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N. BERRIN AKSOY (!ǘƤƭƤƳ ¦ƴƛǾŜǊǎƛǘȅΣ !ƴƪŀǊŀΣ ¢ǳǊƪŜȅ) ς Session 38 
The Significance of Author-Translators in Turkey in the Emergence of Modern Turkish Literature 
Author-translators have always played a significant role in the efforts towards development of 
modernisation and in the enrichment of the Turkish literature beginning from the Ottoman 
Empire and in the early years of the Turkish Republic. Translation, although not organised or 
institutionalised, was used as a means towards westernisation and progress in the 19th century.  
Nevertheless, a full-scaled and state led translation project started in 1940s following the estab-
lishment of the modern Turkey, in line with the development and westernisation targets of the 
newly found state.  In both periods, then, author-translators were the inititators of change and 
modernisation 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 Ministry of National Education developed a translation project which was carried out by 
authors, translators, poets and intellectuals of the period. The purpose of the project was mainly 
to establish the universal values and the spirit that created civilisation in the west, and also to 
enrich the Turkish language and literature with new genres, styles and modes of thinking.  Hence 
the focus of this paper will be to study three author-translators, one from the Ottoman period and 
two from Turkey today, in order to discuss their roles in the emergence of modern Turkish 
Literature for the purpose of creating a literary tradition. 
 
JOHANNA AKUJÄRVI (Lund University, Sweden) ς Session 13 
Innovators and Traditionalists: Self-Positioning Strategies in Paratexts to Early Swedish 
Translations of the Classics 
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 without interuption up to this day from the 1590s 
when the first Swedish translation of a classic text was published in Rostock. Over the centuries 
translations of varying quality and orientation have been produced of various source texts by 
translators who sometimes 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 of the Author-Translator conference, I 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 c 1750 and 1820 author-translators of the classics ς 
working with Latin and to a lesser extent Greek poetry ς 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/or native elements be retained. 
The paper focuses on Gustaf Regnér, Per Adam Wallmark, and Gudmund Jöran Adlerbeth, who all 
produced translations in the early nineteenth century. Adlerbeth was one of the first eighteen 
members of Swedish Academy; today his name has faded into oblivion together with RegnérΩs and 
WallmarkΩs, 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-translators use the paratexts of their translations to defend their poetics and metrics and 
to position their work in relation to contemporary and previous generationsΩ translational 
practices. 
 



The Author-Translator in the European Literary Tradition 

 3 

VANDA ANASTÁCIO (University of Lisbon, Portugal) ς Session 21 
Authorship and Self-Legitimation in the Translation of the Psalter by the Marquise of Alorna 
(1750-1839) 
The Portuguese poet D. Leonor de Almeida, better known as the Marquise of Alorna, has refused 
to publish her lyrical poetry during her lifetime with the argument that 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, serious, or Ψmorally 
soundΩ texts. One look at the prefaces by 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 BibleΩs Book of Psalms and at the ways it was proposed as a strategy both of 
authorship and legitimation on the part of this prolific writer. 
 
THOMAS ANESSI (Columbia University, New York, USA) ς Session 39 
CƛƴŘƛƴƎ tŀǊŀŘƛǎŜ [ƻǎǘ ƛƴ {ŎƻǘƭŀƴŘ ¸ŀǊŘΥ aŀŎƛŜƧ {ƱƽƳŎȊȅƵǎƪƛ ŀƴŘ Ƙƛǎ [ƛǘŜǊŀǊȅ hŜǳǾǊŜ 
/ǊƛǘƛŎǎ ǘŜƴŘ ǘƻ ŘƛǾƛŘŜ aŀŎƛŜƧ {ƱƽƳŎȊȅƵǎƪƛΩs literary output between the translations of classics of 
English literature (particularly Shakespeare) he produced under his own name and the works of 
popular fiction he wrote under the pseudonym of Joe Alex. Over the course of his writing career, 
{ƱƻƳŎȊȅƵǎƪƛ ƘƛƳǎŜƭŦ ƻŦǘŜƴ ŜƳǇƘŀǎised a division between these two aspects of his work. In inter-
views, he described his alter-ego Joe Alex, the writer of bestsellers, as the breadwinner for his 
ŦŀƳƛƭȅΣ ǿǊƛǘƛƴƎ ǘƻ Ǉŀȅ ǘƘŜ ōƛƭƭǎΣ ǿƘƛƭŜ {ƱƻƳŎȊȅƵǎƪƛ ƘƛƳǎŜƭŦ ǿƻǊƪŜŘ ƻƴ ǘǊŀƴǎƭŀǘƛƻƴǎ ƻŦ ƭƛǘŜǊŀǊȅ 
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, I want to examine this divƛǎƛƻƴ ōŜǘǿŜŜƴ {ƱƻƳŎȊȅƵǎƪƛ ŀǎ ŀ 
translator and writer, both on the basis of theories of authorship for both types of literature he 
ǇǊƻŘǳŎŜŘΣ ŀƴŘ ƻƴ ŀƴ ŀƴŀƭȅǎƛǎ ƻŦ ǘƘŜ ǘŜȄǘǎ {ƱƻƳŎȊȅƵǎƪƛ ǇǊƻŘǳŎŜŘ ŘǳǊƛƴƎ Ƙƛǎ ƭƛŦŜǘƛƳŜ ŀǎ ŀ ǎƛƴƎƭŜ 
oeuvre. Such an analysis yields insights 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 of literary and artistic 
production in the Polish PeopleΩs Republic. 
 
ROBERTA ANTOGNINI (Vassar College, NY, USA) ς Session 37 
When do Translators become Authors? The Case of PetrarchΩs άGriseldaέ 
If we were to apply what Umberto Eco defines as the άreversibility principle,έ according to which a 
translation, even when wrong, nevertheless allows one to go back to the original, there is no 
doubt that PetrarchΩs version of BoccaccioΩs άGriseldaέ, the Decameron last novella, is not a 
translation but rather a radical rewriting. As in many other aspects of his life, PetrarchΩs άtrans-
lationέ has an intriguing story, including the fact that Boccaccio probably never saw it. Since its 
circulation in 1374, immediately after PetrarchΩs death, the Latin Griselda has generated a deep 
response with approximately 200 surviving manuscripts, and, in the last century, produced an 
imposing critical bibliography. So successful was PetrarchΩs version that an anonymous translator 
(ca. end of 1300) turned it from Latin back into Florentine. By separating the story from its 
context, he ignored Boccaccio and gave Petrarch all the credit. PetrarchΩs Griselda appears in the 
third letter of the last book of the Seniles (Sen. XVII 3). Together with the other three letters of this 
book ς all addressed to Boccaccio ς it forms the narrative sequence that closes the collection. Like 
the original, the Latin version is also framed: DioneoΩs irreverent introduction, however, morphs 
into PetrarchΩs palinodic voice. This paper explores the implications of PetrarchΩs 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 endeavors ς notably the Canzoniere and 
the epistolary collections ς he is in fact inventing the humanistic novella, skillfully adapting 
BoccaccioΩs story for a different target readership. 
 
THERESE AUGST (Lewis & Clark College, OR, USA) ς Session 60 
The TranslatorΩs Courage: Benjamin on Hölderlin 
Walter BenjaminΩs engagement with Friedrich HölderlinΩs translations of Sophocles is a thread, an 
accumulation of reflections taking place over two decades rather than in a single essay or text.  
However, HölderlinΩs Sophocles represents a crucial foundation not only for BenjaminΩs concept of 
translation but for his theory of criticism in a more general sense.  In numerous references to the 
Sophocles translations throughout his early writings, it is evident that Benjamin regards Hölderlin 
not only as a poet but also always as a translator ς as a translator, in fact, of the very highest order 
ς and that these two identities, poet and translator, are inextricably linked: Hölderlin would not 
have been a great poet if he were not also a great translator (and vice versa).  This becomes 
evident in the 1918 essay άTwo Poems by Friedrich Hölderlin,έ where an oblique reference to the 
apparatus of the Sophocles project indicates that this early discussion of HölderlinΩs poetry also 
already takes into consideration his work as a translator.  For Benjamin, HölderlinΩs renditions of 
tragedy represent a mode of engaging with the continued άlifeέ of a text; and in this sense, they 
inch closer to a relation to an abstract notion of άtruthέ to which all poetry, and essentially all 
cultural artifacts, refer.  By examining moments in which Benjamin turns to this text as an example 
of his own thinking, I consider the extent to which a concept of translation informs not only his 
notion of Aufgabe or άtaskέ in his celebrated essay άThe Task of the Translatorέ but also the idea 
of criticism itself as integrally related to the expression of a higher truth.  Although his earliest 
reading of Hölderlin emphasises the idea of the poetΩs courage (άDichtermutέ), I trace a path by 
which the translator comes to express a particularly Benjaminian (and thus profoundly ethical) 
fortitude. 
 
YELENA BARAZ (Princeton University, NJ, USA) ς Session 15 
Translation as Patriotism in CiceroΩs Philosophical Works 
In 40 BCE Cicero followed his earlier attempts at creating translation of Greek rhetorical and philo-
sophical material by undertaking an encyclopedic series of philosophical works. In translating 
Greek theoretical knowledge into Latin, he attempted to Romanise and naturalise this foreign 
material by illustrating it with Roman examples and weaving allusions to Roman institutions and 
Roman literature into his language. This paper will examine CiceroΩs location of his project of 
translating Greek philosophical material into Latin in the broader context of interactions between 
Greece and Rome and his attempt at constructing this act of translation as a public duty and a 
contribution to the well-being of the Roman state. I will discuss the reasons behind CiceroΩs 
contradictory self-presentation in the prefaces to his treatises ς sometimes as the first translator 
of Greek philosophy, other times as one among many; his resistance to the idea that such trans-
lation is both futile because many of his peers prefer to read their philosophy in Greek and 
unpatriotic because it shows excessive reverence for foreign knowledge; and his attempt at 
carving out an ideal audience for himself based on linguistic competence and reading preferences. 
I will conclude by showing that Cicero represents his translation as definitive and final, closing the 
door on necessity for any future translation enterprises. My argument will focus on CiceroΩs 
account of his goals and the rhetorical strategies that he employs in the prefaces to On the Nature 
of the Gods, On Ends, and Tusculan Disputations. 



The Author-Translator in the European Literary Tradition 

 5 

ANNE BIRIEN (James Madison University, VA, USA) ς Session 12 
Beyond the Original: Stéphane Mallarmé, Translation, and the Search for Poetic Language 
In this paper, I argue that the practice of translation played an essential role in the poetic develop-
ment of Stéphane Mallarmé. The poetΩs first attempts at literary translation coincided with his 
literary beginnings, and more precisely with a phase of very conscious poetic training. The young 
MallarméΩs own stern evaluation of his first French rendition of Edgar PoeΩs Raven made abun-
dantly clear his ambition to return to it after having taken the time to hone his linguistics and 
poetic skills. It was then too that he first stated one of his enduring beliefs, namely, that the 
translation of the most beautiful poems, far from being an ancillary task, should be the 
prerogative of the poets most attuned to the power of the foreign language to renew the poetry 
of the target language. In fact, what is at stake in MallarméΩs sustained dealings with poetic (as 
well as somewhat more prosaic) translations is nothing less than his conception of the shifting 
boundaries of literary French. Yet, to my knowledge, few critical studies have insisted on the 
surprising range of the poetΩs translations or examined the concomitant evolutions of his trans-
lations and original poems; fewer still have challenged his instruction to disregard some of his 
translation projects, the very same that reveal much about his poetic ambitions and method. I 
thus propose to analyse MallarméΩs scattered pronouncements on language and translation in 
combination with successive drafts of his original poems to show that his loyalty to French poetry 
is intricately tied to what he perceives to be the English languageΩs great potential of renewal. 
 
MICHELLE BOLDUC (University of Wisconsin-Milwaukee, USA) ς 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 paraphrase. A vernacular paraphrase is, strictly 
speaking, rather more a liberal adaptation and expansion of the source text than a sense-for-
sense translation. During the High Middle Ages, the vernacular paraphrase was a popular means 
of translating the Bible: it was, for example, the Cistercian exegetical method par excellence 
associated with Bernard of Clairvaux. It was, moreover, frequently composed for female patrons. 
This paper examines one such vernacular paraphrase, the Old French Eructavit, a vernacular 
paraphrase of Psalm 44 composed for Marie de Champagne between 1181-87, and traditionally 
attributed to Adam de Perseigne.  

As a vernacular paraphrase, Eructavit presents an interesting case study of what Walter 
Benjamin has described as the vibrant ΨafterlifeΩ of the original text. This paraphrase is intriguing 
because of the way this author/translator marks his translation as creative, as his own, by means 
of references to the senses. The senses ς not only vision and audition but also olfactory and tactile 
ς 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 his paraphrase with the content and the form of 
the theological notion of the Incarnation, drawing the readerΩs attention not only to devotion, but 
also to the experiential and corporeal nature of his translation. Indeed, the corporeality of the 
Incarnation guides 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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MARTIN BRADY (KingΩs College London, UK) ς Session 19 
ΨIch glaube, daß ich zum Übersetzer geboren bin (I think I was born to be a translator)Ω: 
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, Bayen, Bove, Char, Duras, 
DŜƴŜǘΣ DƻƭŘǎŎƘƳƛŘǘΣ DǊŜŜƴΣ  WŀƴǳǑΣ [ƛǇǳǑΣ aƻŘƛŀƴƻΣ tŜǊŎȅΣ tƻƴƎŜΣ {ƘŀƪŜǎǇŜŀǊŜ ŀƴŘ {ƻǇƘƻŎƭŜǎ ŀƴŘ 
others. Along with his films, HandkeΩs translations have received little attention however, and this 
despite the presence of translator figures in a number of his canonical texts, including the 
translator-protagonists of the novel and film Die linkshändige Frau (The Left-handed Woman, 
1976/77) and the short story Nachmittag eines Schriftstellers (Afternoon of a Writer, 1987). 

This paper will example the practical and theoretical dimensions of translation in HandkeΩs 
work, in the context of intertextuality and intermediality. Handke has not only filmed his own 
translation of DurasΩs La Maladie de la Mort (1986) but also ΨtranslatedΩ and adapted his novel Die 
Abwesenheit (The Absence) from novel (1987) to 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 Samuel Beckett (for whose Waiting for Godot 
he has written a counter-play). As the writer of Nachmittag eines Schriftstellers puts it: 

Am Schreibtisch sterben, das möchte ich erst, seit ich Übersetzer bin. (Only now that I am 
a translator do I want to die at my writing desk.) 

 
ELKE BREMS (University College Brussels / University of Leuven, Belgium) ς Session 27 
Translated Poetry as a Form of Intertextuality: Two Authors from the Low Countries 
In my paper I would like to look into the work of poets who integrate (a few) 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 the poetΩs own voice 
cannot be heard through these translated poems. Some critics even consider it a way of  
ΨcheatingΩ, of opting for the easy way (Koster 2004). Of course such reactions all bear heavily on 
the romantic paradigm of ΨoriginalityΩ. 

I would argue that it is far more interesting to look at those ΨinsertedΩ poems as an Ψadded 
valueΩ, since two voices (of two poets) can be heard simultaneously. Holmes called translated 
poems ΨmetapoemsΩ, thereby neglecting the poetic (literary) quality of the poems in favour of 
their status as commentary/reflection. In fact translated poems are Ψdouble poemsΩ, 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 explicit way of revealing 
the intertextual character of all poetry. Each new poem, whether translated or not, forms part of 
a textual continuum. To quote Joseph Brodsky: ΨA true poet does not avoid influences or 
continuities but frequently nurtures them, and emphasises them in every possible way. There is 
nothing more pleasant physically (even physiologically) than repeating someone elseΩs lines ς 
whether to oneself or out loud. Fear of influence, fear of dependence is the fear ς the affliction ς 
of a savage, but not of culture, which is all continuity, all echo.Ω  

In my paper I 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, 1944-1997) 
included translations of poems of ς among others ς Edwin Brock in his volume De lenige liefde and 
Anneke Brassinga (NL, 1948) included a translation of a poem by ς among others ς Sylvia Plath in 
her volume Huisraad. I would like to look into the way the translated poems reveal both the 
poetic voice of the author-translator and the poetic voice of the original author. BarthesΩ well 
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known difference between texte lisible and texte scriptible can be useful here: the author-
translator literally makes the ΨoldΩ text ΨwritableΩ, thereby revealing the intertextual character of 
his/her own poetry as well as characterising poetry as a genre as a form of ΨquotationΩ. 
 
