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The Significance of Authefranslators in Turkey in the Emergence of Modern Turkish Literature
Author-translators have always played a significant role in the efforts towards developaofent
modernisaion and in the enrichment of theTurkish literature beginning from the Ottoman
Empire and in the early years of the Turkish RepuBlianslation although not orgaised or
institutionalised, was used as a means towards wesisaion and progress in theQth century.
Neverthelessa fullscaled and state led translation project started in 1940s following the estab
lishment of the modern Turkey, in line with the development and westeation targets of the
newly found state. In both periodsthen, author-transhtors were the inititators of change and
modernisaion which in a way formed a literary tradition in Turkish literature.

In the early years of the Turkish republic when modern Turkish literature was still in its
infancy Minstry of National Education delgped a translation project which was carried out by
authors,translators,poets and intellectuals of the perio@he purpose of the project was mainly
to establish the universal values and the spirit that createdis#tibn in the west,and also to
enrich the Turkish language and literature with new geniggles and modes of thinking-dence
the focus of this paper will be to studlyree authortranslators,one from the Ottoman period and
two from Turkey today, in order to discuss their roles in the sggpae of modern Turkish
Literaturefor the purpose of creating a literary tradition.

JOHANNAAKUJARV(LUndUniversity, Swedeh¢ Session 13

Innovators and Traditionalists: SePositioning Strategies in Paratexts to Early Swedish
Translations of the Clssics

Translation has been an integral part of Swedish literature since its beginning. Translations of the
classics are but a small part of the national literary, and translational, output, but they do form a
trickle of publications that can be followed twout interuption up to this day from the 1590s
when the first Swedish translation of a classic text was published in Rostock. Over the centuries
trandations of varying quality and orientation have been produced of various source texts by
translators whosometimes are anonymous, sometimes otherwise unknown, sometimes habitual
translators not only from the classical languages but also from various modern ones, sometimes
authors with translation being part of their literary activities.

Within the context & the AuthorTranslatorconference, | propose to present a paper
focusing on the latter group of Swedish translators. More often than not these translators work
with literary texts. In the period between ¢ 1750 and 1820 auttnanslators of the classios
working wth Latin and to a lesser extef@reek poetryc were particularly involved in the contem
porary literary debates on proper Swedish poetics and metrics, on what innovations and/or
foreign influences should be allowed and what traditional and/otiveaelements be retained.

The paper focuses on Gustaf Regnér, Per Adam Wallmark, and Gudmund Jéran Adlerbeth, who all
produced translations in the early nineteenth century. Adlerbeth was one of the first eighteen
members of Swedish Academy; today his ndras faded into oblivion together with Regi®@and
Wallmarkl, who never reach the same echelons of the Swedish Parnassus. With the translation
practices of their contemporaries and predecessors as a foil, this paper explores how these
author-translatorsuse the paratexts of their translations to defend their poetics and metrics and

to position their work in relation to contemporary and previous generatiotmanslational
practices.
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VANDAANASTACI@UNIversity ofLisbon Portuga) ¢ Sessin 21

Authorship and SelLegitimation in the Translation of the Psalter by the Marquise of Alorna
(17501839)

The Portuguese poet D. Leonor de Almeida, better known as the Marquise of Alameefused

to publish her lyrical poetry during her lifetime with the argumehtt it was something so
private that very few readers would understand her verse. Nevertheless, she has published a
number of translations at different moments of her life. These are didactical, seriodhooally
soundQtexts. One look at the prefacdsy the Marquise shows that, for her, the activity of
translation was a deliberate act of social and political intervention. In this paper we will look at her
translation of the Bibl& Book of Psalmand at the ways it was proposed as a strategy both of
authorship and legitimation on the part of this prolific writer.

THOMASANESS(ColumbiaUniversity, New York, USA Session 39

CAYRAY3 tFNIYRAAS [2al0 Ay {O020GfFyR , I NRY al OAS
I NAGAOAa (SYR (2 Ra&liklaRi Sutpat bedveéhahe {rabistatiodsi of cassitsiof
English literature (particularly Shakespeare) he produced under his awre rand the works of

popular fiction he wrote under the pseudonym of Joe Alex. Over the course of his writing career,
{0O2YO01l @241 A KA ¥d 8§ diisiorebetive®rytheSeYwidradpects of his work. In inter
views, he described his alteigo Joe Alexthe writer of bestsellers, as the breadwinner for his
FILYAf@Y ogNARGAYy3a G2 LI e GKS oAffasx gKAES {02
classics. A third type of literature, however, remained at the margins of his literary career, but at

the heart of his artistic ambitions: his own attempts to write serious literature. These works
include dramas written in the Stalinist 1950s and a collection of short stories not published until
after his death in 1998. In my paper, | want to examine thiddivA 2y 06 SG6SSy {02Y
translator and writer, both on the basis of theories of authorship for both types of literature he
LINE RdzOSRZ |yR 2y |y lylLtéeara 2F GKS GSEGa {0
oeuvre Such an analysis yielasights into how the genres and literary traditions within which he
worked were part of a unified strategic approach to these texts and their readers, as well as to his
role as an artist. To a large extent, these strategies reflect the realities ddrijtemd artistic
production in the Polish Peog®Republic.

ROBERTANTOGNIN(Vassar College, NYUSA ¢ Session 37

When do Translators become Authors? The Case of Pet@éGriselda

If we were to apply what Umberto Eco defines as dteversibilityprincipleg according to which a
translation, even when wrong, nevertheless allows one to go back to the original, there is no
doubt that Petrarc® version of Boccacd®dGriseldd, the Decameronlast novella is not a
translation but rather a radical writing. As in many other aspects of his life, Petr@dtrans
lationé has an intriguing story, including the fact that Boccaccio probably never saw it. Since its
circulation in 1374, immediately after Petra@hdeath, the Latin Griselda has generatedegp
response with approximately 200 surviving manuscripts, and, in the last century, produced an
imposing critical bibliography. So successful was Pet@&radrsion that an anonymous translator
(ca. end of 1300) turned it from Latin back into Florentily separating the story from its
context, he ignored Boccaccio and gave Petrarch all the credit. Pe@dBetselda appears in the
third letter of the last book of th&enilegSen XVII 3). Together with the other three letters of this
book¢ all addressed to Boccaccipit forms the narrative sequence that closes the collection. Like
the original, the Latin version is also framed: Dio®eoreverent introduction, however, morphs

into Petrarcl® palinodic voice. This paper explores the implicationsetrarct® remarkable
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metatextual observations on the translation act, as he carefully lays the foundations for a new
literary genre. As is the case with so many of his literary endeayvoogably the Canzoniere and

the epistolary collections; he is in &ct inventing the humanistieovellg skillfully adapting
Boccacci@ story for a different target readership.

THERESAUGST(Lewis & Clark Colleg&R, USA ¢ Session 60

The Translato® Courage: Benjamin on Holderlin

Walter Benjami® engagement with krdrich Holderlii® translations of Sophocles is a thread, an
accumulation of reflections taking place over two decades rather than in a single essay or text.
However, Holderli@ Sophocles represents a crucial foundation not only for Benf@moncept
translation but for his theory of criticism in a more general sensenumerous references to the
Sophocles translations throughout his early writings, it is evident that Benjamin regards Holderlin
not only as a poet but also always as a translatas a translator, in fact, of the very highest order

¢ and that these two identities, poet and translator, are inextricably linked: Hoélderlin would not
have been a great poet if he were not also a great translator (ace versa This becomes
evident in he 1918 essagiTwo Poems by Friedrich Holderinyhere an oblique reference to the
apparatus of the Sophocles project indicates that this early discussion of HiRIgxdietry also
already takes into consideration his work as a translator. For Benj&tilderlin@ renditions of
tragedy represent a mode of engaging with the contingifité of a text; and in this sense, they
inch closer to a relation to an abstract notion @futhé to which all poetry, and essentially all
cultural artifacts, refer. Bgxamining moments in which Benjamin turns to this text as an example
of his own thinking, | consider the extent to which a concept of translation informs not only his
notion of Aufgabeor cdtask€ in his celebrated essajfhe Task of the Translatobut alsothe idea

of criticism itself as integrally related to the expression of a higher trudlithough his earliest
reading of Holderlin emphases the idea of thepoet@ courage ¢Dichtermug), | trace a path by
which thetranslator comes to express a partiuly Benjaminian (and thus profoundly ethical)
fortitude.

YELENABARAZ(PrincetonUniversity, NJ, USK Session 15

Translation as Patriotism in Cice@Philosophical Works

In 40 BCE Cicero followed his earlier attempts at creating translation of @retekical and phile
sophical material by undertaking an encyclopedic series of philosophical works. In translating
Greek theoretical knowledge into Latin, he attempted to Roisamnd naturaise this foreign
material by illustrating it with Roman examplasd weaving allusions to Roman institutions and
Roman literature into his language. This paper will examine Gdwoation of his project of
translating Greek philosophical material into Latin in the broader context of interactions between
Greece and &ne and his attempt at constructing this act of translation as a public duty and a
contribution to the wellbeing of the Roman state. | will discuss the reasons behind @cero
contradictory seHpresentation in the prefaces to his treatisesometimes ashe first translator

of Greek philosophy, other times as one among many; his resistance to the idea that sueh trans
lation is both futile because many of his peers prefer to read their philosophy in Greek and
unpatriotic because it shows excessive reveeerfor foreign knowledge; and his attempt at
carving out an ideal audience for himself based on linguistic competence and reading preferences.
| will conclude by showing that Cicero represents his translation as definitive and final, closing the
door on neessity for any future translation enterprises. My argument will focus on Gfero
account of his goals and the rhetorical strategies that he employs in the prefa€as tioe Nature

of the GodsOn Endsand Tusculan Disputations
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ANNEBIRIEN(James Madion University, VA, US) Session 12

Beyond the Original: Stéphane Mallarmé, Translation, and the Search for Poetic Language

In this paper, | argue that the practice of translation played an essential role potttec develop
ment of Stéphane Mallarmélhe poef first attempts at literaryjtranslation coincided with his
literary beginnings, and more precisely with a phaseery conscious poetic training. The young
Mallarmé® own stern evaluation of hirst French rendition of Edgar P@dRavenmade dun-
dantly clear his ambition teeturn to it after having taken the time to hone his linguistics and
poetic skills. Itwas then too that he first stated one of his enduring beliefs, namely, that the
translation of the most beautiful poems, far from beirapm ancillary task, should behe
prerogative of the poets most attumkto the power of the foreign language tenew the poetry

of the target language. In fact, what is at stake in Malla@séstained dealings with poetic (as
well as somewhat more prosaitranslations inothing less than his conception of the shifting
boundaries of literary French. Yda my knowledge, few critical studies have insisted on the
surprising range of th@oet@ translations or examined the concomitant evolutions of his d¢ran
lations andoriginal poems; fewer still have challenged his instruction to disregard some of his
translation projects, the very same that reveal much about his poetic ambitionsrastod. |
thus propose to analys Mallarmé& scattered pronouncements danguage and translation in
combination with successive drafts of his original po@éashow that his loyalty to French poetry
is intricately tied to what he perceives be the English languagegreat potential of renewal.

MicHELLBoLbuUniversity ofWisconsinMilwaukee, USA ¢ Session 8

Creativity, Corporeality, and the Medieval Vernacular Paraphrase

The conception of the translator as creative agent, indeed author, is at the heart of one particular
medieval form of translation, the vernacular parapke. A vernacular paraphrase is, strictly
speaking, rather more a liberal adaptation and expansion of the source text than a-feense
sense translation. During the High Middle Ages, the vernacular paraphrase was a popular means
of translating the Bibleit was, for example, the Cistercian exegetical methgad excellence
associated with Bernard of Clairvaux. It was, moreover, frequently composed for female patrons.
This paper examines one such vernacular paraphrase, the Old FEgnchavit,a vernacular
paraphrase of Psalm 44 composed for Marie de Champagne betweenr8Y¥1&hd traditionally
attributed to Adam de Perseigne.

As a vernacular paraphrasBructavitpresents an interesting case study of what Walter
Benjamin has described as the vibra#tterlifeCof the original text. This paraphrase is intriguing
because of the way this author/translator marks his translation as creativieisa®vn by means
of references to the senses. The seng@®t only vision and audition but also olfactory and tatil
¢ fill this translation, extending this translation beyond the framework of Biblical translation and
even poetic performance into the realm of bodily experience. The author/translator makes use of
these references to the senses in order to imprint hisgparase with the content and the form of
the theological notion of the Incarnation, drawing the rea@eaittention not only to devotion, but
also to the experiential and corporeal nature of his translation. Indeed, the corporeality of the
Incarnation guids the practice of translation here, and points to the way in which vernacular
paraphrase is the embodied activity of an author/translator.
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MARTINBRADY(KingR CollegelLondon UK) ¢ Session 19

Uth glaube, daR ich zum Ubersetzer geboren bin (I thinkads born to be a translatop
Translation and Transcription in the Work of Peter Handke

Peter Handke is an extremely prolific writer (of prose, drama and poetry) translator and film
maker. He has published translations of Adonis, Aeschylos, Analis, Bayes, Char, Duras,
DSySiz D2t RAOKYAROZ DNBSy: WI ydzOzX [ ALJz0X a2R
others. Along with his films, HandRetranslations have received little attention however, and this
despite the presence of translator figgg in a number of his canonical texts, including the
translator-protagonists of the novel and filie linkshandige Fra(rhe Lefthanded Woman,
1976/77) and the short storiachmittag eines SchriftstellefAfternoon of a Writer1987).

This paper will exmple the practical and theoretical dimensions of translation in Ha@dke
work, in the context of intertextuality and intermediality. Handke has not only filmed his own
translation of Dura® La Maladie de la Mort1986) but alsé#tanslatedand adapted s novelDie
Abwesenheit(The Absence) from novel (198 script and to film (1992). Translation will be
examined in the context of adaptation and transcription. More recently Handke has published
work in French and German, suggesting parallels to SaBeekett (for whos&Vaiting for Godot
he has written a counteplay). As the writer oNachmittag einesSchriftstellerputs it:

Am Schreibtisch sterben, das mochte ich erst, seit ich Ubersetzer bin. (Only now that | am

a translator do | want to die at myriting desk.)

B KeEBREMgUniversity College Brussels / University of Leuven, BelgigrBession 27

Translated Poetry as a Form of Intertextuality: Two Authors from the Low Countries

In my paper | would like to look into the work of poets who integratddgw) translated poems

into their own poetry collections. Literary critics often tend to ignore those poems or sections
when discussing poetry volumes, as if they are not really relevant, as if th&@pm&h voice
cannot be heard through these translatgubems. Some critics even consider it a way of
WheatingQ of opting for the easy way (Koster 2004). Of course such reactions all bear heavily on
the romantic paradigm d#®riginalityQ

| would argue that it is far more interesting to look at thdBesetedQpoems as anddded
valueQ since two voices (of two poets) can be heard simultaneously. Holmes called translated
poems $hetapoems) thereby neglecting the poetic (literary) quality of the poems in favour of
their status as commentary/reflection. Indatranslated poems aré&louble poem& where two
authors speak at the same time.

Julia Kristeva called writing a way of reading, stressing the fact that writers are part of a
larger textual community. Translated poems can also be seen as a more exaliaif revealing
the intertextual character of all poetry. Each new poem, whether translated or not, forms part of
a textual continuum. To quote Joseph BrodsKy:true poet does not avoid influences or
continuities but frequently nurtures them, and emphises them in every possible way. There is
nothing more pleasant physically (even physiologically) than repeating someon® kes(
whether to oneself or out loud. Fear of influence, fear of dependence is thecfdear afflictiong
of a savage, but rief culture, which is all continuity, all ecld.

In my paper | would like to investigate the function and meaning of inserted translated
poems by looking at the work of a Dutch and a Belgian poet. Herman de Coninck (B,99944
included translations gboems of¢ among others; Edwin Brock in his voluni2e lenige liefdand
Anneke Brassinga (NL, 1948) included a translation of a poeqraimong othersg Sylvia Plath in
her volumeHuisraad | would like to look into the way the translated poems reveathbthe
poetic voice of the authetranslator and the poetic voice of the original author. Bar®@esll



The AuthofTranslator in the European Literary Tradition

known difference betweenexte lisibleand texte scriptiblecan be useful here: the author
translator literally makes thé&BldCext WritableQ therebyrevealing the intertextual character of
his/her own poetry as well as characitgng poetry as a genre as a formgéiotationQ

JAMESBURBIDGEChrist Church, OxfordJK) ¢ Session 15

Loud and Bold: Latin Translations of Greek Epic from the Roman Riepubl

Ancient Rome is often considered Eur@éirst Wanslation cultur® Certainly, the practice of
translation has a long and venerable history in Roman literary culture. This is true well before the
age of Cicero. Indeed, the poem which the Romans tledves came to regard as the first work of
Latin literature was a translation from Greek: Livius Androfidaiissiaa translation of Home&
Odysseyproduced some time in the later third century BC. In this paper | shall look at what little
remains of Adronicu€oem ¢ and at the tradition of Latin translations of Greek epic which it
inaugurated. For from the Republican period alone we also know of translations dlictieof

part of the Epic Cycle and of Apollord&rgonautica Of most of these worksonly meagre
fragments survive: though we can grasp something of their nature, literary criticism is not
straightforward. However, these texts have no small significance for Roman (and later) literary
and cultural history, and it is from this perspectibat | shall approach them.

Firstly, | shall consider a number of questions raised by the very existence of these trans
lations. Who produced them, and why? What functions did they serve within Roman culture?
Who read them? How widely were they known?wHalo they relate to broader currents of
cultural interaction between Greece and Italy during the later Republic? | shall attempt to address
these questions (and to explain why in some cases answers are not easily forthcoming).

Secondly, | shall considethat impact these texts may have had on the formation of the
sophisticated literary culture of first century BC Italy. In particular, | shall look at how the
existence of these translations may have fostered V@rginfidence in adopting a highly allusive
manner in theAeneid he could perhaps expect that even if his readers did not know Greek
themselves, some of them at least would know Homer and Apollonius in translation and would
thus be able to appreciate his allusions to these pagtghich are so imprtant to the effects of
his epic.

