemic analysis showed that his strategy is fickle
and local rather than systematic and global. If we accept the function of translation
anthologies as an evaluation and ‘interpretation of a given field’ that ‘make[s] relations
and values visible’, then we have to admit that Avriypoagég fulfils this function, and
invites the readers ‘to make use of a cultural store’ (Essmann and Frank 1991: 66),
contrary to Seferis’ introductory remarks.

All of the above findings can be understood in light of the home system literary
environment as well as the poet’s idiosyncrasy. It is because of the strong thematic
relations between the poems of Avtiyoages and Seferis’ own poetry that Seferis is

unwilling to regard Avtiypoa@és as an anthology or a work of criticism. Admitting his
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conscious and deliberate choices could be misinterpreted by his critics as an excessive
dependence of his own work upon the foreign models. Seferis also wanted to move
away from the norm established by Palamas. So he never really modified his early view,
according to which the perfect translation is no longer a translation but a new work. He
therefore prefers to write the new work instead of importing it as ‘part of his lyrical self’
as Palamas did ([n.d.] vol.11: 202). The Greek literary system in 1965 would not allow for
a work as impishly didactic as Pound’s ABC of Reading. But | have a feeling that, behind
the self-effacing title Avtiyoaqés, Seferis would like to shout with Ezra Pound (1951:
41):

With regard to the following list, one ingenious or ingenuous attacker
suggested that | had included certain poems in this list because | had
myself translated them. The idea that during twenty-five years’ search
| had translated the poems BECAUSE they were the key positions or

the best illustrations, seems not to have occurred to him.
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