JAMES BURBIDGE (Christ Church, Oxford, UK) ς Session 15 
Loud and Bold: Latin Translations of Greek Epic from the Roman Republic 
Ancient Rome is often considered EuropeΩs first Ψtranslation cultureΩ. 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 themselves came to regard as the first work of 
Latin literature was a translation from Greek: Livius AndronicusΩ Odussia, a translation of HomerΩs 
Odyssey, produced some time in the later third century BC. In this paper I shall look at what little 
remains of AndronicusΩ poem ς and at the tradition of Latin translations of Greek epic which it 
inaugurated. For from the Republican period alone we also know of translations of the Iliad, of 
part of the Epic Cycle and of ApolloniusΩ Argonautica. Of most of these works, only 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 perspective that I shall approach them.  
 Firstly, I 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? How do they relate to broader currents of 
cultural interaction between Greece and Italy during the later Republic? I shall attempt to address 
these questions (and to explain why in some cases answers are not easily forthcoming). 
 Secondly, I shall consider what impact these texts may have had on the formation of the 
sophisticated literary culture of first century BC Italy. In particular, I shall look at how the 
existence of these translations may have fostered VergilΩs confidence in adopting a highly allusive 
manner in the Aeneid: 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 poets ς which are so important to the effects of 
his epic. 
 
CATHERINE BURKE (University College Cork, Ireland) ς Session 59 
Michel ButorΩs Homer: The Art of Translation 
The role of classical literature in the development of Western civilisation 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 reach. The 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 or 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 I shall examine the art and importance of translation through an analysis 
of twentieth-century translations of HomerΩs Iliad and Odyssey in France. I shall focus on Michel 
Butor, whose text Degrés utilises HomerΩs poems in a fictional school context and refers to Victor 
BerardΩs famous translation of the Homeric poems. Furthermore, his introduction to Fredrich 
MuglerΩs 1991 translation of the Odyssey attests to the importance both of translations of 
HomerΩs poems and the role of the translator 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 I shall examine the subjectivity of the author/translator, and the reper-
cussions of gaining a classical knowledge through twentieth-century translations, concluding with 
the proposition that adaptation is the dominant form of translation in the twentieth century. 
 
TATYANA BUZINA (Russian State University for the Humanities, Moscow, Russia) ς Session 7 
Translators, Peer Pressure and Social Demand: The Case of Shakespeare 
The paper aims to explore to what extent translatorΩs identity influenced by both peer pressure 
and social demand shapes the final outcome of the process of translating fiction. 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, Shakespeare άwill go on explaining us, in 
part because he invented us.έ Every Shakespeare translator is, therefore, conscious of two things: 
a) s/he is working with an author whose works will be viewed as keys to humansΩ behavior 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 translatorsΩ own peer group and the society as a political entity would be 
opposed to each other, thus subjugating translators to dual and differently 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 Pasternak whose famous reply to Anna AkhmatovaΩs 
suggestion that he should write a 20th-century Faust was άVery well, I will translate it.έ This 
statement shows that translation for him was as much independent creation as following the 
originalΩs intentions. 
 
JUAN DE DIOS TORRALBO CABALLERO and ÁNGELES GARCÍA CALDERÓN (University of Córdoba, Spain) ς 

Session 42 
Juan Valera, an Unknown Author-Translator: Motivations, Career Trajectories, Comparative 
Thematics and Stylistics 
Juan Valera is a famous Spanish novelist who, apart from being an ambassador in several foreign 
countries, devoted part of his time to writing poetry and criticism, ŀƴŘ ǘƻ άǊŜǿǊƛǘingέ ǘŜȄǘǎΦ 
Regarding translation as a creative activity, with the same ontological and epistemological status 
as ǘƘŜ ƻǊƛƎƛƴŀƭ ǘŜȄǘΣ ǘƘƛǎ ǇŀǇŜǊ ŀƴŀƭȅǎŜǎ ±ŀƭŜǊŀΩǎ ǘǊŀƴǎƭŀǘƛƻƴǎ ŦǊƻƳ 9ƴƎƭƛǎƘ ǇƻŜǘǊȅΦ ¢ƘŜ ŎŜƴǘǊŀƭ ǘƻǇƛŎ 
is that the author, being a poet himself, undertook poetical translations. This paper will explore 
why Valera traslated, what he translated and how he translated. As a secondary inference, it will 
examine the literary, cultural and personal links between the translations and his own writing. 
!ƴŘ ŀǎ ŀ ŎƻƴŎƭǳǎƛƻƴΣ ǘƘƛǎ ŀƴŀƭȅǎƛǎ ǿƛƭƭ ŘŜŘǳŎŜ ±ŀƭŜǊŀΩǎ ǇƻƭƛǘƛŎŀƭΣ ŎǊŜŀǘƛǾŜΣ ǘƘŜƳŀǘƛŎ ŀƴŘ ǇƻŜǘƛŎŀƭ 
motivations within his context. 
 
ALESSANDRA CALVANI (University of Rome 2, Italy) ς 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 writerΩs άslaveέ, 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 reconsider 
translation and to analyse the text in its difference. Given the assumed άinferiorityέ 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 mentioned 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 Italian Othello, Macbeth and Coriolanus in 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 the Origine delle Feste Veneziane, which gave her some popularity. 
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 important in her development as a writer and it is 
evident in her choice of writing her original work in two languages, Italian and French.  
 
ALESSANDRA CALVANI (University of Rome 2, Italy) ς Session 63 
The Relationship between Writer and Translator: The Case History of 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 their works 
have been attentively analysed to argue the relationship 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 SterneΩs Sentimental Journey. Foscolo was already an author when he translated 
Sterne and his difficult 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 a άtranslatorέ and finally he resolved to create a new character, Didimo Chierico, which in his 
opinion authorised him to be mentioned as co-author. FoscoloΩs translation is considered a 
άclassicέ in Italy and for this reason Italian students read his translation notwithstanding the fact 
theyΩre two centuries aged. There are translations which manage to be considered an original 
literary work and as an original stand in the literary system, FoscoloΩs Viaggio sentimentale is a 
case in point. The fame of his author seems to have protected his translation from that sort of 
taint which is usually attached to άordinaryέ translations and allowed it to stand alone for almost 
two centuries. As an original, it doesnΩt suffer from aging and exerts its influence over other 
translations. 
 
ANNE CAMERON (Durham University, UK) ς Session 46 
Cultural Royalism: A Context for Poet-Translators of French Lyric Poetry in Interregnum and 
Early-Restoration England 
Almost all English translators of contemporary French poetry during the Commonwealth and early 
Restoration periods were poets with Royalist allegiances. 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 exile on 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 inherent value or 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 were nearly all poets with Royalist sympathies, this essentially meant 
conformity to the requirements of the literary expression of Royalism. The poetsΩ original poetry 
contains similar literary expressions of Royalism.  

The proposed paper would explore some of the ways in which the Royalist sympathies of 
the English poet-translators 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, anti-Puritan obscenity, and how the strongly ΨpersonalΩ voice present in much 
seventeenth-century 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. 
 
CLAUDIA CAPANCIONI (Bishop Grosseteste University College, Lincoln, UK) ς Session 57 
Mediating between Writing and Translating: Joyce LussuΩs Poetic Communications 
Joyce Lussu (1912-1998) 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 a Ψcultural mediato[r]Ω of what she defines as Ψeffective poetryΩ, that is, 
poetry which bears witness to ethnic identities that Ψexist in [peopleΩs] conscience but not on a 
mapΩ (Lussu 1988: 106), to 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-American, 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 LussuΩs translations give way to her own autobiographical 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 communica-
tions. It studies LussuΩs contribution to European literature as a Ψcultural mediatorΩ who, in the 
words of Jennie Erdal, Ψlet us see another way of life, other possibilities, other matters, other 
manners, increasing the understanding between nations far better than politicians (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.  
 
OLGA CASTRO VÁZQUEZ (University of Vigo, Spain) ς Session 34 
Minority Languages ƛƴ /ƻƴǘŜƳǇƻǊŀǊȅ {ǇŀƛƴΥ ¢ƘŜ !ǳǘƘƻǊǎΩ wƻƭŜ ƛƴ tǊƻƳƻǘƛƴƎ όƻǊ ƴƻǘύ tŜǊƛǇƘŜǊŀƭ 
Literary Systems Through Translation 
The role translation plays in consolidating minority and minorised languages and literary poly-
systems has been already received critical analysis (Cronin 1995, Even-Zohar 1990). In this paper I 
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 who choose 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 systems, authors often become translators of foreign works, correcting a trend which, 
ŦƻǊ ƛƴǎǘŀƴŎŜΣ ŘƛŘ ƴƻǘ ŀƭƭƻǿ ǘƘŜƳ ǘƻ ǊŜŀŘ ΨǘƘŜ ŎƭŀǎǎƛŎǎΩ ƛƴ ǘƘŜƛǊ ƴŀǘƛǾŜ ƭŀƴƎǳŀƎŜΦ ¢ƘŜ ŦƛǊǎǘ ƻōƧŜŎǘƛǾŜ 
of this paper is to explore the particularities of this trend of translations 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 beloƴƎƛƴƎ ǘƻ ŀ ΨǎǘǊƻƴƎŜǊΩ ǎȅǎǘŜƳ ǿƘƛŎƘ ǿƻǳƭŘ ƎƛǾŜ ǘƘŜƳ 
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 of 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 languages allows authors not only to 
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promote and disseminate their works, but also to attain greater prestige within their source 
ǎȅǎǘŜƳΦ IƻǿŜǾŜǊΣ ŘƛŦŦŜǊŜƴǘ ŜȄŀƳǇƭŜǎ ǇǊƻǾŜ ǘƘŀǘ ǘƘŜ ΨǎǘǊƻƴƎΩ /ŀǎǘƛƭƛŀƴ ƭƛǘŜǊŀǊȅ ǎȅǎǘŜƳ ǎƻƳŜǘƛƳŜǎ 
appropriates these peripheral works by presenting 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 self-translation strategy of rewriting some extracts of their book). 

In short, the sociolinguistic 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 self-translators often and unintentionally undermine the national literatures they 
initially wanted to strengthen. 
 
TOM CHEESMAN (Swansea University, UK) ς Session 48 
On ΨOthelloΩs in German: Do Author-Translators Make Difference Differently Different? 
This paper derives from a project comparing about 40 translations and adaptations of Shake-
speareΩs Othello in terms of the textsΩ relations to contemporary conceptions, or ideologies, of 
ethnic / racial difference. Very small textual samples ς ΨcrucesΩ involving colour (ΨblackΩ, ΨfairΩ, 
ΨwhiteΩ) ς have been compared. A pattern emerges. Certain features of lexis and syntax are 
common to translations produced during historical periods demarcated by national political 
events. TranslatorsΩ choices change as new periods begin. The turning-points are national/imperial 
unification, the end of WW1, the end of WW2, re-unification, and ς perhaps most surprisingly ς a 
period beginning in 2000. This can be associated with the redefinition of German citizenship in 
non-ethnic terms. 

Few of the translators are recognised ΨauthorsΩ. Most are or were primarily academics, 
critics, theatre professionals (directors, producers), etc. Here I take ΨauthorshipΩ to mean 
productive in imaginative genres ς and with some success, gaining at least a modicum of 
recognition, in the form of publication and/or theatrical performance.  

The author-translators of Othello in this sense are: Christoph Martin Wieland (1733-1813), 
Friedrich Schiller (1759-1805), Friedrich Theodor Vischer (1807-1887), Friedrich Gundolf (1880-
1931), Erich Fried (1921-1988), Werner Buhss (b.1949) and Feridun Zaimoglu (b.1963).  

The obvious question 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 translations, seven by authors, is not large. But it will be possible to investigate 
some hypotheses: (1) that authors are more resistant to dominant ideologies than non-authors; 
(2) that authors are more likely to be ambiguous about ideology; (3) that authors are more likely 
to be sensitive to ideological change, and will therefore be the initiators of a new period of 
Ψnormal translationΩ, establishing a template which non-authorial translators will tend to follow; 
(4) that authors are more likely to produce maverick translations which fail to fit into neat 
schemes of periods and such like. 
 
SOPHIE CHIARI (Université de Provence Aix-Marseille I, France) ς Session 46 
ΨSpeeches Full of Pleasure and DelightΩ: MarloweΩs Re-Appropriation of ΨHero and LeanderΩ 
(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 translations. His unfinished poem, Hero and Leander, a subversive re-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 by his Amores ς translated by 
Marlowe himself in his Certaine of Ouides Elegies (1593). This, incidentally, conveyed άthe 
obscenities of the brothel in elegant languageέ (Thomas 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 that they were indeed reading Musaeus or Ovid. 
Resorting to the love epyllion, ShakespeareΩs rival infused the original tale with wit and sensuality 
in order to create an erotic masterpiece that progressively blended several key elements ς the 
loss of innocence and the experience of burning desire ς and also accommodated the readerΩs 
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 to examine how exactly this Renaissance author-translator, at once 
reader, writer and critic, refashioned his sources and paradoxically turned them into what now 
stands as one of his most original creations. 
 
FREDERIC CLARK (Princeton University, NJ, USA) ς Session 41 
ΨAliter Catuli Longe Olent, Aliter SuesΩ: The Author as Pseudo-Translator in the Latin Literary 
Tradition 
ΨPuppies smell one way, pigs anotherΩ ς with this pithy formulation, borrowed from Plautus, the 
Dutch humanist G.J. Vossius (1577-1649) demolished Dares PhrygiusΩ De excidio troiae, a forged 
Trojan history purportedly translated from Greek into Latin by the Roman biographer Cornelius 
Nepos. Far from comprising a rigorous application of critical method, VossiusΩ unmasking of 
ancient pseudepigrapha rested upon erudite yet unflattering comparisons: whereas the genuine 
items in NeposΩ corpus corresponded to PlautusΩ fragrant catuli, pseudo-NeposΩ barbarisms aptly 
reflected Plautine sues. In short, a Ψpure and elegantΩ Roman auctor could not have penned so 
ΨineptΩ a translation as the De excidio. 

Taking Nepos and Vossius as its starting point, this paper re-examines the role of Ψpseudo-
translatorsΩ in the Latin literary tradition, stretching from antiquity to the advent of Renaissance 
philology. As traditionally interpreted, the crediting of forged narratives to venerable auctores 
represented a distinctly pre-modern approach to textual authority, valorising imitatio while 
mischaracterising original literary productions as safely derivative. Moreover, the Renaissance 
debunking of false translation-histories ostensibly presaged a ΨmodernΩ awareness of individuali-
sed authorial voice, facilitated in part by philological scholarship. However, simultaneously 
drawing upon Ciceronian evaluations of the translatorΩs craft and recent developments in 
translation theory, this survey suggests instead that classical and medieval pseudo-translators 
served as surprisingly creative mediators of the distant past, continually subverting and 
reaffirming canonical authorial identities. Whether embraced by the credulous or condemned by 
critics, lauded as catuli or dismissed as sues, pseudo-translations constituted a boldly literal means 
of extending authorial personae across epochs and milieus. 
 