CATHERINBURKEUnNIversity CollegeCork Ireland) ¢ Session 59

Michel Butoi® Homer: The Art of Translation

The role of classical literature in the development of Westernigatidn and the construction of

its identity is a widely researched and accepted concept. At the very essence of this process is the
act of translation. Without translation, many of the texts that we hold dear as cornerstones of the
European literary tradition would have remained beyond our redldine disappearance of the
classical education system has meant that the significance and relevance of translation has
increased over the years, with the act of translation now occupying an indispensable role for
modern society. But what is the act art of translation? After all, the translator is an artist who
creatively moulds and transforms a text from one form to another. In this sense translation
illuminates the Protean quality of the original text that both facilitates and necessitates the art of
translation. In this paper | shall examine the art and importance of translation through an analysis
of twentieth-century translations of Hom& Iliad and Odysseyn France. | shall focus on Michel
Butor, whose texDegrésutilises Homef poems in a fictioaschool context and refers to Victor
Berard® famous translation of the Homeric poems. Furthermore, his introduction to Fredrich
Mugler@ 1991 translation of theDdysseyattests to the importance both of translations of
HomerQ poems and the role of theanslator in this process of continuity and renewal, with Butor
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describing himself as an agent of Athena who guides the reader in the journey through the
Odyssey In this way | shall examine the subjectivity of the author/translator, and the reper
cussionsof gaining a classical knowledge through twentietmtury translations, concluding with

the proposition that adaptation is the dominant form of translation in the twentieth century.

TATYANABUZINA(RuUssian State University for the Humanitiddoscow, Rissig ¢ Session 7

Translators, Peer Pressure and Social Demand: The Case of Shakespeare

The paper aims to explore to what extent transl&@oidentity influenced by both peer pressure
and social demand shapes the final outcome of the process of transfatiingn. Soviet trans
lations of Shakespeare will be the primary focus of our investigation. The stakes are especially
high with the Bard since, in the words of Harold Bloom, Shakesgealiego on explaining us, in

part because he invented ésEvery Shkespeare translator is, therefore, conscious of two things:
a) s/he is working with an author whose works will be viewed as keys to huhahavior on

both earthly and metaphysical plain; b) as such, his/her works will be subjected to particular
scrutiny by both his/her peer group and the political system currently in place. In case of the
Soviet translators, the translatd@wn peer group and the society as a political entity would be
opposed to each other, thus subjugating translators to dual andreéifty directed pressure. We

will attempt to show that while being opposed to the system, translators of Shakespeare tended
to alter Shakespeare in ways that unexpectedly coincided with what the system would have
wanted. We will primarily focus on Boris $&&rnak whose famous reply to Anna Akhmat@va
suggestion that he should write ath-century Faustwas dvery well, | will translate . This
statement shows that translation for him was as much independent creation as following the
original® intentions.

JUAN DEDIOS TORRALBACABALLER@NA ANGELESSARCIACALDERONUNIversity of Cordoba, Spaim)

Session 42
Juan Valera, an Unknown Authéfranslator: Motivations, Career Trajectories, Comparative
Thematics and Stylistics
Juan Valera is a famous Spanish tisvevho, apart from being amambassador in several foreign
countries, @voted part of his time to writingpoetry and criticism I Y R { 2 ingdt NI & X & ¢
Regarding translation as a creative activityth the same ontological and epistemological status
asi KS 2NAIAYLE GSEGET GKA& LI LISNI FylLteasa =1t SN
is that the author, being a poet himself, undertook poetical translations. This paper will explore
why Valera traslated, what he translated and how he #lated. As a secondary inference, it will
examine the literary, cultural and personal links between the translations and his own writing.
l'YR Fa | O2yOfdzaAz2ys GKAa lylfeaira oAff RS Rd:
motivations withinhis context.

ALESSANDRBALVANI(University ofRome 2 Italy) ¢ Session 31

Giustina Renier Michiel, Translator and Writer

Thanks to the revaluation of reading and to new interpretation theories, the popular metaphor
that wanted the translator to be the \iter@ éslave, is dead once and for all. Translations are not
just copies of the original and the translator is also the author of his text insofar as he creates a
new text in another language. The creative turn in translation studies induced to reconside
translation and to anlgse the text in its difference. Given the assunmaaferiority€ of translation

in the past, it is not strange that the first Italian translator of Shakespeare, Giustina Renier, is
hardly remembered as a translator and usually meméd as writer. As a matter of fact she was
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firstly a translator and a good translator, who used translation to get into the literary world. She
loved Shakespeare in a time when very few knew him in Italy and used her English knowledge to
write an ItalianOthellg Macbeth and Coriolanusin 1798. Alleged of being a translator of the
translators, her translations was scarcely considered even by her biographers who remember her
as the author, in 1817, of th@rigine delle Feste Venezianghich gave her someopularity.
Nonetheless, the comparison between the two texts reveals the presence of the same author, in
particular in the reiteration of the same themes, especially in the two prefaces. As a matter of
fact, her experience in translation was very importamther development as a writer and it is
evident in her choice of writing her original work in two languages, Italian and French.

ALESSANDRZALVANI(University of Rome 2, Italyg Sessior63

The Relationship between Writer and Translator: The Casedtysvf Ugo Foscolo

The creative turn in translation studies induced to reconsider translation and the relationship
between translators and writers. Many popular writers have been also translators and thekis wo
have been attentively analgd to argue thaelationship between translation and authorship. It is
the case of Foscolo, well known as poet and writer and, due to his fame, also known as the
translator of Stern@ Sentimental JourneyFoscolo was already an author when he translated
Sterne and his #ficult relationship with his new role is well documented by letters and writings.
In particular Foscolo could not stand the fact of being considered not the author of his text, but
just adtranslator€ and finally he resolved to create a new character,ifdaChierico, which in his
opinion authorsed him to be mentioned as eauthor. Foscol@® translation is considered a
cclassié€ in Italy and for this reason Italian students read his translation notwithstanding the fact
they@e two centuries aged. There attranslations which manage to be considered an original
literary work and as an original stand in the literary system, Fo&Wiaggio sentimentalés a

case in point. The fame of his author seems to have protected his translation from that sort of
taint which is usually attached t@ordinary translations and allowed it to stand alone for almost
two centuries. As an original, it doe®rsuffer from aging and exerts its influence over other
translations.

ANNECAMERONDurhamuUniversity, UK ¢ Session 46

Cultural Royalism: A Context for Pe&tanslators of French Lyric Poetry in Interregnum and
EarlyRestoration England

Almost all English translators of contemporary French poetry during the Commonwealth and early
Restoration periods were poets with Rogaliallegiances. This was stimulated by the close
relationship between the French and English courts; some English court poets were exposed to
French literature at the court of Henrietta Maria, others became acquainted with French poetic
trends during exileon the Continent during the Interregnum, continuing to read and translate
from French poetry on their return.

English poets who translated from contemporary French poetry seem to have selected
French poems for translation not because of their inherentigadr to enhance the awareness of
French poetry in England, but because the poems already conformed, or could be altered to con
form, to their own poetic tastes and also to wider English poetic tastes and requirements. Since,
as noted, the translators weraearly all poets with Royalist sympathies, this essentially meant
conformity to the requirements of the literary expression of Royalism. The @odtgnal poetry
contains similar literary expressions of Royalism.

The proposed paper would explore somktlee ways in which the Royalist sympathies of
the English poetranslators influenced the changes they made to their French source poems.
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Particular attention would be given to how French subtly suggestive sexual references degenerate
to Restoration, antPuritan obscenity, and how the strongigersonafvoice present in much
seventeenthcentury French lyric poetry becomes more general, in keeping with the Cavalier
trend towards universal or general expression which reflected the desire to express shared,
common allegiances to the Royalist cause, rather than the voice of the individual poet.

Q_AUDIACAPANCION{Bishop Grosseteste University College, Lincoln) ggession 57

Mediating between Writing and Translating: Joyce Lu§&s&oetic Communications

Joyce Lussu (1912998) was a prolific interdisciplinary writer and translator whose publications
include poetic, literary, autobiographical, political and historical texts. As a translator, Lussu
perceived her role as &ultural mediato[rQof what she ddhes as‘€ffective poetnf that is,

poetry which bears witness to ethnic identities thi#ist in [peopl&] conscience but not on a
mapQ(Lussu 1988: 106jp situations in which people are subjected to poverty, ignorance, or
colonialism. In the 1960s and 1970s, she rendered, for the first time into Italian, African, Albanian,
Afro-Ameican, Inuit, Kurdish and Vietnamese poets, such as, Agostino Neto, Jose Craveirinha,
Nazim Hikmet and Ho Chi Minh.

This paper explores the relationship between translating and creative writing by analysing
how Luss@ translations give way to her own awiographical writing. Her creative writing
becomes essential to the collection as she claims her subjective input into the new text not only as
a translator but also a narrator of the journeys she embarks on to fulfil her poetic comrmunica
tions. It studiesLussi@®@ contribution to European literature as‘®@ultural mediatofwho, in the
words of Jennie Erdafiét us see another way of life, other possibilities, other matters, other
manners, increasing the understanding between nations far better than galits (2009: 21).
Lussu is such a translator, a creator of a new work which proliferates difference, another way of
life which reaches the people better than the politicians.

OLGACASTROVAZQUEZUniversty of Vigo, Spainy Session 34

Minority LanguagesA Y / 2 Y G SYLI2Z NI NB { LI AYY ¢KS ! dziK2NAQ
Literary Systems Through Translation

The role translation plays in consolidating minority and minorised languages and litergry pol
systems has been already received critical amglSronin 1995, Evefohar 1990). In thipaperl

focus on the complex context of contemporary Spain in order to analyse traditions and translation
trends concerning the Basque, Catalan and Galician literary systems.

To begin with, (bilingual) authors whehoose to publish their works in these languages
often do so as a committed contribution to the normalisation of these peripheral literary systems
and the national identities that they represent. Furthermore, and seeking to strengthen these
marginal systms, authors often become translators of foreign works, correcting a trend which,
F2N) AyaildlyOSs RAR y20 Ftft2g GKSY (G2 NBFIR WiK:
of this paper is to explore the particularities of this trend of transias by authors belonging to
minority literary systems, through comparison with similar contexts relating to Castilian authors.

Secondly, the publication by these authors of their books in a peripheral system also
implies the conscious renunciation of bfl@d Ay 3 G2 | WaIGNRY3ISNR a3
greater diffusion. In this context, translation into other languages (also into Castilian) plays a vital
role in allowing them to promote their work, and if bilingual some authors become translators of
their own books into Castilian. My second objective is therefore to examine this trend ef self
translation, by paying special attention to the consequences it might have both for the source and
the target system. It is true that translation into other langeagallows authors not only to
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promote anddisseminatetheir works, but also to attain greater prestige within their source
32a0SYDP 1 26SOSNE RAFTFSNByid SEFYLX Sa LINRGS (KI
appropriates these peripheral worky Ipresenting them as if they were the original text, erasing
any trace of the national identity to which these works belong (especially when authors resort to
the common seHranslation strategy of rewriting some extracts of their book).

In short, the solinguistic dimension that pertains to translation when practised between
two languages of different status must be taken into account. Due to this disparate status, it is my
contention that seHtranslators often and unintentionally undermine the natidriéeratures they
initially wanted to strengthen.

ToMm CHEESMANSwansedJniversity, UK ¢ Session 48

OnWthello® in German: Do Authefranslators Make Difference Differently Different?

This paper derives from a project comparing about 40 translatiorts adaptations of Shake
speare Othelloin terms of the text&relations to contemporary conceptions, or ideologies, of
ethnic / racial difference. Very small textual sampte&ruceg2nvolving colour BlaclkQ $4irQ
WhiteQ ¢ have been compared. Aaftern emerges. Certain features of lexis and syntax are
common to translations produced during historical periods demarcated by national political
events. Translatofxhoices change as new periods begin. The turpimigts are national/imperial
unification, the end of WW1, the end of WW2,-umification, andg perhaps most surprisinglya
period beginning in 2000. This can be associated with the redefinition of German citizenship in
non-ethnic terms.

Few of the translators are recognis&uthor<Q Most are or were primarily academics,
critics, theatre professionals (directors, producers), etc. Here | tékghorshifQto mean
productive in imaginative genreg and with some success, gaining at least a modicum of
recognition, in the form of publication alfor theatrical performance.

The authoftranslators ofOthelloin this sense are: Christoph Martin Wieland (171383.3),
Friedrich Schiller1(r591805) Friedrich Theodor Vischer (180887), Friedrich Gundolf (1880
1931), Erich Fried (19211988), Werner Bhss (b.1949) and Feridun Zaimoglu (b.1963).

The obvious guestion is: does it make any difference to the translation (in terms of its
legible ideological assumptions and implications) whether the translator is or was also an author?
A sample of 40 trandl@ns, seven by authors, is not large. But it will be possible to investigate
some hypotheses: (1) that authors are more resistant to dominant ideologies thamutbors;

(2) that authors are more likely to be ambiguous about ideology; (3) that authersnare likely

to be sensitive to ideological change, and will therefore be the initiators of a new period of
WHormal translatio establishing a template which neauthorial translators will tend to follow;

(4) that authors are more likely to produce mank translations which fail to fit into neat
schemes of periods and such like.

SOPHIECHIARI(Université deProvence AixMarseille | Francg ¢ Session 46
Bpeeches Full of Pleasure and Del@hWarlowe@ ReAppropriation of Wero and Leandé®
(1598)
Most Elizabethan poets and playwrights turned to ancient narratives which they were careful to
digest before recreating their own images of homoerotic love, frustrated libido or incestuous
relationships. Shakespeare did so, but he was not the only one.

When he met his untimely death, in 1593, at the age of 29, Christopher Marlowe was
himself already regarded as something of an overreacher. He left behind many dramatic works as
well as several translationblis unfinished poemiHero and Leandea subversivea-appropriation
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of the story first told by the Greek poet Musaeus Grammaticus (fl. 500 a.d.), was also heavily
influenced by the work of the classical poet Ovid, more particularly bpjmisresg translated by
Marlowe himself in hisCertaine of Ouides Elieg (1593). This, incidentally, conveyeithe
obscenities of the brothel in elegant languad&@homas Warton).

The poet and playwright soon forgot Marlowe the translator as he began to play with his
sources rather than give his readers the illusion theyt were indeed reading Musaeus or Ovid.
Resorting to the love epyllion, Shakespe@neval infused the original tale with wit and sensuality
in order to create an erotic masterpiece that progressively blended several key elemémts
loss of innocencand the experience of burning desigeand also accommodated the readgr
intrusive gaze. Even though the poem was left unfinished, it was highly praised by his contempo
raries and it has subsequently influenced poets for centuries.

This paper proposes texamine how exactly this Renaissance autinanslator, at once
reader, writer and critic, refashioned his sources and paradoxically turned them into what now
stands as one of his most original creations.

FREDERICLARK(PrincetonUniversity, NJ, USA; Session 41
Wliter Catuli Longe Olent, Aliter Su@sThe Author as Pseudbranslator in the Latin Literary
Tradition
Puppies smell one way, pigs anotferwith this pithy formulation, borrowed from Plautus, the
Dutch humanist G.J. Vossius (18/649) denolished Dares Phrygit®e excidio troiaea forged
Trojan history purportedly translated from Greek into Latin by the Roman biographer Cornelius
Nepos. Far from comprising a rigorous application of critical method, Veéasmsasking of
ancient pseudepigpha rested upon erudite yet unflattering comparisons: whereas the genuine
items in NepoScorpus corresponded to Plautdfsagrant catuli, pseudeNepo<barbarisms aptly
reflected Plautinesues.In short, algure and elegarfRomanauctor could not have pnned so
UYhepta translation as th®e excidio

Taking Nepos and Vossius as its starting point, this papexamines the role ofseudo
translator€dn the Latin literary tradition, stretching from antiquity to the advent of Renaissance
philology. Astraditionally interpreted, the crediting of forged narratives to venerablgctores
represented a distinctly prenodern approach to textual authority, valorisingitatio while
mischaracterising original literary productions as safely derivative. Moredker Renaissance
debunking of false translatiehistories ostensibly presaged¥odernrQawareness of individuali
sed authorial voice, facilitated in part by philological scholarship. However, simultaneously
drawing upon Ciceronian evaluations of the treer@ craft and recent developments in
translation theory, this survey suggests instead that classical and medieval psaodiators
served as surprisingly creative mediators of the distant past, continually subverting and
reaffirming canonical authaal identities. Whether embraced by the credulous or condemned by
critics, lauded asatulior dismissed asues pseudetranslations constituted a boldly literal means
of extending authorial perstae across epochs and milieus.

M. ANGELESONDEPARRILLAUNiversidad Pablo de Olavid&eville Spair) ¢ Session 10

Why doWranslators Fear to Tread Where Writers RuskinJoyc@& TransCreative Practices of
Translation

The political and cultural subjugation of the Irish to England and the linguistic comifitke
Anglclrish relationship fully emerge in translation activity in the Ireland of the nineteenth and
twentieth centuries.Although Joyce was no exception and translated texts by Horace, Verlaine or
Hauptmann, his renderings of his own work into otHanguages reveal a far more complex
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attitude to translation.

Writing and translating are for Joyce two inextricably linked processes. Thus, his strategies
as a writer¢ based on transforming the English language through distortion, addition, deletion
and borrowing from other languagesmirror his strategies as a translator. On the other hand, the
creative principle underlying the writing dfinnegans Wakeés transplanted into the reader
oriented translations of thedAnna Livia Plurabellesection intoFrench and Italian. The Italian
version in particular shows that, as a translator, Joyce manipulated Italian in the same way as he
manipulated the source language, loading plain Italian words with new contextual meaning; using
expressions from colloquiaggisters and dialects; and adding Italian cultural, literary and political
references. He did not translat#nna Livia Plurabelleon purely semantic grounds. Caring more
for sound, rhythm and the flow of the line than for sense, Joyce compensated fdoskeat a
semantic or pragmatic level through investing new meaning and reference in what is a true
creative rewriting of the original in another language.

However, why dodtranslators fear to tread where writers rushéh The aim of the
proposed paperd to analyse the various strategies that can be employed by anonymous literary
translators to enter the seemingly forbidden territory of creative translation.