M. ÁNGELES CONDE-PARRILLA (Universidad Pablo de Olavide, Seville, Spain) ς Session 10 
Why do ΨTranslators Fear to Tread Where Writers Rush inΩ?: JoyceΩs Trans-Creative Practices of 
Translation 
The political and cultural subjugation of the Irish to England and the linguistic conflicts of the 
Anglo-Irish 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 other languages 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 ς based on transforming the English language through distortion, addition, deletion 
and borrowing from other languages ς mirror his strategies as a translator. On the other hand, the 
creative principle underlying the writing of Finnegans Wake is transplanted into the reader-
oriented translations of the άAnna Livia Plurabelleέ section into French 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 colloquial registers and dialects; and adding Italian cultural, literary and political 
references. He did not translate άAnna Livia Plurabelleέ on purely semantic grounds. Caring more 
for sound, rhythm and the flow of the line than for sense, Joyce compensated for the loss at 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 do άtranslators fear to tread where writers rush inέ? The aim of the 
proposed paper is to analyse the various strategies that can be employed by anonymous literary 
translators to enter the seemingly forbidden territory of creative translation. 
 
DEREK CONNON (Swansea University, UK) ς Session 9 
Diderot Translating Ossian 
When in 1660 James MacPherson published his Fragments of Ancient Poetry collected in the 
Highlands of Scotland it marked the beginning of the literary phenomenon that would eventually 
become known by the one-word shorthand of ΨOssianΩ. It began the promotion of an image of 
Scotland 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 suspicions when, as early as 1761, he 
translated the first of them. This translation appeared in the Correspondance littéraire with a clear 
attribution to Diderot and, without attribution but accompanied by translations of the following 
three poems, in the Journal étranger. 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 important 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-
sonΩs ΨtranslationsΩ are in prose, for Diderot never liked writing verse. But they also harmonise 
with a view of primitive man and his suitability as a subject for literature expressed in De la poésie 
dramatique (1758) ς the image of the noble savage notwithstanding, Diderot liked his savages 
savage. 
 The rest of the paper will examine the translation, drawing attention to the odd mistake, 
but concentrating also on some addition of local colour, 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 language of emotion found in the dramatic theory of 1757 and Ψ58. 
 
MARIA CRISTINA CONSIGLIO (University of Bari, Italy) ς Session 57 
Elio VittoriniΩs Art of Translation 
Elio Vittorini (1908-1966) was one of the key figures of the 20th-century Italian literary scene. 
Novelist, essayist, editor, and translator, Vittorini collaborated with the most influential literary 
reviews of his time (like La Ronda and Solaria) and with the most important publishing houses 
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(Mondadori, Einaudi, Bompiani) for which he translated English 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 a foreign author cannot but change his 
own writing style after the experience of translation. As an author-translator, Vittorini translated 
the foreign writers in his own style, thus privileging a domesticating strategy, but he was also 
engaged in an anti-traditionalist project, aiming to enlarge the horizons of the Italian literature 
both through stylistic experimentation and translation, which would imply a foreignising 
tendency.  

This paper focuses on VittoriniΩs translation of D.H. LawrenceΩs travel books, aiming to 
highlight, on the one hand, VittoriniΩs manipulation of the source texts, on both the micro- and 
macro-level, and, on the other hand, LawrenceΩs influence on VittoriniΩs creative works since, as 
Bassnett has put it, writers tend to translate those foreign authors they feel empathy with and 
whose works they wish they would have written.  
 
DAVID CONSTANTINE (Oxford, UK) ς Wednesday Plenary 
Translation is Good for You 
Lƴ Ƴȅ ǘŀƭƪ όŀƴŘ ƛǘ ƛǎ ƻƴƭȅ ŀ ǘŀƭƪΣ ǿƛǘƘ ǊŜŀŘƛƴƎǎ ǘƻ ƛƭƭǳǎǘǊŀǘŜ Ƴȅ Ǉƻƛƴǘǎύ LΩƭƭ ǘǊȅ to demonstrate what a 
ǘǊŀƴǎƭŀǘƻǊ ǿƘƻ ƛǎ ŀƭǎƻ ƻǊ ǇǊƛƳŀǊƛƭȅ ŀ ǿǊƛǘŜǊ Ŏŀƴ ƭŜŀǊƴ ŦǊƻƳ ǘǊŀƴǎƭŀǘƛƴƎΦ LΩƭƭ ǎŀȅ ŀ ǿƻǊŘ ŀōƻǳǘ 
Renaissance poetics in which translation ς time spent as a sort of journeyman abroad ς was 
deemed necessary in the education of a poet. CitŜ ŀ ŎƻǳǇƭŜ ƻŦ IǀƭŘŜǊƭƛƴΩǎ ƭŜǘǘŜǊǎ ƛƴ ǿƘƛŎƘ ƘŜ ǎŀȅǎ 
ƳǳŎƘ ǘƘŜ ǎŀƳŜΦ LΩƭƭ ŎƻƴǎƛŘŜǊ ǘƘŜ ŜȄŀƳǇƭŜ ƻŦ .ǊŜŎƘǘ ς Ƙƛǎ ǘǊŀƴǎƭŀǘƛƻƴǎ ƻŦ ²ŀƭŜȅΩǎ ǘǊŀƴǎƭŀǘƛƻƴǎ ŦǊƻƳ 
the Chinese ς ŀƴŘΣ ƳƻǊŜ ƎŜƴŜǊŀƭƭȅΣ Ƙƛǎ Ƙŀōƛǘ ƻŦ ǾŜǊȅ ŜŎƭŜŎǘƛŎ ΨƭŜŀǊƴƛƴƎΩ όōƻǊǊƻǿƛƴƎΣ ǘƘƛŜǾƛƴƎύ ŦǊƻƳ 
other ǇƻŜǘǎΦ .ǳǘ ǘƘŜƴ LΩŘ ƭƛƪŜ ǘƻ ǎŀȅ ǎƻƳŜǘƘƛƴƎ ŀōƻǳǘ Ƴȅ ƻǿƴ ŜȄǇŜǊƛŜƴŎŜ ƻŦ ǘǊŀƴǎƭŀǘƛƴƎ ǘƘƻǎŜ ǘǿƻ 
poets and also Goethe ς his Faust ς what I have learned, been able to use, from them. And finish 
with some discussion of the rather fraught relationship between translating poetry and 
composing it ς which is the tension between service and autonomy.  
 
FIONA COX (University College Cork, Ireland) ς Session 2 
Janet LembkeΩs ΨGeorgicsΩ: Ancient Rome, Contemporary America and Global Warming 
Janet Lembke is one of AmericaΩs most 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 VirgilΩs treatise 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 America onto ancient Rome 
(already in her book of essays Skinny 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), modernising the archaic geographical terms of the original in 
order to make it more accessible to the contemporary American ear. This translation of the 
Georgics chills the shadows looming over the contemporary landscape, however, by reminding us 
how close we are coming to destroying it. ΨThe Georgics is a poem for our timeΩ she warnsΩ. A 
message inhabits (VirgilΩs ) instructions: only at our gravest peril do we fail to husband the 
resources on which our lives depend.Ω 
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ANNA DAVIES (Swansea University, UK) ς Session 56 
T.S. EliotΩs Translation of Saint-John PerseΩs ΨAnabaseΩ 
This paper will discuss the poet T.S. Eliot as translator of the first English translation of the French 
poem ΨAnabaseΩ by Saint-John Perse. One of EliotΩs most intriguing statements on the nature of 
poetic creation refers to the dynamic Ψcross-fertilisation processΩ whereby a work comes into 
being through its contact with an older literature, or with Ψa foreign literatureΩ. EliotΩs originality 
indeed springs in large part from his innovative allusions to 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 published ς with four revised editions over the years. ΨAnabaseΩ, 
whose title echoes the ancient Greek work by Xenophon, was composed in 1924 while S-J Perse 
was working as Secretary to the French Embassy in Peking. A powerful, stream-of-consciousness 
narrative of exploration and conquest, the poem draws on sources from antiquity to the Christian 
Gospels, conveying a distinctly oriental atmosphere as well as a mythic timelessness, such as 
indeed we also recognise in EliotΩs works. Perse and Eliot were contemporaries who both won the 
Nobel Prize for Literature (1948, 1960), were brought up in worlds far from ΨcivilisedΩ Europe (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 explain why EliotΩs translation of PerseΩs prose poem reflects so convincingly the onirical 
splendour of the original. But EliotΩs translation, I will argue, may equally be seen as a work in its 
own right, owing to its extraordinarily skilled and sensitive manipulation of language, which also 
manages to echo the structures and character of the original French ς something which possibly 
only a poet such as he was able to do. My paper will, then, explore EliotΩs attraction to PerseΩs 
poem, the influence his translation may have had on his subsequent poetic works, and will finally 
examine key excerpts from Anabasis to uncover its poetic textures and to show how EliotΩs 
translation became a powerful poetic landmark in the English language. 
 
LLOYD DAVIES (Swansea University, UK) ς 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.  The Argentine writer 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 to pure argentini-
dad founded on an uncompromising cultural independence 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 ΨmistranslationsΩ, particularly those deriving from the displacement of a 
European text to 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 a unique and untainted 
identity is replaced in Borges by a celebration of the countryΩs impure and conflictive origins.  
Borgesian practice both enriches the Metropolis ς by virtue of its eccentric perspectives ς and 
stimulates the peripheries by means of its consciously creative misconstruals. 

This paper will investigate the pivotal role of translation in BorgesΩs oeuvre, giving 
particular emphasis to his treatment of such notions as literary originality, literary property and 
plagiarism, themes echoed, though often with significant variations, in the work of younger 
writers such as Tomás Eloy Martínez (1934 ς ) and Ricardo Piglia (1941 ς ).  By reference to such 
works as ΨLa busca de AverroesΩ (1947) and ΨEl SurΩ (1953) the paper will show that literary 
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creativity ς whether in the centre or in the margins ς depends to a large extent on unfettered 
engagement in rereading, rewriting and mistranslating.  
 
DEREK M. DE SILVA (University of Salzburg, Austria) ς Session 18 
RilkeΩs German Translation of Elizabeth Barrett BrowningΩs ΨSonnets from the PortugueseΩ 
My paper presents RilkeΩs translation as an example of creative translation par excellence. It seeks 
to show how the Austrian poet takes over and assimilates Mrs Browning as a heroine of the 
emotional life into his own passional pre-occupations and mythology as they are expressed in the 
Duino Elegies. He 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 phrasing of the original 
so as to effect a transformation of the poetry which makes it thoroughly Rilkean. 
 
MARIANNA DΩEZIO (University for Foreigners, Perugia, Italy) ς Session 21 
Eighteenth-Century Women Writers, Translation, and the Dynamics of Exchange 
Eighteenth-century European women writersΩ interest 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, together with άOrnamental Know-
ledge (Singing Dancing Painting & suchlike)έ, in Hester Lynch PiozziΩs words. Yet for some 
European women writers and translators, as for example Charlotte Lennox in Britain, or Elisabetta 
Caminer Turra in Italy, reading and translating other women writersΩ 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 literature became ς probably for the first time ς 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 prospect of a research I am conducting on linguistic, literary, and cultural 
exchanges between British women travellers and Italian salonnières in the age of the Grand Tour, 
my paper wants to create a sort of άmapέ to trace the translation and the circulation of some 
fundamental and non-fundamental eighteenth-century European literary works by women, 
focusing specifically on Luisa BergalliΩs 1756 Italian translation of Marie Anne du BoccageΩs Les 
Amazones, Elizabetta Caminer TurraΩs reviews and translations of Mary Wollstonecraft, Mary 
Seymour Montague and Hester Mulso Chapone in TurraΩs periodical Europa Letteraria, and the 
mutual influence, respectively in Britain, France and Italy, of Mary WollstonecraftΩs Vindication of 
the Rights of Woman, Olympe de GougesΩ Déclaration des droits de la femme et de la citoyenne 
(1791) and Rosa CalifroniaΩs Breve difesa dei diritti delle donne (1794). 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. I will therefore consider some 
eighteenth-century British and Italian translators not only through their role as potential cultural 
mediators, but particularly as promoters of ideological debates that challenged conventions to 
propose an innovative position of the woman intellectual. 

 
BILJANA DJORIC-FRANCUSKI (University of Belgrade, Serbia) ς Session 26 
!ōƻǳǘ ŀ .ƻƻƪ ²ƘƛŎƘ ²ƻǳƭŘ ƴƻǘ .Ŝ ¢ǊŀƴǎƭŀǘŜŘ ōȅ Lǘǎ hǿƴ !ǳǘƘƻǊΥ aƛƭƻǑ /ǊƴƧŀƴǎƪƛΩs ΨA Novel 
about LondonΩ 
One of the foremost Serbian modernist writers, Milos Crnjanski, lived in London from the 
beginning of World War II until 1965. Even though he insisted that one of his most significant 
works ς A Novel about London ς was not a biography, it nonetheless abounds in his personal 
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experiences as an emigrant of Slavic origin. A striking feature of the novel entirely written in 
Serbian with Cyrillic script, is the use of indigenous words and phrases imported from several 
other European languages: English, Russian and French in particular. The purpose of this unusual 
technique was to create 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 CrnjanskiΩs effort to translate one fragment, so far the novel has not been 
rendered into English. This fragment, entitled The Shoemakers, is today kept in Belgrade, in the 
National Library of Serbia. Although it must be conceded that the quality of CrnjanskiΩs English 
leaves a lot to be desired, the author of this paper disagrees with scholars who argue that he did 
not write in English because his knowledge of the language was simply not good enough. 
CrnjanskiΩs 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 adopted English languages, and 
that this might be the main reason why he never completed the translation of his writing. 
 
FIONA J. DOLOUGHAN (University of Surrey, UK) ς Session 52 
Text as Multiverse: The Dynamics of Translation and Creative Writing 
As Scott (2009: 39) usefully reminds us, άall texts that survive owe that survival to their capacity to 
ramify and diversify, intralingually, interlingually and intersemioticallyέ. His argument in favour of 
an approach to translation that sees it as activity rather than as 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 beyond KristevaΩs (1966/1980) reading of Bakhtin in terms of άthe Ψliterary wordΩ as an 
intersection of textual surfaces rather than a point (in Moi (ed.), 1986: 36; italics in original) and 
her view that άany text is the absorption and transformation of anotherέ (37) towards a more 
open-ended 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 the dynamics 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 interest in the overlapping conceptions and practices of translation 
and creative writing, uni-directional. 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 
account is taken of the dependence of one text on another and of the possibilities for meta-
morphoses and ǊŜ Χ ŎǊŜŀǘƛƻƴ (see Pope, 2005: 84-90; 155-158; italics in original). 

In this paper I wish to trace the emergence of parallel and overlapping discourses within 
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 enabled by a re-inscription of relations between writer 
and reader and an enhanced understanding of the dynamics of reading and writing.  
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CLORINDA DONATO (California State University, Long Beach, USA) ς Session 9 
Authoring Sex, Translating Sex: John ClelandΩs Conflicted Position on Female Sexuality in ΨFanny 
HillΩ and ΨThe True History and Adventures of Catharine VizzaniΩ 
In 1751 John Cleland published anonymously the translation The True History and Adventures of 
Catharine Vizzani.  This short text of some thirty pages recounts the medical, sexual, and social  
history of its female working-class protagonist, Catharine Vizzani. Over the past twenty years, it 
has been one of the primary texts used by scholars of Sapphic literature and same-sex female love 
to analyse and document same-sex female relationships in eighteenth-century Britain.  ClelandΩs 
translation is so British in fact, that its purported Italian provenance had all but been forgotten.  
The source text by Italian anatomist Giovanni Bianchi had never been studied, analysed or even 
located; indeed, it was easy to surmise that claims of the Vizzani textΩs Italian 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, especially in light of the consequences he had already 
suffered as a result of authoring Memoirs of a Woman of Pleasure (Fanny Hill).  Instead, the Italian 
original does exist.  Having located the source text some years ago in Italy, I am currently writing a 
monograph that focuses on restoring the Italian source text to Italian eighteenth-century studies 
by interpreting it within its original cultural context, as well as providing an intercultural reading of 
ClelandΩs version. What emerges upon comparison of the two versions, 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 BianchiΩs medically and sociologically motivated narritive of same-sex 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 desire in The True History and Adventures of 
Catharine Vizzani. 
 
B.J. EPSTEIN (University of East Anglia, Norwich, UK) ς Session 45 
A Tailless Tail: Knutsson as Writer and Translator 
Gösta Knutsson (1908-1973) was famous in Sweden as the author of the Pelle Svanslös (literally 
Pelle Tailless) books, among other works for children. Knutsson is listed in the National Library of 
SwedenΩs catalogue (http://libris.kb.se/) as being connected to over 300 books, of which most are 
his own creations. However, he was also a prolific translator, primarily of English-language child-
renΩs books, such as by Margaret Wise Brown, Janette Sebring Lowrey, and Miriam Norton, 
though also some by, for example, Dane Hans Christian Andersen. His translation work, however, 
is much less well known. 

The Pelle Svanslös series from the 1930s is about Pelle, a rather naïve male cat missing his 
tail, and his group of friends and acquaintances, and the situations he finds himself in. The books 
are still very popular today and are continually reprinted. In common with Lewis CarrollΩs AliceΩs 
Adventures in Wonderland and Through the Looking-Glass and What Alice Found There, which 
Knutsson translated, the Pelle Svanslös books include wordplay and definitions of words. In this 
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paper, I shall look at Knutsson as both a writer and a translator for 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 Carroll. 
 
ASALET ERTEN (Hacettepe University, Ankara, Turkey) ς 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 creativity more in comparison 
to composing the work in the literary framework. Hence writing and translating a 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 as Chaucer, Diderot, Goethe and Pasternak. On the other hand, authors 
such as Beckett, Joyce and Nabokov have translated their own works. This latter situation applies 
to the Turkish tradition too in the modern times. If to give examples from modern times Erendiz 
Atasu and Elif  Shafak can be cited among these. Elif Shafak has 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 language. She has 
written her last three novels in the United States away from her 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 but actually Shafak has done most of the translation herself because she is bilingual. 
Erendiz Atasu, on the other hand 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 recreation and rewrite for 
her target readers like Elif Shafak. Hence it can be stated that when authors translate their works 
by themselves they are either visible or invisible in Lawrence VenutiΩs terms. So for the focus of 
this paper ShafakΩs and AtasuΩs works are chosen to be analysed and criticised in the framework of 
translation theory taking into consideration the translated texts. 
 
FEDERICO M. FEDERICI (Durham University, UK) ς Session 14 
Creative Translation as Authorship: Italo Calvino, Translator of Raymond Queneau 
This paper focuses on the relationship between CalvinoΩs style and language, analysing the trans-
lation strategies he adopted in rendering and rewriting QueneauΩs novel Les Fleur Bleues. For the 
Oulipians, every act of writing happens within a frame, every form of creativity is productive once 
it forces writers into the rigueur of 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 QueneauΩs style, wrote: Ψstructure is freedom; it 
produces the text and, contemporarily, the potential of all the virtual texts that can substitute itΩ. 
Les Fleurs bleues hides its strict framework behind its composition, by doing so it forces the 
readers into a cognitive journey, in which they must reconstruct the text working on its 
components. CalvinoΩs translational act and reflection visualise the interpretative reconstruction 
by shifting attention to the source text as the active player in the process of translation.  

Embedded in CalvinoΩs stylistic evolution, the linguistic challenge of this translation 
became an ideal drawing board for Ψliterary language planningΩ. Analysing some of CalvinoΩs 
manipulations allows us to discuss CalvinoΩs 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 CalvinoΩs reflections, the paper 
draws attention to CalvinoΩs 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 CalvinoΩs style imposed changes 
to the features of Les Fleurs bleues in accordance with his own poetics and authorial voice. 
Assessing how CalvinoΩs style interferes with the rendering and influences his translation choices, 
this paper suggests some reasons as to why creative translation or rewriting becomes alternative 
authorship.  
 
ANNA FOCHI (Cardiff University, UK) ς Session 50 
ΨIt CanΩt Be All in One LanguageΩ, One Literature, One Age: Giuseppe Ungaretti and Authorship-
in-Translation 
Giuseppe UngarettiΩs 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 Ψtranslation theoryΩ. UngarettiΩs case is interesting 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 linear development of a personal poetics of translation. 
Thus, together with neo-idealistic statements about the uniqueness of the work of art and the 
unified subjectivity of the artist, UngarettiΩs writings also reveal a richer approach to translation, 
where rigid 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. Moreover, if read in the light of 
Jean-Luc NancyΩs seminal notion of the Ψsingular-pluralΩ, 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 individualistic notion of subjectivity, and in raising awareness of 
Ψwith-nessΩ. 

Therefore, UngarettiΩs active role as translator will not be defined through the opposite 
poles of appropriation and self-annihilation; 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, UngarettiΩs translations need to be 
approached by a new form of translation criticism, which, in its own turn, is more open and not 
prescriptive. 
 
KOPAL GAUTAM (University of Essex, UK) ς Session 53 
W. B. Yeats and Eastern Philosophy 
In critical appraisals of W. B. YeatsΩ work, the discussion on his contribution to Irish Literary and 
National movement as well as to Modernism overshadows the subject of his close relationship 
with Eastern philosophy. It is seldom discussed that Yeats had in-depth knowledge of Eastern 
traditions and was the translator of an important Hindu philosophical work, the Upanishads. In 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 of the ΨgyresΩ can be 
said to have its source in the cycle of death and rebirth which forms the basis of both Hindu and 
Buddhist religious doctrines. His drawing upon the concept of shunyata or emptiness and the law 
of change as well as the theory of Ψthe phases of the moonΩ in A Vision and his other works can be 
seen as acts of cultural translation. The inter-textuality between Eastern philosophical texts and 
YeatsΩ work signifies how the process of cultural translation contributed to the creation of YeatsΩ 
own mythical system in A Vision. This paper will examine YeatsΩ poetry in the light of his 
adaptation and assimilation of Hindu and Buddhist concepts and the impact of his translation of 
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the Ten Principal Upanishads on the second edition of A Vision both of which were published in 
1937.  
 
DAVID GEORGE (Swansea University, UK) ς Session 23 
Sergi Belbel as Author, Translator and Director 
Sergi Belbel (1963-) is a multi-faceted 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 well-known as a director as he is as a writer, he has taught at 
BarcelonaΩs theatre academy (Institut del Teatre), and, since, 2006, he has been 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. Playwrights he has translated and directed include Racine, Goldoni, 
Marivaux and, above all, contemporary French dramatist Bernard-Marie Koltès. Using BelbelΩs 
translation of KoltèsΩs Quai Ouest as a case study, I argue that there is a close connection between 
his creative writing and his translating and directing. Finally, I consider his adaptation for the stage 
of Irène NémirovskyΩs novel Le Bal. 
 
CHRIS GERRY (Universidade de Trás-os-Montes e Alto Douro, Vila Real, Portugal) ς Session 36 
Triangulating the Translator: The Life, Short Stories and Translations of Florbela Espanca 
While today the poetry of the Portuguese poetess Florbela Espanca (1894-1930) has a much 
higher profile than her short stories, her numerous translations of popular romantic novels, 
undertaken simultaneously with the writing of her two volumes of contos, άThe Black Dominoέ 
and άThe Masks of Destinyέ have received scant attention. A parallel reading of her translations 
and the corresponding source texts, examined in the context of her own poetry and prose (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 personal 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 early 20th-century Portugal. The paper focuses on three of the 
nine French romantic novels translated by Florbela Espanca in the five years preceding her suicide 
in 1930, and provides evidence of the influences ς conscious and unconscious ς that her at the 
time unconventional views on women, men, marriage, life and death (many of which were 
expressed in her poetry and prose) had on the final form and content of the translations she 
produced. 
 
MARCELLO GIUGLIANO (Universitat Pompeu Fabra, Barcelona, Spain) ς Session 6 
Translating the Speaking Tone of Voice Entangled in the Words: Robert Frost Translated into 
Catalan and Spanish by Agustí Bartra 
It is significant that, very soon in the history of the publications of Robert FrostΩs works, 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 interaction among these elements. Robert 
Frost himself commented on aspects of his poetic language by saying: άI like to drag and break the 
intonation across the metre as waves first comb and then break stumbling on the shingleέ. (Frost, 
1995, p. 680) 
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These observations represent the starting point of my research which focuses on the 
creative solutions chosen by the poet  Augustí Bartra (1908-1982), for the translation of FrostΩs 
poetic language into Spanish and Catalan.  

The textual analysis of some of the most representative poems helps me select the 
different translation choices adopted by the translators. I then relate such choices to the poets-
translatorsΩ personal style and experiences as well as to their different cultural contexts. The latter 
aspect is of particular 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 of letters (such 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 the translators and their personal style and poetics.  
 
WOLFGANG GÖRTSCHACHER (University of Salzburg, Austria) ς Session 43 
Erich Fried and Dylan Thomas 
On 25 August 1987 I 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 on FriedΩs 
crucial contribution as author-translator to the reception of Dylan ThomasΩs oeuvre in the 
Germanic countries. My paper proposes to examine the artistic affinities between Fried and 
Thomas, the links between FriedΩs translation work and his own poetry, as well as his (very rare) 
self-reflective pronouncements. A further point of interest is the reception of ThomasΩs work (in 
FriedΩs translation) in the Germanic countries.   
 
IRIS GUSKE (Kempten School of Translation & Interpreting Studies, Germany) ς Session 31 
John HardingΩs άOne Big Damn Puzzlerέ: The Chutzpah of Inventing a South-Pacific Pidgin and 
Translating Shakespeare into that Vernacular 
In 2005 John Harding published his highly acclaimed novel άOne Big Damn Puzzlerέ, which 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 stranded there, 
the book derives most of its charm from HardingΩs idea of having the islandΩs elderly chief struggle 
with a stage translation of HamletΩs famous monologue into the island vernacular and its 
subsequent staging. 
 In order to assess the quality of the work produced by such an unlikely translator I will first 
determine whether HardingΩs 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 
adapting Shakespeare to the South Seas.  
 Drawing on major translation theories applicable in this context, I will finally ascertain 
whether ManaguaΩs stage translation qualifies as a success ς not least as judged by the playΩs 
reception by the tribal islanders. 
 Is be, or is be not, is be one big damn puzzler ς the title alone, which is derived from 
nothing less than the pidgin version of one of the most famous quotations in world literature, 
should not fail to command the attention of anyone involved in translation as cultural transfer, 
and watching a damn fine colleague at work some 10,000 miles away from HamletΩs Denmark will 
be their reward. Rest is be silence. 
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HANS J. HAHN (Oxford Brookes University, UK) ς Session 17 
Kate Freiligrath KroekerΩs Translation of Heine Poems (1887) 
My presentation will fall into three parts: 

1. A brief introduction to the translator: Kate (1845-1904) was the eldest daughter of Ferdi-
nand Freiligrath who enjoyed a somewhat tempestuous relationship with Heine (cf. Atta 
Troll) and who was himself a keen and talented translator of English and American poetry. 
Kate wrote some poetry herself, but was described by Karl Marx as Ψa silly gooseΩ who 
knew no German. KateΩs other translations and her original work shall be introduced. 

2. The 1887 volume of translations contains renderings by several translators of HeineΩs 
lyrical work, among them Longfellow, Elizabeth Barrett Browning, J. E. Wallis, A. Rogers 
and Emily Pfeiffer. I 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 KroekerΩs own translations of Heine 
poems, including the North Sea cycle and especially those poems which have since been 
set to music. Time permitting, KateΩs translations shall also be compared with some 
modern versions. 

 
LENA HAMAIDIA (University of Sheffield, UK) ς Session 59 
HeaneyΩs ΨBeowulfΩ, AdairΩs 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 into the Target Text, 
which requires a linguistic skill that eludes definition and could be described as intuitive and 
creative. 

ChomskyΩs recognition that theories of generative grammar are largely concerned with 
άmental processes that are far beyond the level of actual or even potential consciousnessέ (1965) 
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 example in Seamus HeaneyΩs άNotes on Translating Buile Suibhneέ 
where he suggests that an emotional and intuitive response is necessary when translating poetry: 

άYet one does hope for a definite άfeelέ as one writes.  It is a guarantee of the life of the 
thing...έ (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 
HeaneyΩs translation of Beowulf and author Gilbert AdairΩs translation of George PerecΩs άLa 
Disparitionέ where the translator manages the to translate into English the stylistic ingenuity of a 
Source Text novel written in French without the letter άeέ.  It will be argued that the translatorsΩ 
literary creativity is reflected in translations, which are creative works in their own right and 
demonstrate a heightened sensitivity to the form and meaning of both Source and Target  Texts. 
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RICHARD HAND (University of Glamorgan, UK) ς Session 3 
Translation, Adaptation and Popular Theatre: Grand-Guignol in Rehearsal and Performance 
The French popular theatre form Grand-Guignol (1897-1962) ς the άtheatre of terrorέ ς raises 
numerous challenges in rehearsal and performance for the contemporary practitioner. Whether 
horror plays by Maurice Level and Andre de Lorde or comedies by Octave Mirbeau, the Grand-
Guignol encompassed a very broad range of subgenre within its genre. This was developed during 
the controversial 1920-22 London Grand-Guignol experiment which featured translations and 
adaptations of examples from the French repertoire as well as original plays. Drawing on the 
experience of translating, adapting and staging a specific historical theatre form for the twenty-
first century Anglophone performer and audience, this paper will consider issues of genre and 
modification in translation and adaptation on page and stage. 
 
NICKOLAS HAYDOCK (University of Puerto Rico, Mayagüez) ς Session 22 
ΨIuno inflambitΩ: Text and Gloss in the Opening Scene of the ΨEneadosΩ 
From the poemΩs earliest readers down to the present day, the storm scene at the beginning of 
VirgilΩs Aeneid has been thought crucial for an understanding of the poem in general and of VirgilΩs 
hero in particular. Guided by commentary traditions stretching from Servius, Jerome 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 imagery. The importance of the Virgilian storm in late medieval 
Scottish poetry is also discussed (e.g. DunbarΩs Thistle and Rose), as is the stormy nature of 
DouglasΩ own career after Flodden. 
 
MARTINE HENNARD DUTHEIL (University of Lausanne, Switzerland) ς Session 62 
The Importance of Angela CarterΩs (Neglected) Activity as a Translator of French ΨContesΩ 
I argue that ΨThe Fairy Tales of Charles PerraultΩ (1977) marked a turning-point in her career as a 
writer. I would therefore pursue what I have already demonstrated with respect to her Bluebeard 
(Marvels & Tales 2009), Little Red Riding Hood (Palimpsestes 2009) and Sleeping Beauty (Marvels 
& Tales 2010, in press).  

Carter is famous today for The Bloody Chamber and Other Stories (1979), a collection of 
innovative and thought-provoking reformulations of well-known fairy tales infused by feminist 
concerns, strategies and perspectives.  Insofar as Carter was translating PerraultΩs tales into 
English while writing her own Ψstories about fairy storiesΩ, a comparative analysis of these textual 
productions reveals them as singular but equally creative responses to the work of the French 
author. While CarterΩs translations consciously update and adapt the material to a new audience 
whom she seeks to sensitise to gender issues, she does not so much subvert the source texts as 
recognise their usefulness as Ψfables of the politics of experienceΩ. I will use CarterΩs ΨCinderella: or, 
The Little Glass SlipperΩ as an example of CarterΩs reworking of PerraultΩs text as Ψthe site of a 
consciously transformative projectΩ (Simon: 167) which also foregrounds the progressive sexual 
politics of his ΨCendrillon: ou la petite pantoufle de verreΩ. 
 