DeREKCONNON(SwansedJniversity, UK ¢ Session 9

Diderot Translating Ossian

When in 1660 JameblacPherson published hiBragments of Ancient Poetry collected in the
Highlands of Scotland marked the beginning of the literary phenomenon that would eventually
become known by the oneord shorthand of@ssia® It began the promotion of an image of
Sotland which became known throughout Europe, and influences views of the country to this
day. Although accusations that these purported translations were nothing of the sort began very
quickly, but there is no indication that Diderot had any suspicionsnytas early as 1761, he
translated the first of them. This translation appeared in @&respondance littérair@ith a clear
attribution to Diderot and, without attribution but accompanied by translations of the following
three poems, in thelournal étrager. Although it is probable that the other translations were also
by Diderot, this paper will examine only the first poem.

It is of interest that Diderot saw no difficulty in translating what he thought were already
translations, but perhaps more impa@mt are the reasons for his interest in them. His fondness for
literature in English is clear, and another attraction may well have been the fact that MacPher
son® Wanslationare in prose, for Diderot never liked writing verse. But they also haiseon
with a view of primitive man and his suitability as a subject for literature expresded la poésie
dramatique (1758) ¢ the image of the noble savage notwithstanding, Diderot liked his savages
savage.

The rest of the paper will examine the translatiairawing attention to the odd mistake,
but concentrating also on some addition of localour, and a certain heightening of the dramatic
tension, particularly in the final section, which adopts a style of dialogue that corresponds to
theories of the langage of emotion found in the dramatic theory of 1757 a88.

MARIACRISTINAONSIGLIQUNIversity ofBari, Italy) ¢ Session 57

Elio Vittorini® Art of Translation

Elio Vittorini (1908L966) was one of the key figures of th@t@-century Italian literaryscene.
Novelist, essayist, editor, and translator, Vittorini collaborated with the most influential literary
reviews of his time (likeka Rondaand Solarig and with the most important publishing houses
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(Mondadori, Einaudi, Bompiani) for which he transthtEnglish and American writers, among
which DeFoe, Lawrence, Hemingway, Faulkner, Steinbeck, Fante.

As Susan Bassnett (2006) points out, translation is always a creative act and essentially an
act of rewriting, but a writer who engages in translating eefgn author cannot but change his
own writing style after the experience of translation. As an auttnanslator, Vittorini translated
the foreign writers in his own style, thus privileging a domesticating strategy, but he was also
engaged in an antraditionalist project, aiming to enlarge the horizons of the Italian literature
both through stylistic experimentation and translation, which would imply a foisigm
tendency.

This paper focuses on Vittorfaitranslation of D.H. Lawren@etravel booksaiming to
highlight, on the one hand, Vittori@ manipulation of the source texts, on both the micemd
macrolevel, and, on the other hand, Lawrer®@enfluence on Vittorir® creative works since, as
Bassnett has put it, writers tend to translate tleo$oreign authors they feel empathy with and
whose works they wish they would have written.

DAavIDGONSTANTINEOXford, UK Wednesday Plenary

Translation is Good for You

Ly Yeé GrFrf1 o0FyR Al A& 2yfteé I {ltddemonsrdteiwkat NB I R A
GNI yatrFrdi2N 6K2 A& lfaz2z 2N LINAYFENREE F gNRGS!T
Renaissance poetics in which translatigriime spent as a sort of journeyman abrogdwas

deemed necessary in the education of a poetSCitl 02 dzLJ S 2F 11 f RSNI Ay Q3
YdzOK GKS alYSo LQff O2AARSENDI YiXSI xE2 ywa)x 5T 27| f
the Chinesg Y RY Y2NB 3ISYySNIrffex KAAa KIFIoAlG 2F GSNE
otherLl2Siaad .dzi GKSY LQR fA1S G2 alreée a2YSGKAy3
poets and also Goethe his Faust; what | have learned, been able to use, from them. And finish

with some discussion of the rather fraught relationship between stating poetry and
composing itg which is the tension between service and autonomy.

RHoNACox (University College Cork, Ireland Session 2

Janet Lembk& Weorgic® Ancient Rome, Contemporary America and Global Warming

Janet Lembke is one of Amer®@anost renowned nature writers, as well as one of the most
eminent of contemporary translators of Greek and Latin classics. Her recent translation of the
Georgics(2005) combines both interests, as she uses @rgikatise on farming and on the
natural world as a means of analysing the ecological threats to the American landscape. She both
contributes to a recent phenomenon of women writers turning to the classics in order to probe
their own concerns, and extends a long tradition of mapping modern Amentaancient Rome
(already in her book of essagkinny Dipping and other immersions in water, myth and being
human[1994] she had argued that the source of the river Styx leading to the Virgilian underworld
was to be found in West Virginia), modernisiihg archaic geographical terms of the original in
order to make it more accessible to the contemporary American ear. This translation of the
Georgicghills the shadows looming over the contemporary landscape, however, by reminding us
how close we are comg to destroying itW%he Georgicss a poem for our tim@she warn A
message inhabits (Vir@l) instructions: only at our gravest peril do we fail to husband the
resources on which our lives depefd.
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ANNADAvVIESSwansedJniversity, UK ¢ Session b

T.S. Eliad® Translation of Sairfohn Pers@ WAnabase

This paper will discuss the poet T.S. Eliot as translator of the first English translation of the French
poem Ynabas€by SaintJohn Perse. One of EEtmost intriguing statements on the natuocé

poetic creation refers to the dynami@rossfertilisaion proces§dwhereby a work comes into
being through its contact with an older literature, or witk foreign literatur& Eliof@ originality
indeed springs in large part from his innovative aflasito previous works, ancient and modern.
Yet, his 1930 translation has (for certain reasons) attracted little criticism, despite its unique status
as the only translation Eliot publishegwith four revised editions over the yearfAnabas®
whose titleechoes the ancient Greek work by Xenophon, was composed in 1924 whikeiSe

was working as Secretary to the French Embassy in Peking. A powerful,-sfreansciousness
narrative of exploration and conquest, the poem draws on sources from antiquityet Christian
Gospels, conveying a distinctly oriental atmosphere as well as a mythic timelessness, such as
indeed we also recogsein Elio@ works. Perse and Eliot were contemporaries who both won the
Nobel Prize for Literature (1948, 1960), were lgbtiup in worlds far from#iviisedCEurope (Eliot

in the frontier town of St Louis, Missouri, and Perse in Guadeloupe), and who migrated across
continents in their lifetimes.Such similarites in environmental/cultural beginnings may partly
begin to explan why Elio® translation of Per€g prose poem reflects so convincingly the onirical
splendour of the originaBut Eliof3 translation, | will argue, may equally be seen as a work in its
own right, owing to its extraordinarily skilled and sensitive matation of language, which also
manages to echo the structures and character of the original Frersimething which possibly

only a poet such as he was able to do. My paper will, then, exploreQEdtitaction to Pers@

poem, the influence his traraion may have had on his subsequent poetic works, and will finally
examine key excerpts from\nabasisto uncover its poetic textures and to show how ERot
translation became a powerful poetic landmark in the English language.

LLoyDaviESwansedJniversity, UK ¢ Session 25

Jorge Luis Borges: Rereading, Rewriting, Mistranslating

Issues of identity and originality have assumed the status of national obsessions in Argentina, a
country often regarded as an extension of Europe in South America. ThetiAegemiter Jorge

Luis Borges, regarded by many of his compatriots as more European than Argentine owing to his
literary preferences, has consistently called into question national aspirations togsgeatink

dad founded on an uncompromising cultural ieyendence and a vapid taste for local colour.
Borges challenges the notion that translations are necessarily inferior to the original and revels in
the proliferation of Yhistranslation§ particularly those deriving from the displacement of a
European tekto a Latin American context. He encourages writers operating on the cultural
margins to treat the European canon with irreverence on the grounds that any concept of a
definitive text is fallacious. The futile search of Argentine nationalists for aierdaqd untainted
identity is replaced in Borges by a celebration of the co@tignpure and conflictive origins.
Borgesian practice both enriches the Metropdlidy virtue of its eccentric perspectivesand
stimulates the peripheries by means of itsxsgiously creative misconstruals.

This paper will investigate the pivotal role of translation in Bo@eseuvre, giving
particular emphasis to his treatment of such notions as literary originality, literary property and
plagiarism, themes echoed, thougtten with significant variations, in the work of younger
writers such as Tomas Eloy Martinez (1834and Ricardo Piglia (1941). By reference to such
works asWa busca de Averro€$1947) andBl Suf(1953) the paper will show that literary
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creativty ¢ whether in the centre or in the marginsdepends to a large extent on unfettered
engagement in rereading, rewriting and mistranslating.

DerRefM. DESLVA(University of Salzburg, Austr)a Session 18

Rilke® German Translation of Elizabeth Barr@&towning® ‘8onnets from the Portugues

My paper presents Rill@translation as an example of creative translatuam excellencelt seeks

to show how the Austrian poet takes over and assimilates Mrs Browning as a heroine of the
emotional life into hisown passional pr@ccupations and mythology as they are expressed in the
Duino ElegiesHe takes what is a body of poems, of a very definite intrinsic interest, and, while
translating, in the main, faithfully enough, modifies subtly the music and phraditige original

so as to effect a transformation of the poetry which makes it thoroughly Rilkean.

MARIANNAD®EZI0(University for ForeignersPerugia, Italy ¢ Session 21
EighteenthCentury Women Writers, Translation, and the Dynamics of Exchange
Eighteanth-century European women write@nterest for foreign languages, particularly Italian
and French, but also English, Spanish and Hebrew, was not an aristocratic pastime, but one of the
accomplishments required from a learned, cultured woman, togethehi@rnamental Know
ledge (Singing Dancing Painting & suchiiké) Hester Lynch Pio&iwords. Yet for some
European women writers and translators, as for example Charlotte Lennox in Britain, or Elisabetta
Caminer Turra in Italy, reading and translatioifper women writer€works would not merely
involve the linguistic dimension of the text. In the context of a mutual exchange of letters
between European authoresses, and in their frequenting and meeting in salons in French and
Italian cities, foreign liteature becameg probably for the first timeg a vehicle for new ideas to
which women writers and travellers contributed to constitute an unremitting exchange of ideo
logical ferments that we must see from a gendered perspective.

Within the larger prospeobf a research | am conducting on linguistic, literary, and cultural
exchanges between British women travellers and Itasialonniéresn the age of the Grand Tour,
my paper wants to create a sort ofmape to trace the translation and the circulation obme
fundamental and noffundamental eighteentkcentury European literary works by women,
focusing specifically on Luisa Ber@lli756 Italian translation of Marie Anne du Boc@des
Amazones Elizabetta Caminer Tufareviews and translations of Maiyollstonecraft, Mary
Seymour Montague and Hester Mulso Chapone in TimperiodicalEuropa Letterariaand the
mutual influence, respectively in Britain, France and Italy, of Mary Wollston&yaftdication of
the Rights of WomanOlympe de Gougé®édaration des droits de la femme et de la citoyenne
(1791) and Rosa Califro@#@reve difesa dei diritti delle doni&794). In particular, I will highlight
the historical and cultural dynamics at play, in a dialogue between languages, texts, and cultures
which elevates to a collective, gendered, and European discourse. | will therefore consider some
eighteenthcentury British and Italian translators not only through their rakpotential cultural
mediators, but particularly as promoters of ideologicabdtes that challenged conventions to
propose an innovative position of the woman intellectual.

BiLIANADJORIEFRANCUSKUNIversity ofBelgrade Serbig ¢ Session 26

loz2dzi | . 221 2KAOK 22dzZ R y20G .S ¢NIoUYaNovel SR 06
about Londo2

One of the foremost Serbian modernist writers, Milos Crnjanski, lived in London from the
beginning of World War 1l until 1965. Even though he insisted that one of his most significant
works ¢ A Novel about Londom was not a biography, it natheless abounds in his personal
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experiences as an emigraof Slavic origin. A striking feature of the nowltirely written in
Serbian with Cyrillic scripis he use of indigenous wordsnd phrases imported from several
other European languageknglsh, Russian and French in particular. The purpose of this unusual
technique was tareate both a typically British setting in which the main characters feel alienated
and the impression of an international milieu. In addition, the technique was employed to
describe the hard days of all Londoners, sometimes with a tragic effect to it, and sometimes a
comic one.

Apart from Crnjansid effort to translate one fragment, so far the novel has not been
rendered into English. This fragment, entitl@dle Shoemakerss today kept in Belgrade, in the
National Library of Serbia. Although it must be conceded that the quality of CrrgaEsiglish
leaves a lot to be desired, the author of this paper disagrees with scholars who argue that he did
not write in English beeesse his knowledge of the language was simply not good enough.
Crnjansk® ingenious play with the idiosyncratic nature of the English language on the one hand,
and his incredible knowledge of the local culture and customs on the other, clearly demonstrate
that he could have produced an English version of the entire novel. My aim in this paper,
however, is to prove that, had he chosen to do so, his book would have lost a great deal of its
value derived from the contrast between his native Serbian and adopteglish languages, and
that this might be the main reason why he never completed the translation of his writing.

HoNAJ.DoLouGHANUnNiversity ofSurrey UK) ¢ Session 52

Text as Multiverse: The Dynamics of Translation and Creative Writing

As Scott (208: 39) usefully reminds uéall texts that survive owe that survival to their capacity to
ramify and diversify, intralingually, interlingually and intersemioti€allis argument in favour of

an approach to translation that sees it as activity rathemtlas product and as a kind of bringing
into being of the potentialities of a source text (ST), in and through (a version) of the target text
(TT), seeks to align processes of translation with those of creative writing. It both returns us to and
takes us bgond Kristev@ (1966/1980) reading of Bakhtin in termsattie Yterary word®as an
intersection of textual surfacasither than apoint (in Moi (ed.), 1986: 36; italics in original) and
her view thatéany text is the absorption and transformation of dher¢ (37) towards a more
openended view of creative transformation with clear Baktinian echoes that stresses the
heteroglossic and multivocal aspects of translation (cf. Scott, 2009: 43).

Scott is not alone in bringing to the fore parallels between tlpainics of translation and
those of creative writing nor in insisting on the creativity of the translator (see, for example, the
volumes edited by Bassnett and Bush (2005) and Perteghella and Loffredo (2006)). Nor is the
traffic, in terms of increased intest in the overlapping conceptions and practices of translation
and creative writing, undirectional. Notions of creative production from a literary perspective
can be seen to have more in common with translation than might at first be imagined when
accaunt is taken of the dependence of one text on another and of the possibilities for-meta
morphoses andNBS X  Q$&B PopieA 2D@5: 830; 155158; italics in original).

In this paper | wish to trace the emergence of parallel and overlapping discoursas wi
the neighbouring areas of Literary Studies, Creative Writing and Translation Studies, which have
conjoined to propose a view of creative writing as (a kind of) translation and translation as (a form
of) creative writing. Such a view has been enablgdlyeinscription of relations between writer
and reader and an enhanced understanding of the dynamics of reading and writing.

References
Bassnett, S. and P. Bush (2005) (ed&¢, Translator as Write€ontinuum: New York and London
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QLoRINDADONATO(California State University, Long Beach, J&&ession 9

Authoring Sex, Translating Sedohn Clelan@ Conflicted Position on FensBexuality ifFanny
Hilland Whe True History and Adventures of Catharine Vizéani

In 1751 John Cleland published anonymously the translakioe True History and Adventures of
Catharine VizzaniThis short text of some thirty pages recounts the maflisexual, and social
history of is female workingclass protagonist, Catharine Vizzani. Over the past twenty years, it
has been one of the primary texts used by scholars of Sapphic literatdresanesex female love

to analy® and document samsex fenale relationships in eighenth-century Britain. Clelar@
translation is so British in fact, that its purported Italian provenance had all but been forgotten.
The source text by Italian anatomist Giovanni Biamad never been studied, anaga or even
located; indeed, it was easy to surmise that claims of the Vizzar@t#atian origins had been
merely fabricated by Cleland himself as a means of distancing himself from the potential scandal
that the contents of the text might cause, especiallyight of the consequences he had already
suffered as a result of authoringemoirs of a Woman of Pleasure (Fanny Hifistead, the Italian
original does exist. Having located the source text some years ago in lItaly, | am currently writing a
monograph that focuses on restoring the Italian source text to Italian eightearghtury studies

by interpreting it within its original cultural context, as well as providing an intercultural reading of
Clelan® version. What emerges upon comparison of the two waisi original and translated, is

a thoroughly divergent presentation of gender as a function of the different audiences that
author, Giovanni Bianchi, and translator, John Cleland, were addressing. Indeed, Cleland, the
translator, of Biancl® medically ad sociologically motivated narritive of sarmex female
relationships prompted a condemnatory rewriting of the text in the hands of Cleland the-trans
lator. This paper will explore the issues at stake in the discussion of female sexuality for Cleland,
author of Fanny Hill and Cleland, translator of female desifEhie True History and Adventures of
Catharine Vizzani.

B.J.BrsTEINUNiversity of East Anglia, Norwich, UK¢ Session 45
A Tailless Tail: Knutsson as Writer and Translator
Gosta Knutsson (19e@B873) was famous in Sweden as the author of the Pelle Svanslos (literally
Pelle Tailless) books, among other works for children. Knutsson is listed in the National Library of
Sweder® catalogue (http://libris.kb.se/) as being connected to over 300 book&hich most are
his own creations. However, he was also a prolific translator, primarily of Efaylighage child
ren@ books, such as by Margaret Wise Brown, Janette Sebring Lowrey, and Miriam Norton,
though also some by, for example, Dane Hans Chmigindersen. His translation work, however,
is much less well known.

The Pelle Svanslos series from the 1930s is about Pelle, a rather naive male cat missing his
tail, and his group of friends and acquaintances, and the situations he finds himself inodkee
are still very popular today and are continually reprinted. In common with Lewis GaAlnte@
Adventures in Wonderlandnd Through the Lookinlass and What Alice Found Thewnenich
Knutsson translated, the Pelle Svanslés books include wordpldydefinitions of words. In this
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paper, | shall look at Knutsson lagth a writer and a translatofor children and the interplay, or
lack thereof, between these two roles, focusing in particular on some of the links between his own
writing and that of @rroll.