MAGDA HEYDEL (Jagiellonian University, Krakow, Poland) ς Session 44 
ΨThe TranslatorΩs ZealΩ: /ȊŜǎƱŀǿ aƛƱƻǎȊ ŀǎ ¢ǊŀƴǎƭŀǘƻǊ ƻŦ 9ƴƎƭƛǎƘ-Language Poetry into Polish 
/ȊŜǎƱŀǿ aƛƱƻǎȊ ƛǎ ǘƘŜ ƪŜȅ ŦƛƎǳǊŜ ƛƴ ǘƘŜ ƻǇŜƴƛƴƎ ƻŦ ǘƘŜ Ǉƻǎǘ-war Polish literature to the influence of 
English language poetry, an area practically unknown in Poland in the first half of the 20th 
ŎŜƴǘǳǊȅΦ Lƴ ǘƘŜ мфпл aƛƱƻǎȊ ǿŀǎ ǉǳƛǘŜ ǇǊƻōŀōƭȅ ǘƘŜ ƻƴƭȅ tƻƭƛǎƘ ǿǊƛǘŜǊ ǿƘƻ ǊŜŀŘ ŀƴŘ ǘǊŀƴǎƭŀǘŜŘ 
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 as a possible source of inspiration for the new 
ς post-war and post-holocaust ς literature in the άnewέ 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 his own chƻƛŎŜǎ ŀƴŘ ƭƛƴŜǎ ƻŦ ǇƻŜǘƛŎ ŘŜǾŜƭƻǇƳŜƴǘΦ aƛƱƻǎȊΩs translatorial practice 
has undoubtedly shaped the contemporary Polish poetical canon and άmanipulated literary fameέ 
of many authors.  

Lƴ Ƴȅ ǇŀǇŜǊ L ǿƻǳƭŘ ƭƛƪŜ ǘƻ ŘƛǎŎǳǎǎ ǘƘŜ ǊƻƭŜ ƻŦ aƛƱƻǎȊ ǘƘŜ ǘǊŀƴǎƭŀǘƻǊ ƛƴ the process of 
constructing the poetic scene in Poland during the second half of the 20th century 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 creation of the images of the authors he translated.  
 
JENNIFER HIGGINS (St AnneΩs College, Oxford, UK) ς Session 56 
Aldous HuxleyΩs Early Translations of French Poetry: The Spur of Antagonism 
Aldous HuxleyΩs lifelong interest in French poetry manifests itself in a small number of translations 
and pastiches, as well as innumerable references in his essays and novels. The early translations 
(of Baudelaire, Mallarmé and Rimbaud, published 1915-1920) are agents in the resurgence of 
English interest in nineteenth-century French poetry at that time. However, their impact, within 
HuxleyΩs oeuvre and within the development of English poetry, does not stop there. 

HuxleyΩs response to French poetry is antagonistic: admiration for what he perceives as its 
lyricism and energy combines with impatience with its ΨobscurityΩ and ΨonanismΩ. Critics have 
interpreted this stance as misguided or simplistic, but I argue that this antagonism in fact inspired 
innovative translations. My paper centres on a close reading of HuxleyΩs 1918 translation of 
RimbaudΩs ΨLes Chercheuses de pouxΩ, showing how Huxley concretises abstract imagery and 
contextualises the poem in a ΨrealΩ world, while retaining its evocation of sensuality and intense 
physical sensation. This distillation of HuxleyΩs ambivalence towards French poetry inspires an 
examination, via the translations and pastiches, of the vying ideals of lyrical expression and 
engagement with contemporary socio-political issues that recur throughout HuxleyΩs prose writing 
and for which French poetry is a creative spur. 

I also argue that HuxleyΩs early parodies of French poetry in verse and prose, and his trans-
lations, which largely shed the faux-archaism prevalent among his contemporary translators, 
strive towards a less reverential, more direct and combative, interaction with French verse. This 
was fundamental to the 1920s rapprochement of the two poetries. 
 
ARLEEN IONESCU (¦ƴƛǾŜǊǎƛǘȅ ƻŦ tƭƻƛŜǒǘƛΣ wƻƳŀƴƛŀύ ς Session 10 
From Translation to Re-Creation: The Cases of ΨUlyssesΩ and ΨFinnegans WakeΩ 
The more daunting and ambitious a literary work is, the more difficult, even ΨimpossibleΩ, 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 complex linguistic-cultural universe into 
another such aesthetic construct. JoyceΩs last two novels, Ulysses and Finnegans Wake, beg such 
interrogations with a vengeance on account of their increasingly multi-lingual and multi-
referential frameworks. But whereas Ulysses can still conceivably be carried across (Ψtrans-latedΩ) 
according to a ΨclassicalΩ understanding of the Ψtask of the translatorΩ ς witness the ΨfaithfulΩ, 
ΨauthorisedΩ translations during JoyceΩs life-time as well as subsequent, more modern ones ς the 
multi-layered portmanteau idiom of Finnegans Wake pushes 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 paper proposes a contrastive approach 
between two examples: a canonical translation of Ulysses seen in its national context (poet 
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aƛǊŎŜŀ LǾŇƴŜǎŎǳΩs 1984 translation into Romanian, revised in 1996) versus two existing fragments 
from the Wake into Romanian (Laurent Milesi; Felicia Antip), the first of whom prefaced his 
translation with a short methodology. In the case of Finnegans Wake, JoyceΩs 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. 
 
ZAKHAR ISHOV (Yale University, New Haven, CT, USA) ς Session 35 
Joseph Brodsky: A Phenomenon of a Self-Translating Poet 
Soon after BrodskyΩs 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 BrodskyΩs professional 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 in line with 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 his co-translators and met with harsh 
attacks from critics, many of whom claimed that in reworking translations by others Brodsky 
overstepped the rules of English grammar and prosody and that his self-translations did not sound 
idiomatically or metrically correct in English.  

Relying on my detailed analysis of previously undiscovered translation materials, I am 
trying to demonstrate that the introduction of Ψun-EnglishΩ elements was not the only conse-
quence of BrodskyΩs reworkings of the translations. I will attempt to show that BrodskyΩs self-
translations are by no means failures, despite the fact that he often based them on compositional 
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 own right; he 
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 such a phenomenon requires a new evaluation in 
terms of its position within the autochthonous literature. 
 
ALEXANDRA IVANOVITCH (University of Paris IV, France) ς Session 12 
ΨOpposition is True FriendshipΩ: Gide, Translator of Blake and Commentator of Dostoevsky 
Le mariage du Ciel et de lΩEnfer is not only the translation Gide made in 1922 of The Marriage of 
Heaven and Hell, the prophetic book engraved by the visionary Romantic poet William Blake 
between 1790 and 1793, which has been considered as a compendium of Blakean poetics. It is 
also a very Gidian reinterpretation of this descent to hell, where through a series of άmemorable 
fanciesέ, an angel is forced by a devil to read the Bible in an infernal sense and to acknowledge 
that άwithout Contraries is no progressionέ. 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 certain άproverb of hellέ: all these 
liberties the author-translator takes with the text show how translation, far from being an 
ancillary activity, allows the re-creation of the Blakean universe by Gide, or what Harold Bloom 
would call άmisreadingέ. The various inaccuracies, lexical or syntactical creative mistranslations, in 
brief all the Gidian distortions of the original ultimately confirm the infernal revelation made in 
the prophetic book: άOpposition is true Friendshipέ.  

As with the French writer, creation and commentary are inseparable, Gide also uses his 
translations of the « Proverbs of Hell », the epitome of infernal Blakean wisdom, in his essays on 
the novels by Dostoevsky. The author-translator-commentator rereads Crime and Punishment, 
The Possessed, The Brothers Karamazov through these (mis)translated proverbs, or sometimes 
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only through projects of translations which will be later emendated ς the draft and the final copy 
being always in perpetual dialectical tension in Gide ς, and also through proverbs which the 
author refuses to translate, thus reaching the zero degree of translation studies. GideΩs essays on 
a Blakean reading of Dostoevsky constitute kaleidoscopic commentaries or textual laboratories 
where translation and genetic studies meet, and where Gide, Blake and Dostoevsky mutually shed 
light on one another.  
 
DAFYDD JOHNSTON (University of Wales Centre for Advanced Welsh and Celtic Studies, 

Aberystwyth, UK) ς Session 61 
Radical Adaptation: Translations of Medieval Welsh Poetry in the Age of the French Revolution 
This paper will consider three English translations of a medieval Welsh poem by Gwilym Ddu on 
the imprisonment of the rebel Sir Gruffudd Llwyd (1317) which became associated in the 18th 
century with the myth of the massacre of the Welsh bards by Edward I (made famous by Thomas 
GrayΩs The Bard). A prose translation by Evan Evans in Some Specimens of the Poetry of the 
Ancient Welsh Bards (1764) was the basis for two subsequent verse translations, one by John 
Walters (1782) and the other by Richard Llwyd (1804). The original text is highly opaque in 
language and style, and despite EvansΩs claim 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 fairly innocuous versification of EvansΩs prose, but LlwydΩs 
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 
argued that 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.  
 
EVA KALIVODOVÁ (Charles University, Prague, Czech Republic) ς Session 18 
On the Creation of ΨCzechΩ Barrett Browning by Two Men Writers 
In English cultural memory, the turn of the 19th and 20th centuries saw the beginning of the 
transformation of Elizabeth Barrett Browning, the poet of repute, into Mr. BrowningΩs romantici-
sed beloved. The publication of the love letters of Elizabeth Barrett and Robert Browning in 1899 
was an important turning point in this change.  

The same moment in time meant a different reception turn for Barrett Browning in the 
Czech context to which she was newly ƛƴǘǊƻŘǳŎŜŘΦ Lƴ мфлуΣ !ƴǘƻƴƝƴ YƭłǑǘŜǊǎƪȇΣ ŀ ǇƻŜǘ ƻŦ ǊŀǘƘŜǊ 
derivative poetry and a zestful translator from English, rendered Barrett BrowningΩs Sonnets from 
the Portuguese in Czech so adequately that both their texture and structure expressed a womanΩs 
draƳŀ ƻŦ ƭƻǾŜΦ Lƴ мфммΣ CǊŀƴǘƛǑŜƪ .ŀƭŜƧΣ ŀƴ ŀǳǘƘƻǊ ŀƴŘ ǘǊŀƴǎƭŀǘƻǊ ǿƛǘƘ ǇƘƛƭƻǎƻǇƘƛŎŀƭ ƛƴǘŜǊŜǎǘǎΣ 
created the first (and last) Czech translation of Aurora Leigh in which he underlined the wo/manΩs 
engagement in the world as a possibility of its change. Each translation 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 that άCzechέ Barrett Browning became a phenomenon making it possible for Czech women 
and men intellectuals to discuss the nature, values and roles of the άnew womanέ in the opening 
20 century. It was the specific values of the two men of letters and translators, guiding the choice 
of Barrett BrowningΩs texts and the methods of their translations, that made an impact on the 
dynamic of this Czech cultural discussion.   
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NATALIA KALOH VID (University of Maribor, Slovenia) ς Session 45 
Vladimir NabokovΩs First and Last Challenge as a Translator of ChildrenΩs Literature: 
Russification of ΨAliceΩs Adventures in WonderlandΩ 
The paper focuses on Vladimir NabokovΩs translation of Lewis CarrollΩs novel AliceΩs Adventures in 
Wonderland (1923) which remains the only novel for children translated by Vladimir Nabokov.  

Translation of AliceΩs Adventures in Wonderland is definitely not among the easiest tasks. 
The novel contains parodies, puns (especially frequent use of homophones), wordplay, verbal 
humor, άspeakingέ names, personifying, enciphered allusions, literal interpretations of phraseo-
logical components, and unusual metaphors, as well as other elements of CarrollΩs creative style 
which appear on every single page and cause paradoxically humorous effects, making this book a 
real challenge for translators. 

The main aim is to analyse NabokovΩs translation strategies of domestication, realised in 
the text as substitution and localisation and to explain the reasons for his decision in favour of 
almost complete russification of the original. It is possible that the main reason for this rigorous 
domestication was NabokovΩs intention to make the foreign world of CarrollΩs story comprehen-
sible by the target audience (Russian children). However, NabokovΩs decision in favour of almost 
complete russification of CarrollΩs novel is questionable, especially considering his later ideas 
about the importance of a translationΩs exactness and accuracy. 

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

I also take into consideration both of the most famous analyses of NabokovΩs translation of 
Alice: N. DemurovaΩs article άVladimir Nabokov, Translator of Lewis CarrollΩs Alice in Wonderlandέ 
and ConnollyΩs article άAnia v Strane Chudes.έ 
 
AGNIESZKA K!_¦Àb! (University of Zielona Góra, Poland) ς Session 9 
The Author-Translator in Eighteenth-Century Poland 
The aim of this paper is to present a portrait of 18th-century author-translator in Poland 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 translatorΩs work in 18th-century in Poland. The notion of author-translator is examined 
and various translatorΩs roles are demonstrated (the translator as a painter, artist, genius, teacher, 
etc.) in compliance with 18th-century translation theory advocated by, among other writers, 
Ignacy Krasicki (1735-1801), Franciszek Bohomolec (1720-мтупύΣ {ǘŀƴƛǎƱŀǿ tƻǘƻŎƪƛ όмтрр-1821), 
[ǳŘǿƛƪ hǎƛƵǎƪƛ όмттр-1838), and others.  
 Consequently, the practical part of the research consists in introducing authentic 18th-
century authors-translators and their literary achievements supported by relevant examples. Jan 
Chrzciciel Albertrandi (1731-1808), a Polish bishop, was known as a writer after having written his 
famous essays entitled Teki Albertrandiego. On the other hand, Albertrandi was a translator as he 
translated άRobinson Crusoeέ by Daniel Defoe into Polish.  

FranŎƛǎȊŜƪ ½ŀōƱƻŎƪƛ όмтрп-1821), another Polish author, famous for his, among other 
literary renditions, tales, poems and comedies was a hard-working translator who translated e.g. 
Horace, French writers and even French version of ShakespeareΩs play entitled The Merry Wives of 
Windsor into Polish. 
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Krasicki, a famous Polish writer was acquainted with translation craft and translated e.g. 
Divine Comedy by Dante Alighieri into Polish and works by the classical poets Horace and 
Anacreon. 

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

Additionally, subsequent 18th-century authors and translators are to be presented such as 
{ǘŀƴƛǎƱŀǿ tƻǘƻŎƪƛ όмтрр-мунмύΣ [ǳŘǿƛƪ hǎƛƵǎƪƛ όмттр-1838), Adam Kazimierz Czartoryski (1734-
1823), and others. 
 Finally, conclusions follow to prove to which extent the Polish 18th-century translators 
were writers at the same time, which may be an inspiration for contemporary translators and 
encourage them to paint with words as writers do. 
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MASHA KARP (London, UK) ς Session 35 
Translating One Another: Joseph Brodsky and Richard Wilbur 
Using  the rare occurrence of two major  poets, Joseph  Brodsky and Richard Wilbur,  translating 
ŜŀŎƘ ƻǘƘŜǊΩs verse, this  paper aims to explore the effect this άdialogueέ between poets had on 
their poetry and their translations. 

One set of issues analysed in the paper relates to the affinity between the poets, partially 
explained by the strong influence of  the Anglo-American 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 collection άA Part of Speechέ (1977) Brodsky is known to have said that if 
he were writing in English he would be writing like Wilbur.  

To what extent 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 the original poems and their 
translations and how can they be explained?  

Another aspect of my analysis concerns the place of these translations within the author-
translatorsΩ body of work. Brodsky and Wilbur undertook translations of each otherΩs poetry at 
different points in their careers and under different circumstances. Are there traces of mutual 
influence or of broadening the poetΩs own scope? What is the relationship between a translated 
poem and the cultural tradition into which it is being translated? 
 Throughout the paper WilburΩs translations of Brodsky and BrodskyΩs translations of 
Wilbur are compared with translations of their poetry done by others. 
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FLORA KEERSMAEKERS (University of Ghent, Belgium) ς Session 51 
Vladimir NabokovΩs Literal Translation Method: Readability and the Reader 
In his introduction to Verses and Versions, a collection of Vladimir NabokovΩs English translations 
of Russian poems, Brian Boyd claims that NabokovΩs translation of Alexander PushkinΩs Eugene 
Onegin (1964, rev. ed. 1975) άprovoked Ψwhat can be called the great debate on translation norms 
of the 1960sΩέ (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 to the readability 
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/translator. 

In this paper, I want to take a closer look at NabokovΩs position in the translation debate 
and suggest that, contrary to first appearances, it did not ignore the reader at all. I would like to 
show that while NabokovΩs opponents in the debate were very much concerned with having the 
readers of the translation understand the original text, Nabokov wanted to offer them a trans-
lation which would produce a reading experience that came as closely as possible to the 
experience of reading the original text. In his biography of Nabokov, Boyd remarks that Nabokov 
wrote his Eugene Onegin translation primarily to be used by the college instructor, the teacher (p. 
344). I intend to make clear how NabokovΩs own experience of teaching άRussian Literature in 
Translationέ played an important role in developing his thoughts on translations and their 
άreadabilityέ. 
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EUGENIA KELBERT (Yale University, New Haven, CT, USA) ς Session 28 
Parallel Rilke: Between Self-Translation and the Translation of the Self 
When in 1924, two years before his death, Rainer Maria Rilke started writing poetry in French, he 
was concerned with the question of whether this άnearly-hisέ French voice was not ultimately 
self-translation, a second-hand rendition of his would-be German expression. Rilke, who had 
already translated over a hundred of poems, notably by Elizabeth Browning, Valéry and Michel-
angelo, expected to find that his original French poetry derived from his translation practice, 
especially since his translations from Valéry directly preceded the άspontaneous dictationέ in 
French. 

This led him to make his own inspiration subject to an experiment: setting himself a topic, 
he let it develop in both languages. To his astonishment, the results showed striking differences 
within each pair of poems; Rilke interprets this as evidence not only for the independence of his 
ΨotherΩ poetic self but also άagainst the naturalness of translationέ (άdie Natürlichkeit des Über-
setzensέ): a different language calls for a different work. 

RilkeΩs pairs of poems show a unique dynamic between the underlying linguistic and 
cultural structures, the thematic preferences, and the self-imposed or external constraints that 
determine the poetΩs style in each language. The status of the French versions as translingual 
work is inseparable from the poemsΩ potential implications in terms of the ability of translation ς 
and especially self-translation ς to render original inspiration. An expression of RilkeΩs refusal to 
self-translate, and nevertheless co-dependent, these poems call for a novel outlook on the 
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relationship between self-translation, translation and the realities of original creation in a second 
language. 
 
FADI KHODR (University of Paris III, France) ς Session 33 
BonnefoyΩs Poe Translation between Transfiguration and Transposition 
Since 1967, Yves Bonnefoy ς who has been translating Shakespeare, Yeats, Keats since 1960, 
publishing prefaces and essays on translation ς has criticised in many lectures and essays the 
original version of άThe Ravenέ by Edgar Allan Poe, its translations by Baudelaire and Mallarmé 
and the affinity it has introduced in French literary writing.  

CǳǊǘƘŜǊƳƻǊŜΣ .ƻƴƴŜŦƻȅ ŦƻŎǳǎŜŘΣ ƛƴ нллрΣ ƻƴ ƴŜǿ ƛƴŦƭǳŜƴŎŜǎ ƛƴ ōƻǘƘ CǊŜƴŎƘ ǇƻŜǘǎΩ ǿǊƛǘƛƴƎǎΦ 
IŜ ŀƭǎƻ ǘŀƭƪŜŘ ŀōƻǳǘ άǘǊŀƴǎƭŀǘƛƻƴ ƛƴ ƛǘǎ ōǊƻŀŘŜǎǘ ǎŜƴǎŜέ ǿƘƛŎƘ ƘŜ ǎŜŜƳǎ ǘƻ ŀǇǇƭȅ ƘƛƳǎŜƭŦ ƛƴ ŀ 
ǊŜŎŜƴǘ ǇƻŜƳΣ ŀ ǊŜǿǊƛǘƛƴƎ ƻŦ ǘƘŜ 9ƴƎƭƛǎƘ ǇƻŜƳΦ IƻǿŜǾŜǊΣ ǘƘŜ ŀƴŀƭȅǎƛǎ ƻŦ .ƻƴƴŜŦƻȅΩǎ ƘȅǇŜǊǘŜȄǘ 
shows that the contemporary poet has made some variations (a transfiguration mainly) to express 
his own conception of poetry, and perform a creative translation. This may recall the famous 
traduttore traditore. 

In fact, does άtranslation in the broadest senseέ ally literary translation and creative 
rewriting of the original text? Does it remain a translation or is it rather a transposition making the 
original text more appropriate and thus ensuring its own survival? Should we consider BonnefoyΩs 
poetics of translation as a branch of MeschonnicΩs ones? 

We shall try in our communication to answer these questions by analysing the hypertext 
and evoking other contemporary poets-translators in their approach of translation. 

 
GERRI KIMBER (Open University, UK) ς Session 55 
Comrade Katya: Katherine MansfieldΩs Russian Translations 
Katherine Mansfield is recognised today as one of the leading 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 Chekhov is 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 Samuel Solomonovich Koteliansky (1880-1955), 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 
ΨMaxim GorkyΩs Journal of the RevolutionΩ in 1918. In April 1919, the first of a thirteen part series 
of collaborative translations of ChekhovΩs letters appeared in the Athenaeum. In 1922, the pair 
worked on a translation of GorkyΩs Reminiscences of Leonid Andreyev which was eventually 
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 within the realm of the twentieth-century 
short story.  
 
LAURA KIRKLEY (QueenΩs College, Oxford, UK) ς Session 30 
The Question of Language: Paul Muldoon Translates Nuala Ní Dhomhnaill 
One of the Innti group of Irish-language poets, Nuala Ní Dhomhnaill insists on the relevance 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 bilingual collections intelligible outside the Gaeltacht. 
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This paper considers Paul MuldoonΩs translations of poems from PharaohΩs Daughter and The 
Astrakhan Cloak. I focus particularly on ΨCeist na Teangan / The Language IssueΩ and ΨLoch aΩ Dúin 
/  The Lay of LoughadoonΩ, in which Ní Dhomhnaill presents Irish as a cultural repository and an 
instrument of change. To an extent, MuldoonΩs idiomatic translations, which ΨdomesticateΩ Ní 
DhomhnaillΩs poetry for an Anglophone audience, diminish the power of Irish grammatical and 
conceptual structures to disrupt Western literary tradition. Whereas Irish lends itself to Ní 
DhomhnaillΩs figuring of interiority with concrete nouns, Muldoon has recourse to abstractions in 
English. Yet throughout her poetry, Ní Dhomhnaill works to unsettle the binaries inscribed in 
linguistic and mythological structures. In her bilingual collections, the Ψabstract-concreteΩ binary 
breaks down in tandem with those of coloniser and colonised, masculine and feminine, rational 
and non-rational, poet and translator. Controversially, Ní Dhomhnaill allows her poet-translators a 
degree of freedom, bringing English language, literature, and culture into critical conversation 
with their Irish counterparts. MuldoonΩs translational interventions undoubtedly distort Ní 
DhomhnaillΩs poetic voice. But they also reflect and reinforce her attempt to enact in her poetry a 
creative symbiosis of languages, cultures, and modes. 
 
ANNE KARINE KLEVELAND (Norwegian University of Science and Technology, Trondheim) ς Session 

58 
Two for the Price of One: Kjartan Fløgstad Writing and Translating Within the Same Work 
Throughout his work the Norwegian author Kjartan Fløgstad shows a great interest in Latin 
American culture and Spanish language. The proposed paper aims to enlighten how 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 Spanish), and translates 
them into Norwegian as a part of the writing process. 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 mixed intentionally, we intend to show the authorΩs 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 from the 
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 VenutiΩs terms 
ΨforeignisationΩ and ΨdomesticationΩ as described in The TranslatorΩs Invisibility (London-New 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 
readerΩs comprehension of the Latin-American culture. 
 
KATJA KREBS (University of Bristol, UK) ς Session 3 
Translation and ΨLiteraryΩ Drama: Harley Granville Barker and George Bernard Shaw 
This paper will investigate translation activity by playwrights and authors such as Harley Granville 
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 of a ΨliteraryΩ drama 
was shaped and enabled by translation. 
 
LISE LALONDE (University of Montana, Missoula, USA) ς Session 49 
A.S. Kline Translates Apollinaire: Poetry in Revelation 
Automne Malade was written by Guillaume Apollinaire, French poet of the 20th century. The 
poem, translated by among others the American poet Paul Blackburn, was chosen to be part of 
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the anthology of French poetry edited by Paul Auster, Random House Book of Twentieth Century 
French Poetry. Geoffrey OΩBrien wrote in The Village Voice that AusterΩs anthology was άalso a 
superb collection of English poetry.έ This 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 re-invent a creative space; not simply offer a final product that can function in a 
different language. Indeed, the poetic translation also implies the re-transmission of a creative 
movement.  The question is: if it is a writing process in a different language, how can it be the 
same writing process? 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 of Automne Malade by Apollinaire and its translation by Blackburn, I will 
show that, re-enacting 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) ς Session 61 
Translating the Marseillaise: Wales 1795 
It is a well-rehearsed fact of Welsh historiography that the ΨMarseillaiseΩ was translated into the 
Welsh language in 1795 and published as ΨCân RhyddidΩ (The Song of Liberty) in the radical Welsh 
periodical The Miscellaneous Repository in the 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 well-known Welsh scholars, authors, hymn-writers, poets and dissenters ς Thomas 
Evans (ΨTomos Glyn CothiΩ) or Edward Williams (ΨIolo MorganwgΩ) ς 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 intermediary? Most importantly, the translation itself 
has never been analysed, since historians and literary scholars alike took it to be the product of 
the Ψderivative and uncreative activityΩ of merely rendering a text from one language into another.  

The Welsh version of the ΨMarseillaiseΩ, however, constitutes a brilliantly successful act of 
creating a text which was meaningful in, and attractive to, its own culture. The likely translator 
Thomas Evans ς first Unitarian minister of Wales, acknowledged poet, hymnnist, editor and 
dictionary-makerς replaced direct references to bloody aspects of fighting as well as allusions 
which are now perceived as jingoistic with abstract concepts of Ψliberty, peace and loveΩ. The 
Welsh were not called on to ΨMarchons! marchons! QuΩun sang impur Abreuve nos sillons!Ω 
(March, march! Let impure blood Water our furrows!), but their own readiness to sacrifice was 
stressed: ΨYmlaen! Ymlaen! Ymlaen! ς Awn oll yn un. Am farw neu fywΩn rhydd!Ω (Forward! 
Forward! LetΩs all go as one. To die or to live free!). It perfectly illustrates the creative aspect of 
translating a text which was, and was perceived to be, central to the radical endeavour of the 
1790s. 
 
EUGENIA LOFFREDO (University of East Anglia, Norwich, UK) and MANUELA PERTEGHELLA (London 

Metropolitan University, UK) ς Session 52 
Authors in Conversation: Multivocality and Performance in Translation 
The collected papers in Translation and Creativity (Loffredo and Perteghella 2006) sought to 
rethink translation in terms of a creative writing practice (2006: 3) and as a mode for self-
exploration, self-reflection and ultimately self-translation (2006: 7). Concomitantly, the translated 
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text turns into a place/space inhabited by the translatorΩs subjectivity. Acknowledging the role 
played by this subjectivity in the process of translation means that the translator is a co-author 
(2006: 6). A more recent collaborative translation project, materialised in One Poem in Search of a 
Translator (Loffredo and Perteghella 2008), explored how translation as a ΨnewΩ type of creative 
writing always performs a dialogue, often full of tension, where multiple subjectivities are 
involved in conversation: the source textΩs author as well as the target textΩs writer. In this 
context, the conflation of voices, in other words co-authoring, 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 particular on their 
translations of ΨLes FenêtresΩ.  By exploring how established writers (inter)act with other authorsΩ 
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 translation as performance.  
 

References 
Loffredo E., Perteghella M. (eds) (2006) Translation and Creativity. Perspectives on Creative 

Writing and Translation Studies (London: Continuum) 
Loffredo E., Perteghella M. (eds) (2008) One Poem in Search of a Translator. Rewriting ΨLes 

FenêtresΩ by Apolllinaire (Bern: Peter Lang) 
 
PARVIN LOLOI (Swansea, UK) ς Session 16 
ΨThe Rubaiyat of Omar KhayyamΩ / Edward FitzGerald 
Edward FitzGeraldΩs translation of the Rubaiyat of the tenth-century Persian poet Omar Khayyam 
was first published anonymously in 1859. After an initial period of almost total neglect it became 
one of the most celebrated and influential works of translation during the late nineteenth century 
and the first half of the twentieth century. It has continued to be of interest to such major poets 
such as John Heath-Stubbs, Dick Davis, Wendy Cope and others. The influence of FitzgeraldΩs 
translation has not been limited to English poetry but also to the poetry of many other languages 
and cultures ς indeed it effectively brought about a reassessment of Omar Khayyam even in the 
Persianate world.  

FitzGeraldΩs highly individual method of translation is relatively little known today. In his 
own words, he άtessellatedέ a very beautiful English poem ς άa very pretty Eclogueέ ς 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 poetry ς a poetic form which, 
paradoxically, does not exist in the tradition of Persian poetry from which he has normally been 
understood to be translating. 

This paper will discuss and illustrate FitzGeraldΩs methods of translation, and will also offer 
a brief discussion of some of the ways in which FitzGeraldΩs creative translation, his ΨauthoringΩ of 
a Persian poem, has had its impact on English poetry since 1859.  
 
VLADIMER LUARSABISHVILI (Ilia State University, Tbilisi, Georgia) ς Session 51 
Nabokov on Pushkin and Tsvetaeva on Lorca: Two Modes of Literary Translation 
Translation as literary product originates since olden times (J.M. Cohen). 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 the translated 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. Hernández, M. A. Campos, S. Goncharenko)), 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 translation realised by the author 
himself (V. Nabokov, Rabindranath Tagore) or for the purpose of improving the financial position 
(M. Tsvetaeva, A. Akhmatova). However, absolutely unique is the case of translation performing 
with the purpose to create new literary language (as in case of Gabriel Aresti, based on the theory 
of creationism of Vincente Huidobro). 
 
ROBERTA MAGNANI (Cardiff University, UK) ς Session 1 
Chaucer Translating French Lyric Tradition 
This paper will offer a broader exploration of how Chaucer acted as a άtranslatorέ of French lyric 
practices. It will address the ways in which Chaucer appropriated and transferred onto his 
compositions not only French poetical genres, the formes fixes, and their rhetorical and thematic 
tropes, but also their codicological practices. I will illustrate that the layout and titular apparatus 
of poems such as Anelida and Arcite, for example, testifies to ChaucerΩs translation and reworking 
of the French structural modes of intercalation of inset pieces into longer narratives, showing how 
he translated practices of French lyric compilation onto his own process of poetic production. 
 
BRIGID MAHER (La Trobe University, Victoria, Australia) ς Session 50 
Translation and Genre Fiction in the Italian Context: The Case of Nicoletta Vallorani 
This paper looks at the output of one contemporary Italian author-translator, Nicoletta Vallorani, 
whose work includes novels, childrenΩs literature, and literary criticism, as well as literary trans-
lations from English into Italian. In particular, the paper explores the interplay between translation 
and genre writing, as much of ValloraniΩs production ς both as translator and as writer ς is in the 
area of science fiction. Her novels play with the science fiction and noir genres, blurring the 
divisions between them and giving 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 recognisable Milan, though it is a somewhat futuristic and dystopian 
re-imagining of the city.  

ValloraniΩs 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 Italian audiences. Some of her translations include familiar 
tropes of science fiction such as interplanetary colonisation and exploitation, political unrest and 
corruption, and telepathic communication. ValloraniΩs own novels draw on these same tropes and 
ΨtranslateΩ them into the Italian context to paint a picture of a dystopian Italy where mistrust, 
incomprehension and marginalisation have reached frightening levels. I explore the overlaps and 
areas of cross-fertilisation in ValloraniΩs translating and writing, and the extent to which she might 
be considered an agent in the continued development of genre fiction in Italian. 
 