AsALEERTENHacettepe UniversityAnkara Turkey ¢ Session 38

The Author as the In/visible Translator of Her Works in the Turkish Tradition

Translation in a contextual framework means rewriting of the original text again. In literary
tradition rewriting or translation means using the creativity of the author.The author writes
his/her work using his/her imagination but translation requires the creativigre in comparison

to composing the work in the literary framework. Hence writing and traimglaa work are not the
same thing in this context. In the literary history some great writers are cited as translators as well
as being authors such @haucerDiderot, Goethe and Pasternak. On the other hand, authors
such as Beckettloyce and Nabokovale translated their own works. This latter situation applies

to the Turkish tradition too in the modern times. If to give examples froatdern times Erendiz
Atasu and ElifShafak can be cited among the$dif Shafakas written her last three novels in
English and they are translated into Turkish with much effort of herself and also in collaboration
with a translator. She is criticised of writing in English instead of her native langBhgehas
written her last three novels in the United States awagnirher native land. Feeling to write in
English rather than in Turkish she has done so. In the works the name of the translator is
mentioned butactually Shafak has done most of the translation herself because she is bilingual.
Erendiz Atasu, on the othdrand has written in Turkish and translated some of her stories and
one novel into Turkish by herself. She is also bilingual. She is for translation because she likes her
works being translated by a translator as well as by herself. She is for recreatiae\arite for

her target readers like Elif Shafak. Hence it can be stated that when authors translate their works
by themselveshey are either visible or invisible in Lawrence VeQutérms.So for the focus of

this paper Shafd& and Atas@ works are ltosen to be analysed and criticised in the framework of
translation theory taking into consideration the translated texts.

FeDERICM. FEDERIGIDUrhamuUniversity, UK ¢ Session 14

Creative Translation as Authorship: Italo Calvino, Translator of Raymouodr@au

This paper focuses on the relationship between CaRistyle and language, analysing the trans
lation strategies he adopted in rendering and rewriting Quer@awovelLes Fleur BleueBor the
Oulipians, every act of writing happens within a frgraeery form of creativity is productive once

it forces writers into theigueurof formal constraints. As formal constraints limit literary devices
by setting compositional rules, they free the imagination and boost intertextual games. Calvino,
Italian member of Oulipo, commenting on Quene@ustyle, wrote:8tructure is freedom; it
produces the text and, contemporarily, the potential of all the virtual texts that can substitQte it
Les Fleurs bleudsides its strict framework behind its composition, bgir so it forces the
readers into a cognitive journey, in which they must reconstruct the text working on its
components. Calvir® translational act and reflection visisd the interpretative reconstruction

by shifting attention to the source text dise active player in the process of translation.

Embedded in Calvi® stylistic evolution, the linguistic challenge of this translation
became an ideal drawing board fditerary language plannirf® Analysing some of Calvi®o
manipulations allows us toistuss Calvir® practice as a translator, as driven by his theoretical
stand on creative translation, poetics, and literary style. Discussing an apparent yet explicable
paradox between theory and praxis of translation that is evident in Caneflectons, the paper
draws attention to Calvin@ translation strategy as a means of pursuing a rewriting. Comparing
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passages between source and target text clarify the way in which C@lgtyte imposed changes

to the features ofLes Fleurs bleueés accordace with his own poetics and authorial voice.
Assessing how Calvi@ostyle interferes with the rendering and influences his translation choices,
this paper suggests some reasons as to why creative translation or rewriting becomes alternative
authorship.

ANNAFocHI(CardiffUniversity, UK ¢ Session 50
Y Car2Be All in One Langua@gOne Literature, One Age: Giuseppe Ungaretti and Authorship
in-Translation
Giuseppe Ungare@®@ sustained interest in poetic translation is amply documented by the striking
quality and number of his writings on the subject (introductory notes, academic lessons, essays,
letters, etc.). Such an articulate web of critical reflections reveals a multifaceted and contextua
lised form of Wanslation theor@ Ungaretti@ case is imresting insofar as it shows tension
between the inevitable influence of contemporary aesthetics and literary ideology, and, on the
other hand, the needs and aspirations of a more innovative artistic personality.

This amply explains the not always linel@velopment of a personal poetics of translation.
Thus, together with neddealistic statements about the uniqueness of the work of art and the
unified subjectivity of the artist, Ungare®i writings also reveal a richer approach to translation,
where rigd and antithetic positions practically become meaningless. Actually, dualisms are
overcome in a translational process which inscribes both the foreign and the translated text, as
well as the author and the translator, in a continuous research. Moreoleead in the light of
JeanLuc Nanc§ seminal notion of thégingularpluralQ these writings show how the text in
translation lives on multiple relations and encounters, thus confirming the crucial role played by
translation in overcoming an individustic notion of subjectivity, and in raising awareness of
With-nes

Therefore, Ungaret@® active role as translator will not be defined through the opposite
poles of appropriation and se#fnnihilation; neither will it occupy an intermediary or hybrid
position of compromise, since the two attitudes are fundamentally outside his translation poetics.
That is why,as Salvatore Rosati had rightly observed, Ungd&8ettianslations need to be
approached by a new form of translation criticism, which, in its1duarn, is more open and not
prescriptive.

KopalGauTAM(University of EssexUK) ¢ Session 53

W. B. Yeats and Eastern Philosophy

In critical appraisals of W. B. Ye@tork, the discussion on his contribution to Irish Literary and
National movement as weas to Modernism overshadows the subject of his close relationship
with Eastern philosophy. It is seldom discussed that Yeats hddpth knowledge of Eastern
traditions and was the translator of an important Hindu philosophical work tpanishadsin his

early poetic career, he was closely associated with the Theosophical Society and was fascinated
with not only Indian but other Eastern cults, myths and religions. His concept &ytrexxan be

said to have its source in the cycle of death andrntebw~hich forms the basis of both Hindu and
Buddhist religious doctrine$lis drawing upon the concept shunyataor emptiness and the law

of change as well as the theory \#fie phases of the modin A Visiorand his other works can be
seen as acts atultural translation. The intetextuality between Eastern philosophical texts and
Yeat€work signifies how the process of cultural translation contributed to the creation of ¥eats
own mythical system imA Vision This paper will examine Ye@{soetry in the light of his
adaptation and assimilation of Hindu and Buddhist concepts and the impact of his translation of

20



The AuthofTranslator in the European Literary Tradition

the Ten Principal Upanishads the second edition of Aisionboth of which were published in
1937.

DavIDGEORGESwansedJniversity, UK ¢ Session 23

Sergi Belbel as Author, Translator and Director

Sergi Belbel (1968 is a multifaceted theatre practitioner. Following the completion of his
university degree in French Philology, he came to prominence as a writer in the late 1980s, with
plays that belong more to a contemporary European than to a Catalan or Spanish dramatic
tradition. Within Catalonia he is as w&lthown as a director as he is as a writer, he has taught at
Barcelon® theatre academy (Institut del Teatre), and, since, 200&)dwbeen Artistic Director

of the National Theatre of Catalonia. Belbel has directed his own plays, works by other Catalan
writers, and foreign plays. He has translated a number of these plays himself, always with a
specific production in mind. Playwrighite has translated and directed include Racine, Goldoni,
Marivaux and, above all, contemporary French dramatist Bervade Koltes. Using Bell@|
translation of Kolte® Quai Ouesas a case study, | argue that there is a close connection between
his ceative writing and his translating and directing. Finally, | consider his adaptation for the stage
of Iréne Némirovsk® novelLe Bal

QHRIGERRYUniversidade de Trass-Montes e Alto Douro, Vila Real, Portuga] Session 36
Triangulating the Translator The Life, Short Stories and Translations of Florbela Espanca

While today the poetry of the Portuguese poetess Florbela Espat®@4(1930 has a much
higher profile than her short stories, her numerous translations of popular romantic novels,
undertakensimultaneously with the writing of her two volumes ofntos ¢The Black Domirio

and dThe Masks of Destigyjhave received scant attention. A parallel reading of her translations
and the corresponding source texts, examined in the context of her own paathprose (on the

one hand), and key events in her short and tumultuous career (on the other) provides two
important insights: firstly, into the translation strategies adopted by a struggling poetess who
worked on source texts that both challenged her maral values and forced her to confront key
aspects of her own life; and secondly, into the crucial forces influencing the emergence of the
modern profession of translator in earl@th-century Portugal. The paper focuses on three of the
nine French romanti novels translated by Florbela Espanca in the five years preceding her suicide
in 1930, and provides evidence of the influencesonscious and unconscioasthat her at the

time unconventional views on women, men, marriage, life and death (many of whérk
expressed in her poetry and prose) had on the final form and content of the translations she
produced.

MARCELLGIUGLIANqUniversitat Pompeu Fabraarcelona Spair) ¢ Session 6

Translating the Speaking Tone of Voice Entangled in the Words: Robyest Aranslated into
Catalan and Spanish by Agusti Bartra

It is significant that, very soon in the history of the publications of Robert Groairks, literary
criticism observed how his peculiar poetic language succeeded in combining devices, which may
traditionally be attributed to poetry such as: rhyme, meter, rhythm, alliteration etc., with some
techniques and effects normally used in the oral communication and in its written recreation. As a
result, he achieved a dramatic tension and a constant irttwsa among these elements. Robert
Frost himself commented on aspects of his poetic language by sayiitge to drag and break the
intonation across the metre as waves first comb and then break stumbling on the shiigiest,

1995, p. 680)
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These obsevations represent the starting point of my research which focuses on the
creative solutions chosen by the poet Augusti Bartra (AB@®), for the translation of FroSt
poetic language into Spanish and Catalan.

The textual analysis of some of the masipresentative poems helps me select the
different translation choices adopted by the translators. | then relate such choices to the-poets
translator€personal style and experiences as well as to their different cultural contexts. The latter
aspect is oparticular interest, considering the complex relationship existing between the Spanish
and Catalan cultures, and the role played by literary translation into Catalan during the years of
the Franco Dictatorship, as accomplished by many Catalan men ofslésiech as Bartra himself)
during their exile in South America. The conclusions of the study aim to describe the different
degree of creativity in the translations and to attempt some hypothesis regarding its relationship
with the cultural context of theranslators and their personal style and poetics.

WOLFGANGORTSCHACHEBRNIversity of Salzburg, Austr)a Session 43

Erich Fried and Dylan Thomas

On 25 August 1987 | managed to conduct an interview with the late Austrian author Erich Fried
(1921-1988),the only one he ever gave on his work as translator. It mainly focuses or3Fried
crucial contribution as authetranslator to the reception of Dylan Thonfasoeuvre in the
Germanic countries. My paper proposes to examine the artistic affinities betweied Bnd
Thomas, the links between Fri@dranslation work and his own poetry, as well as his (very rare)
selfreflective pronouncements. A further point of interest is the reception of Thd@a®rk (in
Fried? translation) in the Germanic countries.

IRISGUSKEKempten School of Translation & Interpreting Studjg&Sermany ¢ Session 31

John Hardin@ éOne Big Damn PuzzkerThe Chtepah of Inventing a Soutfacific Pidgin and
Translating Shakespeare into that Vernacular

In 2005 John Harding published highly acclaimed novéOne Big Damn Puzziemwhich is set

on a fictitious South Pacific island inhabited by people who speak a pidgin invented by Harding
himself.

While the plot revolves around the culture clash suffered by an American strandegl, ther
the book derives most of its charm from Hard@hglea of having the isla@elderly chief struggle
with a stage translation of Hami@t famous monologue into the island vernacular and its
subsequent staging.

In order to assess the quality of the wgskoduced by such an unlikely translator | will first
determine whether Hardin@ invented language meets the requirements of a proper pidgin, and
then identify the unique linguistic, situative and cultural hurdles to be overcome in the process of
adaptingShakespeare to the South Seas.

Drawing on major translation theories applicable in this context, | will finally ascertain
whether Managu@ stage translation qualifies as a successt least as judged by the pl@y
reception by the tribal islanders.

Is be, or is be not, is be one big damn puzgzldre title alone, which is derived from
nothing lessthan the pidgin version of one of the most famous quotations in world literature,
should not fail to command the attention of anyone involved in transtatas cultural transfer,
and watching alamn finecolleague at work some 10,000 miles away from Ha@lbenmark will
be their reward Rest is be silence
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HaNsJ.HAHN (Oxford BrookedJniversity, UK ¢ Session 17
Kate Freiligrath Kroeke® Translation oHeine Poems (1887)
My presentation will fall into three parts

1. A brief introduction to the translator: Kate (184%04) was the eldest daughter of Ferdi
nand Freiligrath who enjoyed a somewhat tempestuous relationship with Heinétfef.

Troll) and who vas himself a keen and talented translator of English and American poetry.
Kate wrote some poetry herself, but was described by Karl Mar &dly goos@who
knew no German. Ka& other translations and her original work shall be introduced.

2. The 1887 vlume of translations contains renderings by several translators of &ine
lyrical work, among them Ingfellow, Elizabeth Barrett Browning, J. E. Wallis, A. Rogers
and Emily Pfeiffer. | shall attempt to examine why these translations were chosen, shall
look at a few examples where the same poem was given two translations (by different
translators) and shall attempt to discuss what criteria led to her choice of Heine poems.

3. The main section will be devoted to Kate Freiligrath Kro@kewn translations of Hee
poems, including the North Sea cycle and especially those poems which have since been
set to music. Time permitting, Kd® translations shall also be compared with some
modern versions.

LENAHAMAIDIA(University of Sheffield, UKg Session 59

Heaney@ BeowulfQAdair® Perec: Exploring the Elusive in Literary Translation

The purpose of this study is to consider the notion that the translation of a literary text involves a
complex process of transformation of the language from the Source Text intGdhget Text,
which requires a linguistic skill that eludes definition and could be described as intuitive and
creative.

Chomskg® recognition that theories of generative grammar are largely concerned with
omental processes that are far beyond the levehofual or even potential consciousneé$4965)
suggests that there is a subconscious element in the production of language, which goes beyond
definition and this can also be applied to the complex process of literary translation.

This is reflected for exaple in Seamus Hean@ytNotes on Translatindduile Suibhne
where he suggests that an emotional and intuitive response is hecessary when translating poetry:

ayet one does hope for a definitiéeele as one writes. It is a guarantee of the life of the

thing..£ (1989:19)

This study will aim to demonstrate how this creative approach informs the translation of
literary texts through a linguistic analysis of the translation of form and meaning in poet Seamus
Heaney translation ofBeowulfand author Gilbert dair@ translation of George Per@cia
Disparitiort where the translator manages the to translate into English the stylistic ingenuity of a
Source Text novel written in French without the lette€. It will be argued that the translatars
literary credivity is reflected in translations, which are creative works in their own right and
demonstrate a heightened sensitivity to the form and meaningath Source and Target Texts.

References
Chomsky Noam (1963)spects of the Theory of Synt@aambridge
Heaney SeamueéEarning and Rhyme: Notes on translating Buile SubbhmBosanna Warren ed.
(1989) The Art of Translation: Voices from the Fiéatheastern University press
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RcHARDHAND (University of Glamorgan, UK, Session 3

Translation, Adaptationand Popular Theatre: Gran@uignol in Rehearsal and Performance

The French popular theatre form Gra@lignol (18971962) ¢ the ctheatre of terroré ¢ raises
numerous challenges in rehearsal and performancettier contemporary practitioner. Whether
horror plays by Maurice Level arshdre de Lorde or comedies by Octave Mirbeau, the Grand
Guignolencompassed a very broad range of subgenre within its genre. Thidevakped during
the controversial 192@2 London Granduignol experiment which featured trasiations and
adaptations of examples frorthe French repertoire as well as original plays. Drawing on the
experience of translating, adapting and staging a specific histdheatre form for the twenty
first century Anglophone performer anaudience, thsé paper will consider issues of genre and
modification intranslation and adaptation on page and stage.

NickoLABIAYDOCKUniversity of Puerto Rico, Mayagugg Session 22

Yino inflambitQ Text and Giss in the Opening Scene of tEneadof)

From the poen@ earliest readers down to the present day, the storm scene at the beginning of
Virgil@ Aeneidhas been thought crucial for an understanding of the poem in general and ofirgil
hero in particular. Guided by commentary traditions stretching from 8snderome and Augus

tine down through Boccaccio and Cristoforo Landino, Douglas establishes an interpretation of the
passage by turns moral, euhemeristic and natural which allows him to chart a direct course across
the profound depths of Virgilian imageryhe importance of the Virgilian storm in late medieval
Scottish poetry is also discussed (e.g. Du@ba@histle and Ro3g as is the stormy nature of
Douglasbwn career after Flodden.

MARTINEHENNARIDUTHEI(University ofLausanne Switzerland ¢ Sesfon 62

The Importance of Angal Cartef (Neglected) Activityas a Translator of Frenc€onte$

| argue thatW¥he Fairy Tales of Charles Perr@dl®77) marked a turningoint in her career as a
writer. | would therefore pursue what | have already demtoated with respect to her Bluebeard
(Marvels & Tale009), Little Red Riding Hoddalimpseste2009) and Sleeping Beautyidrvels
& Tales2010, in press).

Carter is famous today forhe Bloody Chamber and Other Sto(iE379), a collection of
innovative and thoughtprovoking reformulations of weknown fairy tales infused by feminist
concerns, strategies and perspectives. Insofar as Carter was translating Fertalelé into
English while writing her owktories about fairy stori€@a comparativeanalysis of these textual
productions reveals them as singular but equally creative responses to the work of the French
author. While Carte® translations consciously update and adapt the material to a new audience
whom she seeks to sensieé to gender isues, she does not so much subvert the source texts as
recognsetheir usefulness a4ables of the politics of experien®d will use Carté® ‘\Einderella: or,

The Little Glass Slipgeais an example of Cart@rreworking of Perrau® text as'the site of a
consciously transformative proje@{Simon: 167) which also foregrounds the progressive sexual
politics of his€endrillon: ou la petite pantoufle de vefe

MAGDAHEYDEJagiellonian University, Krakow, Polahd Session 44

Whe Translato® Zea®/ 1 SA 0l ¢ aA02al | dangudgePdefrnfinfoPdlish2z T 9y 31
/' 1Sa0l¢g aAvz2al Aa (KS 1 S-warHolisH litekaGire fo yhe iiifliiéBice BfLIS y A
English language poetry, an area practically unknown in Poland in the first halie afth
OSyldaNE® LY GKS wmdpnn aAvzal ¢éla 1jdAdiS LINROL O
English and American poets (Whitman, Yeats, Eliot, Auden, Shapiro and others) as well as writing
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essays presenting their work and commenting on it asssiide source of inspiration for the new
¢ postwar and postholocaustc literature in the onewe Poland. His own poetry of the period
bears witness to his fascination with the Modernist idiom and poetics but also testifies to the
independence of hisown éhA OS & | yR fAySa 27 Qiassitaria pBREBSt 2 L.
hasundoubtedly shaped the contemporary Polish poetical canondnanipulated literary famé
of many authors.