DAVID MALCOLM (¦ƴƛǾŜǊǎƛǘȅ ƻŦ DŘŀƵǎƪΣ tƻƭŀƴŘύ ς Session 39 
Second-Rate Republic: Piotr Sommer Translates the North 
Polish poets have long been involved in translation work ς aƛŎƪƛŜǿƛŎȊΣ ¢ǳǿƛƳΣ .ŀǊŀƵŎȊŀƪΣ ŀƴŘ ŀ 
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 into 
English (Things to Translate (1991)). He is also a noted translator of English-language poetry, of 
the work of Lowell, OΩHara, Ashbery, Heaney, Dunn, Enright, and others. 
 SommerΩs collection of translations of contemporary British and Northern Irish poetry 
(Antologia nowej poezji brytyjskiej) was published in 1983, in the aftermath of the declaration of 
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ƳŀǊǘƛŀƭ ƭŀǿ ōȅ ǘƘŜ tƻƭƛǎƘ ǎǘŀǘŜΦ {ƻƳƳŜǊ ŎƻƭƭŀōƻǊŀǘŜŘ ƻƴ ǘƘƛǎ ŀƴǘƘƻƭƻƎȅ ǿƛǘƘ WŀǊƻǎƱŀǿ !ƴŘŜǊǎ ŀƴŘ 
Bohdan Zadura; however, the selection of poems, the editing of the volume, and many of the 
translations are his. This paper considers this collection from three angles. First, the anthology is 
discussed in relation to its Polish literary-political context: the selection of poets (for example, the 
representation of Northern Irish poets), its presentation (for example, the use of author photo-
graphs), and its explicit reference to contemporary Polish poetry (for example, άnowa prywat-
ƴƻǏŏέ (new privacy)).  Second, the paper discusses SommerΩs translation of two poems, Tom 
PaulinΩs άSecond-Rate Republicsέ and Seamus HeaneyΩs άPunishment.έ It examines SommerΩs 
careful and faithful rendition of these texts into Polish, and considers how, in a Polish context, 
these poems take on a provocative and Polish-oriented semantics. SommerΩs alteration of parts of 
HeaneyΩs text in order to render the text more άPolishέ is also touched on. Third, two of SommerΩs 
own poems from the early 1980s (άPapierówkiέ and άtƻǇƻƱǳŘƴƛŜέ) will be discussed to illustrate 
how Northern Irish poetry of the 1970s and 1980s offers a very congenial echo of SommerΩs own 
concerns, particularly in terms of lexis, verse form, and thematic fusion of private and public. 
 
ELIZABETE MANTEROLA AGIRREZABALAGA (University of the Basque Country, Álava, Spain) ς Session 34 
Self-Translation and Other Translation Types in Translated Basque Literature: Bernardo AtxagaΩs 
Work 
Basque is a little literature within the map of European literatures. Translation plays 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 self-translations, translations in teamwork 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 ways influence the 
final product. In the case of Spanish we analyse whether or not the role of the author as self-
translator can be noticed. The role of the author as a collaborator of the translation will also be 
analysed in teamwork translations, as it differs from the traditional self-translator. 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 case of relay translations, we analyse also if it can be noticed 
the nature of the intermediate version, that is, if the source version has been a self-translation or 
not. 
 
MIRIAM MARGALA (University of Rochester, NY, USA) ς Session 20 
Author-Translator: The Case of Kundera as Auto-Translator 
Milan Kundera, a Czech émigré writer, 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. The various 
translations of his novel ¿ŜǊǘ ό¢ƘŜ WƻƪŜύ, originally published in 1967, exemplify this point. The 
novel has been translated into English, French, Spanish, Italian, German and others more than 
once, depending on KunderaΩs dissatisfaction with a particular 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 would eventually become dissatisfied even with the latest άdefinitiveέ 
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translation of his novel. As he famously says in an interview regarding the latest French translation 
of ¿ŜǊǘ, άrage seized meέ. Thus, Kundera decided to sidestep the translation problem and decided 
to translate ¿ŜǊǘ into French himself (he also started writing in French). The resulting auto-
translation surprised many ς editing changes are plentiful but apparent only to those who can 
compare the original Czech text with KunderaΩs own translation. Based on άKunderaΩs caseέ, I will 
explore the questions of creativity and authorial control in translation. KunderaΩs stance is 
conflicting, as he denies creativity to other translators but as the auto-translator, 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 essay Nechovejte se tu 
Ƨŀƪƻ ŘƻƳŀΣ ǇǌƝǘŜƭƛ (Do not be at home here, my friend) where ΨhomeΩ, of course, refers to άhisέ 
works. I will also compare KunderaΩs hostile attitude with examples of collaborative and successful 
relationships between the translator and the author (e.g. Breon Mitchell and Uwe Timm). 
 
LAURENT MILESI (Cardiff University, UK) ς Session 5 
Translation (,) en EFFEt (CixousΩs ΨLe Voisin de zeroΩ) 
First of all, a title, with or without a comma, taking after the writing of Hélène Cixous, which 
Jacques Derrida used to admire for the ways in which it ΨdepunctuatesΩ constantly and 
rhythmically. Here the effect would be to override ΨgrammarΩ (syntax) to greater expressiveness 
while (self-)deconstructing the utterance: between the necessity to translate but also doing so 
while taking into account effects of inscription. No translation without an effect, in effect, not 
unlike the agenda of the series entitled ΨLa philosophie en effetΩ, once co-edited by Jacques 
Derrida, according to which one should no longer ignore what philosophy wanted to gloss over or 
reduce, under the name ΨeffectΩ, to its outside or its underside. Therefore, the Ψafter-effectΩ 
(après-coup), delay, repetition, representation, ΨreflexionΩ, etc. can no longer be envisaged as 
derived from an original, essential transparency of meaning (or ΨliteralityΩ, after Berman and 
Venuti) but as intrinsically bound up with the perlocutionary performativity of a writing which the 
Ψwork of translationΩ has to register. We shall use as a specific test case Hélène CixousΩs Le Voisin 
de zéro, which Ψwrites throughΩ BeckettΩs texts and self-translations, consciously plying between 
English and French, French and English, in interlingual EFFEcts dramatised by the workΩs remark of 
its own act of enunciation and address. We shall give examples from our own forthcoming 
translation of CixousΩs Beckettian text in order to illustrate the double bind ς the necessary, yet 
impossible translatorΩs task (Aufgabe) according to Walter Benjamin ς of Ψtrans-latingΩ (from) the 
French into English. 
 
CARO MIRANDA (Victoria University of Wellington, New Zealand) ς Session 25 
Translation and the Argentine Tradition: The Case of Borges and Bioy Casares as Author-
Translators-Editors 
Translation plays a crucial role in many literary traditions. As commentators 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 to translation. Using a Translation Studies perspective, I will addresses some of 
these issues in relation to the twentieth-century Spanish Amercian tradition.  
 Translation as a creative process could also be studied as a collective social praxis. Looking 
closely at a specific Ψtranslational communityΩ in 1940s in Argentina, we can see how certain 
authoritative authors together with publishing houses such as Sur, notably led by the pen of 
renowned author-translators such as J. L. Borges and Silvina Ocampo, were instrumental 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, I would like to focus in a phenomenon commencing in 1940s in relation to 
detective fiction and the European tradition. Here, I will try to show how some 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 series Colección Septimo 
Círculo, shaped the European and North American influx of literature creating a canon that 
trascended their country of origin. 
 
JOHNNY MORTON (New College, Oxford, UK) ς Session 30 
A Misappropriated Genius: Sodomy and Celibacy in the ΨRomance of the RoseΩ 
A commonplace assertion, even a truism of criticism of Old French poem The Romance 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 (Langlois, and more recently Hult).  However, 
the RoseΩs continuator Jean de Meun translates earlier philosophical works, notably Alain de LilleΩs 
De Planctu Naturae not only from one language to another but from one ethical framework to 
another.  This paper will focus on the figure of Genius in JeanΩs continuation of Guillaume de 
LorrisΩ poem; it will examine how JeanΩs figure appears to be a faithful translation of AlainΩs 
orthodox allegorical figure from the earlier Latin poem.  This appearance of orthodoxy masks a 
radically different agenda; Jean translates GeniusΩ attack on those use their sexual organs 
improperly (i.e. who have non-procreative sex, especially sodomy) into an ethical framework 
harshly critical of the Dominican and Franciscan friars.  In the context of 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 LilleΩs orthodox attack on sodomy 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 AlainΩs imagery of tools and artisanship into French belie the deliberate mistranslation and 
subversion of the hegemonic original text. 
 
MARKUS MÜLKE (Augustana-Hochschule, Neuendettelsau, Germany) ς Session 29 
The Author-Translator: Progress or Problem? Augustine on the ΨVetus LatinaΩ and JeromeΩs 
ΨVulgataΩ 
The different ancient translations of the Hebrew/Greek Bible has been interpreted mainly for the 
translational methods used by the interpreters. However, for who is interested in their influence, 
it is illuminating looking at their reception among contemporaries.  In that context, for Augustine 
the question if the Bible should be translated by an άauthor-translatorέ is a crucial one. First, he 
considers the many unlearned translators of the old Latin versions too numerous and too casual, 
without sufficient knowledge of Greek language. So, JeromeΩs activities in translating various 
books of the Bible are warmly welcomed. But later, when the learned theologian, rhetorician and 
literary writer Jerome, the άauthor-translatorέ, goes on working on the Hebrew Old Testament, 
Augustine becomes more sceptical: Who will ever be able to really understand, to control 
JeromeΩs methods and decisions in translation if he is the only one alive who knows Hebrew? 
 
MARIANA NEILLY (vǳŜŜƴΩǎ ¦ƴƛǾŜǊǎƛǘȅ .ŜƭŦŀǎǘ, UK) ς Session 1 
Charles dΩOrléans: Cultural Self-Adaptation 
This paper will discuss one of the most fascinating and overlooked instances of a medieval poet 
translating his own work. I will discuss how Charles, a prisoner of war for twenty-five years in 
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England during the Hundred YearsΩ War, translated and adapted his collection of French lyrics into 
English to create the first example of a collected lyrics manuscript in England. The paper will focus 
on how Charles adapts his lyrics to an English audience, noting in particular how the addition of a 
dream vision 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. 
 
PASCHALIS NIKOLAOU (Ionian University, Corfu, Greece) ς Session 54 
The Redress of Translation: Nasos Vayenas and the Greek Tradition 
The simultaneous publication, twenty years ago in 1989, of Poetry and Translation and FlyerΩs Fall 
by Greek poet and academic Nasos Vayenas was a poignant articulation of necessary dialogue. 
The first book is an illuminating collection of critical perspectives on literary translation and its 
relationships with original writing, at points examining the Ψtranslating sideΩ of Greek poets such as 
Seferis and Calvos. The second volume resembled a Ψpractising of theoryΩ ς 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 cross-pollination 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 VayenasΩs positions on the place of translation within the house of (Greek) 
literature, as these emerge throughout his critical writings; and also, the ways such understand-
ings are often actualised within his own poetic output. VayenasΩs work, not least in how it benefits 
from interconnecting capacities of poet, critic and translator, represents a moment of 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 traditions, often questioning the boundaries between 
intertextuality/allusion and translation, self-expression and the inhabitation of other voices. 
Realising how often the greats of Greek poetry were multilingual or bicultural, and engaged in 
(un)seen translations, how Ψa history of literature which excludes translations is an incomplete 
historyΩ, Nasos Vayenas also proceeds to creatively enlist himself in a long tradition of author-
translators. 
 
CONOR OΩBRIEN (Oxford, UK) ς Session 8 
Language, Identity and History in Henry of Huntingdon 
The twelfth-century English historian Henry of Huntingdon wrote his Historia Anglorum (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 Brunanburh (937) which he includes in the work in his own Latin 
translation. The original version of the poem has survived through the Anglo-Saxon Chronicle and 
so can be compared with HenryΩs work. Traditionally HenryΩs translation has been seen as a 
shoddy attempt to turn Old English verse into Latin prose but recently it has been re-evaluated as 
an attempt to mimic some of the defining characteristics of Anglo-Saxon heroic verse in Latin. 

This paper will examine the translation within the context of HenryΩs own 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 peopleΩs 
language were to be lost then future generations 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 through the strangeness of their verse and its difference from contemporary 
language.  
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CLÉMENCE OΩCONNOR (University of Aberdeen, UK) ς Session 47 
Poetry Writing as Translation in Heather Dohollau and André du Bouchet 
This paper will focus on the paradigm of translation for poetry writing in two contemporary poets 
in French ς the renowned André du Bouchet (1924-2001) 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 and Marc Crépon. Poised as she is 
between her mother tongue (English) and French (which she calls her Ψdaughter tongueΩ), and 
between areas that are themselves bilingual (Wales, Brittany), Dohollau is uniquely placed to 
participate in current reassessments of language, 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 recently-published interviews reveal.  
 Both poets are translators, a 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 language ς the unsaid, the white page, the grey areas between 
languages. Poetry is thus re-defined as the translation of a language into, and out of, itself. As 
close-reading analysis will show, their poems deconstruct the primacy of the mother tongue, 
revealing unexpected significance in apparent mistakes, and opening up the cracks inherent in 
linguistic structures. By drawing attention to language in its materiality, their poetics of ΨdifficultyΩ 
(Dohollau) or ΨsurpriseΩ (du Bouchet) compels the Francophone reader to adopt a foreign 
perspective on his or her own language, 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 radicalised since Benjamin. Poetry is thus reinvented as the idiome dreamt 
of by Derrida: a defamiliarising other language, potentially able to translate otherness in its own 
terms. 
 
MAIKE OERGEL (University of Nottingham, UK) ς Session 23 
GoetheΩs ΨFaustΩ in English: Culture and Politics in Anna SwanwickΩs 19th-Century Translation 
and Howard BrentonΩs Late 20th-Century Version 
The paper proposes to assess and compare two very different English translations of GoetheΩs 
Faust, the late(r) 19th-century translation by Anna Swanwick and the 1995 version of the play by 
Howard Brenton. Both 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 produced a translation 
that, while paying close attention the originalΩs semantics and syntax, nevertheless archaises its 
early 19th-century original into a quasi-Shakespearean text, while Brenton wrote his heavily cut 
version based on a literal translation of the original without direct recourse to the original. 
Second, the two translations will be contextualised in terms of their authorsΩ own work. Swanwick 
was a prolific and commercially successful translator of German άclassicalέ texts who also wrote 
fiction and criticism, and was an active philanthropist campaigner for womenΩs and human rights. 
Brenton is famous for his radical dramatic texts which frequently focus on historical themes, and 
often have an Anglo-German background. In conclusion the paper aims to illuminate 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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BRIAN OΩKEEFFE (Barnard College, Columbia University, New York, USA) ς 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 ΨadequateΩ translations, they also frequently concede the possibility that 
certain elements of the original text resist translation entirely ς they remain wholly untranslat-
able. This is perhaps simply being prudent. Yet, in that admission, there is also a risk: the exercise 
to ascribe special or unique attributes to a text may well represent the reversion to a more or less 
discredited aestheticism ς surely no-one now believes that the essence of a (literary) text can be 
pinned down to an inherent quality. Yet it may be that translation studies honours 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 another language might well be the pinnacle of the 
translatorΩs art. We might be reminded of Goethe, who declared: άAll honour no doubt should be 
accorded to rhythm and rhyme, for they are the primordial and essential attributes of poetry.έ 
This remark was offered in the context of his praise for NervalΩs translation of Faust. 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, amongst whom 
Nerval, Rilke and Valéry. I hope thereby to gain some modest purchase on what is effectively 
translation studiesΩ relation to the discourse of properties, essences and qualities ς or, in other 
words, literary aesthetics. 
 