Ly Y& LI LISN L ¢g2dz R fA1S G2 RAtheQpdaseds ofi KS |
constructing the poetic scene in Poland during the second half of @l &ntury and also to
have a look at how his translatorial choices on the level of mode of presentation, material
selection and textual operations informed the creatiointhe images of the authors he translated.

JENNIFERIGGINGSt Anné® College, OxfordUK) ¢ Session 56

Aldous Huxle® Early Translations of French Poetry: The Spur of Antagonism

Aldous Huxle® lifelong interest in French poetry manifests itselaismall number of translations

and pastiches, as well as innumerable references in his essays and novels. The early translations
(of Baudelaire, Mallarmé and Rimbaud, published 19920) are agents in the resurgence of
English interest in nineteentbentury French poetry at that time. However, their impact, within
Huxley®@ oeuvre and within the development of English poetry, does not stop there.

Huxley® response to French poetry is antagonistic: admiration for what he perceives as its
lyricism and energyombines with impatience with it88bscurityQand ¥nanisnQ Critics have
interpreted this stance as misguided or simplistic, but | argue that this antagonism in fact inspired
innovative translations. My paper centres on a close reading of HaxEY18 tanslation of
Rimbaud® Wes Chercheuses de p&ushowing how Huxley concisés abstract imagery and
contextualses the poem in akealQworld, while retaining its evocation of sensuality and intense
physical sensation. This distillation of Hu@egmbialence towards French poetry inspires an
examination, via the translations and pastiches, of the vying ideals of lyrical expression and
engagement with contemporary soepolitical issues that recur throughout Hux@yrose writing
and for which French pary is a creative spur.

| also argue that Huxl&yearly parodies of French poetry in verse and prose, and his-trans
lations, which largely shed the faaxchaism prevalent among his contemporary translators,
strive towards a less reverential, more direstd combative, interaction with French verse. This
was fundamental to the 1920spprochemenbf the two poetries.

ARLEENONESCY, YA OSNBAGE 27F ¢Bds@ohBOUGAZ w2YIl YAl U

From Translation to R€reation: The Cases MlysseS§and Winnegans Wak@

The more daunting and ambitious a literary work is, the more difficult, edapossible) its
translation should become, thus asking questions as to the exact nature of the work the translator
can or should undertake in order to successfully render a dexnijnguistiecultural universe into
another such aesthetic construct. Jogéast two novelsUlyssesand Finnegans Wakebeg such
interrogations with a vengeance on account of their increasingly #ogual and mult
referential frameworks. But wheses Ulyssesan still conceivably be carried acrodtafslated}
according to alassicabunderstanding of thetask of the translataR¢ witness the YaithfulQ
HuthorisedXranslations during Joy& lifetime as well as subsequent, more modern omethe
multi-layered portmanteau idiom oFinnegans Wake@ushes to radical extremes of redefinition
what takes place in such an exercise, making it more akin to a recreation whose laws partly go
against more literalist conceptions of translation. This papeposes a contrastive approach
between two examples: a canonical translation Wlyssesseen in its national context (poet
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aANDS| Q1@Myréhslabarzinto Romanian, revised in 1996) versus two existing fragments
from the Wake into Romanian (Laent Milesi; Felicia Antip), the first of whom prefaced his
translation with a short methodology. In the caseFanegans Wakeloyc& own adaptations of

the same chapter into both French and Italian will serve as a precedent to assess a range of
practices and draw some theoretical formulations.

ZAKHARSHoMYaleUniversity, New HavenCT, US)¢ Session 35

Joseph Brodsky: A Phenomenon of a Setinslating Poet

Soon after Brodsky expulsion in 1972 from the Soviet Union and his settling in the USA, the
translation of his own verse into English became a matter of Br@®Igkpfessional career as an
American poet. Supervising the translations of his verse from Russian into English done by other
translators, Brodsky set out to adjust the translations e lwith his idea that above all the
metrical structure of the originals should be preserved in translation. This practice of authorial
revision was not received with enthusiasm by many of hidraaslators and met with harsh
attacks from critics, many oivhom claimed that in reworking translations by others Brodsky
overstepped the rules of English grammar and prosody and that hit@e#ilations did not sound
idiomatically or metrically correct in English.

Relying on my detailed analysis of previoushdigcovered translation materials, 1 am
trying to demonstrate that the introduction ofin-Englisi2elements was not the only conse
guence of Brodsk® reworkings of the translations. | will attempt to show that Bro&lself
translations are by no mearailures, despite the fact that he often based them on cosiponal
principles partly alien to the context of the English poetic tradition. Brodsky achieved in his
translated versions alliterations, assonances and consonance that function in their givinhe
reinvented metaphors, similes and puns, so that the translations fall into the category of authentic
and independent artefacts in the realm of English verse, despite the presence in them of some
foreignising characteristics. The existence of sugthenomenon requires a new evaluation in
terms of its position within the autochthonous literature.

ALEXANDRIVANOVITCHUNIversity of Paris 1V Francé ¢ Session 12
Ypposition is True Friendsi@Gide Translator of Blake and Commentator of Dostoevsky
Le mariage du Ciel et d&hferis not only the translation Gide made in 1922Tdéfe Marriage of
Heaven and Hellthe prophetic book engraved by the visionary Romantic poet William Blake
between 1790 and 1793, which has been considered as a compendilialadan poetics. It is
also a very Gidian reinterpretation of this descent to hell, where through a seri@aerhorable
fancieg, an angel is forced by a devil to read the Bible in an infernal sense and to acknowledge
that dwithout Contraries is no progssiort. Typographical audacities with misplaced commas
which mime the orality of this infernal prophecy, daring modulations which sometimes change
only the point of view, and sometimes the entire meaning of a cerdpioverb of hek: all these
liberties the authortranslator takes with the text show how translation, far from being an
ancillary activity, allows the rereation of the Blakean universe by Gide, or what Harold Bloom
would callimisreading. The various inaccuracies, lexical or syntactiedtore mistranslations, in
brief all the Gidian distortions of the original ultimately confirm the infernal revelation made in
the prophetic bookpOpposition is true Friendship

As with the French writer, creation and commentary are inseparable, Gsieusles his
translations of the ®roverbs of Hel, the epitome of infernal Blakean wisdom, in his essays on
the novels by Dostoevsky. The authoanslatorcommentator rereadsCrime and Punishment,
The Possessed, The Brothers Karam#lzmugh these (ns)translated proverbs, or sometimes
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only through projects of translations which will be later emendatgtie draft and the final copy
being always in perpetual dialectical tension in Ggjeand also through proverbs which the
author refuses to translatehus reaching the zero degree of translation studies. Qiéssays on

a Blakean reading of Dostoevsky constitute kaleidoscopic commentaries or textual laboratories
where translation and genetic studies meet, and where Gide, Blake and Dostoevsky maltadlly
light on one another.

DAFYDD JOHNSTON (University of Wales Centre for Advanced Welsh and Celtic Stydies
Aberystwyth, UK) ¢ Session 61
Radical Adaptation: Translations of Medieval Welsh Poetry in the Age of the French Revolution
This paper will conder three English translations of a medieval Welsh poem by Gwilym Ddu on
the imprisonment of the rebel Sir Gruffudd Llwyd (1317) which became associated ir8tiine 1
century with the myth of the massacre of the Welsh bards by Edward | (made famous bysThoma
Gray@ The Bardl A prose translation by Evan EvansSome Specimens of the Poetry of the
Ancient Welsh Bardfl764) was the basis for two subsequent verse translations, one by John
Walters (1782) and the other by Richard Llwyd (1804). The originaligetighly opaque in
language and style, and despite Ev@neslaim to have produced a faithful rendering its very
difficulty and ambiguity can be seen to have allowed the translators some freedom of interpreta
tion. The translation by Walters is a fairtynocuous versification of Eva@sprose, but Liwy@
version is a much more radical reworking which develops the motif of the prison into a symbol of
the condition of the Welsh nation and ends with the silencing and suicide of the bard. It will be
arguedthat this key historical text gained new resonance as a result of the fall of the Bastille and
the suppression of radical opposition by the British Government in the 1790s.

BEvaKaLivobovACharles UniversityPrague Czech Republi Session 18

On the Ceation of €zeckBarrett Browning by Two Men Writers

In English cultural memory, the turn of thethSand 2@h centuries saw the beginningf the
transformaion of Elizabeth Barrett Browninthe poet of repute into Mr. Browning® romantig-

sed beloved The publication of the love letters of Elizabeth Barrett and Robert Browning in 1899
was an important turning poinh this change.

The same moment in time meant a different reception turn for Barrett Browning in the
Czech context to which she was newllyy § N2 RdzOSR® LYy wmMdbnyZ ! yiz2zyNy
derivative poetry and a zestful translator from English, rendered Barrett Bro@fumpnets from
the Portuguesén Czech so adequately that both their texture and structure expressed a w@man
dayl 2F t20So® LYy wmpmmI CNIyGAOS] .FHfSex Ly |
created the first (and last) Czech translationfafrora Leighn which he underlined the wo/mda
engagement in the world as a possibility of its change. EaatslaBon on its own and both
together, alongside with the modernist feminist reading of Barrett Browning by Ellen Key,
influenced multiple reflections in Czech papers appearing in the course of three decades. They
show thatdCzech Barrett Browning becama phenomenon making it possible for Czech women
and men intellectuals to discuss the nature, values and roles ofrtee womarg in the opening
20 century. It was the specific values of the tmen of letters and translatorguiding the choice
of Barrett Brownind® texts and the methods of their translations, that made an impact on the
dynamic of this Czech cultural discussion.
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NATALIAKALOHVID (University ofMaribor, Slovenid ¢ Session 45
Vladimir Naboko® First and Last Challenge as a Translatof Ghildrer@ Literature:
Russification otAlice® Adventures in Wonderlard
The paper focuses on Vladimir Nabofotranslation of Lewis Carr@InovelAlice® Adventures in
Wonderland(1923) which remains the only novel for children translated by ViIaditabokov.

Translation ofAlice® Adventures in Wonderland definitely not among the easiest tasks.
The novel contains parodies, puns (especially frequent use of homophomesjplay, verbal
humor, éspeaking names, personifying, enciphered allusiofitgral interpretations of phraseo
logical components, andnusual metaphorsas well as other elements of Car@®ltreative style
which appear on every single page aalse paradoxically humorous effects, making this book a
real challenge for translats.

The main aim is to analgsNaboko@ translation strategies of domestication, risatl in
the text as substitution and lodaktion and to explain the reasons for his decision in favof
almost complete russification of the origindil.is possible tat the main reason for this rigorous
domestication was Nabok&@ intention to make the foreign world of Car@listory comprehen
sible by the target audience (Russian childréigwever,Naboko® decision in favar of almost
complete russification of @allQ novel is questionable, especially considering his later ideas
about the importance of a translati@ exactness and accuracy.

| include an analysis of parody translations, showing how Nabokov replaced &arroll
parodies of English poems with his mwarodies of famous Russian poems; the most interesting
examples of cultural adaptations, such as Isaibn of food items, historical persons and
personal names; methods of translating English puns, based on homonyms; and the peculiarities
of Naboko@ style, such as sophistication and a slight touch of the archaic tone.

| also take into consideration both of the most famous analyses of NaBbiawslation of
Alice N. Demurove articledvladimir Nabokov, Translator of Lewis Ca@dllice in Wonddandé
and Conndly@ articledAnia v Strane Chudes.

AGNIESZKK!I _ ! A(tJniversity of Zielona Gora, Poland Session 9

The AuthorTranslator in EighteentiCentury Poland

The aim of thigpaperis to present a portrait of 8th-century authortranslator inPoland on the
basis of relevant opinions by prominent writers of the epoch.

The theoretical scope of the paper focuses on describing the nature and specific-circum
stances of translat@® work in Bth-century in Poland. The notion of authtranslator isexamined
and various translat@® roles are demonstrated (the translator as a painter, artist, genius, teacher,
etc.) in compliance with 8th-century translation theory advocated by, among other writers,
Ignacy Krasicki (173B01), Franciszek Bohomolet7gOm Ty n v = { G y A 40929, t 2 ( :
[ dzZR& A | h &-18Z8} 4ndl otleems.T T p

Consequently, the practical part of the research consists in introducing authestiic 1
century authorstranslators and their literary achievements supported by relevardneples. Jan
Chrzciciel Albertrandi (1731808), a Polish bishop, was known as a writer after having written his
famous essays entitle@ieki AlbertrandiegoOn the other hand, Albertrandi was a translator as he
translateddRobinson Crusdedby Daniel Defo@nto Polish.

FrarDA a1 S %I -Ag3aB,Ghaokher ¢olish paothor, famous for his, among other
literary renditions, tales, poems and comedies was a eodking translator who translated e.g.
Horace, French writers and even French version of Shake<pgdag entitledThe Merry Wives of
Windsorinto Polish.
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Krasicki, a famous Polish writer was acquainted with translation craft and translated e.g.
Divine Comedypy Dante Alighieri into Polish and works by thkssicalpoets Horace and
Ané&creon.

Bohomolec, another Polishriter was interested in translation and his renditions referred
to e.g. ancient Greek and Roman writers such as Demostenes, Sendtas diad Western
European authors such as J.F. La Harpe, D. Diderot.

Additionally, subsequent8th-century authors andranslators are to be presented such as
{GFYyAEAOlL 6 MFuMOTA [ dzaRv B 1838) Adad Kdzinierd @zartonyski (1734
1823), and others.

Finally, conclusions follow to prove to which extent the Poli8th-tentury translators
were writers atthe same time, which may be an inspiration for contemporary translators and
encourage them to paint with words as writers do.

Basic References
Balcerzan, E.1977.A 4 NI S L2 f a0a& 2 23 Iyl &S 2 IINMI $yBdIORidz2 t 2
Bassnett, S. 199Transéation StudiesLondon and New York. Routledge.
Bunyan, J. 1764 N2 3+ LA St INJ @ Ydz2nO0S32 / KNI ST Tahstatey A y |
by Stefan Cerowski. Krélewiec. DRIEST.
Lefevere, A. 199 ranslation / History / Culturé.ondon and New YorkoRtledge.
Shakespeare, W. 1782. 1 Y2 OK gl O | f 062 C¢INFHWaT | 4 B8R 20 { @NI y O
Warszawa. Drukarnia DUFOUR Drukarza J. K. MCly Rzepltey.

MAsHAKARP(London UK) ¢ Session 35

Translating One Another: Joseph Brodsky and Richard Wilbur

Usirg the rare occurrence of two major poets, Joseph Brodsky and Rifilmgr, translating
SI OK svérgeStNS) paper aims to explore the effect thisalogue between poets had on
their poetry and their translations.

One set of issues analysedtire paper relates to the affinity between the poets, partially
explained by the strong influence of the Andimerican poetry tradition over Brodsky. In
particular, he had been under the influence of Robert Frost even before he started translating
Wilbur (1967), who is often seen as a follower of Frost. And after reading his own poems trans
lated by Wilbur for the collectioA Part of Spee&(1977) Brodsky is known to have said that if
he were writing in English he would be writing like Wilbur.

To whatextent then does this proclaimed affinity affect the translations? What do the
translators strive to preserve and what do they choose to lose? How close to the original does the
translation get? Where are the points of stylistic divergence between thénatigoems and their
translations and how can they be explained?

Another aspect of my analysis concerns the place of these translations within the author
translator€body of work. Brodsky and Wilbur undertook translations of each @®hpoetry at
different points in their careers and under different circumstances. Are there traces of mutual
influence or of broadening the po@town scope? What is the relationship between a translated
poem and the cultural tradition into which it is being translated?

Throughout the paper Wilbu® translations of Brodsky and Brod&kytranslations of
Wilbur are compared with translations of their poetry done by others.
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H.ORAKEERSMAEKERdNiversity ofGhent, Belgium)¢ Session 51
Vladimir Naboko@ Literal Translation Mthod: Readability and the Reader
In his introduction toVerses and Versiona collection of Vladimir Nabok@ English translations
of Russian poems, Brian Boyd claims that Nab@ktranslation of Alexander PushiérEugene
Onegin(1964, rev. ed. 197%provokedWhat can be called the great debate on translation norms
of the 19608 €p. xxv). The reason behind this dispute was that Nabokov had chosen for a largely
unpoetic, literal translation. Whereas his critics paid a great deal of importance toeddability
and the artistic quality of translations, Nabokov, with his radical unrhymed literalism, seemed to
have a largely different idea of being loyal to the original and its author, a stance which hardly
seems to allow any liberty for the reader/tralator.

In this paper, | want to take a closer look at Nabd&qwosition in the translation debate
and suggest that, contrary to first appearances, it did not ignore the reader at all. | would like to
show that while Nabokd® opponents in the debate weneery much concerned with having the
readers of the translatiomunderstandthe original text, Nabokov wanted to offer them a trans
lation which would produce aeading experience that came as closely as possible to the
experience of reading the originalxe In his biography of Nabokov, Boyd remarks that Nabokov
wrote hisEugene Onegitranslation primarily to be used by the college instructor, the teacher (p.
344). | intend to make clear how Nabokown experience of teachin@Russian Literature in
Trarslatioreé played an important role in developing his thoughts on translations and their
dreadabilityg.

References
Boyd, Brian and Shvabrin, Stanislav (ed&)ses and Versions: Three Centuries of Russian Poetry
Selected and Translated by Vladimir Nabokdew York: Harcourt, 2008.
Boyd, BrianVIadimir Nabokov: The American Yedmndon: Vintage, 1991.

BUuGENIKELBERtYaleUniversity, New Haven, CT, USASession 28

Parallel Rilke: Between Seflfranslation and the Translation of the Self

When in 1924two years before his death, Rainer Maria Rilke started wrtimgtry in French, he
was concerned with the question of whether thimearly-his French voice was not ultimately
selftranslation, a seconthand rendition of his wouldbe German expressiorRilke, who had
already translatecdover a hundred of poems, notably by Elizabeth Browning, Valéry and Michel
angelo, expected to find that his original French poetry derived from his translapicactice,
especially since his translations from Valéry disegreceded thedspontaneous dictatiof in
French.

This led him to make his own inspiration subject to an experiment: sdtimgelf a topic,
he let it develop in both languages. To his astonishment,réselts showed striking differences
within each pai of poems; Rilke interpretthis as evidence not only for the independence of his
WtherQpoetic self butalso dagainst the naturalness of translati©iodie Natirlichkeit dedJber
setzens): a different language calls for a different work.

Rilke® pairsof poems show a unique dynamic between the underlying linguestid
cultural structures, the thematic preferences, and the s@lposed orexternal constraints that
determine the poe® style in each language. Th&atus of the French versions as tranglial
work is inseparable from thpoem<otential implications in terms of the ability of translatian
and especially selfranslation¢ to render original inspiration. An expression Rilke refusal to
selttranslate, and nevertheless atependent, tlese poemscall for a novel outlook on the
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relationship between selfranslation,translation and the realities of original creation in a second
language.

FADIKHODR(University ofParis Il Francé ¢ Session 33

Bonnefoy®@ Poe Translation between Transtigation and Transposition

Since 1967, Yves Bonnefqywho has been translating Shakespeare, Yeats, Keats since 1960,
publishing prefaces and essays on translat@has critigsed in many lectures andssays the
original version ofiThe Ravefhiby Edgar Adin Poe, itdranslationsby Baudelaire and Mallarmé
and the affinityit has introduced in French literary writing.

CAdINI KSNXY2NB>X .2yyS¥2eé F20dzZASRI AY HnnpX 2Y
1S Fftaz2z GFf 1SR I 02dzi aBYMNISE & folKIAAGKY KASYy aAS(iSaY 40 NiR
NBEOSYy(d LBR2SYZ | NBgNRGAY3T 2F (GKS 9y3IftAakK LIRSY
shows that the contemporary poet has made some variations (a transfiguration mainly) to express
his own conception of petry, and perform a creative translation. This may recad tamous
traduttore traditore

In fact, doesdtranslation in the broadest senséeally literary translation and creative
rewriting of the original text? Does it remaantranslation oiis itrather a transpositiormaking the
original text more appropriate and thus ensuring its own survival? Should we consider Bd@nefoy
poetics of translation as a branch of Mescho@hmnes?

We shall try in our communication to answer these questions by analysa@ypertext
and evoking other contemporary poetsanslators in their approach of translation.

GERRKIMBER(Open University UK) ¢ Session 55

Comrade Katya: Katherine Mansfie®lRussian Translations

Katherine Mansfield is recognised today as one ofldagling exponents of the modernist short
story. Interest in her work is at an all time high and her collections of short stories have never
been out of print since her death at the age of 34 in 1923. Her literary debt to the Russian writer
Anton Chekhovsi well documented; perhaps less well known was her lifelong obsession with all
things Russian, culminating in her death whilst at an émigré Russian community in Fontainebleau,
headed by George Ivanovitch Gurdjieff.

In 1914 she met the Russian émigré SamBolomonovich Koteliansky (18&8055), to
whom she remained devoted (despite the occasional period of estrangement), until her death.
Together they worked on translations from the Russian. Unpublished collaborations included
Wlaxim Gork@® Journal of thdRevolutiorfin 1918. In April 1919, the first of a thirteen part series
of collaborative translations of Chek@Jetters appeared in théthenaeum In 1922, the pair
worked on a translation ofGorky@ Reminiscences of Leonid Andreyich was eventuall
published in a limited edition in 1928. This paper will examine the impact of Russian culture on
the life of Katherine Mansfield, demonstrating how her experience of translating Russian texts
came to embed itself in her own modernist inventions withie tiealm of the twentiethcentury
short story.

LAURAKIRKLEYQueer@ College, OxfordUK) ¢ Session 30

The Question of Language: Paul Muldoon Translates Nuala Ni Dhomhnaill

One of thelnnti group of IrisAlanguage poets, Nuala Ni Dhomhnaill insists am rislevance of

Irish language and mythology to a national literature split between the recuperation of Celtic
heritage and a modern European identity. Rejecting Revivalist parochialism, however, she recruits
Anglophone poets as translators to create bilingcollections intelligible outside th&aeltacht
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This paper considers Paul Muldd®rtranslations of poems frorPharaol® Daughterand The
Astrakhan Cloakl focus particularly oiZeist na TeangahThe Language Iss(end ®och &Duin

/ The Lay of Lghadoor in which Ni Dhomhnaill presents Irish as a cultural repository and an
instrument of change. To an extent, Muldd@nidiomatic translations, whickomesticat€Ni
Dhomhnail® poetry for an Anglophone audience, diminish the power of Irish graimataand
conceptual structures to disrupt Western literary tradition. Whereas Irish lends itself to Ni
Dhomhnail® figuring of interiority with concrete nouns, Muldoon has recourse to abstractions in
English. Yet throughout her poetry, Ni Dhomhnaill vgot& unsettle the binaries inscribed in
linguistic and mythological structures. In her bilingual collections,#bstractconcretebinary
breaks down in tandem with those of coloniser and colonised, masculine and feminine, rational
and nonrational, poe and translator. Controversially, Ni Dhomhnaill allows her goatslators a
degree of freedom, bringing English language, literature, and culture into critical conversation
with their Irish counterparts. Muldod® translational interventions undoubtedligistort Ni
Dhomhnail@® poetic voice. But they also reflect and reinforce her attempt to enact in her poetry a
creative symbiosis of languages, cultures, and modes.

ANNEKARINEKLEVELANNOrwegian University of Science and Technolo@ypndheim)¢ Sessin

58
Two for the Price of One: Kjartan Flggstad Writing and Translating Within the Same Work
Throughout his work the Norwegian author Kjartan Flggstad shows a great interest in Latin
American culture and Spanish language. The proposed paper aims totemligpw he simul
taneously takes on the role of a writer and translator in many of his short literary essays and
novels. He inserts words and phrases from foreign languages (mainly Spamdhtranslates
them into Norwegian as a part of the writing prase This way of writing occurs in texts that focus
on various themes from Latin American culture, and can therefore be looked upon as a cultural
translation between Latin America and Norway. By offering examples of text passages where
languages are mixedtentionally, we intend to show the auth@r strategies. We will focus on the
kinds of words and phrases from the foreign languages that he chooses and how he translates
them. Subsequently we will discuss whether these hybrid texts can be approached Heom t
discipline of translational theory although they are not translations in the traditional sense of the
word with a source and a target text. Finally we will suggest that Lawrence @ememms
YoreignisaionCand WHomesticatiofas described iThe TraslatoiQ Invisibility(LondorNew York,
Routledge, 1995) can help us understand why the author chooses to mix languages, why he takes
on the double role of translator and writer, and which effect this may have on the Norwegian
readei@ comprehension of & LatirAmerican culture.

KaTiAKrREBgUniversity ofBristol, UK ¢ Session 3

Translation and®iterary(Drama: Harley Granville Barker and George Bernard Shaw

This paper will investigate translation activity by playwrights and authors such as Harlegil&ran
Barker and George Bernard Shaw. Both played a pivotal role in the formation of modern British
theatre traditions and this paper investigates to what extent the construction WfesaryCtrama

was shaped and enabled by translation.

LiseLALONDEUnNiversity of Montana, Missoula, USA Session 49

A.S. Kline Translates Apollinaire: Poetry in Revelation

Automne Maladewas written by Guillaume Apollinaire, French poet of tH&h2century. The
poem, translatedoy among others the American poet Paul Blagrn, was chosen to be part of
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the anthology of French poetry edited by Paul AusRandom House Book of Twentieth Century
French PoetryGeoffrey @rien wrote inThe Village Voicthat Auste@ anthology wasalso a
superb collection of English poettéyThis compliment, acknowledging the beautiful and quality
work of the translators, implies that the translators are here more than mere vehicles from one
language to another. Translating poetry is no small task. It does not only deal with the problems
inherent to any kind of translation (respect of original version, meaning, interpretation, etc.).
Indeed, it requires from the translator to reconstruct a writing process in a different language, to
re-occupy, almost rénvent a creative space; not simply effa final product that can function in a
different language. Indeed, the poetic translation also implies théraesmission of a creawe
movement. The question i it is a writing process in a different language, how can it be the
same writing proces? Does it need to be the same process? What is the margin for interpreta
tion? How much freedom should the translator take with the text? What happens to meaning?
Through the analysis dkutomne Maladeby Apollinaire and its translation by Blackburn, ill w
show that, reenacting the creative writing process and evolving at the frontier between
interpretation and reproduction, the translator becomes poet.

MARION LOEFFLER(University of Wales Centre for Advanced Welsh and Celtic Studies,
Aberystwyth) ¢ Session 61
Translating the Marseillaise: Wales 1795
It is a wellrehearsed fact of Welsh historiography that tRdarseillais€éwas translated into the
Welsh language in 1795 and published®an Rhyddid The Song of Liberty) in the radical Welsh
periodicd The Miscellaneous Repositonythe same year. It is an indication of the low esteem in
which translation has been held that no real attempt has ever been made to establish which one
of two very wellknown Welsh scholars, authors, hyramiters, poets anddissenters¢ Thomas
Evans Yomos Glyn Cotfp or Edward Williams4plo Morganw@ ¢ was responsible for the
translation. Nor has the question been pondered as to which language was the source for the
translation: the French original or an English intediary? Most importantly, the translation itself
has never been analysed, since historians and literary scholars alike took it to be the product of
the Werivative and uncreative activi@f merely rendering a text from one language into another.
The Weth version of théMarseillais€ however, constitutes a brilliantly successful act of
creating a text which was meaningful in, and attractive to, its own culture. The likely translator
Thomas Evansg first Unitarian minister of Wales, acknowledged poetninnist, editor and
dictionarymaker; replaced direct references to bloody aspects of fighting as well as allusions
which are now perceived as jingoistic with abstract conceptdftoérty, peace and lov@ The
Welsh were not called on td&Marchons! marchns! QUn sang impur Abreuve nos sillofds!
(March, march! Let impure blood Water our furrows!), but their own readiness to sacrifice was
stressed: Wmlaen! Ymlaen! Ymlaer@d Awn oll yn un. Am farw neu fy@ rhyddQ(Forward!
Forward! Le® all go as one.oldie or to livefree!). It perfectly illustrates thecreativeaspect of
translating a text which was, and was perceived to be, central to the radical endeavour of the
1790s.

BUGENIALOFFREDQUniversity of East Anglia, Norwich, JJkand MANUELAPERTEGHEAL(LONdON
Metropolitan University, UK ¢ Session 52

Authors in Conversation: Multivocality and Performance in Translation

The collected papers ifiranslation and CreativityLoffredo and Perteghella 2006) sought to

rethink translation in terms of a creagvwriting practice (2006: 3) and as a mode for -self

exploration, seHreflection and ultimately selfranslation (2006: 7). Concomitantly, the translated
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text turns into aplace/spaceinhabited by the translatd® subjectivity. Acknowledging the role
played by this subjectivity in the process of translation means that the translator isattmr
(2006: 6). A more recent collaborative translation project, matesgdlin One Poem in Search of a
Translator(Loffredo and Perteghella 2008), explored how ttatisn as aHewQype of creative
writing always performs a dialogue, often full of tension, where multiple subjectivities are
involved in conversation: the source t&tauthor as well as the target te&twriter. In this
context, the conflation of voice in other words c@uthoring, should be therefore understood as
multivocality (2008: 14). In this paper we will focus specifically on the conversations/performan
ces undertaken by contemporary writers with French poet Apollinaire, and in particularein th
translations ofes FeniéesQ Byexploring how established writers (inter)act with other auth@rs
texts, and voices, we would also like to discuss what translation means to them, and to their own
writing practice, in the light of a theory of transilan as performance.

References
Loffredo E., Perteghella M. (eds) (200Bmnslation and Creativity. Perspectives on Creative
Writing and Translation Studi€sondon: Continuum)
Loffredo E., Perteghella M. (eds) (20@8he Poem in Search of a Translat@ewriting es
Fenétresby Apolllinairg Bern: Peter Lang)

PaRVINLOLOI(SwanseaUK) ¢ Session 16

Whe Rubaiyat of Omar KhayyathEdward FitzGerald

Edward FitzGeratd translation of theRubaiyatof the tenth-century Persian poet Omar Khayyam
was fird published anonymously in 1859. After an initial period of almost total neglect it became
one of the most celebrated and influential works of tramigla during the latenineteenth century

and the first half of thewentieth century. It has continued tod of interest to such major poets
such as John HeatBtubbs, Dick Davis, Wendy Cope and others. The influence of Fit&®erald
translation has not been limited to English poetry but also to the poetry of many other languages
and culturesg indeed it effectvely brought about a reassessment of Omar Khayyam even in the
Persianate world.

FitzGeral@® highly individual method of translation is relatively little known today. In his
own words, hedtessellated a very beautiful English poemaoa very prettyEcloge¢ ¢ from the
scattered and unrelated Rubaiyat of Omar Khayyam; in the process he introduced both a new
verse form and a new poetic form into the mainstream of English pagtrypoetic form which,
paradoxically, doesot exist in the tradition oPersianpoetry from which he has normally been
understood to be translating.

This paper will discuss and illustrate FitzGe@atdethods of translation, and will also offer
a brief discussion of some of the ways in which FitzG&raleative translation, higluthoring(bf
a Persian poem, has had its impact on English poetry since 1859.

VLADIMERUARSABISHVI(llia State University Thilisi Georgia ¢ Session 51

Nabokov on Pushkin and Tsvetaeva on Lorca: Two Modes of Literary Translation

Translation as litergrproduct originates since olden times (J®bhen). One of the first literature

to be translated was of religious kind. It has for an object to enrich religious texts (Leizarraga,
Haraneder) or scanty national literature (Orixe). The accumulation of rdmeskated texts have
provoked the different views on its performance (Cicero, Dryden, Breitinger, Chapman, Denham,
Cowley, Jean Pierre Duvoisin, etc.). At the same time, the type of work to be translated (prose or
poetry (M. Hernandez, M. A. Campos, S. éwamnenko)), the author of translation (being writer or
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not) and the belonging of both languages to the same or different language groups (E. A. Nida, C.
P. Romero) were of similar importance. The special case is the translatissedday the author
himsdf (V. Nabokov, Rabindranath Tagore) or for the purpose of improving the financial position
(M. Tsvetaeva, A. Akhmatova). Howevadbsolutely unique is the case of translation performing
with the purpose to create new literary language (as in case of &akbresti, based on the theory

of credionism of Vincente Huidobro).

ROBERTMAGNANI(CardiffUniversity, UK ¢ Session 1

Chaucer Translating French Lyric Tradition

This paperwill offer a broader exploration of how Chaucer acted agranslatoe of Frerch lyric
practices. It will address the ways in whi€@haucer appropriated and transferred onto his
compositions not only French poetical genres, tbemes fixesand their rhetorical and thematic
tropes, but also their codicological practicésvill illustrate that the layout and titular apparatus

of poems such a8nelida and Arcitegfor example, testifies to Chaud@rtranslation and reworking

of the French structural modes of intercalation of inset pieces into longer narratives, showing how
he translaed practices of French lyric compilation onto his own process of poetic production.

BrRIGIDMAHER(La TrobdJniversity, Victoria, Australiag Session 50

Translation and Genre Fiction in the Italian Context: The Case of Nicoletta Vallorani

This paper lookat the output of one contemporary Italian authtranslator, Nicoletta Vallorani,
whose work includes novels, childi@niterature, and literary criticism, as well as literary trans
lations from English into Italian. In particular, the paper exploredritexplay between translation

and genre writing, as much of Vallor@nproduction¢ both as translator and as writeyis in the

area of science fiction. Her novels play with the science fiction and noir genres, blurring the
divisions between them and\gng them a distinctly Italian and female sensibility. Her protagon
ists are mostly women, often living out unconventional family or parental roles, and her novels
are generally set in a clearly recasgble Milan, though it is a somewhat futuristic andstlypian
re-imagining of the city.

Valloran® translation work and criticism parallel her fiction in interesting ways. As a
translator, she has helped introduce a number of Anglophone science fiction writers, including
some prominent women writers, to lian audiences. Some of her translations include familiar
tropes of science fiction such as interplanetary cadaion and exploitation, political unrest and
corruption, and telepathic communication. Vallor@own novels draw on these same tropes and
Wanslate€Xhem into the Italian context to paint a picture of a dystopian Italy where mistrust,
incomprehension and marginaétion have reached frightening levels. | explore the overlaps and
areas of crossertilisaion in Valloran® translating and wrihg, and the extent to which she might
be considered an agent in the continued development of genre fiction in Italian.

DavibMaLcolM! YA OSNEA & 2 F¢S&ssldn3A 1 X t 2f F Y RO
SecondRate Republic: Piotr Sommer Translates the North
Polish poets have lanbeen involved in translation wokka A O1 A SgA O = ¢ dzo A Y X
host of others. Born in 1948, Piotr Sommer is one of the best known of contemporary Polish
poets. His work has been widely translated, and he himself has translated his own poems int
English Things to Translat¢1991)). He is also a noted translator of Engléstguage poetry, of
the work of Lowell, @ara, Ashbery, Heaney, Dunn, Enright, and others.

SommeR collection of translations of contemporary British and Northern Irishtiyoe
(Antologia nowej poezji brytyjskjeyvas published in 1983, in the aftermath of the declaration of
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YIENIGAFE g o0& GKS t2fAakK aidliSe {2YYSNI O2f f |
Bohdan Zadura; however, the selection of poems, the editing of the volume, and many of the
trandations are his. This paper considers this collection from three angles. First, the anthology is
discussed in relation to its Polish litergwglitical context: the selection of poets (for example, the
representation of Northern Irish poets), its presentat (for example, the use of author photo
graphs), and its explicit reference to contemporary Polish poetry (for exarmpbaya prywat

y 2 4 (Bew privacy)). Second, the paper discusses So@nteanslation of two poems, Tom
Pauli® éSeconeRate Republigssand Seamus Hean@ydPunishmeng It examines Somm&
careful and faithful rendition of these texts into Polish, and considers how, Polish context,
these poems take on a provocative and Pobsiented semantics. Somm@ralteration of parts of
Heaneg text in order to render the text moré@Polislt is also touched on. Third, two of Somr@er

own poems from the early 1980éRapiedwkié and & 2 LJ2 Oizilybe Siscussed to illustrate

how Northern Irish poetry of the 1970s and 1980s offers a very congenial echo of S@nomvar
concerns, particularly in terms of lexis, verse form, and thematic fusion of private and public.