INÊS DE ORNELLAS E CASTRO (Universidade Nova de Lisboa, Portugal) ς 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 Women Writers project, we realise that, mainly until the 18th century, 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 pseudonyms. Nevertheless when 
their work was published ς what rarely occurred ς, 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, above all of the classics or religious works, they 
were allowed to simultaneously display literary talent, erudition and domain of Latin language ς 
perceived as the language of European intellectuality ς and thus making them feel as part of the 
scientific and literary 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 
ǎƛǘǳŀǘƛƻƴ ƛƴ ǘƘŜ ŎŀǎŜ ƻŦ tƻǊǘǳƎǳŜǎŜ ŦŜƳŀƭŜ ǿǊƛǘƛƴƎΦ LǘΩǎ ƻǳǊ ƻōƧŜŎǘƛǾe to demonstrate that trans-
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 (1750-1839), the most famous Portuguese women 
writer of the 18th century, who, while alive, first became known with translations such as De 
raptu Proserpinae by Claudian. 
 
CAROL OΩSULLIVAN (University of Portsmouth, UK) ς Session 5 
ΨJazzingΩ Translation: Samuel Beckett, Ernst Moerman, Louis Armstrong 
This paper considers the importance to Samuel BeckettΩs aesthetic of translation of an early trans-
lation from the 1934 anthology Negro edited by Nancy Cunard. Previous critical interest paid to 
BeckettΩs translation of the poem ΨArmstrongΩ by the Belgian surrealist Ernst Moerman has 
centred on the evidence for a specifically ΨIrishΩ diction (McCormack 1992) or for BeckettΩs 
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exercise of authorial licence in translation (Friedman 2000). This paper offers a re-reading of this 
translation in the light of BeckettΩs other poetry translation in this period, initially investigating the 
extent to which it can be seen as a literal example of the ΨjazzingΩ of literature often attributed to 
Modernist writers. The importance of music to Beckett and in BeckettΩs work has been well 
documented in BrydenΩs Samuel Beckett and Music (1998) and OppenheimΩs Samuel Beckett and 
the Arts (1999) and this analysis shows how sophisticated an application of a notional ΨsyntaxΩ of 
jazz to a literary text ΨArmstrongΩ is. BeckettΩs translation operates a fundamental shift in the 
language of the poem, layering over MoermanΩs text a revisiting of the four source tracks by 
Armstrong (ΨSome of these days,Ω ΨAfter youΩre gone,Ω ΨYouΩre driving me crazyΩ and ΨConfessingΩ) 
to create a poem which owes as much to the music as to the source text.  

This translation is of even greater interest, however, for what it can tell us about BeckettΩs 
developing aesthetic of translation wherein texts are seen as constantly evolving, becoming more 
themselves, a movement which in BeckettΩs later work will become the characteristic asymptotic 
approach to nothing. This paper looks to Walter Benjamin and Jacques Derrida for a reading of 
translation as a ΨbecomingΩ of the text which supplies that which the source lacks, in this case a 
genuine engagement between the musical inspiration for the poem and its language.  
 
MARK OΩTHOMAS (University of East London, UK) ς Session 3 
ΨάMrs Affleckέ wasnΩt Worth the RiskΩ: The Playwright, the Critics, and the Perils of Adapting 
Ibsen for the London Stage 
Ibsen occupies 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 IbsenΩs work and contemporary translations of the plays sit alongside those originating from 
the authorΩs peers.  This paper looks at some recent examples of Ibsen translations and in 
particular the much criticised reworking of Little Eyolf as Mrs Affleck by the playwright Samuel 
Adamson.  It questions the unfortunate binary of adaptation/translation and seeks to move 
towards judgements of IbsenΩs work on the British stage based on notions of creativity, risk and 
innovation. 
 
RUTH OWEN (Cardiff University, UK) ς Session 4 
The Poet-Translators of the East Berlin ΨPoesiealbumΩ 
My paper will examine the translating undertaken by German-speaking poets for the poetry 
magazine Poesiealbum. It will focus on verse translations into German published in this important 
East Berlin magazine by emerging and established poets. The poet-translators in question include 
not only GDR poets but also contemporary West German and Austrian poets, and pre-division 
German poets whose work was republished. In order to contextualise these translations, my 
paper will look at text selection, the paratexts 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, I am seeking to locate the translation of poetry as part of a cultural transfer ς 
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 contributed to literary life in the GDR. In 
particular, I 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 translation 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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AGNIESZKA PANTUCHOWICZ (Warsaw School of Social Psychology, Poland) ς Session 39 
Stanislaw Baranczak as a Poet, Literary Critic, Translator and Translation Critic 
Stanislaw Baranczak is undoubtedly one of the most prolific Polish translators of the 20th century, 
he is also one of the leading figures in the Polish New Wave poetic group and the author of a 
widely read translatological manifesto. In this paper I will focus on examining the question to what 
extent BaranczakΩs early poetic and critical work has determined the formation of the later 
translator. The examination will be based on his English translations of canonical Polish poets. I 
will be particularly interested in possible interdependencies of the poetics of his original poetry 
and his translation technique. I will also attempt to discuss certain correlations between 
BaranczakΩs critical texts on literature and his own translation practice and theory.  
 
DANIEL PEDERSEN (University of Stockholm, Sweden) ς Session 4 
Nelly Sachs as Poet and Translator 
As a young poet in Berlin before HitlerΩs Machtergreifung Nelly Sachs was inspired by the German 
classics: Goethe, Novalis and Böhme. She fled at the very last moment and touched Swedish soil in 
May 1940. Shortly after her arrival she acquainted herself with SwedenΩs modernist poets and 
started translating the works of its most important figures: Gunnar Ekelöf, Erik Lindegren and 
Johannes Edfelt, just to mention a few. Her work was not only a way to learn Swedish, but she 
was also struck by free form of their poetry. This work seems to have influenced her own writings 
and she changed her lyrical style; broke with fixed meter and rhymes. This change coincides with 
the historical necessity to address the Shoah. But her concrete situation in Stockholm and her 
translations have often been disregarded as sources for inspiration. Sachs published seven 
volumes of translations into German, the first in 1947, the same year as her debut In den 
Wohnungen des Todes. 

The paper I would like to present is the result of my work in different archives with 
published and unpublished material. The key question is to document how Sachs was influenced. 
Especially LindegrenΩs broken sonnets in mannen utan väg (the man without way) and EdfeltΩs 
poetics seems to have been important to her. The paper retraces the steps of Sachs development 
as a poet from 1940 to her debut in 1947 and her intense lyrical work during her first seven years 
in exile. 
 
LYNN PENROD (University of Alberta, Canada) ς Session 12 
The Discreet Charm of Valery Larbaud 
Many students of translation today  recognise the name of Valery Larbaud solely as the author of 
the much read and often quoted Sous lΩinvocation de St Jérôme. Every year on September 30 my 
Canadian university, the University of Alberta, celebrates St JérômeΩs Day with a small informal 
mini-conference during which, of course, LarbaudΩs name is usually invoked more than once.  
However, in many other respects of todayΩs academic world (inclusion of LarbaudΩs works on 
literature course syllabi, general knowledge about his significant contributions to translation as a 
practitioner, 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, the άauthor-translator in the 
European tradition,έ seeks to review and analyse the far-reaching effect of Valery LarbaudΩs 
career, both as a creative writer, celebrated translator of Samuel Butler, and, perhaps even more 
importantly, as a facilitator, a one-man cultural clearing house or agent for άotherέ literatures to 
gain access to the French reading public.   
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 It becomes evident, as we review the arc of LarbaudΩs career, just how much the literary 
production and translation production intersected ς and moreover, how vital his immersion in 
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 translationΩs άhistory.έ 
 
SARAH PFEFFER (University of Kassel, Germany) ς Session 24 
Raoul SchrottΩs Translation / Transformation of Derek WalcottΩs ΨMidsummerΩ 
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 poem Omeros was translated into German along with 
some of his previous works. The translations were done by three different poets. In 2001, the 
German translation of Midsummer (1984) by the Austrian-born 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 HomerΩs Iliad and works by 
Seamus Heaney. In Die Erde ist blau wie eine Orange (άThe Earth is Blue like an Orangeέ) 
published two years prior to his translation of Midsummer, Schrott elaborates on his personal 
views on poetry. With these and his postscript to Midsummer in mind, his approach to literary 
translation becomes apparent.  

The poems in Midsummer start with a concrete scenario that ς in an associative manner ς 
expands through time and space treating the poet personaΩs personal as well as world history. 
There is no strict rhyme scheme, yet rhyme in all its facets plays an important role. WalcottΩs 
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 linguistic and prosodic means at his disposal to reproduce the poemΩs 
structure and dares to transgress the boundaries of a word-by-word translation. His translation 
amounts to a veritable transformation, on various levels.  
 
EMILY PILLINGER (Princeton University, NJ, USA) ς 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 a Ψgrammar of futurityΩ (Steiner, After Babel) was constructed and translated ς 
literally and metaphorically ς 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 hazy, material scripts of Greek poetry 
were identified as ΨSibyllineΩ 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 also 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 the booksΩ mythic 
origins and prophetic content by ΨtranslatingΩ the hidden Greek material into their Latin poetry.  

These literary versions of the prophecies implicitly question the distinction between 
ΨliteralΩ and ΨcreativeΩ translation practices. The poetic interpretations of the text lay claim to an 
accuracy that faithfully represents the Sibylline BooksΩ knowledge of the future, but their 
sophisticated Latin verse constructs obvious inventions that continue to conceal the source textΩs 
real contents. With the original Greek Sibylline Books unavailable for public consultation, all 
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purported ΨtranslationsΩ therefore carry the deterministic institutional authority of the prophetic 
books alongside the creative authority of the individual poet-translators. This phenomenon comes 
to represent the unknown language in which RomeΩs literary and historical future is conceived as 
being written. 
 
WOLFGANG PÖCKL (University of Innsbruck, Austria) ς Session 19 
Hans Carl Artmann (1921-2000) 
Since the last third of the 18th century, German culture has been appreciated in both literary 
translation and translation theory. At present, German ς according to the Index translationum ς is 
still (quantitatively) at the top of the target languages.  

Many epochal translations were done by famous poets, novelists or playwrights (such as 
J.H. Voss, Goethe, the Schlegel-¢ƛŜŎƪ άclanέ, Stefan George, etc.). In the 20th century, it was the 
Austrian writers, representatives or heirs of the multilingual Austro-Hungarian Empire, who took 
over the leading position in this respect (e.g. Rilke, Zweig, Celan, Bachmann, Handke).  

Among the notable contemporary writers, H.C. Artmann (Büchner Prize in 1997) was 
certainly the most prolific author-translator. He was incredibly polyglot: the range of tongues he 
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, Molière, Ben Jonson, Holberg, Goldoni, etc.), mostly made for 
the summer theatre of Schloss Porcia (Carinthia). In specific cases, he didnΩt translate into 
standard German but into the Viennese dialect (Villon, Asterix). 

Although Artmann sometimes worked as a translator in order to earn his living, 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 StokerΩs Dracula) or allowed him to make use of his 
linguistic creativity in the target language (e.g. comedies rich in puns; Daisy AshfordΩs novels).  
 
ANTON PUJOL (University of North Carolina Charlotte, USA) ς 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 novels Una primavera per a Domenico Guarini (1980), Joc 
de miralls (1989), and Dins el darrer blau (1994), short story collections, childrenΩs literature and a 
significant body of work as a scholar. A facet of her 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 between author and translator is blurred. For my presentation today, I want to analyse 
Carme Riera as a translator of her novel Dins el darrer blau into Spanish, a historical novel that 
deals with the Inquisition gruesome killing of Xuetas, Majorcan Jews, in 1866.  

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 attention to the Xuetes dialect and the 
different languages spoken in 17th-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 experiences and, consequently, robbing the novel of its most salient 
features.  In RieraΩs 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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GLYN PURSGLOVE (Swansea University, UK) ς Session 41 
The Case of Quintilius: Translations, Originals, or Pseudepigrapha? 
Peter Russell (1921-2003), poet and editor, friend and poetic disciple of Ezra Pound, was also an 
accomplished translator from several languages, including Arabic and Persian, German, Italian 
(e.g. Boiardo and Camillo Pennati), Portuguese (e.g. Camões 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 translation 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 390-427) Three Elegies of Quintilius appeared in 1954; 
The Elegies of Quintilius (1975) 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, were published and presented as translations from what survived 
of a work referred to as Quintilii Apocalypseôs Fragmenta. Most of these were gathered in From 
the Apocalypse of Quintillius (1997).  

The poems of Quintilius are not, however, translations in any orthodox sense; Russell was 
the author of the Latin ΨoriginalsΩ as well as the ΨtranslationsΩ. 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 Quintilius poems ς as original works, as translations, as an 
extended dramatic monologue or as a striking contribution to the pseudepigraphical tradition? 
 
JOSEP MIQUEL RAMIS (Universitat Pompeu Fabra, Barcelona, Spain) ς Session 20 
Translations under Control, or How Translations are an Essential Part of an Authorial Rewriting 
Process: The French Version of {ŜōŀǎǘƛŁ Wǳŀƴ !ǊōƽΩǎ ΨTino CostaΩ 
Translations are often far from authorΩs control. However, self-translation is the paradigmatic case 
of authorΩs control of 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. 

Self-translation takes place mainly in writers who live in a context where several languages 
are present, caused by territorial issues ς bilingual or diglossic communities ς or personal circum-
stances ς exiled or immigrated writers or writers born in multilingual families. Therefore, self-
translators use their multilingual skills in order to spread their work in the languages they know 
and command. What happens then with self-translated works translated in a third language? 
Which of both authorial versions is taken into account? Are these third-language translations 
under the authorΩs control?  

Sebastià Juan Arbó is a 20th-century Catalan author who writes both in Catalan and 
Spanish. He has translated most of his Catalan works into Spanish and nearly all ArbóΩs self-
translations entail a process of revision of his work, which he also does in the original 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 he uses. 

Tino Costa, his most ambitious work, was written around 1939 but did not appear until 
1947 in Catalan and in 1948 self-translated into Spanish, under FrancoΩs regime. This work was 
translated into French by Victor Crastre and was published by Roger Caillois in GallimardΩs 
collection άDu monde entierέ in 1954. Some original letters sent by Arbó to Caillois prove that 
Arbó also wanted to take control of this translation even though it was not translated by himself: 
ArbóΩs concern, anyway, is not only άfidelityέ 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 some of the essential changes in the French trans-
lation in order to show how the third-language translation is also άunder controlέ of the author 
and how this translation is also an evolution in a continued revising process of ArbóΩs work, in a 
similar way as his own translations and re-editions. 
 
RICHARD J. REISNER (University of Kent, UK) ς Session 44 
The Translator as Creative Author: The Naive World of aƛƱƻǎȊ 
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 from the perspective of re-writing (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 (Ricoeur), based 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 for re-writing 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 correlation between creativity and the translatorΩs (as reader then writer) choice 
of strategy in producing a text (translation) either less or more distant to the proto-text (original), 
with correspondingly greater or lesser so called constraints (content, style). 

This paper shall propose that established views of both creativity and re-writing, although 
valuable in their own right, need to be re-examined in a larger dimension of textual process on the 
one hand, one where the above binary notions of distance between two 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 (Ricoeur).  Moreover, textual 
processes per se need to be seen in terms 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 translatorΩs role to that of a reader/writer or 
limiting our view of translation itself to that of a ΨderivativeΩ.  A more integrated perspective on 
translation in this particular discussion could be proposed as one of the translator as a creative 
author (completion of reader-writer process) and the translation text itself as a so-called input 
(addition) to the canon of the relevant genre in question, in this case, literature.  In this regard 
ƻƴŜ ǇƻŜƳ ŦǊƻƳ aƛƱƻǎȊΩs cycle ΨThe WorldΩ shall be taken as an illustration, where two English 
versions are discussed in terms of re-ǿǊƛǘƛƴƎΣ aƛƱƻǎȊ ŜȄŀƳƛƴŜŘ ŀǎ ŀǳǘƘƻǊ ŀƴŘ ǘǊŀƴǎƭŀǘƻǊΣ ŀǎ ǿŜƭƭ ŀǎ  
propositions on the translatorΩs creativity. 
 
ANNE REYNDERS (University of Leuven ς Lessius, Belgium) ς Session 37 
The Author-Translator in the Medieval Low Countries (13th-14th centuries) 
The 13th and the 14th 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.  