FLIZABETMANTEROLAGIRREZABALAGR niversity of theBasque CountryAlava, Spai¢ Session 34
SelfTranslation and Other Translation Types in Translated Basque Literature: Bernardo A&aga
Work

Basque is a little literature within the map of European literatures. Tréinslglays an important

role in the development of this minority literature. All authors who write in Basque are bilingual,
whether they speak Basque and French or Basque and Spanish. They are used to translate their
own work both from and into Basque.

We have chosen the author Bernardo Atxaga as a representative case, as he has been the
most translated author. His works have been translated in different translation ways: when trans
lating into Spanish there have been sitnslations, translations in teawork by the author and a
translator and translations made by a translator other than the author; when translating into
other languages we found direct and indirect translations.

Our main objective is to see whether or not the different translation waysiénice the
final product.In the case of Spanish we anaywhether or not the role of the author as self
translator can be noticed. The role of the author as a collaborator otrdueslation will also be
analy®d in teamwork translations, as it differeom the traditional seHtranslator. In the case of
other languages, our objective is to know if there are differences in the final product between
direct and indirect translation. In the casérelay translations, we analgsalso if it can be noticed
the nature of the intermediate version, that is, if the source version has been -#&raefflation or
not.

MIRIAMMARGALAUniversity of Rochester, NY, UpASession 20

Author-Translator: The Case of Kundera as Adu@nslator

Milan Kundera, a Czech émigngiter, living in Paris and now writing in French, would strongly
disagree with the proposition that translation is a form of creative writing. He has said many times
that he did not trust translators to translate his works accurately and faithfully. Ereus
translations of his novel, S NIi 0 ¢ &i@nallwpupliShied in 1967, exemplify this point. The
novel has been translated into English, French, Spanish, Italian, German and others more than
once, depending on Kunde@adissatisfaction with a padular translation (which, at first, he had
supported). Once dissatisfied, Kundera would be on a mission to find another translator to
translate his novel faithfully (or, to be precise, as he, the author, wanted it to be translated).
However, Kundera woulceventually become dissatisfied even with the late&tefinitiveé
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translation of his novel. As he famously says in an interview regarding the latest French translation
of ¢ S,Mdige seized me Thus, Kundera decided to sidestep the translation problem and decided
to translate ¢ S Mid French himself (he also started writing in French). The resulting- auto
translation surprised many editing changes are plentiful but appart only to those who can
compare the original Czech text with Kund@rawn translation. Based a#Kunder&® case, | will
explore the questions of creativity and authorial control in translation. Kurdestance is
conflicting, as he denies creativitg bther translators but as the autmanslator, Kundera freely
rewrites, rather than just retranslates, his own works. Obviously, the bottom line for Kundera is
the ownership and tight control of his original text as exemplified in his eNsahovejte seu
2112 R2 Y{Daznot lhinjgtl ioMé Here, my friendhere WomeQ of course, refers tahisé
works. | will also compare Kund&adostile attitude with examples of collaborative and successful
relationships between the translator and the author (eBgeon Mitchell and Uwe Timm).

LAURENMILES(CardiffUniversity, UK ¢ Session 5

Translation (,) en EFFEt (Cix@I#e Voisin de ze®

First of all, a title, with or without a comma, taking after the writing of Hélene Cixous, which
Jacques Derrida udeto admire for the ways in which i#epunctuate€constantly and
rhythmically. Here the effect would be to overridgrammacg)syntax) to greater expressiveness
while (self)deconstructing the utterance: between the necessity to translate but also deang
while taking into account effects of inscription. No translation without an effect, in effect, not
unlike the agenda of the series entitidda philosophie en eff€ once ceedited by Jacques
Derrida, according to which one should no longer ignore vgtsibsophy wanted to gloss over or
reduce, under the nameééffectQ to its outside or its underside. Therefore, théfter-effectQ
(apréscoup), delay, repetition, representatiorifeflexiorQ etc. can no longer be envisaged as
derived from an original, ssential transparency of meaning (dtteralityQ after Berman and
Venuti) but as intrinsically bound up with the perlocutionary performativity of a writing which the
Work of translatiofhas to register. We shall use as a specific test case Hélenes@ixe/oisin

de zérg which Writes throughtBecket texts and selfranslations, consciously plying between
English and French, French and English, in interlirigfelgEts dramaised by the worl@ remark of

its own act of enunciation and address. Wealshgive examples from our own forthcoming
translation of Cixou Beckettian text in order to illustrate the double bigdhe necessary, yet
impossible translatd® task Aufgabg according to Walter Benjaminof Wans-latingQfrom) the
French into Eglish.

CaroOMIRANDA(Victoria University of Wellington, New Zealand Session 25

Translation and the Argentine TraditionThe Case of Borges and Bioy Casares as Audthor
TranslatorsEditors

Translation plays a crucial role in many literary traditions. gxsmentators such as Venuti have
pointed out, the study of translation can open new approaches to recurrent issues in the history
of literatures. Nevertheless, different cultures, indeed different literatures, seem to have different
levels of resistance ttvanslation. Using a Translation Studies perspective, | will addresses some of
these isses in relation to the twentieticentury Spanish Amercian tradition.

Translation as a creative process could also be studied as a collective social praxis. Looking
closely at a specifi#tanslational communit@in 1940s in Argentina, we can see haertain
authoritative authors together with publishing houses such as Sur, notably led by the pen of
renowned authottranslators such as J. L. Borges and Silvina Ocanwge, imstrumental in the
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construction of a canon not only for the Argentine but also for the rest of the South American
readership.

In particular, | would like to focus in a phenomenon commencing in 1940s in relation to
detective fiction and the Europearradition. Here, | will try to show howome established
authors, namely Jorge Luis Borges (possibly the most attentive and skilful wordsmith of Argentine
literature) and Adolfo Bioy Casares, chiefly as editors of the crime fiction €&wlescion Septimo
Circulg shaped the European and North American influx of literature creating a canon that
trascended their country of origin.

JOHNNYMORTONNew College, OxfordUK) ¢ Session 30

A Misappropriated Genius: Sodomy and Celibacy in #8emance of the Rosg

A commonplace assertion, even a truism of criticism of Old French pbenkRomance of the Rose

is that its philosophical ideas are lacking in originality and are simply plucked from a variety of
different sources, rendered from Latin into French (Langkmsl more recently Hult). However,

the Ros& continuator Jean de Meun translates earlier philosophical works, notably Alain & Lille
De Planctu Natura@ot only from one language to another but from one ethical framework to
another. This paper will tus on the figure of Genius in J&uoontinuation of Guillaume de
LorriQpoem; it will examine how Je@hfigure appears to be a faithful translation of ARin
orthodox allegorical figure from the earlier Latin poem. This appearance of orthodoxy masks
radically different agenda; Jean translates GeQagack on those use their sexual organs
improperly (i.e. who have noeprocreative sex, especially sodomy) into an ethical framework
harshly critical of the Dominican and Franciscan friars. In the gbrde thirteenth-century
debates about the nature of religion that took place in the University of Paris, the Genius of the
Rose takes the part of the secular Masters of the Arts Faculty against the religious teachers. Alain
de Lill&® orthodox attack osodomy is paradoxically used to give a playful authority to attacks not
just on sodomy, but on the celibacy of those who takes oaths of chastity. The faithful translation
of Alair@ imagery of tools and artisanship into French belie the deliberate msataon and
subversion ofhe hegemonic original text.

MARKUMULKHAugustanaHochschule, Neuendettelsau, GermanySession 29

The AuthorTranslator: Progress or Problem? Augustine on thketus Latin@and Jerom&
YulgataQ

The different ancient trarlations of e Hebrew/Greek Bible has beernnterpreted mainly for the
translational methods used by thaterpreters. However, for who is intested in their influence,
it is iluminating looking at their reception among contemporarids.that context, ér Augustine
the question if theBible should beranslated by arbauthor-translato is a crucial one. First, he
considers the many unlearned translatasthe oldLatin versions tocmumerous and too casual,
without sufficient knowledge of Greek languag8o, Jerom@ activities in tanslating various
books of theBible are warmly welcomed. But latewhen the learned theologiamhetorician and
literary writer Jerome, tha&author-translato€, goeson working on the Hebrevdld Testament,
Augustine becomesgmore sceptical: Who will ever be able teeally understand, to control
Jeromeé® methods and decisions in trslation if he is the only onalive who knows Hebrew?

MARIANANEILLYY dzZSSyYy Q& | Yy A dBNEBeksiod1 . St FI &

Charles @rléans: Cultural SelAdaptation

This paper will discuss one of the most fascinating and overlooked instances of a medieval poet
translating his own workl will discuss how Charles, a prisoner of war for twelntg years in
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England during the Hundred Ye@¥ar, translatedand adapted his collection of French lyrics into
English to create the first example of a collected lyrics manuscript in Englaagaper will focus

on how Charles adapts his lyrics to an English audience, noting in particular how the addition of a
dreamvision attempts to affect a Chaucerian style of poetic composition, and how he acts as a
censor of his own work, removing any politically subversive elements from his poems.

PascHALIBlIkoLAoylonian University, Corfu, Greege Session 54
The Redressfdranslation: Nasos Vayenas and the Greek Tradition
The simultaneous publication, twenty years ago in 198%a¥try and Translatioand Flye@ Fall
by Greek poet and academic Nasos Vayenas was a poignant articulation of necessary dialogue.
The first bk is an illuminating collection of critical perspectives on literary translation and its
relationships with original writing, at points examining ttfanslating sidébf Greek poets such as
Seferis and Calvos. The second volume resemblgtaatising & theoryQg a hybrid collection
interspersing 16 original poems by Vayenas with 34 translations of authors from Pound to Borges,
Calvino to Sandburg, Marianne Moore to William Carlos Williams.

Taking its cue from the creative/critical crgssllination exemplified in these two books
and assessing their impact on Greek literary criticism and a then fledgling study of translation, this
paper aims to trace Vayen@spositions on the place of translation within the house of (Greek)
literature, as these ememrgthroughout his critical writings; and also, the ways such understand
ings are often actuaded within his own poetic output. Vayen@swork, not least in how it benefits
from interconnecting capacities of poet, critic and translator, representsoaentof awareness
in Greek letters, in its numerous recognitions of translation as a form of criticism and an integral
part of literary creativity, as an importer of influences that leads to afterimages of meaningful
encounters between poets and literary traihs, often questioning the boundaries between
intertextuality/allusion and translation, sedfxpression and the inhabitation of other voices.
Realsing how often the greats of Greek poetry were multilingual or bicultural, and engaged in
(un)seen translatins, how' history of literature which excludes translations is an incomplete
historyQ Nasos Vayenas also proceeds to creatively enlist himself in a long tradition of -author
translators.

CoNOROMBRIEN(Oxford, UK) ¢ Session 8
Language, ldentity and Histry in Henry of Huntingdon
The twelfthcentury English historian Henry of Huntingdon wroteHiiistoria Anglorurn{c.1154) in
Latin, but frequently relied upon Old English sources when doing so. One such source was an Old
English poem on the Battle of Brurtzurh (937) which he includes in the work in his own Latin
translation. The original version of the poem has survived through the Amton Chronicle and
so can be compared with Her@@ywork. Traditionally Hen® translation has been seen as a
shoddy atempt to turn Old English verse into Latin prose but recently it has be@vakiated as
an attempt to mimic some of the defining characteristics of Arggaon heroic verse in Latin.

This paper will examine the translation within the context of H&gyvn comments on it
and argue that it shows that Henry held a view of cultural and historical identity defined by
linguistic difference. Henry believed that language is central to identity and that if a g@ople
language were to be lost then future generat®would be unable to be historically aware of that
people. He does not translate the poem simply in order to make historical facts available to
contemporary Latin readers but also to bring them into contact with the very identity of the
earlier English Hrough the strangeness of their verse and its difference from contemporary
language.
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Q_LEMENCOM@ONNORUnNiversity of Aberdeen, UK Session 47
Poetry Writing as Translation in Heather Dohollau and André du Bouchet
This paper will focus on the paradigrhtranslation for poetry writing in two contemporary poets
in Frenchg the renowned André du Bouchet (1924001) and a significant figure who is originally
from South Wales, Heather Dohollau (born 1925). Already celebrated in two international
colloquia,one feature film, one Ph.D. dissertation and many publications, Dohollau remains little
known outside France. Her thirteen collections make a distinctive contribution to the vibrant field
of translation studies, in dialogue with her late friend Derrida &arc Crépon. Poised as she is
between her mother tongue (English) and French (which she call$#haghter tongu€, and
between areas that are themselves bilingual (Wales, Brittany), Dohollau is uniquely placed to
participate in current reassessments lahguage, bilingualism and translation. Du Bouchet, too,
lived for nine years in Amherst and Harvard and relies on the experience of linguistic defamiliari
sation when writing poetry, as recenthublished interviews reveal.

Both poets are translatorsy practice that shapes their perception of writing in general.
They view poetry itself as a translation process: in order to cast into words the otherness of the
real, they appeal to the other of languagehe unsaid, the white page, the grey areas betwee
languages. Poetry is thus-defined as the translation of a language into, and out of, itself. As
closereading analysis will show, their poems deconstruct the primacy of the mother tongue,
revealing unexpected significance in apparent mistakes, andhingeup the cracks inherent in
linguistic structures. By drawing attention to language in its materiality, their poetidgsfbEultyQ
(Dohollau) orWurpris€2(du Bouchet) compels the Francophone reader to adopt a foreign
perspective on his or her owanguage, showing that the only hope of achieving faithfulness to
the real lies in a distanced mode of writing, as in the theory of translation pioneered by the
German Romantics and radisad since Benjamin. Poetry is thus reinvented asithemedreamt
of by Derrida: a defamiliarising other language, potentially able to translate otherness in its own
terms.

MAIKEOERGE(University ofNottingham, UK) ¢ Session 23

Goethel Waustln English: Culture and Politics in Anna Swanv@ck9th-Century Translatn

and Howard Brento® Late Dth-Century Version

The paper proposes to assess and compare two very different English translations of &oethe
Faust the late(r) Bth-century translation by Anna Swanwick and the 1995 version of the play by
Howard BrentonBoth Swanwick and Brenton are creative writers in their own right, albeit one
more famous than the other. First the features and intentions of the two translations will be
identified and contextualised in terms of translation theory, Swanwick producedrsslation

that, while paying close attention the origilsemantics and syntax, nevertheless arssmits

early th-century original into a quasShakespearan text, while Brenton wrote his heavily cut
version based on a literal translation of the ani@ without direct recourse to the original.
Second, the two translations will be contextualised in terms of their aufimws work. Swanwick

was a prolific and commercially successful translator of Geréolassical texts who also wrote
fiction and criicism, and was an active philanthropist campaigner for wo@emd human rights.
Brenton is famous for his radical dramatic texts which frequently focus on historical themes, and
often have an Angl&erman background. In conclusion the paper aims to ithabe not just the
intertextual potential of a canonical text, but equally to show what different writers may derive
from translating the same text in terms of their own creativity and their artistic, intellectual or
political agenda.
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BRIANOBEEFFEBarrard College, Columbibiniversity,New York,USA ¢ Session 60

Translating the Music of Poetry

It is generally admitted that no translation will be definitive. But, as translators busy themselves
with the making of\dequatetranslations, they also frequély concede the possibility that
certain elements of the original text resist translation entirelghey remain wholly untranslat

able. This is perhaps simply being prudent. Yet, in that admission, there is also a risk: the exercise
to ascribe special arnique attributes to a text may well represent the reversion to a more or less
discredited aestheticism surely neone now believes that the essence of a (literary) text can be
pinned down to an inherenguality. Yet it may be that translation studies haurs that belief, if

only in the breach, precisely when it invokes the idea of untranslatability. The purpose of this
paper is to explore this matter in relation to one quality, namely the rhythm of poetry. For to
translate the very music of poetry into atier language might well be the pinnacle of the
translator@ art. We might be reminded of Goethe, who declarg@di honour no doubt should be
accorded to rhythm and rhyme, for they are the primordial and essential attributes of péetry.
This remark was ftered in the context of his praise for Ner@ltranslation ofFaust But do
translators honour that property of poetry? My paper will attempt to explore the successes and
failures of the translation of poetic rhythm in relation to a number of poets, agsbrwhom
Nerval, Rilke and Valéry. | hope thereby to gain some modest purchase on what is effectively
translation studieSrelation to the discourse of properties, essences and qualdies, in other

words, literary aesthetics.

INES DIORNELLAS@STRAUniversidade Nova @ Lisboa, Portugak) Session 21

Translating Latin: A Strategy to Become an Author among Female Writers in Portugal §1500
1800)

While studying the production of female writers in Portugal until 1800, as we are doing in the
Portuguese Wmen Writers project, we realise that, mainly until the 1&#mtury, most of them
circumscribed their writings to a more or less private circle. Aware of the prejudices of the time,
several women kept their identity anonymous or under male pseudonymseri®mless when

their work was published, what rarely occurred;, many appeared as translators. Many were
obliged to hide their talent under translated texts, and half a dozen had done that by translating
Latin works. By revealing them as translators, a&ball of the classics or religious works, they
were allowed to simultaneously display literary talent, erudition and domain of Latin language
perceived as the language of European intellectuaignd thus making them feel as part of the
scientific anditerary community without the constraint of severe criticism either to the subject or
to the model followed. Censorship apart, one is obliged to note the particular significance of this
aAlbdzr A2y Ay GKS OFasS 27 t 2 Nitaddenpisir&e tHaSirdrist S & |
lation, as a rewriting process, configures a singular public exhibition strategy for a female author,
as it will be the case of the Marquise of Alorna (1-2%39), the most famous Portuguese women
writer of the 18th century, whq while alive, first became known with translations suchDes

raptu Proserpinady Claudian.

CAROLOMULLIVANUniversity of Portsmouth, UK) ¢ Session 5

BazzingXranslation: Samuel Beckett, Ernst Moerman, Louis Armstrong

This paper considers the imparice to Samuel Beck@taesthetic of translation of an early trans
lation from the 1934 anthologiegroedited by Nancy Cunard. Previous critical interest paid to
Becket@ translation of the poenmtArmstrondby the Belgian surrealist Ernst Moerman has
centred on the evidence for a specificalftisnQdiction (McCormack 1992) or for Beck@att
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exercise of authorial licence in translation (Friedman 2000). This paper offerseadiag of this
translation in the light of Becke® other poetry translationni this period, initially investigating the
extent to which it can be seen as a literal example of{aezingbf literature often attributed to
Modernist writers. The importance of music to Beckett and in Be&kettork has been well
documented in Bryde® Samuel Beckett and Mug(t998) and Oppenhei Samuel Beckett and
the Arts(1999) and this analysis shows how sophisticated an application of a notyn&dXof
jazz to a literary textArmstronds. Becket® translation operates a fundamental ighin the
language of the poem, layering over Moern@rext a revisiting of the four source tracks by
Armstrong Bome of these day@After youe gone{¥oude driving me craZgand ‘€onfessing

to create a poem which owes as much to the music abecsource text.

This translation is of even greater interest, however, for what it can tell us about B&ckett
developing aesthetic of translation wherein texts are seen as constantly evolving, becoming more
themselves, a movement which in Beckatlaier work will become the characteristic asymptotic
approach to nothing. This paper looks to Walter Benjamin and Jacques Derrida for a reading of
translation as aBecoming@f the text which supplies that which the source lacks, in this case a
genuine engagment between the musical inspiration for the poem and its language.

MARKOCIHOMAS(University ofEast LondonUK) ¢ Session 3

WMrs Affleck wasn®@ Worth the Risl2 The Playwright, the Critics, and the Perils of Adapting
Ibsen for the London Stage

Ibsenoccupies a unique place in the UK theatre scene being the most produced playwright whose
work is written in a language other than English. Translation has been critical to the appreciation
of Ibser@® work and contemporary translations of the plays sitnglside those originating from

the authoi@ peers. This paper looks at some recent examples of Ibsen translations and in
particular the much criticised reworking tfttle Eyolfas Mrs Affleckby the playwright Samuel
Adamson. It questions the unforturatbinary of adaptation/translation and seeks to move
towards judgements of Ibsé& work on the British stage based on notions of creativity, risk and
innovation.

RUTHOWEN(CardiffUniversity, UK ¢ Session 4

The PoeiTranslators of the East Berli#?oesealbumQ

My paper will examine the translating undertaken by Gerrspraking poets for the poetry
magazindPoesiealbumit will focus on verse translations into German published in this important
East Berlin magazine by emerging and established poets. ddtdrpnslators in question include

not only GDR poets but also contemporary West German and Austrian poets, awalvisren
German poets whose work was republished. In order to conteigmahese translations, my
paper will look at text selection, theapatexts produced to accompany the translations, and the
practice of literary translation in the GDR. Central to my conception of these cases of literary
translation is that they contradict notions of the GDR as a culturally closed society of niches. On
the one hand then, | am seeking to locate the translation of poetry as part of a cultural trgnsfer
primarily from one language to another, but also in some cases from one German culture to
another. On the other hand, these acts of translation contributediterary life in the GDR. In
particular, | am interested in the function of gaps between paratextual claims and the translated
poems themselves. Whilst sketching the impact of shifting cultural politics on the poetry magazine
and on the national translan scene more generally, my paper asks whether discursive freedoms
were achieved through translating that were unavailable to the GDR poets when they published
their own original work.
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AGNIESZKRANTUCHOWICRNVarsaw School of Social Psychology, Polan&ession 39

Stanislaw Baranczak as a Poet, Literary Critic, Translator and Translation Critic

Stanislaw Baranczak is undoubtedly one of the most prolific Polish translators dittheehtury,

he is also one of the leading figures in the Polish New Vyaetic group and the author of a
widely read translatological manifesto. In this paper | will focus on examining the question to what
extent BaranczdB early poetic and critical work has determined the formation of the later
translator. The examination Wibe based on his English translations of canonical Polish poets. |
will be particularly interested in possible interdependencies of the poetics of his original poetry
and his translation technique. | will also attempt to discuss certain correlations elegtw
Barancza® critical texts on literature and his own translation practice and theory.

DaNIELPEDERSE(UnIversity of Stockholm, Swedgrmg Session 4
Nelly Sachs as Poet and Translator
As a young poet in Berlin before Hit®MachtergreifungNelly Sals was inspiredy the German
classicsGoethe, Novalis and Béhme. She fled at the veryntestent and touched Swedish soil in
May 1940. Shortly after her arrival slaequainted herself with Swed@ modernist poets and
started translating theworks of is most important figures: Gunnar Ekel6f, Erik Lindegren and
Johanne<E=dfelt, just to mention a few. Her work was not only a way to learn Swedishshaut
was also struck by free form of their poetry. This work seems to hdlieeenced her own writings
and she changed her lyrical style; broke with fixeeéter and rhymes. This change coincides with
the historical necessity to addresise Shoah. But her concrete situation in Stockholm and her
translations haveoften been disregarded as sources for inspirati@achs published seven
volumes of translations into German, the firdh 1947, the same year as her deblit den
Wohnungen des Todes

The paper | would like to present is the result of my work in different archiviés
published and unpublished materidihe key question is to document hd®achs was influenced.
Especially Lindegr& broken sonnets imannen utan vagthe man without way) and Edf&
poetics seems to have been important to h&he paper retraces the steps of Sachs development
as a poetifom 1940 to herdebutin 1947 and her intense lyrical woduring her first seven years
in exile.

LyNNPENROOUniversity of Alberta, Canada¢ Session 12

The Discreet Charm of Valery Larbaud

Many students of translation today recagathe name of Valgr Larbaud solely as the author of

the much read and often quote8ous @vocation de St Jéréme&very year on September 30 my
Canadian university, the University of Alberta, celebrates St J&OB@y with a small informal
mini-conference during which, ofourse, Larbau@ name is usually invoked more than once.
However, in many other respects of todayacademic world (inclusion of Larb&idvorks on
literature course syllabi, general knowledge about his significant contributions to translation as a
praditioner, etc), he is not today nearly as well known as he ought to be. And yet the European
as translator and the translator as artist are incarnate in Larbaud.

This paper, given the particular focus of the conference, dhethor-translator in the
European traditiong seeksto review and analys the farreaching effect of Valery Larba@d
career, both as a creative writer, celebrated translator of Samuel Butler, and, perhaps even more
importantly, as a facilitator, a onman cultural clearing house or agt for éothere literatures to
gain access to the French reading public.
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It becomes evident, as we review the arc of Lar@udhreer, just how much the literary
production and translation production intersecteggand moreover, how vital his immersion i
various cultures was to his success in the translation process itself. His amazing ability to
encourage and develop translation is surely applicable even though he is often treated simply as
part of translatior chistory £

SARAHPFEFFERUNIversity ofKassel Germany ¢ Session 24

Raoul Schro® Translation / Transformation of Derek Walc@tWlidsummeQ

Since Derek Walcott received the Nobel Prize for literature in 1992, there has been an increased
interest in his poetry. As a result, his epic po@meroswas translated into German along with
some of his previous works. The translations were done by three different poets. In 2001, the
German translation ofMidsummer (1984) by the Austriatvorn writer Raoul Schrott was
published as a bilingual edition.

Schrott has lived in numerous countries and is familiar with various languages and literary
traditions. This becomes evident in his translations, which include Harfiexd and works by
Seamus Heaney. IDie Erde ist blau wie eine Oran¢@he Earth is IBe like an Orang®
published two years prior to his translation bfidsummer Schrott elaborates on his personal
views on poetry. With these and his postscriptiddsummerin mind, his approach to literary
translation becomes apparent.

The poems itMidsummerstart with a concrete scenario thatin an associative manner
expands through time and space treating the poet per€®rnaersonal as well as world history.
There is no strict rnyme scheme, yet rhyme in all its facets plays an important roleoti&alc
wealth of metaphors, many of which draw on the natural world of his island home Saint Lucia is
especially difficult to translate. Often, they are based on concepts and things that do not exist in
the target language.

Schrott uses all the linguistand prosodic means at his disposal to reproduce the p@em
structure and dares to transgress the boundaries of a wmravord translation. His translation
amounts toa veritable transformation, on various levels.

BEvILYPILLINGERPrincetonUniversity, NJUSA ¢ Session 29
Translating Prophecy into Poetry in Ancient Rome
If the past is a foreign country, might the future be a foreign language? This paper explores how in
ancient Rome aframmar of futuritf)(Steiner, After Babel was constructed and trarated ¢
literally and metaphoricallyg through cultural appropriations of the prophetic Sibylline Books.
According to myth, the Sibylline Books recorded the inspired prophecies of a-Greek
speaking prophetess, a sibyl. Though their true origins are hazgrialascripts of Greek poetry
were identified as8ibyllin€and preserved by the Roman state. Priests were assigned to translate
the poetry into Latin ritual prescriptions at times of historical crisis at Rome, while (somewhat
paradoxically) they were st charged with keeping the original texts secret. The Sibylline Books
were subjected to more enduring acts of translation, however, when Roman poets tapped their
cultural authority. Tibullus, Virgil and Ovid all offer their own representations of thedébokhic
origins and prophetic content byfanslatinglhe hidden Greek material into their Latin poetry.
These literary versions of the prophecies implicitly question the distinction between
UYteralQand Ereativedranslation practices. The poetictarpretations of the text lay claim to an
accuracy that faithfully represents the Sibylline Bdoksowledge of the future, but their
sophisticated Latin verse constructs obvious inventions that continue to conceal the sour@e text
real contents. With theoriginal Greek Sibylline Books unavailable for public consultation, all
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purported Wanslationgtherefore carry the deterministic institutional authority of the prophetic
books alongside the creative authority of the individual ptranslators. This pheomenon comes
to represent the unknown language in which Rd@nkterary and historical future is conceived as
being written.

WoLFGAN®OCKI(University ofiInnsbruck Austrig) ¢ Session 19

Hans Carl Artmann (1922000)

Since the last third of the8h certury, German culture has been appreciated in both literary
translation and translation theory. At present, Germaaccording to thdndex translationung is
still (quantitatively) at the top of the target languages.

Many epochal translations were done B3mous poets, novelists or playwrights (such as
J.H. dss, Goethe, the SchlegelA S até, Stefan George, etc.). In théth century, it was the
Austrian writers, representatives or heirs of the multilingual Austtongarian Empire, who took
over the kading position in this respect (e.g. Rilke, Zweig, Celan, Bachmann, Handke).

Among the notable contemporary writers, H.C. Artmann (BlchPeze in 1997) was
certainly the most prolific authetranslator. He was incredibly polyglot: the range of tonghes
translated from includes Celtic, Germanic, and Romance languages; his bibliography comprises
medieval as well as modern texts. We owe him the translation of the best comedies of various
European literatures (Lope de Vega, Moliere, Ben Jonson, Holb&dprg etc.), mostly made for
the summer theatre of Schloss Porcia (Carinthia). In specific cases, h@ tdihslate into
standard German but into the Viennese dialect (Villon, Asterix).

Although Artmann sometimes worked as a translator in order to éesrliving, the choice
of the texts he translated was made conscientiously. There is no doubt that he preferred texts
that met his thematic interests (like Bram Sto®eDraculg or allowed him to make use of his
linguistic creativity in the target langga (e.g. comedies rich in puns; Daisy Ashfondvels).

ANTONPuJoL(University of North Carolina Charlotte, U$A Session 6

Carme Riera: Translating Her Own Work

Carme Riera (Palma, 1948) is, undoubtedly, one of the most important Catalan contemporary
writers. Her prolific career includes the novélsa primavera per a Domenico Guaiit®80),Joc

de miralls(1989), andDins el darrer bla{1994), short story collections, child@niterature and a
significant body of work as a scholar. A facet of literary output that has not received enough
attention is her work as a translator and, more significantly, as the translator of her own work.
The process of translation is in itself fraught with problems and it is only aggravated when the
distinction betveen author and translator is blurred. For my pgatation today, | want to analgs
Carme Riera as a translator of her nolxéhs el darrer blainto Spanish, a historical novel that
deals with the Inquisition gruesome killing of Xuetas, Majorcan Jevi8G66.

A comparison between the original work and translation soon shows how we can no
longer speak of a translation but of a new, and significantly manipulated, work. In the original
version, the retelling of the events is carefully crafted, with attentio the Xuetesdialect and the
different languages spoken irvth-century Majorca. In her translation, all the language has been
domesticated (Venutti) into a standard modern Spanish solving many of the linguistic difficulties
that the Catalan reader ewpiences and, consequently, robbing the novel of its most salient
features. In Rie@ work as a translator there are many examples that force us to open new lines
of inquiry about the translation process.
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GLYNPURSGLOVESwansedJniversity, UK ¢ Sessin 41

The Case of Quintilius: Translations, Originals, or Pseudepigrapha?

Peter Russell (1922003), poet and editor, friend and poetic disciple of Ezra Pound, was also an
accomplished translator from several languages, including Arabic and Persian, Géatian

(e.g. Boiardo and Camillo Pennati), Portuguese (e.g. Camdes and Pessoa), French and Russian (he
was one the very first English translators of Mandelshtam). These translations sit comfortably
within our normal understanding of what a poetic traaisbn is.

In another area of his output, Russell presents a rather more complex problem. Beginning
in 1950, Russell published a series of what were described as translations from the Latin of
Cittinus Aurelianus Quintilius Stultus (AD 32¥) Three Elege of Quintiliusappeared in 1954;

The Elegies of Quintiliyd975)added three further elegies. Some Latin originals were provided
and a bust of the poet was reproduced. Later, many more poems, some only a few lines long,
some more than ten pages long, vegpublished and presented as translations from what survived

of a work referred to aQuintilii Apocalypsebs Fragmentislost of these were gathered igrom

the Apocalypse of Quintilli{$997).

The poems of Quintilius are not, however, translations in amnlyodox sense; Russell was
the author of the LatinBriginalf2as well as theWanslation€) Yet they do contain some
translations (from the Greek Anthology and from de Banville, for example, now reattributed to
Quintilius). How should we regard the @tilius poemsg as original works, as translations, as an
extended dramatic monologue or as a striking contribution to the pseudepigraphical tradition?

JoseMIQUELIRamMIS (Universitat Pompeu FabraBarcelona, Spaing Session 20

Translations under Contrpolor How Translations are an Essential Part of an Authorial Rewriting
Process: The French VersiofoS6 | & 1 A £ WdalCyst® ND 5 Q&

Translations are often far from auth@rcontrol. However, setfanslation is the paradigmatic case
of author@ controlof his own work transferred in another language. This control does not mean
necessarily a better work in the target language, but a work in accordance with the author.

Selftranslation takes place mainly in writers who live in a context where severaldgegu
are present, caused by territorial issue®ilingual or diglossic communitiesor personal circum
stancesg exiled or immigrated writers or writers born in multilingual families. Therefore; self
translators use their multilingual skills in order ¢pread their work in the languages they know
and command. What happens then with stHnslated works translated in a third language?
Which of both authorial versions is taken into account? Are these thimduage translations
under the autho® control?

Sebastia Juan Arbé6 is @®tB-century Catalan author who writes both in Catalan and
Spanish. He has translated most of his Catalan works into Spanish and nearly @l s&tbo
translations entail a process of revision of his work, which he also doé ioriginal language.
Therefore, his translated works, in general, are neither a simple translation nor a new work, but
one of the revisions in the revision process of any of his works, entailing a continuum in his works,
independently of the language heses.

Tino Costahis most ambitious work, was written around 1939 hlid not appearuntil
1947 in Catalan and in 1948 sgHnslated into Spanish, under Fra®aegime. This work was
translated into French by Victor Crastre and was published by RogkoiCan Gallimar@
collection dDu monde entied in 1954. Some original letters sent by Arb6 to Caillois prove that
Arbo also wanted to take control of this translation even though it was not translated by himself:
ArbG&@ concern, anyway, is not onffidelityé to the published texts but to new changes he had
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done after both editions, in Catalan and Spanish, were published. Actually, the Catalan and
Spanish 1960s new editions of the novel contain many changes.

The aim of this paper is to deal with sometbé essential changes in the French trans
lation in order to show how the thirthnguage translation is alsmnder controf of the author
and how this translation is also an evolution in a continued revising process o®Avbék, in a
similar way as siown translations and reditions.

RcHARD.ReEISNERUNIversity ofKent, UK ¢ Session 44

The Translator as Creative Author: The Naive Worldot 02 & |

It is an obvious assertion to make in proposing that regardless of genre, the translation process is
ultimately one dependent on its so called finished product, the text that arises from a process of
writing.

This process for translation, be it frothe perspective of revriting (Lefevere 1992a) or
indeed recent discussion on creativity (Loffredo & Perteghella 2006) can be said to be viewed as
one of textual distance, the text to text sphere or perhaps distantiation @Rigpbased on the
notion of some axis between an original and its subsequence (for example translation or other
genre). In this very context, either explicit or implicit is the proposition that translation (writing) is
a binary process spanning writer and reader. Thus fewnigng it is the reader (translator) and
audience (readers at large) that are determinants in mediating a host language and its cultural
matrix. Creativity would seem also to be associated with textual distance in a binary process,
implying a direct correlatiobetween creativity and the translat@® (as reader then writer) choice
of strategy in producing a text (translation) either less or more distant to the gietb(original),
with correspondingly greater or lesser so called constraints (content, style).

This paper shall propose that established views of both creativity angriting, although
valuable in their own right, need to be-ssxamined in a larger dimension of textual process on the
one hand, one where the above binary notions of distance betweenm texts can be seen not
only in terms of a specific textual correlation in time (original and subsequence) but importantly,
one that may be both polytemporaneous (Reisner) and projective €Rito Moreover, textual
processes per se need to be seen imtse of an Authorial Process that carries within itself both
writer and reader in the creation of literature.

It shall therefore be argued that established views of translation as writing are to some
extent incomplete, either limiting our view of the traasbr@ role to that of a reader/writer or
limiting our view of translation itself to that of @erivativeQ A more integrated perspective on
translation in this particular discussion could be proposed as one of the translator as a creative
author (compléion of readerwriter process) and théranslation text itself as a scalled input
(addition) to the canon of the relevant genre in question, in this case, literature. In this regard
2y S L12SY TaNRcHWha WoriEshall be taken as an illustiah, where two English
versions are discussed interms ofgeNA G Ay 3> aA02ail SEFYAYSR & Id
propositions on the translat@® creativity.

ANNEREYNDER@JnNIversity ofLeuveng Lessius, Belgiuht Session 37

The AuthorTranshtor in the Medieval Low Countries (13th4th centuries)

Thel3thand the Mth century are the pioneering ages of Dutch literature and translators played a

very important part in it. A lot of Middle Dutch literary texts have a source text in another

language (mostly French), as is often (proudly) mentioned in the prologue or elsewhere in the
text.
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